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PREFACE

Inasmuch as the translating of Shakespeare's sonnets into Ukrainian
was undertaken in relatively recent times, and the first complete translation
of the sonnets appeared only within the last two decades, it is not surprising
that an exhaustive examination of the translations has not yet been made.

A good translation merits a careful study, so that the
translator's method may be discerned and his treatment
of difficulties be compared with the treatment adopted
by others. If this were not so . . . famous translations
« o » Would never have been superseded . . . A

It is therefore important at this embryonic stage in the development of the
translations of Shakespeare's sonnets to examine the existing renderings in
some detail. Perhaps this study can make a modest contribution toward the
discernment and assessment of the translators' methods and the treatment
of difficulties encountered in their task.

Due to the extensiveness of the subject under investigation, this
examination focusses primarily upon the translator's recapturing of
Shakespeare's style, in particular, his transference of the three fundamental
elements in the Shakespearean sonnets--structure, rhetorical figures, and
imagery. The study consists of a comparative analysis of the translated
sonnets and the original as regards these stylistic elements.

The investigation begins with an historical survey of the translations
of the sonnets and a note on the principles of translating, with the establish-

ment of some basic requirements for the purpose of appraising the translations.

1Theodore H. Savory, The Art 9_f Translation (London: Jonathan
Cape, 1968), p. 29.
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The second chapter stresses the importance of the structurr;d designs of the
Shakespearean sonnet as a fundamental element in Shakespeare's style, and
compares the designs of the translated sonnets with that of the original,
firstly, as concerns the formal structure, and secondly, the interrelationships
of the formal, logical, and syntactical designs. The inspirational source for

this part of the study is Stephen Booth, An Essay on Shakespeare's Sonnets

(New Haven and London: Yale University Press, 1969). The third and most
extensive chapter deals with Shakespeare's utilization of rhetorical figures and
the applica'tion of these figures by the translator; it reveals the difficulties
encountered by the translator in view of the differing structures of the source
and receptor languages,as well as the individual translator's treatment of
these difficulties. The guideline to Shakespeare's use of rhetorical devices is

Claes Schaar, An Elizabethan Sonnet Problem (Copenhagen: Lund, 1960). The

final chapter, through a focus upon the translator's reproduction of
Shakespeare's imagery, ascertains the translator's accuracy in the trans-
ference of content as well as of style. The commentary by W. G. Ingram

and Theodore Redpath, editors of Shakespeare's Sonnets (New York: Barnes

and Noble, Inc., 1965) is used as an aid in the analysis of the original sonnets.
The conclusions of the study are based upon the essential requirements of
translating as laid down in the introduction.

Literal translations of the Ukrainian sonnets are provided
throughout the study, except in the introductory section on structure where

such translations would not be purposeful to the non-Ukrainian reader. These
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translations remain as closely as possible to the sentence structure used by
the Ukrainian translator, and thereby, often violate the standard construction
of the English sentence. The Ukrainian illustrations found within the text are
extracted directly from the primary sources as indicated in the Bibliography.
The original sonnets are quoted from the 1904 edition compiled by Israel
Gollancz for J. M. Dent and Company, London.

The author of this dissiertation is indebted to Dr. C. Bida, Professor
of Ukrainian literature at the University of Ottawa, for his supervision of this
dissertation and wishes to express her sincere gratitude to the translators
S. Hordynsky, I. Kostetsky, V. Onufriyenko, O. Tarnavsky, D. Palamarchuk,
and Y. Slavutych for the cooperation in providing their primary source
materials, and to extend her apologies to all the translators for the impairment

of their sonnets through prosaic literal translating, which was necessitated

by the processes of analysis.



INTRODUCTION

The translating of the Shakespearean sonnets into a receptor
language which differs widely in structure from the source language is a
particularly assiduous task. The Ukrainjan translator of the sonnets
encounters his essential problem in the dissimilarities between the lexical
and morphological bases of the English and Ukrainian languages. Lexically,
the Ukrainian language is less predominant in monosyllables than is
English. The preponderance of monosyllables in the sonnets presents
difficultiés as pertains to the spatial limitations of the pentameter line.
Morphologically, the Ukrainian language is highly inflectional as
compared to English. The Ukrainian system of noun declensions com-
prises seven cases which often result in the acquisition of endings and
thereby syllables. Pronouns, adjectives, numerals, and participles are
declined in the same manner, while Ukrainian verbs undergo inflection by
conjugation. In addition to the problem of mor;osyllabism, these
inflections affect the transference of certain rhetorical devices used by
Shakespeare. The Ukrainian language, furthermore, operates with the
category of genders. Besides the three genders of nouns, Ukrainian verbs,
adjectives, participles, and numerals acquire a gender in their modification
of nouns or pronouns. This category of gender is problematic to the
translator in his treatment of Shakespeare's objects of address in that the
translator may be grammatically compelled to give a sexual identity to the

viii



unidentified persons addressed in the sonnets. The phonological dis-
similarities which exist between the two languages, on the other hand,

do not present a problem to the Ukrainian translator, although these
differences, which lie basically in the differing vocalic syst'ems and
tonal qualities of vowels, entail different methods in the acquisition of
melodiousness. It is the object of this study to ascertain the methods by
which the translators treat these linguistic differences.

The main purpose of this study is to examine the translators'
approaches toward the translating of the sonnets and their success in
reflecting the original autilor. To serve this purpose a comparative
stylistic analysis of the translated sonnets and the original is made on the
basis of three fundamental elements in Shakespeare--structure, rhetorical
figures, and imagery. This analysis encompasses the works by two
translators of the complete collection of thé 154 Shakespearean sonnets,
Thor Kostetsky and Dmytro Palamarchuk, and nine translators of individual
sonnets: Ivan Franko, Svyatoslav Hordynsky, Pavlio Hrabovsky, Svyatoslav
Karavansky, Vasyl Onufriyenko, Maksym Slavinsky, Yar Slavutych, Ostap
Tarnavsky, and Oleh Zuyevsky. The individual translations which are
incorporated into this investigation total forty-eight sonnets. Translations
by M. Lukash, Ivan Savych, and Volodymyr Svidzinsky are not available for
this study. Throughout this analysis an attempt is made to give the broadest
possible cross-section of all the translators. In order to represent

adequately the translators of the individual sonnets some sonnets are
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discussed more than once, whereas others are only mentioned. Nonethe-
less, each of the 356 translated sonnets are, time and again, examined
for the purpose of summaries and conclusions. Thus, the methods of
procedure in this investigation include the summaries of findings and the
discussion of comparative illustrations; the conclusions are based upon
both the summaries and illustrations.

The comparative analysis begins in the second chapter with a
discussion on the structure of the sonnets. It necessitates, first, a
summary based on a comparison of every translated sonnet with that of
Shakespeare in regard to formal structure, or the prosodic features—-
stanzaic form, rhyme scheme, rhyme endings, and meter. In this
particular survey illustrations are given of several outstanding examples
of Shakespeare's use of rhyme ending variants (sonnets CXVI, CXXI, CXI,
and XX) and are compared with nine corresponding translations. In the
second part of the discussion on structure--the interrelationships between
Shakespeare's formal, logical, and syntactic structures--an example from
each of Shakespeare's five main structural types is given and is compared
with the twenty corresponding translations. These are sonnets CLIV, XXIX,
XVII, CXXX, and CXXIX. Two translators cannot be included in this
cross-section inasmuch as these particular sonnets are not translated by
them, therefore an illustration from each of their translated works is added;

these are sonnets CVI and VIII. For the purpose of a summary to this
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section each of the translations is compared with the original sonnets in
regard to their logical and syntactical designs.

In the third chapter, nine rhetorical figures are chosen for
comparative analysis on the basis of their popularity and significance in
the sonnets as well as on the basis of their varying degrees of difficulty
in translation. These are apostrophe, anaphora, traductio, antimetabole,
anadiplosis, parallelism, antithesis, antanaclasis, and homophony. They
range from the figure which offers no problem for the translator to the
figure which is impossible to render; the translators' accommodations of
difficulties are observed. The selection suffices to show the translators'
acquisitions of Shakespeare's rhetorical effects. In this chapter, for the
most part, the entire sonnet is not used for the purposes of illustration;
rather, the line or lines which contain a particular figure are extracted from
the Shakespearean sonnet and from the corresponding translations. This
chapter opens with a discussion on apostrophe as pertains, first, to the
translators' treatment of Shakespeare's objects of address. A summary is
made of all the translations as compared with the original in regard to
(@) the problem of the sexual identity of persons addressed, (b) the use of
the intimate and formal pronouns 'thou' and 'you', (c) the apostrophe of
abstract entities, and (d) the adherence to the use of the apostrophe.
Nlustrations from the translations are provided to show the various
approaches taken by the translators in their interpretations of the sexual

identity of the persons addressed in the sonnets. This survey is followed
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by an examination of the apostrophe as a rhetorical device. Illustrations
show the translators' departures from the original rhetoricism and the
effects of such departures are discussed. In the case of thg figure
anaphora, which offers no difficulty in formal or linguistic translatability,
the translators' departures and accurate renderings are examined. For
the five figures which are problematic in translation--traductio,
antimetabole, anadiplosis, parallelism, and antithesis--only the accurate
renderings or the translators' substitutive rhetorical devices are
examined in order to illustrate the translators' methods of attaining the
original rhetoricism. In the case of antanaclasis, the figure which is
impossible to attain in the Slavic languages, both the 'Will' sonnets,
CXXXV and CXXXVI, where this figure is used most extensively, are
thoroughly examined to illustrate the methods of approach to these
sonnets in the translators' efforts to produce the effects of the original.
The survey of rhetorical figures ends with an examination of homophony
which opens with illustrations from the original sonnets to show
Shakespeare's implementation of sound patterns. This is followed with
examples from each of the translator's works to demonstrate the method
of the translators' approaches to sound effects. The Ukrainian illus-
trations, in this particular instance, appear in a transliterated form for the
benefit of the non~-Ukrainian reader; the significant sound patterns appear
in upper-case letters.

To facilitate the discussion on linguistic and formal translatability
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some of the figures are divided into variants. This division results in
the total of fifteen rhetorical figures. Every translator of the individual
sonnets does not encounter every figure. In the summaries for each
figure, the number encountered and attained by the translator throughout
all his works is stated. In regard to the translators of the complete
collection the summaries rely upon the illustrations as well as the
sonnets mentioned in the text ;nd footnotes. The complete translations
are reviewed in their entirety for the figures apostrophe, anaphora, and
anadiplosis, and receive an extensive review of the remaining figures
which are especially abundant in the sonnets. In this chapter each of the
154 Shakespearean sonnets is mentioned, and almost two-thirds are
incorporated into the illustrations. Some sonnets appear a number of
times dependent upon the figures that they contain and the possibility of
incorporating the translations of the individual sonnets.

The fourth chapter, the comparative analysis of imagery, is
based upon Shakespeare's types of images and his stylistic approaches to
imagery. The primary focus is upon picture images, or graphic
illustrations, rather than the use of figurative language in general. The
investigation includes, also, a sonnet based upon Shakespeare's evocation
of sensory perceptions. The translators' reproductions of the original
imagery, the stylistic approaches involved in these reproductions, the

conveyance of meaning and theme, the transcript of content and ideas, and

the manner of composition and expression are all brought to the fore in this
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discussion. Sonnets XVII, CXXX, LX, XLVI, XXIX, and XI, which are
representative of Shakespeare's imagery and image schemes and
incorporate the broad cross-section of twenty-six translations, are used
for illustrations. In the literal translations provided for the translated
sonnets XVIII and XI, indications are made to show the translators'
omissions, additions, and alterations of the original content. These
indications are for the purpose of giving the reader an opportunity to
recognize at a glance the different approaches to contextual transfer-
ences in the varying methods of translating--accurate translating, free
translating, and the combination of both methods. These indications
give the reader an opportunity, also, to recognize with ease the formal
limitations met by the translators who strive to maintain contextual
accuracy. The conclusions to this chapter are based upon a review of all
the translated sonnets in conjunction with the incorporated illustrations.

This study begins with a historical background of and the biblio-
graphical data on the Ukrainian translations of Shakespeare's sonnets as
well as a historical background of the approaches taken toward translating.
The survey includes an outline of the views on translating as expressed by
some of the translators themselves in order that an appraisal of their
translations can be made on the basis of their own personal objectives.
The discussion concludes with a statement of the fundamental principles
of translating by which the translated sonnets are appraised in this com-~

parative analysis.



The major difficulties encountered in the preparation of this
study lie in the lack of sources. There is no comprehensive biblio-
graphical reference on the Ukrainian Shakespeareana. The most

extensive source by M. O. Moroz, Vil'yam Shekspir v Ukrayins'kiy RSR

(L viv, 1964), is incomplete as regards the Shakespearean sonnets.
Several of the known primary sources are not available for this study;
these include some translations published in the Soviet Union as well as

a few published in Ukrainian journals in Buenos Aires and Hanover in

the 1950's. There is a lack, also, of exhaustive secondary sources on
Shakespeare's sonnets. The basic reference for this study, Claes Schaar,

An Elizabethan Sonnet Problem (Copenhagen: Lund, 1960) which, in

effect, is a comparative study of Daniel and Shakespeare, is the most
extensive examination of the Shakespearean sonnets which could be
utilized for this analysis. The second basic source, Stephen Booth,

An Essay on Shakespeare's Sonnets (New Haven and London: Yale

University Press, 1969) is the only detailed work on the interrelation-
ships of the structures in the sonnets. There is no comprehensive study
on Shakespeare's imagery as pertains to the sonnets. In addition to this,
a historical dictionary of the Ukrainian language would be useful in the
analysis of the translations by Kostetsky. It would be especially
advantageous in investigating the translated sonnets to have knowledge
concerning the Shakespearean editions and commentaries utilized by the

translators.
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A system of transliteration which is free of diacritical marks is
used for this study on the basis of its technical feasibility and neatness, in
view, particularly, of the survey on homophony which entails the trans-
literating of Ukrainian passages and the illustrating of sound patterns by
upper-case letters. The transliteration table which is supplied at the
outset of the study includes Russian to encompass the Russian biblio-
graphical sources used in the §mdy,

Literal translations of the Ukrainian illustrations are provided
for the non-Ukrainian reader throughout the investigation except in the
first few samples of rhyme ending variants where such translations
would not be useful. The literal translations immediately follow the
Ukrainian passages. The occasional paren'theses found in the literal

translations indicate additions made by the author of this study.



TRANSLITERATION TABLE

Ukrainian and Ukrainian and
Russian English Russian English

a a o) T
6 b c 8
B v T t
I d Y u
e e ®
X zh X kh
3 Z II ts
7 y g ch

k g sh
a 1 m shch
M m b ! (omitted in

proper nouns
H n in the text)
o o iy yu
n P i ya
Ukrainian only Russian only
I yi r g
€ ye é yo
r h u i
r g B "
i i 3 e
u, ui y (in poetry B, HA y
y and yy,

respectively)



CHAPTER I
A HISTORICAL BACKGROUND

The works of Shakespeare made their appearance in Ukrainian
literature during the second half of the nineteenth century. This develop-
ment was initiated in 1848 with Mykola Kostomarov's rendering of a portion
of Othello, 1 and was firmly established by such outstanding dramatists as
Mykhaylo Starytsky, Yuriy Fedkovych, Lesya Ukrayinka, and the particularly
prolific Shékespearean translator, Panteleymon Kulish, who, in the last two
decades of the century, accomplished translations of thirteen of Shakespeare's
dramas.?

The main catalyst in this initial stage of the development of Shakes-
peareana in Ukraine was Ivan Franko, an eminent figure in Ukrainian litera-
ture, who, as an enthusiast of the World Master, in his literary articles
encouraged the translating of Shakespeare, became the Shakespearean trans-

lator's editor-commentator and critic, as well as a translator of some of the

1Constantine Bida, "A Quest for the Dramatic: Ukrainian Authors
Turn to Shakespeare, "' Symbolae in Honorem Georgii Y. Shevelov.
Universitas Libera Ucrainensis. Facultas Philosophica. Studia T. 7
(Munich: 1971), p. 46.

2For a historical survey of the Ukrainian translations of

Shakespeare's dramas see the above cited work by Bida. Cf. also G. Kochur,
"Shekspir na Ukraine, ' Masterstvo perevoda, 1968, Vol. III, pp. 26-59.
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dramas (The Merchant of Venice, parts of King Lear and The Tempest), and

the pioneer in the translating of Shakespeare's sonnets. 3

Franko's first attempts at the sonnets were made in 1882, when he pro-
vided in a letter for Omelyan Partytsky, the editor of the journal Zorya, his
translations of sonnets XIV, LXXVI, and CXLII. 4 Partytsky published one of
these poems, LXXVI, in 1884.9 In 1901 three translations, sonnets XCVI,
CXXX, and CXXXI, were incorporated by Franko in the foreword to his book

Uil'yam Shekspir: Antoniy i Kleopatra, and three more sonnets, XXIX, XXX,

and LXVI, appeared in 1907 in the journal Literaturno-naukovy visnyk,6 In

1924, eight years after the death of the poet, M. S. Voznyak included two of
Franko's earliest unpublished sonnets in his work '"Do pochatkiv spivrobitnytstva
Ivana Franka v 'Zori'" (Concerning the Early Participation of Ivan Franko in

'Zorya') .U Franko also translated sonnets XXVIII and XXXI, which first

3Cf. Orest Starchuk, "Ivan Franko: A Ukrainian Interpreter of
Shakespeare, ' Canadian Slavonic Papers, 1957, Vol. II, pp. 106-110.

410 Tvan Franko, Tvory v dvadtsyaty tomakh (Kiev: Derzhavne
vydavnytstvo khudozhn'oyi literatury, 1955-56), Vol. XX, pp. 173-176.

5Cf. M. S. Shapovalov, "Pro Frankovi pereklady Shekspira, " in
Ivan Franko, Statti i materialy (Lviv: L'vivs'ky universytet, 1949),
Vol. II, p. 55.

6cf. Franko, Tvory, Vol. XV, pp. 581-582, footnotes.

Tn Kul'tura, December, 1925, p. 114. Cf. Shapovalov, "Pro
Frankovi pereklady Shekspira, " p. 55.



appeared in the Kievan edition of his works published in 1955.8
Two of Franko's contemporaries, Pavlo Hrabovsky and Maksym
Slavinsky, also attempted the sonnets. Hrabovsky published his trans-

lation, sonnet XXIX, in 1900, in the Literaturno~naukovy visnyk, and

Slavinsky published two, sonnet XVIII, under the title ""Vichne lito'" (Eternal
Summer), and sonnet CVI, entitled "Khronika zavmerloho chasu' (The
Chronicle of Wasted Time). 9 ‘

Throughout the first half of the twentieth century the Ukrainian trans-
lating activities, as regards Shakespeare, continued to focus upon the dramas.
Volodymyr Svidzinsky is the only poet of this early period in Modern Ukrainian
literature to have translated any of the poems; these were XVIII and cvI. 10

It was not until the second half of this century that t!;e Ukrainian trans-
lators directed more attention to the sonnets, In 1953 three emigré poets
simultaneously began to publish their translations in Ukrainian literary

periodicals in the Free World: Vasyl Onufriyenko, sonnets V, VII, XV, and

XVII in Porohy (Buenos Aires); Yar Slavutych, sonnets XVIII, and LXXI in

8¢f, Franko, Tvory, Vol. XV, p. 582, footnote.

9The date of publication is unknown. These sonnets are in Thor
Kostets'ky, Shekspirovi sonety (Munich: Na hori, 1958), p. 227. Because
the Tsarist Government had forbidden the publication of Ukrainian books in
the latter part of the century, all these early publications were made within
the boundaries of the Austro~-Hungarian Empire, in Lviv, western Ukraine.

10ct, Svyatoslav Hordyns'ky's footnote to "Villiyam Shekspir:
Z sonetiv, "' Poety zakhodu (New York: Literaturno-Mystets'ky Klyub, 1961),
p. 123. The date and place of publication is not stated.




Novi Dni (Toronto), and Oleh Zuyevsky, sonnets LIX, LX, LXXI, LXXXI,
and CII in Kyiv (Philadelphia); in 1954 Onufriyenko reappeared in Porohy with
sonnets I, VIII, and X, and Zuyevsky published sonnets XCVIII and CXXXVI

in Ukrayina i svit (Hanover); in 1955 Slavutych published sonnet XLVI in

Moloda Ukrayina (Toronto); and in 1956, a fourth emigré writer, Ihor

Kostetsky appeared in Ukrayina i svit with about ten sonnets.1l In 1957 one

sonnet appeared, also, in Soviet Ukraine, in the collection of poetry by

T. Savych, Z vichnykh dzherel (Kiev)r.12 Finally, in 1958, a year following

his publication of Romeo and Juliet, Kostetsky accomplished the first complete

Ukzainian collection of the.sonnets, Shekspirovi sonety (Munich: Na hori), with

the translator's foreword "Ukrayins'ky perekladach Shekspirovykh sonetiv"
(The Ukrainian Translator of Shakespeare's Sonnets). This collection contains
also an elaborate commentary, and in one of the appendices, some translations
that appeared prior to 1958--those of Franko (XXVIII and XXXI), Slavinsky
(XVIII and CVI]), Slavutych (XVII, XLVI, and ]';.X)G), and Zuyevsky (LIX, LX,
LXXI, LXXXI, CII, CXXX, and CXXXV).13

The following decade marked quite an acceleration in the translating

11¢¢, var Slavutych, '"Shekspirovi sonety, ' Shakespeare Quarterly,
1959, Vol. X, No. 1, pp. 108-109. The numbers of the sonnets are not stated.

1261, S. Dotsenko, "Ohlyad ukrayins'koyi Shekspiriyany, " Vsesvit,
1965, No. 8, p. 114, The number of the sonnet is not stated.

13¢cf. ""Shekspir u sonetnomu otochenni, " Appendix IV, pp. 224-249;
except for Zuyevs'ky's sonnet CXXX, which appears on p. 210,
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of the sonnets as an appreciable number of new publications were made. In
1960, Ostap Tarnavsky included four sonnets XVII, CIV, CXVI, and CXXX

in his collection of poetry Samotnye derevo (New York), and Svyatoslav

Hordynsky, in 1961, incorporated eight sonnets in his collection of trans-

lations Poety zakhodu (New York). Yar Slavutych admitted several

translations by Onufriyenko, Zuyevsky, and himself into three editions of

his almanac Pivnichne syayvo (Edmonton): in 1965 four sonnets by Slavutych--

three from previous publications, XvI, XLVI, and LXXI, and a new trans—

lation, CLIV; in 1967 two sonnets by Zuyevsky--XXIV, and XCIX; and in

1969 two sonnets by Onufriyenko--a reprint of VII, and a new translation, XI.,
During this time the sonnets became even more popular in Ukraine,

Svyatoslav Karavansky translated thirteen. In 1962 his sonnets V and VII

appeared in the University of Odessa newspaper Za naukovi kadry. In 1964

sonnets I, XIV, and XVIII were published in the journal Vsesvit. That same
year, sonnets XVI, XIX, and a reprint of VII appeared in the journal
Ukrayina, sonnets IX and XXV in the journal Zmina, and sonnet XXII in the
ahove mentioned University of Odessa newspaper. 14 1n 1967 five of
Karavansky's translations XIV, XVI, XXI, XXV, and LXVI were published

in Paris in the documentary Lykho z rozumu (Portret dvadtsyaty

14This bibliography is in Vyacheslav Chornovil (ed.), "Bibliohrafiya
khudozhnikh tvoriv, perekladiv, statey i zamitok S, Karavans'koho (1961
r.~~lystopad 1965 r.), Lykho z rozumu (Portret dvadtsyaty "'zlochyntsiv'’).
Zbirnyk materiyaliv (Paris: Persha ukrayins'ka drukarnya u Frantsiyi, 1967),
p- 88.




"zlochyntsiv'"), which was compiled in Ukraine by Vyacheslav Chornovil, 1°
As far as can be ascertained, three of these sonnets (XVII, XXI, and LXVI])
did not appear earlier in the above mentioned sources in Ukraine.

Dmytro Palamarchuk, after a debut in a number of journals,

Literaturna Ukrayina, Vsesvit, Zhovten', and Ulz:razina,l6 published, in

1966, his complete Ukrainian collection of the sonnets, Vil'yam Shekspir:

Sonety (Kiev: Dnipro), with a foreword "Tayemnytsya Shekspirovykh
sonetiv'' (The Secret of Shakespeare's Sonnets) by Boleslav Buyalsky. Three
of Palamarchuk's sonnets, LXVI, CVIII, and CXL, have been set to music
by B. Buyevsky, and published, in 1966, under the title Try romansy

(Three Romances), the lyrics for these compositions have been translated

into Russian by I. Krotov,
According to the recent Kievan edition of the history of Ukrainian
literature, another outstanding contemporary translator, M. Lukash, has

rendered some of the sonnets as well as dramas of Shakespeare.17

15Karavansky is included in this documentary /The Misfortune
of Being an Intellectual (The Portrait of Twenty "Criminals')/ as one of
the Soviet writers who is experiencing political imprisonment.

16Dol:senko, "Ohlyad ukrayins'koyi Shekspiriyany,' p. 114,

17Is(:oriya ukrayins'kovi literatury (Kiev: Naukova dumka, 1971),
Vol. VIO, p. 241. The dates, place of publication, and the numbers of
the sonnets are not stated.




Unfortunately, some of the above mentioned translations are not
available for this study. Of Karavansky's thirteen, three (V, IX, and XXIII)
are unavailable,18 of Onufriyenko's nine, seven (I, I, V, VII, IX, XV, and
XVD, 19 and of Zuyevsky's seven, two (XCVII, and CXXXVI) have not been
obtained.20 Also, the sonnet translated by Savych, and those by Lukash, and
Svidzinsky have not been found at this time. This study does not include
in its analysis Franko's first three translations (XIV, LXXVI, and XLIII)
found in his correspondence with Partytsky.

Besides the 154 sonnets in each of the two complete collections,
Kostetsky's and Palamarchuk's, this study incorporates forty-eight sonnets by
nine of the eleven known individual translators: of the early poets--one by
Hrabovsky, two by Slavinsky, and eight by Franko; of the contemporary
translators--eight by Hordynsky, ten by Karavansky, two by Onufriyenko, four
by Tarnavsky, four by Slavutych, and nine by Zuyevsky.

Owing to the fact that the translating of Shakespeare's sonnets

into Ukrainian is a relatively new development, literacy criticism in this

18Two of these, V and XXIII, are in the University of Odessa news-

paper (1962 and 1964, respectively) and one, IX, is in the journal Zmina (1964).

19In correspondence with Onufriyenko, the translator states that the
sonnets which appeared in Porohy (Buenos Aires: 1953 and 1954) are no longer
in his possession. According to Onufriyenko, he has translated about 30
sonnets, many of which have not yet been published.

2OIn Ukrayina i svit (Hanover: 1954).




regard is almost non-existent. A number of studies have been made on

Franko, the Shakespearean, but there is only one detailed analysis of his
translations of the sonnets.21 Of the remaining translators, as far as it is
known, only Kostetsky's collection has elicited any responses‘,:22 A
comprehensive bibliographical source on the Ukrainian Shakespeareana is, also,
lacking. The first such attempt was made in 1964 by M. O. Moroz in Vil'yam

Shekspir v Ukrayins'kiy RSR (Lviv); however, only sixty copies of this

invaluable work were distributed, and according to its reviewer S. Dotsenko, it
contains a number of omissio_ns; those concerning the sonnets include
Karavansky's V and VII, which appeared in the University of Odessa newspaper,
Palamarchuk's publications in the various journals cited earlier, and also the
translation by Savych=23 The translators of the Western World, of course, would

not have entered this reference.

21y . s, Shapovalov, "Pro Frankovi pereklady Shekspira,' in Ivan
Franko, Statti i materialy (Lviv: L'vivs'ky universytet, 1949), Vol. II, pp. 49-62.

22Those available for this study are: Svyatoslav Hordyns'ky,
"Shekspirovi sonety v ukrayins'kykh perekladakh,' Kyiv, 1959, No. 1, pp. 17-20;
Yar Slavutych, ""Shekspirovi sonety, ' Shakespeare Quarterly, 1959, Vol. X, No. 1,
pp. 108-109; Oleh Zuyevs'ky, "Pryntsyp 'absolyutyzatsiyi' v perekladakh
I. Kostets'koho (Fragmenty z dysertatsiyi)” in Ihor Kostets'ky, Zbirnyk do
50-richchya (Munich: Na hori, 1963-64), pp. 206-216. In his article Zuyevs'ky
cites D. Buchyns'ky, ''Shekspirovi sonety, " Bibl'os, 1959, No. 6; this source is
not available for this study.

23"Ohlyad ukrayins'koyi Shekspiriyany," pp. 113-115.



Among the eleven translators of the sonnets the mc;thods of approach
to their art are interestingly diversified. Two of the early poets, Hrabovsky and
Slavinsky, adhere to the theory of free translation, which was still popular
in the second half of the nineteenth century; it is based upon the principle that
the accuracy of a translation may be sacrificed to the aesthetic effect. Franko,
on the other hand, who became the most prominent Ukrainian sonneteer and
translator of the period, had, at this time, already adopted the approach
contrary to the theory of the nineteenth century. His views are particularly
revealing in .his article of 1912 "Deshcho pro shtuku perekladannya' (Some
Remarks on the Art of Translation)24 wherein Franko analyzes a translation
of his own poem on the basis of contextual and stylistic accuracy. The points
raised in his analysis include: the accurate transfer of the content and spirit,
the ideas and images, the syntax and lexical items, as well as the prosody of the
original. Franko discusses several of these points, also, in his literary
criticism on the Ukrainian translations of Shakespeare's dramas.25

Similar requirements were laid down by Mykola Zerov, the founder of
the Neo-Classical School in Ukraine, and the second exemplary Ukrainian

sonneteer and translator, in his essay of 1928 "U spravi virshovanoho perekladu"

24”Kza.menyari: Ukrayins'ky tekst i pol's'ky pereklad'" in Franko, Tvory,
Vol. XVI, pp. 397-408. .

25Shapovalov, "Pro Frankovi pereklady Shekspira, " pp. 50-54.
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(In Regard to Verse Translation) .26 Zerov states his postulates in five
desiderata. The translator must strive to obtain the original: (1) stylistics of
the word, (2) tropes and figures, (3) metrical peculiarities, (4) euphony,
through alliteration, assonance, and rhyme, and (5) achieve in his work a
beauty of language, a naturalness and ease of expressiqn.27

This trend toward the accuracy of translation has persisted among the
theoreticians of the art to the present day, as is evident from both Soviet and
Western sources.28

A majority of the contemporary translators of Shakespeare's sonnets

accede to the principles of accurate translation. Hordynsky, for example, as an

adherent of the Neo-Classical School, alludes to Zerov in his critical review of

26y Mykola Zerov, Nove ukrayins'ke pys'menstvo: Istorychny narys
(Munich: Instytut literatury, 1960), pp. 277-306.

2T1pid. » Pp. 294-305. It is unfortunate that this translator could not
realize his plan to encompass the Shakespearean sonnets within his acclaimed
Sonnetarium. Cf. Kostets'ky, Shekospirovi sonety, p. 227.

28gome of these sources are: Pytannya perekladu. Z materialiv
respublikans'koyi narady perekladachiv (lyuty 1956 roku) (Kiev: Derzhavne
vydavnytstvo khudozhn'oyi literatury, 1957; E. Cary and R. W. Jumpelt
(eds.), Quality in Translation. Proceedings of the Ilird Congress of the
Infernational Federation of Translators (New York: The MacMillan Co., 1963);
Eugene A. Nida, Toward a Science of Translating (Leiden: E. J. Brill, 1964);
Theodore H. Savory, The Art of Translation (London: Jonathan Cape, 1968);
S. Kovhanyuk, Praktyka perekladu (Z dosvidu perekladacha) Kiev: Dnipro,
1968); and Viktor Koptilov, Pershotvir i pereklad: Rozdumy i sposterezhennya
(Kiev: Dnipro, 1972).




11
the translations by Kostetéky, 29 and in his approach to the sonnets abides faith-
fully by the rules set by his maftre. Onufriyenko, Tarnavsky, and Zuyevsky
adhere, also, to the current theory, while Karavansky, Palamarchuk,and
Slavutych show tendencies toward free translating, each achiéving different end
results.

Kostetsky, who also subscribes to formal and contextual accuracy in
translation, perceives his art from an individualistic point of view. According
to his discussions on the theory of translating,30 the translator-may take one of
two approaéhes: (a) create a translation of a chrestomathy type in which he
endeavors to attract the least possible attention to himself, or (b) create a
translation which is egocentric, with a broad exposure of his own individuality.
By this second approach, which Kostetsky takes toward the sonnets, the content
and form, although rendered accurately, are brought into a different focus,
in which the translator perceives the original in his own way, and, in the
language of his own creation, revitalizes it. This is

. o to make the translation in such a way that it would not

only sound as if written in the language native to the trans-

lator, . . . but that, thereby, were made perceptible the

elements 'within themselves’, which live in the original,

and which are potentially related with the poetic language
by which they are translated. . . 31

291 "Shekspirovi sonety v ukrayins'kykh perekladakh, " pp. 17, 18,
and 20. .

301n his role as literary critic in Ukrayina 1 svit; cited by Zuyevs'ky,
"Pryntsyp 'absolyutyzatsiyi' v perekladakh I. Kostets'koho,'" p. 206.

31Kostets'ky, in his review on translations by Mykhaylo Orest, in
Ukrayina i svit, 1959, Nos. 19-20, p. 110, cited by Zuyevs'ky, ibid.
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In his approach to the sonnets, Kostetsky sets before him still another
task: 'to transfer Shakespeare in the poetic-linguistic Ukrainian period which to
ours stands approximately in that same relationship that Shakespeare's English
does to contemporary English."32 Such a task is an extremely difficult one,
since the Ukrainian literary language of the sixteenth and seventeenth centuries
was infiltrated with Old Church Slavonic elements and, therefore, differs to a far
greater extent from Modern Ukrainian than does the Elizabethan language from
Modern English. In the endeavor to obtain his objectives--to dress his sonnets
in the "costume'" of the time, as well as to give them new life--Kostetsky makes
use of Old Church Slavonicisms, archaisms, and archaic grammatical con-
structions, such as the short forms of adjectives and participles.

With respect to all the above mentioned attitudes and objectives, a
general guideline could be used in the appraisal of the Ukrainian translations of
Shakespeare's sonnets; it consists of three fundamentals outlined by Alexander
Fraser Tytler, Lord Woodhouselee, in 1792 in his book Essay on the Principles
of Translation. These fundamentals have retained their value to the present day:

1. A translation should give a complete transcript of the
ideas of the original work.

2. The style and manner of writing should be the same in
character as that of the original.

3. A translation should have all the ease of original
composition.

321 his foreword to the translations, p. 14.

33cited by Savory, The Art of Translation, p. 43.




13

This study rests on the premise that the foremost duty of the trans-
lator is to provide the reader of his language a true representation of the
author he is translating, that, during the process of his re-creation, the
spirit of the original should have undergone a transmigration into the trans-
lation. The degree to which the translator is successful in reflecting Shake-
speare within his works, or achieving the desired metempsychosis, can be
ascertained by a comparative analysis in compliance with the above set of
standards. In this analysis the comparisons of the translated sonnets with

that of the original are based upon structure, rhetorical figures, and imagery.



CHAPTER II
THE STRUCTURE OF THE SONNETS

One of the most complex and interesting stylistic elements of the Shakes-
pearean sonnets as a whole is their structuring, i.e., the intricate interweaving
of their logical, syntactic, and fc{rmal structures,and the effect of their inter-
relationships. In constructing his sonnets, Shakespeare does not follow one single
plan, or a set of plans; he creates, rather, a multiplicity of patterns; indeed no
two sonnets are exactly alike in their structural design. It is this gamut of pat-
terns that constitutes an important source of stylistic energy and beauty of the
sonnets, for it is the ever constant variation of design that establishes the
dramatic natu‘re of the poems, their constant state of flux, their freshness, and
vitality. Within this labryinthal organization, energy is further obtained by the
interaction of opposing forces--the opposition of the logical and the syntactical
structures to the formal structure. This serves to establish a simultaneous
unity and a division within the sonnets, a pulling apart and bringing together.
These structural oppositions effect a stylistic paradox as symbolic of the sub~
stantial paradox-~the paradox of the lover's situation as expressed in the sonnets.1

The subsequent comparison of the structure of the translated sonnets

with that of the original is to illustrate the skills of the translator in capturing

e, Stephen Booth's discussion "Formal, Logical, and Syntactical
Patterns' in An Essay on Shakespeare's Sonnets (New Haven and London: Yale
University Press, 1969), pp. 29-51,

14
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this stylistic paradox and in harnessing this important source of stylistic energy
to achieve the effects of the original. First, the formal structure, or prosodic
features, specifically, stanzaic form, rhyme scheme, rhyme endings, and
meter, are previewed as a preliminary to the interrelationships of the logical,

syntactic, and formal structures.

Formal Structure

Stanzaic Form

The reader's first impression, when looking upon a Shakespearean son-
net, is the unity of the sonnet. The body of the poem appears on the printed page
as a tightly knit homostrophic unit, and the couplet ending, which usually imposes
an epigrammatic turn, is separated from the body only by indention. This purely
technical feature, the format of Shakespeare's sonnet, ostensibly effectuates a
unity of twelve lines and a separation of two lines, a stanzaic structure 12:2.

Most of the translators do not consider stanzaic form as an important
feature of Shakespeare's style. Only Kostetsky and Zuyevsky maintain the 12:2
framework. Onufriyenko's sonnets appear in fourteen-lined homostrophic units,

with the couplet being united, therefore, to the body of the poem. Four trans-
lators, Karavansky, Hordynsky, Slavutych, and Tarnavsky divide their sonnets
strophically in accordance with the rhyme structure, into three separate
quatrains and a separate couplet, intensifying, thereby, the divisive element and
forfeiting the ostensible unity. Hrabovsky divides his poem into quatrains and
tercets as is traditional in Ukrainian sonnet writing, while Slavinsky divides his

translations in the Petrarchan manner, into octaves and sestets. Franko's
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translations appear in three different stanzaic forms. Two of his works are
adaptations composed of quatrains. Five of Franko's sonnets are of the
quatrain-couplet division, and one is homostrophic. In Palamarchuk's col-
lection, 145 sonnets are of the quatrain-couplet division, six ére quatrain-
tercet, one is constructed on two quatrains and a sestet, one is of the original
12:2 form, and one is composed of six couplets.

The latter poem, CXXVI, which Palamarchuk divides into couplets, is
a twelve-lined sonnet in Shakespeare, with the stanzaic structure 10:2. The only
other translétion of this irregular sonnet, that of Kostetsky, appears as in the
original. Another exception.to the standard sonnet is XCIX, which contains
fifteen lines. Kostetsky and Zuyevsky maintain this deviation, while Palamarchuk

condenses his translation into the standard form.

Rhyme Scheme

The Shakespearean sonnet, which receives its ostensible unity in the
12:2 stanzaic form, is simultaneously divided by the overriding rhyme pattern
abab cdcd efef gg into three quatrains and a couplet, or 4:4:4:2, Thus a contra-
dietion is contained within the formal structure itself. The overlapping of the
patterns 4:4:4:2 and 12:2 effectuates a simultaneous unity and division within the
body of the poem, and further accentuates the division of the couplet.

Rhyme scheme is invariable in Shakespeare. Perfect rhyme is

favored; assonantial, eye, and imperfect doublets are rare in the sonnets.2

2Most: of these exceptions are found in the couplets; there are 15 such

rhymes within the finale.
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Stri'ct reference to the sonorousness of rhyme is purposefully avoided in only
one poem, LXVI, which is an extreme deviant from the sonnet structure. These
variations in rhyme coincide with the structural extremeties, which in turn
coincide with the substance of the poem.3
Seven of the translators, Kostetsky, Hordynsky, Karavansky,
Slavutych, Zuyevsky, Onufriyenko, and Tarnavsky, use the invariable Shakes-
.

pearean rhyme scheme consistently. The earliest translators follow different
schemes; Hrabovsky's paraphrase is in the Petrarchan form, while Slavinsky
overlaps both the Petrarchan and Shakespearean forms. Only two of the eight
sonnets by Franko follow the original scheme, the remainder are all in their own
peculiar patterns:

Parallel rhyme (in the adaptations)

abab cdcd efef gg

abab cded eeff gg

abba cddc eff_/_é7 gg

abab cddc efef gg

aabb cddc efef gg

Of the contemporary translators only Palamarchuk diversifies the

rhyme scheme. In his collection seventy-eight sonnets are in the original rhyme,

seven are in the octave-sestet tradition, two are exceptional due to some

3
The variants are 'jollity-cry' (11. 1-2), 'strumpeted-disabled'
(11. 6-8), 'authority-simplicity' (11. 9-11), and 'gone-alone' (11. 13-14).
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variations in the original, while sixty-seven follow their own peculiar pattern.
These consist of eight different types:

abba cdde effe gg

abba cded effe gg

abab cdde effe gg

abab  cddc efef gg

abab cccc dede ff

abba cdde efef gg

abba ., cded efef gg

abab cded effe gg

Zuyevsky and Onufriyenko are the only translators who employ perfect
rhyme throughout their sonnets. All the others use some assonantial rhymes.
In proportion to the number of their translated sonnets, Karavansky and
Kostetsky utilize more of the assonance type than do the other translators., The
instances of imperfect doublets are very rare in the translations,

There are five translations of the above mentioned exceptional sonnet
LXVI. Kostetsky and Karavansky do not heed the Shake§pearean deviations.
Palamarchuk alters one quatrain to the scheme eeee, Hordynsky uses some
assonantial rhymes as well as metrical peculiarities, and Franko's hexametrical
quatrains all vary in the pattern aabb cddc efef gg. Thus three of the trans-
lators endeavor to achieve some type of inconsistency in this particular sonnet,

even though their discrepancies differ from those of the original.
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Rhyme Endings

Unlike the rhyme scheme, the rhyme endings in Shakespeare are
extremely variable. There are only about sixty-four sonnets whose lines con~
sistently conclude with the masculine ending.4 The ninety sonnets that contain
variations can be divided into five groups:

M with D variations 39

LY
M with D variations, and an FF couplet 1

F throughout 1
One quatrain differs from the rest 40
All quatrains differ 9

These differentiations do not only give a rhythmic diversity to the poems, they
play a part in the basic structuring of the indi;/idual sonnets as well. This
structural rofe can not be simply defined, however, for each variant is
peculiarly functional in each particular instance; the only common feature of
Shakespeare's rhyme ending variables is that they contradict their rhyme scheme
invariables and thus carry further the principle of structural paradox. The
complexities involved are best seen through a few varying illustrations; a com-
parison of these illustrations with the translations reveals the effects obtained
in the retainment, interpolation, or disregard of these variants.

In sonnet CXVI the scheme MMMM MFMF MMMM MM serves to

demarcate the second quatrain both rhetorically and structurally. The rhyme

4Henceforth masculine rhyme endings are represented by M, feminine
by F, and dactyllic by D.
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ending scheme complies with the logical and syntactic patterns: the second
quatrain, introduced by a negative exclamatory turn, contains a positive state-
ment set against the negative ones of the preceding and subsequent quatrains.
Thus, logically, syntactically, and by the rhyme ending variant this quatrain
assumes the most importance in regard to rhetoricism. By the same features,
this quatrain distinguishes a structural quatrainic division, overlapping and
obliterating the underlying syntactic octave:

Let me not to the marriage of true minds
Admit impediments. Love is not love
Which alters when it alteration finds,
Or bends with the remover to remove:
O, no! itisan ever-fixed mark,
That looks on tempests and is never shaken;
It is the star to every wandering bark,
Whose worth's unknown, although his height be taken.
Love's not Time's fool, though rosy lips and cheeks
Within his bending sickle's compass come;
Love alters not with his brief hours and weeks,
But bears it out even to the edge of doom.
If this be error and upon me proved,
I never writ, nor no man ever loved.

Kostetsky is logically and syntactically accurate in his translation, but the use of
consistent MF lines, leads to the loss of the impassioned quality of the signifi-
cant quatrain, and loss of its supremacy, i.e. the forfeiture of the rhetorical
aspect as regards this variant. Logic and syntax retains the original structure
of the sonnet, but with the loss of the third element, the variant:

NPO nepewxkony B uwmobi Bipiux Ay
Mewui He iJle, KOXaHHA — HE KOX&HI,
Te, uro y 3niHAX MIHUTLCSI MMMAYH
Uy XxMANTHCA ¥ HATIpAM CXMUIAHAA:

O =il nobop — mocTiliRo-neBHXIT 3HAK,
Axwuit 30puth y Oypro HCCTPACEHHO;
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Ce 3ipxa B KoxkeH MaHzapismni bajizax,
Hezuana, ane OpaHa BBIICh ILOREHHMO.
Jioboe we BaaszmnTh Hacosi, X04 copm
Vloro 3 cara’ 1o BukBIT JAMIb PYM AHILL
JI1060= He Iime B roguy Ta THMIKHIB IIepd,
A poBiskuTh CTPaUIHOro CyAy rpaHesl.
Byap zabays ce, it Ha mene 6 xoxa3s BHAB:
A 6 ®e mucas -— HixTO 6 i He KOxaB.

Palamarchuk's endings FMFM MFMF MFMF MM lend importance to the first

quatrain and the climatically ended couplet. These variants, along with the logical
pattern and the very distinct syntactic divisions after each quatrain, provide a

clearer quatrainic division, and therefore, a more simplified structure than the

original:
He Gyay s TMHNTI Nepemmrxkoan
€ananmo JAsoX cepleus. To Ae miolos,
Illo posupitTa 3age:kHo0 Bl HATOMN
I na pigaagenni sracae aHoB.
Jiwohos — Hag Oypi s3eegenmt vask,
lllo ropaGiinyM mne npoMmeRi Hapii,
Ile -—— aipra nposiiga, ARy MODAK
BaarocsonAac B HasicHiit cTuxii.
JiwGor — He Oxaszennd y pyKax vacy,
Mo THC cepnoM ¢BoiyM TPOAHIN CBIvI —
I mig, i yer mesaiimany Kpacy.

Toit cepn 106GoBi crpasAHbLOT He pike.

fix ne Gpexma — a BipmiB He micas,
I nie nmixro Ha cBiTi He Koxas.

Tarnavsky's FMFM MFMF FMFM FF alternation correctly bestows importance
upon the second quatrain, the MF alternation, at this point, acquires more
virility than the preceding and subsequent FM alternations. The prevalence of
F lines produce a more tender effect as compared with the prevailing M lines in
Shakespeare. The quatra{inic divisions in this translation are more marked than

in the original :—

Hiskol me cmaBiio mepewxonu
y wao6i sBipuux ayw. Le ue modos,
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110 3MIiHIOETLCA 3 3MiHAMH HarojH,
YH CcIyxa AO HeCTaJOCTH NiAMOB.

O, =il Jlio6oB — e TOH nocTifiuuit 3HaK,
o 6ypi sycTpivae HEMOXHTHO,
Le npoBinHa 30ps, HEMOB Mafk,
IJfi UOBHA, 1O BITPHUIa BHIHE,

Jlio6oB — He cayxka Yacy, Xou HepKUTb BiH
pyM'anicte ry6 i Wik B Kpy3i cepna:

il He 3MiluTh Xim TOEMH 1 THIKHIB,

a JHW RiATBEPIUTL, {0 BOHA TpHBA.

Slx 1e nomuaxa Ta I V MeHe HOBIL,
s He nucas 64 ¥ He Oysio 6 XOOOBH

In CXXI, in which all quatrains differ in the scheme

MFMF MMMM FMFM MM, each shift in rhythmic pattern coincides with each
progression of thought and each change of tone from quatrain to quatrain: the
first is a positive statement, the second continues the premise of the first in
rhetorical questions, while the third is definitive. The rhyme scheme variants
simply help to effectuate a dramatic monologue. Since all quatrains differ, a
quatrainic division is seemingly eminent when, in fact, the syntactical structure,
and the emphatic tonal changes at line 9, override this to determine an octave:

'"Tis better to be vile than vile esteemed,

When not to be receives reproach of being;

And the just pleasure lost, which is so deemed

Not by our feeling, but by others' seeing:

For why should others' false adulterate eyes

Give salutations to my sportive blood ?

Or on my frailties why are frailer spies,

Which in their wills count bad what I think good ?

No, I am that I am, and they that level

At my abuses reckon up their own:

I may be straight, though they themselves be bevel;

By their rank thoughts my deeds must not be shown;
Unless this general evil they maintain
All men are bad and in their badness reign.

Kostetsky, due to the consistent M endings, does not impart in full the dramatic
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monological quality of the original. The main structural design of his sonnet is

the same as the original, but without the opposition of the undercurrent that is

provided by the variants:

JIITINI 6yTy 2nmMM, HiXK BUIIAAATA 3JUM,
IITo6 He BrpyvasBesa nodyrt y OyTTA,
Ta it xRagen uap He TiLUTL TOMA, 10 3PUM
3 uyxux OdYelf, He 3 HaAIIOro YyTTH:
Bo yom 6u cnatm MaB Heuppuii 3ip
Meni npmBiT y KpoB, JIeTKY Ha 2KapT?
Yy — WOM, 3 XBUJIEBUX BaJ, LIMMIYHCBKMIL 306ip
Te 6 MaE 3a 370, B 9iM HOXBAJHM A BapT?
Hi, 51 € Te, 10 €, a Iinp uuA
CrigmTyi rpix Milft — BaxkaTh BRacamii rpix;
pamyum Hap aJbll CTOATH X04Yy 4,
Bpyara Ix MKCab He BXOIUTE AL MOIX;
Bouu roToei Bcrogy 3pitu 370
Tak, Mo On Ixzme 3JI0 B yCIX XKMJIO.

Palamarchuk achieves the effect of a dramatic monologue with the diversified

endings FMMF MFMF MFFM FF, which coincide with his rhyme scheme

abba cded effe gg. Rhyme, rhythm through rhyme endings, syntax, and the

loss of the emphatic tonal change in the third quatrain, all serve to divide

this sonnet into a clear quatrainic structure:

Jlinm Oyt 3mamy, Hi;K BULIHAATL HA 3.I0T0,
Booxopupmics o6MoBayM HasicHINM.

O cyz oveit wy:knx! fIx man i3 HiM
Ioropurnes Heserno, 1it me 6ory.

Uu 6 mir aasumeit 3ip uinnru 1 ckap6
Miii cepma map? 3x01as itoro 6 xomecTn
Uinnryncernit 2alpin, wo kraae ra kap6
Meri Bce Te, 3a 10 5 rofeH dYecTi?

‘f1 — orarnii, aAr Gag. Taue6HTL Meme —

Ife mipatn na celir apuum mirsesnss,
Ta a3 plcoknit #x Ha HOX. Birse in
Ile He 3 pyru. A XT0 MeHe 3irue?

Ia rpimunka — 7o i, | Rapite aiTm,
B cmoni mereapuiit Mycnau 6 cupith,



In sonnet CXI, the third quatrain differs from the preceding ones

in the scheme MMMM MMMM MFMF FF. This shift coincides with the

logical and attitudinal changes and underscores the definition of the octave.

The poem ends in tender subdued F endings:

O, for my sake do you with Fortune chide,

The guilty goddess of my harmful deeds,

That did not better for my life provide

Than public means which public manners breeds.

Thence comes it that my name receives a brand,

And almost thence my nature is subdued

To what it works in, like the dryer's hand:

Pity me then and wish I were renew'd;

Whilst, like a willing patient, I will drink

Potions of eisel 'gainst my strong infection;

No bitterness that I will bitter think,

Nor double penance, to correct correction.
Pity me then, dear friend, and I assure ye
Even that your pity is enough to cure me.

Kostetsky's consistent M endings weaken the definition of the octave,

result in a monotone, and deprive the finale of its mellowing consum-

mation:

0, JOJIIO cro nig Baur mixmaiiTe rHis,

BoruHwo, s1HEHY i MOIX CYMHUX,

Ilo me nosinuimyia Mill piBeHs jHIB

Hap mrrub groneit, Hapm redyT, 3BIMMHUIT B HUX.

Tomy BOrHeMm iM’a moe zrops’

I ruof1eH0 ecTEO MoOe CcmBe

Csoim Tpyzom, #X pyku Gapfapa:

ChiBuyitre X, 3MuTe OJA AyWi HOBE;

Can JiKyBaBUIMCE, I THM HaCOM II'F0

IIpoTit 3apa3u yKCyCy LIyrap;

He 3By ripko1o ripxoTy mow,

Hema pis roenrs i1 ropsifinmx rap.
Chipuyilte x, nio0uit IpyKe, i CTBEPIKY BaM,
He BauI crnigmmant — A JiK ONepKy TaM.
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Palamarchuk's FMFM quatrains, together with syntax, logic and tone,
establish a quatrainic division. The interlocking F lines impart a soft tone

to the entire sonnet until they become entirely subdued in the FF couplet:

it mopixair, aroiit sxounnnmiit goai,
Borusi, snauiit y Molx rpixax,—

e xebpas A 3 ii anxol poai

Ha mogunx croBuminmax i ma mrisxax.

Miit Tpyn raspoM xir Ha Mo icToTy,
AR suar {anLGH Ha 7010 GaifcTplona.
fI pemecnioM mo3maveHnit JOCTOTY,
fIx 9opHA CayKOTpYCOBA PYyKa.

Jlonoyon MeHi nosGyriicy 6pyay,
Tiprorowo aninrics Bif Xvopod.
Tipxre ripruy Baskati A He 6Y1Y,
flxe BiKe WMoKapauns He Oya0 6.

TBo€l qackm cepre mparue, ne6ro,—
€nunnx nikis 3a fioro pelenToM.

Sonnet XX, which describes a womgn’s features, establishes a

harmony between theme and style by the use of F endings throughout the

quatorzain. In this instance the existing octave is not at all established
with the help of rhyme scheme endings, but primarily by syntax:

A woman's face with Nature's own hand painted
Hast thou, the master-mistress of my passion;
A woman's gentle heart, but not acquainted
With shifting change, as is false women's fashion;
An eye more bright than theirs, less false in rolling,
Gilding the object whereupon it gazeth;
A man in hue, all 'hues' in his controlling,
Which steals men's eyes and women's souls amazeth.
And for a woman wert thou first created;
Till Nature, as she wrought thee, fell a-doting,
And by addition me of thee defeated,
By adding one thing to my purpose nothing.
But since she prick'd thee out for women's
pleasure,
Mine be thy love, and thy love's use their
treasure.
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Kostetsky employs the MF alternation with an MM couplet, thus imbibing

the sonnet with masculine qualities. The poem, by the introductory M line,

acquires much strength right at the very outset, and becomes dynamic in the

couplet:

3 NIPVIPOIY pyx — xiHoTHuT o0pa3 TBijj,
Bornopapro-srarapko Moix naciii;
2Kirmoue mM’saxocepasi, X04Y HE B Ti¥
2Kinouiit 3BuHOCTI, Ha 3MiEM Jacii;
Ocsitmygt 3ip, nesmuemipHit ckapb,
IITo 3noToM piv KpacurTs, Bim HLOMG 3PUMY;
~Myzxgyny ¢apba, rriagHa pemri ¢apb,
IJo #ime my’iB 1 HaAUTH KOH De3 CTPUAILY.
I 6yB Ti crieplry TBODCH £K KOHA;
Asx pantom cTymanisia, MOB 3yMMUCHE,
Hpupopa — i nozasa Tobi BoHA
e mock, paa seHe 30BCiM Be3xcpricHe.
Ta Bxe K TH JAJIA 7KOH, TO X0y He Bcim:
JIo60B Taky Mewi, ST BIXUTOK — IM.

Palamarchuk's FM alternation lends his lyrics more femin;ni'ty than does

Kostetsky's MF alternation, but the MM couplet becomes very potent as

compared to Shakespeare's. Palamarchuk's shift from FMFM FMFM to MFMF

MM is the only indicator of the octaval vestige:

3 npupogn upaMx — o6anyusa B Tele :Kimkil,
Bnagapro-EnajapKo ;Raryqux Mpifi,
sHimounit cepng Bick i Tinkxu BUHHKA,

Ha miactsa, 30BciM He BiacTnsi ii.

HcHi TB01 Henuenipui pidi,

I mpoxint ixmiit sonoTnrs yee.
Bim morasgir 1o;10RIITL T00Biwi,
Cepusan xigoany Gosreti Hece.

Tx Ha ;xOHY DpPHPOTOIO 3a4AT,

BoHa ¢ cn’simina, ANBIsYIICh Ha TeBe,
Ta it gogana moch Ji00C J1a AiBTIAT,
¥ uim e MaB # ;K0IHOI IMOTpeSiL.

Hexait! Ta moxinnre tebe maM caim:
Meni — ni0608, KiHRaM — n0GoBi Oaif,
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These illustrations suffice to exemplify the structural aspects of
rhyme endings in the translations by Kostetsky, Palamarchuk, and Tarnavsky.
Kostetsky does not observe the Shakespearean variants. In his collection one
hundred sonnets are in the M ending with some incorporation of D rhymes.
Twenty-four poems are in the MF alternation with an MM couplet, and thirty
have the FM alternation with an FF couplet.

In Palamarchuk's collection, on the other hand, only four sonnets
possess M endings. His ten variations coincide with his variations of rhyme

schemes, and may be tabulated thus:

MF with MM couplet 26 sonnets
MF with FF couplet 4
FM with FF couplet 35
FM with MM couplet 6

MFFM quatrains with MM couplet 33
MFFM quatrains with FF couplet 1
FMMF quatrains with MM couplet 1

One quatrain differs from the rest 40
Each quatrain differs 26

Octave-sestet division® 7
These rhyme ending variants, because they usually accompany rhyme scheme
variants, are more pronounced than in the original. Notwithstanding their

multiplicity, their functions in the structuring of the sonnets are not as

°The 12-1. sonnet, CXXVI, is of the rhyme endings MM FFMM FF
MM FF.
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numerous and complex as in Shakespeare, their roles are set forth with
obvious neatness. Thus a general outline for Palamarchuk can be more
easily ascertained than for Shakespeare. Palamarchuk's rhythmical schemes,
for the most part, coincide with the logical; there is no overlapping of
structural patterns to cause paradoxes. Generally, this translator uses
consistent rhyme endings in those sonnets which are an extension of one and
the same basic theme (e.g. LXXXV) 8 Quatrainic changes of endings coincide
with the introduction of new images or themes and result in a definite
quatrain division (e.g. LXX);. otherwise, a quatrainic differentiation of
endings may aid to render anxiety when there is an expression of only one
single theme (e.g. XC). A shift of rhyme endings in the third quatrain may
accompany a logical and tonal change and thus help to delineate an octave
(e.g. LXV). A shift in the second quatrain demarcates a turn and the beginning
of the essence of the poem (e.g. XLVII). The extensive use of MF and FM
alternations soften the tone of those sonnets which in the original are of the
consistent M scheme, particularly when an F line introduces the quatrain,
and is employed in the couplet. J

Tarnavsky, as seen from the foregoing illustration of sonnet CXVI,

utilizes rhyme ending variations. He applies this also to sonnet CIV where it

does not exist in the original. Tarnavsky prefers the FM alternation to the

6The most illustrative examples are given here.
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original M. Two of his poems are consistently FM, one with an FF couplet,
and the other with an MM couplet.

Franko employs rhyme ending and rhyme scheme variations in order
to render the anxieties expressed by the poet. Sometimes his variants oppose
each other, and sometimes they coincide. He prefers F lines: two of his
sonnets (XXIX, LXV]) are consistently F, and three are F with one differing
quatrain. One sonnet (XXXI) diff;rs in all quatrains, and the two
adaptations are FM. In Shakespeare six of these are consistently M, one
(XXVII) is M with an FF couplet, and one (XXIX) is M with one differing
quatrain.

Onufriyenko's two poems are FM with an FF couplet, and MF with an
MM couplet. One of these complies with the original, while one avoids the
original varying quatrain.

The most popular rhyme ending pattern in the translations is the MF
type. Slavutych employs this alternation with an MM couplet in his poems, which
are of the M ending in the original.

Zuyevsky too prefers this scheme . He applies, besides, the FM
alternation with an FF couplet. This translator does not introduce variations.
All of the sonnets translated by Zuyevsky are M in the original, except CII and
CXXXV, where one quatrainic differentiation occurs.

Hordynsky uses the MF scheme as well. Six of his sonnets end with

MM and two with FF. Four of these contain straight M endings in the original,

one of these (XLVII) is in accordance with the original, and one (LV) has an
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M - D incorporation in Shakespeare.

Karavansky's sonnets, on the other hand, are all in the M pattern.
Only one of these (XVII) differs from the original, which incorporates a
quatrainic variant.

Hrabovsky's and Slavinsky's rhyme endings harmonize with their
rhyme schemes. The sonnets tra?slated by them contain no variants in the

original.

Meter

All the sonnets are constructed on the iambic pentameter line
except CXLV which is in iambic tetrameter, while sonnet CXLVI contains
one octosyllabic line (1. 2). Both their transla{tors, Kostetsky and Palamarchuk,
retain the first exception, but extend the line in the second in accordance with
emendations made by many editors. Shakespeare's lines are highly end-
stopped. Although the proportion of run-on lines is small in the sonnets,
enjambement can play an important role in the logical and syntactical structures,
as observed in the following discussion pertaining to these particular structures.

Variations in the iambic cadence result also in significant structural,
as well as rhetorical effects, and enhance further the principles of unity and
division. Shakespeare's most common deviation from the iambic rhythm is the
insertion of an emphatic trochee at the outset of line 9 that helps to establish the
identity of the octave, and at line 13 that demarcates the couplet from the pre-
ceding quatrain. Other metrical variations consist of the substitution of the

spondaic, dactyllic, pyrrhic, anapestic, and tribachic foot. Of the twenty-one



instances where the most significant metrical variant, the octaval identifier at
line 9, is used, Kostetsky achieves ten, and uses this device on his own in a few
additional sonnets. Palamarchuk achieves seven of the twenty-one, Karavansky
retains one of two, while Franko and Onufriyenko both maintain one of one.
Variations in iambic stress appropriate a different importance in
the sonnets. The prevalence of lightly stressed syllables in Shakespeare imparts
to his verse a particular ease and grace of rhythm. The translators, for the
most part, endeavor to combine light and strong stresses in such a way as to
attain this effect. Since the stress in Ukrainian is slightly more dynamic than in
English, the translators' MF and FM alternations serve as an excellent counter-
balance in establishing the required ease and grace of cadence. This is especially
evident when comparing Kostetsky's and Palamarchuk's M lines with their
alternating rhyme endings, or Karavansky's M lines with the alternating endings
of his contemporaries. Karavansky's sonnets, which are all M ended, proceed in
a martial step as compared with the flowing original, also M ended. This, in
the translator, is due, besides, to his incorporation of more internal breaks than
found in Shakespeare.
In summary, the aspects of formal structure in translation as compared
with the original can be outlined in the following manner.
1. Only Kostetsky and Zuyevsky maintain the original stanzaic form 12:2. The
majority of the translators prefer the ostensible quatrainic division as parallels to

the phonetic structure.
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Hordynsky, Karavansky, Kostetsky, Onufriyenko, Slavutych,. Tarnavsky, and
Zuyevsky. Perfect rhyme is accomplished only by Zuyevsky and Onufriyenko.
Kostetsky and Zuyevsky are the only translators that maintain the paradox
4:4:4:2, in the phonetic form, versus 12:2, in the stanzaic forﬁl.

3. Shakespeare's rhyme ending variants, as an aspect of structure, are
meticulously employed by Franko, Hrabovsky, Slavinsky, Palamarchuk, and
Tarnavsky. The variants in Hrabovsky and Slavinsky are in harmony with their
rhyme schemes and not in opposition to it, as in Shakespeare. Franko and
Palamarchul; include both types, harmonious and paradoxical variants.
Tarnavsky uses rhyme variants in the paradoxical manner of the original.

4. Generally, Shakespeare's metrical variations are incorporated in the trans-
lations. A further insight into the structural complexities, as regards meter, is
better attained through the illustrations of individual sonnets in the following
discussion. The preference of alternating rhyme endings, by a majority of
translators, for Shakespeare's M lines, leads to positive consequences in that the
original ease and grace of rhythm is achieved in the translated verse. The alter-
nations serve to counterbalance the more dynamic articulatory tension in the

Ukrainian stressed syllable as compared to the English.
Logical, Syntactic, and Formal Structures

In the Petrarchan sonnet the rhyme scheme abbaabba cdecde, or its
variants, and the conforming logical and syntactic structures divide the con-

tinental poem into two distinct paradoxical units, the octave and sestet. In the
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Shakespearean form, the rhyme scheme abab cdced efef gg divides the sonnet into
four units, three quatrains and a couplet, with the chief phonetic break between
the third quatrain and the couplet. This formal structure supports a thematic
organization which manifests itself in a stairlike progression of statements from
quatrain to quatrain leading to the culmination of the couplet. Notwithstanding,
those sonnets by Shakespeare, in which the logical and/or the syntactic organiz-
ations follow the formal design with obvious neatness are in a minority. In most
of the sonnets the logical and/or syntactical structures are superimposed upon
the formal; this results, therefore, not in the expected conforming, parallel
structure, but in an opposing, paradoxical one. Nor do the logical and syntactic
structures always parallel each other; they, too, are often contradictory.

The interrelation between Shakespeare's form, logic, and syntax
cannot be simply defined, however, for its means and effects are unique in any
given sonnet. In general, it serves to establish a constant simultaneous connection
and division, a pulling apart and pushing together, continuity and change, or the
finer elements of paradoxical structure.

In this respect synfax is the most important structural aspect in the
sonnets, for it is the superimposition of the syntactic pattern upon the formal
and/or logical pattern which is mainly responsible for their structural complexity
and energizing tension-~the unfinished syntactic unit, at the end of the formal one,
propels the sonnet onward-~and it is by the differentiation of syntactical designs
that variety in the sonnets is attained.

Although Shakespeare's logical and syntactic structures do not conform
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to any single pattern, but undergo many variations, usually the most momentous
break-~logical, syntactic, metrical, or tonal, or any combination of these--
occurs at line 9 thus effectuating a muted octave that overrides the underlying
formal quatrainic division. There are ninety-six sonnets in Shakespeare that
contain the remnants of the octave, one has both an octave and a sestet, while
two contain an octave and approximate sestet; extreme variations from the son-
net form are found in at least two of the poems. 7

In the following analysis, an example from each of Shakespeare's main

structural types is observed to compare further the structural means and effects
of the translated sonnets with the original, as concerns, particularly, the inter-
action of form, logic, and syntax. The structural types are divided into

(@) octave and sestet, (b) octave and approximate sestet, (c) octaval remnant,

(@ quatrain, and (e) extreme variant. Sonnets CLIV, XXIX, XVII, CXXX, and
CXX1X, respectively, are used as examples for the reason of incorporating a
‘maximum amount of translators. Literal translations of the Ukrainian sonnets

are provided for clarity; these follow the Ukrainian translations.

Octave and Sestet

Sonnet CLIV. Although ninety-six of Shakespeare's sonnets contain octaval
remnants, CLIV is the only poem that contains both an octave and sestet. These
units are achieved mainly through syntactical structure; each is composed of one

sentence. Enjambement is a very important syntactic element in this sonnet,

7Fifty—six sonnets do not contain an octave. Cf. Booth, pp. 36, 44.
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It not only unites and propels the lines within a quatrain, it serves to erase the
underlying quatrainic division. A parallel structure of the first quatrain in
the octave) and the first quatrain in the sestet further distinguishes these two
units: the mid-line break in line 4 followed by enjambement into line 5 is parallel
to the mid-line break in line 12 followed by enjambement into line 13. The
apparent couplet, syntactically and logically, belongs with the preceding quatrain,
and forms, thereby, a sestet. The occurrence of both the octave and sestet in only
the final sonnet suggests the poet's emotional acceptance of the idea of paradox in
the lover's situation as implied in the aphoristic concluding line:

The little Love-god lying once asleep

Laid by his side his heart-inflaming brand,

Whilst many nymphs that vow'd chaste life to keep

Came tripping by; but in her maiden hand

The fairest votary took up that fire

Which many legions of true hearts had warm'd;

And so the general of hot desire

Was sleeping by a virgin hand disarm'd.

This brand she quenched in a cool well by,

Which from Love's fire took heat perpetual,

Growing a bath and healthful remedy

For men diseased; but I, my mistress' thrall,

Came there for cure, and this by that I prove,
Love's fire heats water, water cools not love.

The structure of Slavutych's sonnet is different from the original.
Syntactically and logically the original sestet is maintained, but the octave is
forfeited due to the very distinct logical and syntactic quatrain divisions which
result in the pattern 2 + 2: 2 + 2: 2 + 4. The forfeiture of the octave arises

mainly from the total loss of enjambement; the parallel organizations are, also,

lacking:
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Maauft Axyp ueidazo sazpivan,
ITogaapani 300Ky MOIOCKHIL J0OOBIL.

I narao miydur, mo mIgnwen MR 1pas
Heetit nesafidanicrs, anmnmnLi ¢xonit,

Bssaa wennmma gapinuuil zoroi,

IHo rpin cepus exBuanonami Miabfiona.
Ta cnag GO0k, CTOMHBUNICH RiT HOTOHL,
Besaopoiimmt oM uit noayyaM uepLomi,

Bora syowmiia p xpumannii pyuai
Boroun xoxanidg, no nalag KpiTHACTO,
My:ci smaxoanan xBopoOi nrpait

¥ oTift goxi; xou g it wynasesr gacro,

Tewnsnur TiI0M 3MMIC Jnepern, —
Boro x1060R aracuTil He RMNOTLIO,

Little Cupid carelessly fell asleep,

Having lain to the side the torch of love.

And suddenly nymphs, that vowed among the grasses
To bear chastity, left /their/ hiding places.

The innocent one took the magic fire,

That warmed anxious hearts for millions.

But slept the little god, being tired from pursuits,
With an unarmed sleep under the red flame.

She dipped into an icy brook

The flame of love, which burned floridly.
Men found for disease the end

In that water; although I also bathed often,

Warming with __/?nl_/- body the cold source, --
It /the source/ was unable to extinguish love.

Palamarchuk's sonnet is constructed in a true stairlike fashion with logical

and syntactic quatrain divisions that coincide with the formal pattern. Each of
the first two quatrains is composed of one sentence, the third contains two syn-
tactical stops, and the couplet is an addition to the poem. The structure in this

translation is: 4:4;2 + 2:2:

Bosxtor KoxaEHAa 3azpivaB KONICH,
Tloxzapnm 06iY cMoaoCKIIA CLOTO,
A mimdu, e moMiTuBNIY, 3EANNCE
I moTtaiikn #abausicines K0 HLOTO.



Onsa i3 EOX ¢XonDaa Toil BOTOHS,
fIruit cepnsaM cHpPUTIHIOBRAB 3HEMOTY,
I B s3umENt cTpyMiAbL KUEYEMIT fioro,
TnwM o6esabpoina Hessyiano Gora.

Bormexy marpisinnes, soma Toai
KoxanmayM pann roiaa ranGoxi.
1 7 me pas kynmaseon y Tiit Boxi,
o6 cepmio BTpaveHmi EepHYTH CIOKIIL

Jlo6osEnit Ta0MIED BOTY mimirpis,
Bona  He ocTymmia nmogyTris.

The little god of love fell asleep once,
Having lain by his side his torch,

And nymphs, having seen this, fook wing
And stealthily approached him.

One of them seized that fire,

Which to hearts caused weakness,

And into a cold stream having thrown it,
By that disarmed unexpectedly the god.

With fire having been warmed, the water then,
For lovers healed deep wounds.

And I often bathed in that water,

To recover the lost peace to /my/ heart.

Love's flame the water t_l_ea_t_ed,
The water did not cool /my/ feelings.

Kostetsky maintains the structural divisions of the original very accurately:

3ACHYB 6oxok Jxoborit 6es Typbor,
ITokmaBum xoJio cebe CMOJIOCKMUII,
A rynpx — ocb HiMdu, Ti cayrmHi LHOT,
HpuppiGotiny; ra gisouuit pi6
Bxonuna Kpalla 3 HMX BOTOHB OMaH,
IiJo B cepii kKoiTh cmexym HaBicHi;
OTak Karu najroi oTamMaH
Bys 06e336poen AiBoio BBi CHIi.
Boronbs y 23uMENiT BKUMHYJIA TOTIK,
ItTo, cxoponmuBM 2kap J060BHMX 3Bab,
Crae kymismo, ae 6'e smininga mix
Jng xBopmx; A 2, Mocl maHi pabd,
Tam Jikysascs, ¥ CBIYMTH TOTOB:
Boga He cTymuTh rpiTy B Hil m10608B.

37
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Fell asleep the god of Love without cares,
Having lain beside himself the torch,
When suddenly--here the nymphs, those servants of virtues,
Came tripping by; in a maiden manner
Seized, the more beautiful of them, the fire of deceits,
That in the heart contrives an ardor mad; )
Thus the otaman of burning desire _
Was disarmed by a maiden in /his/ sleep.
The fire into a cold stream she hurled,
Which, having safeguarded the fire of love's seductions,
Became a bath, where springs the remedy of healing
For the ill; I, my mistress' thrall,
There came for cure, and to witness am ready:
Water does not cool in it heated love.

Octave and Approximate Sestet

Sonnet XXIX. In this poem, which proceeds in a single rhythmically

agitated and accumulative sentence, the sharpest division occurs after the
octave. The third quatrain begins with a syntactical turn 'yet' and proceeds
in a reversal of theme and mood, as well as in a reversal from a statement to
a direct address. This break is further accentuated by a metrical variation;
three lines--9, 10, and 11--begin with a trochaic foot. In addition, this strophe
receives a syllabic extension in lines 9 and 11, constituting a FM quatrain, as
opposed to the preceding M quatrains. The density of sound patterns in the
alliterations and assonances of these lines are also very striking. The com-
pletion is accomplished in the summation of the couplet which reinstates the
third quatrain in line 13, and revises the attitude of the octave in line 14. The
sestet is not a true one, however, because of the secondary division between

the third quatrain and the couplet:
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When, in disgrace with fortune and men's eyes,

I all alone beweep my outcast state,

And trouble deaf heaven with my bootless cries,

And look upon myself, and curse my fate,

Wishing me like to one more rich in hope,

Featured like him, like him with friends possess'd,

Desiring this man's art and that m.an's scope,

With what I most enjoy contented least;

Yet in these thoughts myself almost despising,

Haply I think on thee, and then my state,

Like to the lark at break of day arising

From sullen earth, sings hymns at heaven's gate;
For thy sweet love remember'd such wealth brings
That then I scorn to change my state with kings.

Each of the four translations of this sonnet differs somewhat in structure from the
original. Hrabovsky's paraphrase is in the true Italian tradition with a formal,
logica], and syntactical 8:6 division. The rhyme endings FMMF FMMF MFM FMF,
which are in accordance with the rhyme schen;e abba abba cdc ded, and an intro-
ductory trochaic foot in the first tercet demarcate the octave and sestet formally.
The sestet which constitutes a separate syntactical unit is further demarcated
logically, by a change of thought and mood, as well as the use of direct turns

in the beginning of both tercets. Despite the fact that Hrabovsky's structure

differs from the original, his own design serves his Petrarchan composition well:

Ha camoti, 8 Mmoiit Anxifi HeBoAj,
Pugaro a Ta Giami (eiT kAeHy,

Bcim sasaputu Ta crapuTHCh mTouRY,
Lo ue 3azuas mi macts, aHi 4OAiL;

B ripkux cabosax 3aupaio AloTi Goal
I zymounxy Aeriro notaituy:

00 MaTH XHCT 1 BDOAY 4apiBHY,
I apysaxis, i ecaxux BTIX AOBOAI..

A anm TeGe, o zope cpiToaa,
Bragaio a: ayuna, MOB fTallka 3paHa,
Beceau#i rine a0 ueba 3acnisa;

B T06i, moa roaySonbro koxana,
Toii pait, o i cam kKopoib He 3300yBa,—
I B:xe Toai Hema Haz MeHe nana
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In solitude, in my evil bondage,

I weep and the bright world curse,

I begin to envy all and complain

That I have known neither happiness, nor fortune;

In bitter tears I bathe [m_z—/ severe pains
And a secret thought I cherish:

To possess art and beauty charming,

And friends, and all kinds of joys abundant.

But only thee, o star universal,
I recall: _/_mz_/ soul, like a bird early in the morn,
A joyous hymn to heaven begins to sing;

In thee, my little dove beloved,
_/_I_s_/ that paradise, which even the king himself does not conquer, --
And already then there is no lord above me!

Palamarchuk's sonnet contains a definite octave which is composed of one run-on

sentence. New syntactical and logical beginnings occur at line 9. The third

quatrain, also, reverses in rhyme endings from MFFM to FMMF,8 and becomes

very melodious due to sound patternings. The last six lines, however, do not

approximate a sestet since the couplet stands as a separate unit; thematically and

syntactically it is an addition, rather than the required summary. The result of

this distinct octave-quatrain-couplet structure is a very abrupt change from

emotional instability to stability:

8The rhyme endings are FMMF MFFM FMMF MM.
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3ueBasReHLt 1 gomero, it mogpy,
TInmawenm Tprnpoxy mebeca papesne,
CraRoBROle BiIpedeHOro TeMEe,
Rasagyen, ofyuBaioca caisbmrr,

Hapniamm 6araTmuy nparey 6yTh,
MimaTteECh 01050 TOTOBMII 3 THMA,
XTO Hpy3AMII OTOMeHNIT HATRUMI,
KoMy aAraa B MACTCLTBI Kpamia Oy Th.

Toni, araganuir panroM s Opo Tede,
Kaptaw cav cebe 3a caadicts Ty.
Bix xmypol 3eii y Bncoty

51 rivE, AR xaliBopoH, Hecy A0 Heda.

ST npoMiEATL Hixoanm 6 He XoTiB
TBolo 10608 Ha ciaBy Kopouis.

Disgraced by fortune, and by people,

With weeping I trouble the heavens in vain,
The dark state of the renounced

Cursing, I bathe myself with tears.

I yearn to be richer in hope,
To change fate ready with those,

"Who with fervid friends are surrounded,
For whom in art a better path has lain.

Then, having suddenly recalled thee,
I reproachmyself for that weakness.
From sullen earth into the heights

I, a hymn, like a lark, carry to the heaven.

I should never want to change
Thy love for the glory of kings.

Metrical variations occur at lines 10 and 11, but not at line 9.
in Kostetsky, occurs with his logical turn in the couplet.

are FMFM throughout the quatrains with an FF couplet:

KOJHM Henona it noackKuii BPoK »eHe §o
CroiTkaoTh Tax, 410 M4y f, i3r001,

The rhyme endings

141

Kostetsky's sonnet issues forth in one accumulative sentence as Shakespeare's,
but the octave is forfeited because of the use of the same adverb at the outset of
line 9 as at line 1; this tends to unite the third quatrain with the preceding ones.

The main break,
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I xpuroM Topraio HeuyliHe HeBo,
I ymin miit xnewy wHezgasmit TOMH,
Baxarw wacte Haratuioro B Hagifgx,
Yloro smug, oro 3mo0yTux APy kO,
YMiubp #oro #, Ax B imumx — ini B Oisx,
Bix mosi, 3pemTeio, KOHCYHMK CayHIO;
Ko i1 ceSe s 3HeBa:kai HaBiTh,
Bpas — T B ayMKax, i Bxe Togi Hecy
(Mog xaiiBOp, 110 HACTAHHA HIHI CJ&BHTD),
IOmoni mpiv, Ko Bymxix Bpam sAcy;
Bo T ~— TOro cononKMii CIOMNKE Paro,
Hlo s 7z Ha UapchxInt pall He NPOMIHSIO.
When Misfortune and human evil eye me do
Befall so that I cry banished,
And with cries I tear the insensitive heaven,
And that useless lot of mine I curse,
I wish the successes of Zon_g/ richer in hope,
His face, his acquired friends,
Abilities his, and, as in others--purpose in actions,
From fate, finally, the necessary services,
When I even myself disgrace,
Suddenly-~thou art in my thoughts, and already then I carry
(Like a lark, that praises the coming of day),
Of valleys away, to the gates on high a salvo,
- For thou--the sweet remembrance of that paradise,
Which I even for an imperial paradise will not change.

Franko establishes the spirit of this sonnet through a complexity of patterns

quite different from the original. A logical structure 9:5, with an extended

octave, which simultaneously pulls apart and brings together the second and

third quatrains, is accompanied by a simplified syntactic organization 4:4:1 + 3:2.
Franko's agitation is achieved mainly, however, by an accumulation of metrical
variations that are superimposed upon the iambic base of the first six lines; line 1
is half anapest and half iambic, line 2 is dactyllic with a tribachic introduction,
line 3 is half iambic and half anapest, lines 4 and 5 are iambic, and, thereby, help
to unite the two quatrains; line 6 is a combination of two iambic, one anapestic,

and two trochaic feet; lines 7 to 12 are in iambic pentameter, and the couplet is
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iambic hexameter. A levelling of emotion thus begins at line 7, is fully
accomplished in the third quatrain, and continues into the couplet. This
metrical settling is accompanied by a rhyme scheme settling from abab cddc to
efef gg. Feminine endings are used throughout the quatorzain. A secondary
division occurs with the hexametrical couplet, which, syntactically, is a new
beginning. Notwithstanding the syntax, this apparent addition to the poem,

logically, serves as a summary:

Heanacrani ma Memte macta it sonm,

I na cBifi cranm a, pe mipy, raM umaty,
B rayxce medo i y saacui rpyan
3pepralo 3ip, wmeny cyms0y menady.

Basamno 6}’TB GaratuinM Ha Hapglo;

Ax ceit — 6yTh rapumM, AR TOIL — KpYsiB MaTh,
Or yeoro xicr, or TOr0 BIACTH AICTATIH,

Bee oM me pay, mo Maio i mo BMmifo.

A cay ropmiry cofow 3a 11 xulml
Ta ax rebe srajao, 3 Moro cepus,
Mos :xaifpoponor iz miipmol cknGm,
"Jlo meGa Bpanui Mos HmicHA B'6THCA.

fAr mu TBOIO a16oB COJIOARY Haranalo,
CBOCI JIOJII A 1t 3a TPOH HO 3aMindAio.

Unkind to me are fortune and people,

And upon my state, wherever I go, there I weep,
Into the deaf heaven and into my own breast

I turn my sight, curse my fate worthless.

I wish to be richer in hope;

As this [one/-—to be fair, as that Zone/--frlends to have,
From this /oné/ art, from that /—ne/ scope to get,

Always discontented with that, which I have and which I know.

Until I even pride myself for those shortcomings.
But when I think of thee, from my heart,

Like a lark from the fertile glebe,

To the heaven in the morning my song soars.

As soon as thy sweet love I remember,
My lot I even for the throne will not change.



Octaval Remnant

Sonnet XVIIL.% The largest number of Shakespeare's sonnets contain

an intertwining of the ectave within the quatrain strueture. In this group each
quatrain is self-sufficient, yet, some divisive factor, or a combination of such
factors, effect a change atline 9 that distinguishes the octave from the remainder
of the poem. The number of different devices used to accomplish this distinction
is remarkably abundant; no two sonnets follow one pattern.

In sonnet XVII the octave is defined, chiefly, by a logical turn. The
octave contains the theme of summer's mortality, whereas the following quatrain
contains the theme of immortality of verse. The octave is further defined by the
syntactic reversal 'but' atline 9. In addition, the octave is in the affirmative,
and is set off against the third quatrain in which the verb is governed by the
negative 'not'. The third quatrain begins, too, with a metrical and tonal
variation, the iambic stresses are much more emphatic at line 9 than they are
at lines 1 and 5, they are, in fact, more distinct throughout this quatrain than in
the preceding ones.

Nonetheless, the self-sufficiency of the quatrains is equally obvious.
The first quatrain postulates a question (1. 1) that is immediately resolved (1. 2)
and begins to state the basis for the assertion by introducing images which
describe summer and its mortality. The second quatrain introduces new images

to describe summer and its imperfections. The third quatrain concerns the hero

8No. XCIV is the most lucid example of this type of structure.
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of the sonnet as he compares with summer; his perfection and immortality in
verse. The couplet underscores the theme of this immortality in logical unity
with the third quatrain, but in syntactical division from it. The quatrains are
set apart, also, by rhetorical variations of the metrical foot at the outset of each
quatrain, and by syntactic pauses. Despite these pauses, thirteen lines of the
sonnet are one fluid sentence. Thus a structure 1:13 is superimposed upon the
structures 8:4:2 and 4:4:4:2. The rhyme endings are M throughout.

This sonnet is especially illustrative of Shakespeare's combination of
light and strong stresses that impart to the lines an ease and grace of rhythm,
and a quality of tenderness despite the consistent M ending:

Shall I compare thee to a summer's day?

Thou art more lovely and more temperate:

Rough winds do shake the darling buds of May,

And summer's lease hath all too short a date:

Sometime too hot the eye of heaven shines,

And often is his gold complexion dimm'd;

And every fair from fair sometimes declines,

By chance or nature's changing course untrimm'd;

But thy eternal summer shall not fade,

Nor lose possession of that fair thou owest;

Nor shall Death brag thou wander'st in his shade,

When in eternal lines to time outgrowest:

So long as men can breathe, or eyes can see,

So long lives this, and this gives life to thee.
The structure of Kostetsky's sonnet does not depart from the original in any
degree. All of Shakespeare's logical, syntactical, metrical, and tonal qualities
are rendered in the translation. The same rhyme scheme and rhyme endings

are accomplished by Kostetsky, with the same incorporation of secondary

stresses so that every line flows gracefully and gently along to its end-stop:
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YY 3k sita AHIO Briogo0ai0 Baury MOCTB?

Teiit o6paz narigning i e muminr:

Birpit mopeTki cTpsAcaloTs MaichKy GpOCTh,

I nita cTpok — xKOpOTKMIT BMHANM JIMLI:

Yacamm HeGO OKOM axKk neue,

A YacoM — CYMpPHUTL JIMK 3CJIOTOLIKIP,

I wacom kpacxe KpacHOro BTEUe,

Brnipuyeun sinagxkom B Ilpupoan Bup;

Ta B BluHiM JiTi He Ha Tede THiHb,

Hi mpony pap ne 36xigae B 3rybi Tex,

Hi cateprs Tebe B ¢BOIO He BropHe TiHL —

Ty B Biumix Bipinax Yac nepepocrernt:
A poxM 3ip B OYaX, UM B JIOOAX JUX,
Tax f0Bro zxuTMMeI B pAAKAX OTUX.

Shall to a summer's day I compare Your Grace?
Thine image [fg_—/_ gentler and still lovelier:
Winds rough shake the May bud,
And summer's term--a short lease only:
At times the heaven with _/.i—t_§7 eye even burns,
But sometimes--fades the face golden-skinned,
And sometimes fair _@1_7 fair shall escape,
Having plunged by chance into Nature's vortex;
Yet in eternal summer not on thee decay
Nor beauty's gift shall pale in loss neither,
Nor death thee in its shade shall enfold--
Thou in eternal verses Time shalt outgrow;
As long as sight in eyes, or in people breath,
So long shalt thou live in those lines.

Palamarchuk, on the other hand, creates four markedly distinct divisions in his
translation by using the complete syntactic stop after each quatrain. There is,
also, a complete break at mid-point of the first quatrain. The syntactic pattern
2 + 2:4:4:2 creates longer pauses and a different voice inflection than that in
Shakespeare,and thereby loses the continuous gentle rhythm of the original.
Palamarchuk uses the Shakespearean rhyme scheme but in alternating MF
endings. The iambic beat is strongly accentuated throughout each M ending
line of the octave; it takes on an especial impetus in the third quatrain, and

reaches a climax in the MM couplet. The stressed masculine finale in
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conjunction with the final exclamatory word greatly heightens the emotions in this
couplet. Despite the distinct quatrain units, the octave is defined in the
Shakespearean manner. Rather than the 'but' for his syntactic reversal at
line 9, the translator uses the emphatic particle 'zh' which renders the same

meaning but with loss of the original energy:

PisraTs Tebe no aitHbol nopm?Q

Tn cramimuit, yapiprimuit Big mel.
Becnsauii nsit sipsyts anxi Bitpa,
I sita MOTE MITHE AN HAZ 3eMICIO,

HcGecne oko poscmma Kapims,

A TO cXOBa€THECA B ¥acll Herojd,—
I ma xpacy rkpacu narae TiEB

B mimnnpocri npryxaneol OpHpoAd.

TBo€MY 3t niTY B ocinb He BBiiiTH,

Poray kpacm TBo€l He 3iTepTH,

I cMepTs Tefe He TofEa mocArTH,—

B Moix caoBax TH He mifBaagEmil cMEPTi.

ASK DOKU JUmyTH Moy, 6agaTh 3ip —
B Moix ciopax TH SKATEMeNI, HOBip!

To compare thee to the summer season?

Thou _/_Ert/_more constant, more charming than it.
Evil winds shall pluck the spring blossom,

And summer's moment shall but flash over the earth.

The heavenly eye spills smoulders,

Or else it hides in times of foul-weather, --
And upon fair fair's shade lies down

In the change of capricious nature.

But for thy summer into autumn not to enter,
For the years thy fair not to erase,

And death thee cannot reach, --

In my words thou art not subject to death.

As long as breathe people, sees sight--
In my words thou shalt live, believe!

Slavutych, like Palamarchuk, separates his quatrains into integral units which



are highly end-stopped. In fact, each second line receives: a full syntactic
break, the structure being 2 +2: 2 + 2: 2 + 2: 2. Thus, every other line
throughout the quatorzain receives a rhythmic finality and falling cadence, but
the incorporation of lightly stressed syllables, enjambement and the MF alter-
nation render the ease and grace of the original rhythm. The Shakespearean

rhyme scheme is used with a partial rhyme appearing in lines 10 and 12.

Slavutych achieves an octave with the inherent logical furn at line 9.
This octave is further demarcated in different and more emphatic terms from

those of the original. Although the translator's syntactic turn at line 9 is
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rendered by the emphatic particle, rather than by the more powerful conjunctive,

emotionalism is heightened by symmetry: by the parallel arrangement of

enjambement and end-stops, and of the negative and affirmative stai:emeni:s;l0

lines 9 and 10 are in symmetrical rhythmical and logical construction to lines 11

and 12:

Wi nopisuaw iz anuHeBny IHey

Tede, mo B aackux crpuManima fi kpanga®
Iorinme 1iTo wpoMmue Murmen,

Orpitrst posc Bitpip woramye namg.

bByBae. oro ueba Tax neue.

Hlo noanuse s01010 y xMapi.

Rpaca gpacy joxac rapsye

B upnpoan evirax, Bi1taHuX sarapi.

Troe & siisiume aito ne ap’amiTo
Hixe it niwimy, — Bono B 1061 sticrpie.
He crane cyepth v 3aTillok MamiTL
Tede, ar sxificmun Tir ocramim Mpio,

Aoworn gie anxirt, 6aunth 8ip, —
To0i wutra gasatuvyTs Gea Mip.

10T he yun-on line 9 to mid-point 10 is a negative statement, as is
the run-on line 11 to its break in 12; the latter parts of line 10 and 12 are
positive statements.
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Shall T compare with a July day

Thee, who in graces /art/ more temperate and more lovely?
Fair summer shall pass momentarily,

The flowers of roses the mouth of winds shall swallow.

It happens, the eye of heaven burns so/, /
That /it/ fades the gold in the cloud.

Fair fair conquers fervidly

In nature's changes, surrendered to sunburn.

But thy eternal summer shall not wither
Anywhere nor in any way.--it in thee shines.
Death shall not begin to lure into the shade
Thee, if thou shalt realize the final dream.

As long as functions breath, sees sight, --
To thee life they shall give without bounds.

Tarnavsky's sonnet zlso contains four distinct divisions, with the simplified
structure 1 + 1 + 2: 2 + 2: 4:2. The octave is achieved by the Shakespearean
means, except for the metrical and tonal variations at the third quatrain.
Tarnavsky's sonnet proceeds in an exceptionally tender FM alternation and ends

in a gentle and very calm FF couplet. Some of the original spirit of decisive-
ness is lost from the finale because the already tenderized F endings are contained

within an assonantial rhyme, the final of which, moreover, is a wrenched stress:

Jlo aiTHLO Tebe PIBHATH DTHUHU P

B 10061 € Ginplie narigyux npuxpac,
Bpyubku TpaBHeBi BiTep OyHunil ckune,
Ta 1 iTO — BHHAAM Ha KOPOTKIIH yac.

HeGecne oxo uyacom npumikae,
TO B XMapax TOIHTBL 30/I0TO CBOE.
Ta Bim kpacy kpaca 1ODas BTIKAE
y 3MiHaXx, IO NMpUpOXA 3a3HAE.

TBo€ X He 3Ha€ Biude JiTO TiiHi,

Hle BTPaTHUII TH KPAcH CBOEI TEX

i CMmepThb He BTiWMLLINO B i fixew TiHi,
60 B Biunux cTpogax NOHAL Yac pPOCTElL.

Ak mosro moau puulyTh, 6auaTth oui,
TaK AOBro XuTh ToGI el BipU HacTh MOYHH,
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To a summer's day to compare thee?

In thee there are more gentle beautifications.
The buds of May a wind rough shall remove,
and also summer--a lease for a short time.

The heavenly eye sometimes burns,

or else in the clouds melts its gold.

And from fair fair ever escapes

in changes, that nature undergoes.

But thy eternal summer does not know decay,

thou shalt not lose thy fair neither

and Death thou shalt not delight, that in its shade thou goest,

for in eternal strophes beyond time thou growest.

As long as people breathe, eyes see,
so long to live for thee this verse shall give initiative.

Karavansky's self-sufficient quatrains are syntactically divided in the
Shakespearean manner. The sonnet proceeds in a gentle flowing rhythm from

the third to the penultimate line with the internal syntactic structure 1 + 1: 11+ 1.
Even though Karavansky omits the momentous syntactic turn at line 9, the main
division of his sonnet occurs at this point; it is manifest in the logical reversal,
the reversal from the affirmative to the negative, and the tonal variation. The
couplet is syntactically connected to the quatrain with the conjunction 'and'. The
anaphora that this conjunction forms (I1. 11 and 13) further serve this connection.
Karavansky's sonnet, therefore, contains both an octave and sestet within the

quatrain design. The rhyme scheme is the same as in the original:

Uy MO>KeLs TH Ha3BETHCH NiTHIM aHem?
Tw kpawia i npueiTHiwa crokpar.
Heropw ani 3 Tymanamu i gotliem
Kpaayte y niita 6amck Horo npuyan:

Bysae — cnexa nanute Hebeca,
A Hacom ix BRPHBEE xmapniy piA,
| MepkHe pHR Noroxoro kpaca
Big nprmx rnpupoaw Ta rpmski CTUXIR;,
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TsoE K KBiTy4e niTo xmap He 3Ka,
Bogatt na muTL He Tpalkw TH kpack,

| HaBiTL cmepTs Ans Tebe He cTpalra
B 180emy pyci yepes Bci vacu:

| poku Byayts niogm — Gyrew ™!,
Tobi i HHUTH BiYHO | LsicTu,

Canst thou be called a summer's day?

Thou _/_ar_'E/ lovelier and kinder a hundredfold.
Foul-weathers evil with fogs and rain

Steal from summer the splendor of its charms:
It happens—-heat burns the heavens,

But sometimes a swarm of clouds covers them,
And vanishes the clear day's fair

From the whims of nature and the wrangles of the elements;
Thy florid summer knows not clouds,

So that even for a moment thou dost not lose fair,
And even death to thee is not frightful

In thy revolution through all times:

And as long as there shall be people--shalt be thou
For thee to live forever and to bloom.

Slavinsky's sonnet appears on the printed page as an octave and a sestet; the
quatrains are held together thus syntactically. The octave is clearly defined by
one integral sentence, line 4 runs on into line 5, while line 8 ends in a complete
syntactic stop. A true sestet is similarly distinguishable; one integral sentence
compels the reader on by its structure--the dash after line 9 leads to the next
thought, and the conjunctive in line 12 introduces the reason for the former
assertion, while the dash after this line again leads the reader to the end.

Although Slavinsky's tendency is toward the Petrarchan tradition,
there are factors which circumscribe his sonnet to the quatrain structure as well.
The sestet omits the original reversal from the affirmative to the negative and thus

begins like a new quatrain logically; the octave and sestet, furthermore, open with
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the same word. There is a demarcation between the final quatrain and the
couplet that is caused by a pause. The rhyme scheme abbabaab cddcee also
serves both the Petrarchan and Shakespearean forms. The main division is
after the tightly knit octave abbaabba. The following rhyme units cdd and cee
form tercets but simultaneously they form a quatrain and a couplet cddc ee. An
accompanying pattern is used for the rhyme endings which are MFFM FMMF
MFF MFF when divided into octave-sestet, and MFFM FMMF MFFM FF when
divided into quatrains. The first and third quatrains are divided by a different
intervening rhyme ending scheme, but they are simultaneously united by their

sameness.

This translator is less successful in the finer elements of structure.
His first line, with three elliptical phrases is extremely jagged, the stop in
line 2 with the subsequent enjambement, and the elliptical phrases in line 9

result, also, in unevenness. The rhetorical question is entirely omitted:

Ilpexpacna su, sk Aitnitt dens... Ta ni, —
Muaiwwa % swazidniwa su, Goxc aiTom

Bysac — 6Gypesiili Tpinove K8iTOM,

A nacom — COHUe B8ce Hemos 8 0l
Topurv-nanae Had 30421AUN CBITOY,

A noriu 8paz — 3axMupenii onui,

I sBca xpaca TO nuKHe B8 TYMAKL,

To po3usirTe’ nid COHSWHUM NPUBITOM.

ITpexpacHne airo su, dae He Te, —
Babausicry sawa Craad, Hetinausa,

I #e cTpawna sas HasiTH CMepTd  3padausd,
Bo & sac acinouwicTy Biunaf usirte, —

I moxu HUTUMYTD HA CBITL AW3U,

Bona sl Hux i 3 Husu scuri Oyode.

Beautiful you are, like a summer day . . . But no, -~
Lovelier and gentler you are, for in summer

It bappens--a storm shakes the flower,

And sometimes--the sun entire as if in a fire
Burns--blazes above the languid world,

And then suddenly--beclouded days,

And all the beauty now fades in the fog

Then blossoms under a sunny greeting.
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Beautiful summer you are, but not that, -
Your charm /is/ constant, unchanging,

And not frightful to you even death perfidious,
Because in you femininity eternal blooms, -~
And as long as shall live in the world people,
It amongst them and with them shall live.

Quatrain Division

Sonnet CXXX.11  The individual poems within this second major

group of sonnets are also constructed in their own peculiar patterns; their
common feature is their distinctly self-sufficient quatrains with no imposing
octave. In the satirical sonnet CXXX, for example, the quatrains are integral
logical and syntactic units that are parallel to the formal design. Evéfn though
the third quatrain of this particular poem is followed only by a pause, the logical
conclusion of the couplet, and the syntactic turn 'and yet' introducing it, is
significant in shaping this couplet into an integral unit. The general syntactic
structure is 4:4:6 with many internal breaks due to the accumulation of images
forming a secondary logical pattern 1 +1 +1 +1:2 +2:2+2:2. The rhyme
ending is M throughout:

My mistress' eyes are nothing like the sun;

Coral is far more red than her lips' red:

If snow be white, why then her breasts are dun;

If hairs be wires, black wires grow on her head.

I have seen roses damask'd, red and white,

But no such roses see I in her cheeks;

And in some perfumes there is more delight
Than in the breath that from my mistress reeks.

11The clearest example of a stairlike sonnet is LXXIII.
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1love to hear her speak, yet well I know

That music hath a far more pleasing sound:

I grant I never saw a goddess go,

My mistress, when she walks, treads on the ground:
And yet, by heaven, I think my love as rare
As any she belied with false compare.

The translations of Palamarchuk, Tarnavsky, and Zuyevsky, are all built in the
stairlike fashion. The Shakespearean rhyme scheme is used by each of these
translators, but with an alternatit;g FM ending and an FF couplet which impart
a more gentle flowing rhythm to their sonnets. Of these three translations the
closest to the original pattern is Palamarchuk's with a syntactical structure
4:4:4:2 that incorporates the necessary secondary pauses, run-on lines, and
logical structure. This translator differs, however, in the innermost design of
the first quatrain. In Shakespeare one negatix}e statement (1. 1) is set off
against three affirmatives (11. 2, 3, 4). In Palamarchuk the quatrain is in a

parallel arrangement: negative (11. 1 and 3) and affirmative (11. 2 and 4):

Ii oueli gu conna He pivEnH,
Hopan nisknioiuiy 3a i1 yera,

He Gizocuiskui naix i1 osarm,
Mog 3 qpoTy wopHoro, Koca TycTa.

Tpoauy GaraTo aycTpidas A neoIm,
Ta ma 11 oGauudi He cTpivas,

1 gnre Tak Bpoma, AR TUmMYTEL JOAN,—
A He romsanii MiK ZITKUX Tpas,

I ronoey piouars it ne Tpefia

Jo myaur, smuaitrot meni,

He 3ra10 npo xony Goruny i neGa,
A KPOXT MILIOT — ISTROM 3eMHi.

I Bee 3k BoHA — HAlikpama moMiK TiMm,
Ifo caawvaeni MOXBAIAMII DYCTIMIL
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Her eyes have not been compared to the sun,
Coral is more tender than her lips,

Not snow-white the ovals of her shoulders,
Like from wire black, her braid thick.

Roses many I have met everywhere,

But on her face I did not meet any,

And breathes she, as breathe people, -~

And not the lilies of the valley amongst the wild grasses.

And her voice there is no need to compare

To music, more pleasant fo me,

I do not know about the walk of goddesses from heaven,
But the steps of my beloved--are entirely earthly.

And yet she--is the most lovely amongst those,
Who are glorified with praises empty.

Zuyevsky's sonnet contains the syntactic structure 2 + 2:2 + 2: 2 + 2:2 that
incorporates, also, the required secondary breaks, enjambement, and logical
pattern. His innermost design of the first quatrain is in diametrical opposition

to Shakespeare's with three negatives (11. 1, 2, 3) against one affirmative (1. 4):

He coune — moraax y Moel mami,
A ryou B Hei — He KopaJails LBiT.
3emancTra IPYAL — He CHIr' ¥ HOpiBHAHHI
I Bosoc B'erbea HIGM wopInt apiT.

Crpivag jgamacbKi poxi si: gia 3romy
Ix 6aps yyzxe auue iU micie.
Mapdymvu koxHi Ginblue macomopu
JaloTs, AKX 3anax, 1o Bifg HCl TXHe,

I xo4 sirobato A cniB il — excrasy
Cunpaiury 30yZATH TODPAMIL MaJii.
He 6auns 1 6oruHL X0A4u Hi pa3sy,
Mosa x JlroboB cTymnae no 3emdi.

OnHaR f 11eBeH, 10 B TakKilit onpaei
Bona rapdima, Hix y Jxnusiit caasi.

Not the sun--~the glance of my mistress,

And her lips--not the coral bloom.

Her earthen breasts~-not snow in"comparison
And hair winds as if black wire.
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I have met damask roses: as to the harmony
Of their colors her wan face is foreign.

All perfumes more delight

Give, than the scent, that from her reeks.

And though I love her singing--a stronger ecstasy
The little turtle doves will awaken.

Not once did I see the walk of goddesses,

Why my Love steps upon the ground.

Anyway I am certain that in such a setting
She is lovelier, than in false glory.

Tarnavsky's syntax is 2 + 1 + 1: 4:4:2, but with a loss of enjambement. The
logical pattei'n is the same as in the original and the negative-affirmatives of the
first quatrain remain intact. - Because of, most likely, a problem of rhyme, a

rhetorical question emerges in line 3:

Moel nani oui — He fIK COHLE;

Bix ry6 il wepBOHH1 Oiabll KOPaJb.

$Ik Gimuft — cHir: TpyAep B Hel cipa yoMm ne?
$Ik BoJOC — JApiT: TO B Hei 3Bill cnipaik.

§1 GayuB LIOCK TPOSIHA: YePBOHHH, Oiaui;
He 6auy pox IHX Ha il LOKaXxX.

IMapdymiB zamax Giabille MEHI MHJIHE,
Hi Bifgux, 10 XUMUTH B 11 yCTax.

JI1o6a10, AK pO3MOBAS BOHA, XOY 3HAIO,
1[0 MY3HKa HA€ lle Kpaului 3BYK;

He GayuB s 6OTHHDb, K XOAATH B PAaIo,
MO€I X mani Xix — HesrpaGHHI CTYK.

Ta Bce X He3BHYHe e MOE KOXaHHi,
cnorasene Bix (pajiblly NMOPiBHSAHHSL.

My mistress' eyes--not like the sun;

from her lips more red is coral.

If white--the snow: her breasts are gray, why is this?
If hair--wire: then her winding is of spirals.
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I have seen the silk of roses: red, white;
I do not see these flowers /roses/ 12 5n her cheeks.

The perfumes' scent is more pleasant to me,
than the breath that reeks in her mouth.

I love when she speaks, though I know,

that music gives a still more lovely sound;

I have not seen goddesses when they walk in paradise,
my mistress' walk--an awkward noise.

But yet rare is this my love,
befouled from the falseness of comparison.

Kostetsky's sonnet is more involved than the original; the syntactical structure
8:6 produces an octave and sestet, while the logical structure, in fact,
distinguishes the quatrains. The secondary logical pattern is the same as in the
original, but the syntactic element of enjambement is lost. Kostetsky uses an

MF rhyme ending alternation with an FF couplet:13

O] coouna Hilg B 09ax mMoel mawi,
Kopane py:kaselp pomerint ox ryd,
Krmmoxk cpHiekr ecT 6ssM — B Hel repca ThMAHL,
Kraux BIOC €CT ApOTeM — 3 JpoTy B Hel uyb:
Hamacrui pvki, 6imi i yeproHi,
3acsk BuflineM — He B Hel Ha L[OKaX,
I 6inmeur npueMui Brenbki iHHe BOHI,
Hixx momyxy moel mami rax.
Jl1oCiio 71 cmyxaTH, Kriau PO3MOBIISET,
Xou My3MKa MMIIOI 3BYKM TUe:
He zpiben, ax Oormus moxopzkaer —
Mosa »x 60 nmami, HIIOBITHM, TPYHT TOBYE:
Ta, rpcbi, pOpoKYy MOIM KOXAHHAM,
fAx Ta axach — OpexJMBUM IIOPIiBHAHHAM.

127he translator uses two different words for 'roses’ (11. 5 and 6).

13Most unusual in this translation is its linguistic structure,
is discussed in the chapter on imagery.
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From the sun there is nothing in the eyes of my mistress,

The coral blush is rosier than her lips,

If snow is white--her breasts are dark,

If hair is wire--from wire is her tuft:

Damask roses, white and red,

Indeed I have seen--not on her cheeks,

And more pleasant are all other perfumes,

Than the scent of my mistress' breath.

Ilove to listen, when she speaks,

Though music more pleasant sounds weaves:

I have not seen, how goddesses walk--

Why my mistress, while going, pounds the ground:
But, by God, I estcem my love,
As that someone--false comparisons.

Franko's adaptation of this sonnet results in a poem of trochaic tetrameter
with parallel rhyme and FM.endings. One of Shakespeare's lines is extended over

two in the translation; since the couplet is omitted, the poem consists of six

quatrains:

VYV moel mani oui

He raki, sx conue, mi,
1 kopani wepsomimi
Big nypoypy yer 11.

Roan 6imnii cuir, To mesHo,
Illo cmarsnsapa B Hel TPYAB:
Komn Bomoc—ppir, 10 B Hel
Jporn wopHil pocTyis.

Bauup A Beinart pomi —
I wepeoni it Giai ress,

Ta Taxux Ha JN9KY B Hel
Poix 101 mesHo He naiifeur;

I 6araro poasiwHiLx
Ilaxomis maM BmpoOCTa,
AHIK Ti, AKOMA JUIOYTH
Mol mmaol yera,

f mo6aio 11 possozy,
Xou poRAaRHO BHAIO CAM,
o myanka mpieMuime
Tomomits mMoiM yimas;

fAx Gornui xopATh, MBOrO
fl we Gaunp ami B CHI;
Mos mari, sk i Bei muy,
XopaTk mpocro mo 32Mui.
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My mistress' eyes

/Are/ not like the sun, no,
And corals are redder
From the purple of her lips.

If snow is white, then it is sure
That her breasts are dark:

If hair--wire, then on her
Wires black grow.,

All kinds of roses I have seen--
And red and white also,

But such on her cheek

Roses thou certainly shall not find;

And many more delightful
Perfumes for us grow,

Than those with which breathe
My beloved's lips.

I love her speech

Though precisely I know myself,
That music more pleasantly
Hums to my ears.

How goddesses walk, this

I have not seen even in dreams;
My mistress just like all of us,
Walks ordinarily upon the ground.

Extreme Variant

Sonnet CXXIX,1% The most conspicuous examples of the vital role

played by the unfinished syntactic unit are found in the sonnets which are con-

structed on extreme variations of logical and syntactic frameworks as regards

14No, LXVI is also a good example of an extreme variant. Ithas
four translations, but since it is discussed later in respect to parallelism
and antithesis, sonnet CXXIX is incorporated at this point.
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their formal framework. In sonnet CXXIX, for example, various structural
patterns interact to effectuate the intensities expressed in the poem.

Firstly, a quatrain division (4:4:4:2) is eminent; the introductory
quatrain is logically complete in itself and can stand alone. Yet, the logical
finality at the end of line 4 is only potential; the syntax carries over into the
next quatrain and on into the conclusion of it. The stop here is, again, only
potential, because the anadiplodic 'mad' leads the reader onward into the third
quatrain and on to its completion.

Secondly, the vestiges of an octave are identified by the emphatic
trochee at line 9. Thus an 8.:4:2 pattern is distinguishable, but the octaval
division is overridden by the anadiplodic force of 'mad' (1. 8~9), which impels
the reader forward. Prevailing over the quatrainic and octaval structures,
then, is the syntactic structure 12:2; a single sentence marches onward in a
forceful M ended twelve-line progression energized by run-on lines and mid-line
breaks until it is arrested by the couplet. The only satisfying rhythmic relax-
ation comes with the completion of the sonnet. This violence of syntax, the super-
imposition of the syntactic pattern upon the logical and formal structures, is the
most powerful device in effectuating the unrestrained emotion and the forward

thrust of this sonnet:

The expense of spirit in a waste of shame

Is lust in action; and till action, lust

Is perjured, murderous, bloody, full of blame,
Savage, extreme, rude, cruel, not to trust;
Enjoy'd no sooner but despised straight;

Past reason hunted; and no sooner had,

Past reason hated, as a swallowed bait,

On purpose laid to make the taker mad:

Mad in pursuit, and in possession so;

Had, having, and in quest to have, extreme;
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A bliss in proof, and proved, a very woe;

Before, a joy proposed; behind, a dream.
All this the world well knows; yet none knows well
To shun the heaven that leads men to this hell.

The construction of Kostetsky's sonnet is less complex than the original; a
syntactic framework 14 rests upon a quatrain framework 4:4:4:2. Shakespeare's
octave is forfeited due to the loss of the original anadiplosis and the emphatic
trochee at the outset of line 9. Thus, although the stops after each quatrain are
only potential, as in Shakespeare, with the syntax carrying the reader onward,
Kostetsky's quatrains are more distinct; each is a new formal beginning that
flows steadily with its iambic beat.

The emotional impact of this translation is further weakened by a
tenderizing FM rhyme ending alternation, and an FF couplet which causes a
complete rhythmic relaxation. The loss of a syntactic violence--the enjambement,
and many (six) mid-line breaks--strips the poem of much of its energy. Thus,
notwithstanding the fact that Kostetsky's sonnet is a progression of one syntactic

unit, the flow of emotion is steady and restrained in comparison to the vehement

and unstoppable outpouring of anger in Shakespeare:

CSI rpata ayxy, rausb JOKpPalo NMOBHA,
Ce uuy 3ayaced, i nepequuH, — clax<na,
IiTo crozonoMy, KPOBY, BOMBCTB TrpixoBHa,
Koperorux, rpylux, IMrux Oi xaza’,
Kpise cmax cBiit B:xe Hece OrMAM 4acTKY,
IloB3 po3yM THaHa 1 XAaHa I103a HHUM,
IToB3 po3yM po3cTaBsa’ HEHATIY MacTKY,
o6 TO#1, XTO BXOMMTHCA, CTAB HaBiCHMM:
B rommTei kXanifHa, a 71 B nnocinanHi,
IIparnenna it cnparsa, KpauHOLL alyEUX JIOH,
B paro zavara ¥ fi3HaHa B CTpaxxJaHHi,
Crouarky — mracHMit Hamip, noTiM — COH;
CsaiT 3Hae Bce ce, JIMII He 3Hae Te 6o,
Ax oMuHyTHM B af Bemyde Hebo.



62

This loss of spirit, of shames completely full,

This action of lust, and pre-action--sweetness,

Which in perjury, blood, murders is sinful,

Cruel, rude, wild deeds awaits,

Through its flavor already carries repugnance partial,

Past reason chased and awaited after it,

Past reason sets an insatiable snare,

So that the one, who is caught, becomes mad:

In pursuit lustful, and in possession,

Desired and thirsty, of the extremities of yearning bodies,

In paradise conceived and realized in torment,

At first--a joyous proposition, after--a dream;

The world knows all this, but does not know that
How to avoid into hell the leading heaven.

Palamarchuk builds his very complex poem on an apparent 8:6 pattern. The
quatrains and tercets are in the rhyme scheme abba abba ccd ced with the
alternation MFMF MFMF FFM FFM. The logical pattern, which is both
4:4:4:2 and 12:2 stands in opposition to the formal one, while the syntactic con-
struction of six units 4:2 +2 // 1 +3 + 2 is in opposition to both the formal and
logical designs. The logical 12:2 pattern prevails, however, since the multiple
syntactic end-stopping is used only for the purpose of achieving violent breaks.
Despite the sense of finality imparted by the full stops at the end of both
quatrains, a powerful forward thrust is achieved not by the original anadiplosis,
but by the effective placement of an adjective at the beginning of the second
quatrain and first tercet; these adjectives drive the energy backward and forward
simultaneously; they belong to the preceding statement or strophe, but propel
forward to the subsequent. The sestet is united by the syntactic carry-over
between the tercets and by their symmetrical arrangement--the first line in each

is a complete syntactic unit, the next line contains an abrupt mid-line break followed

by enjambement and then another, less significant, mid-line stop. The formal
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pattern in conjunction with the two different logical patterns and a different
syntactic organization, as well as the violence of syntax--elliptical syntactic units
set off against run-on lines--interact in order to render the emotionalism of the
original:

O xrmBocTe, 10 TOHNIM HNOTH ¥ CKAg,
Crpamnmit gunmuTe1:0 Rywi csajol,
Jukepeno xi, i wigeryny, it poatoio,
Tyna, caina it :RopcToka BOZHOpA3.

DBramozapma — i 30ynunmsa Bifpas,
Ta wajmin 3HOB i 3HOE U'SHUIT OGO,
I B:e He 3HAllfe J1000r0 CIIOKOIO,
XTo Ha NpUMAHY NONafeTLCsd pas.

Bearasua ti B :iazo6i it mocigansi.
Y mewoyy Kpaiimomi: mpm raMysanui —
Tit coxog Goaicanir, GaasKeHHa MITD,

A Tay — posmyRra i TArap nORyTH,
Ceit 3mae ne. Ile 3ma, sar odtuyTH
HeGecnnil pafi, mo Rac [0 HeKJga MUNTE.

O lust, that drives flesh into rage,

Horrible destroyer of the soul feeble,

The source of evil, and deceit, and robbery,
Dull, blind and cruel simultaneously.

Appeased--you are a stimulator at once,

You lure again and again inebriate with yourself.
And already will not find beloved peace,
Whoever on the bait is caught once.

Mad you are in desire and in possession.

In all extremes: during appeasement--

You are a sweefness painful, blissful moment,

And there--despair and burden of redemption.

The world knows this. Does not know, how to avoid

The heavenly paradise, that us to hell rushes.

A thorough perusal of every translated sonnet verifies that the fore-

going cross-section of structural patterns quite satisfactorily reflects the

translators' observations of the Shakespearean stylistic elements in this regard.
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A comparison of the two full translations confirm that Kostetsky's structure is
remarkably similar to Shakespeare's. Only six of his sonnets differ somewhat in
the main structural design, these forfeit the original octaval vestiges (I, XVI,
XVII, XXIX, LXXIX, CXXVII). Similarly, only thirty-nine sonnets undergo
some syntactic changes, thirty of these receive syntax extensions, while nine
acquire additional syntactic units. Kostetsky, therefore, tends towards the
expansion of sentences in his end;avor to maintain the Shakespearean elements
of the violence of syntax and its energizing effect. The tightly knit stanzaic form
and the use of a more traditional punctuation aid Kostetsky in this maintenance.

Palamarchuk's sonnets, on the other hand, are structurally very
different from Shakespeare's. Only five of his translations are constructed
accordingly (XXVIII, LI, LXVI, C, CIX). Most fall into the very distinct
quatrainic division 4.4:4.2 with additional internal syntactic units usually of the
symmetrical type 2 + 2. There are only ten sonnets in his collection where the
first quatrain leads into the second, there are four sonnets of the 12:2 pattern,
and only one (LXVI) is composed of a single syntactical unit. The extension of
Shakespeare's syntax, however, occurs in five cases.

This is the only translator that does not observe the structure of the
couplet. Every Shakespearean couplet, except CLIV, is, of course, an integral
unit as parallels the rhyme scheme, but only seventy-four receive a complete
syntactic stop prior to it, and, most of these (fifty-eight) are syntactically

incomplete or "tagged on'" to the preceding quatrain either by a conjunction,

gerund, exclamation, answer to a preceding question, or by a demonstrative
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or repetitive word which refers back to the body of the sonnet. Only sixteen
coupletsl® have an absolutely new beginning and are seemingly independent
units. In comparison, 142 of Palamarchuk's couplets are complete independent
units. Only twelve sonnets, five of which belong to his octave-sestet design,
have no full syntactical break prior to the couplet. This translator's couplets
are beautiful in themselves, they are mellifluent, simple, concise, and
momentous, but the abrupt and emphatic turn in the finale, and the oversimplifi-
cation of the formal-logical-syntactic framework strip his sonnets almost
entirely of Shakespeare.

Of the earliest translators, Franko is closest to Shakespeare's
structural design. One of the forementioned examples (CXXX), and sonnet XCVI,
illustrate his skill as an adapter, nevertheless, four of his six translations are
in accord with the main structural design of the original. Franko varies in
syntax, his units are either the same as the original (XXX, XXXI), expanded
(XXVIID), or contracted (CXXXI), but, usually, with(;ut altering the principle
framework and the spirit of the sonnet. Hrabovsky's single translation is a true
Petrarchan adaptation, while Slavinsky's two adaptations unite the Petrarchan
and Shakespearean forms quite ingeniously.

In the contemporary translations of individual sonnets,

Slavutych is furthest removed from the structures of Shakespeare. In his four

poems an accumulation of syntactic units shows Slavutych's preference for a

1%, IX, XVI, XXII, XL, XLII, LII, LIIT, LVII, LXXXII, LXXXIV,
XCIII, C, CXXXI, CXXXV, CLI.
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simple quatrainic division and highly end-stopped lines. Tatrnavsky, too,
prefers a less complex syntax, but his four poems adhere fo the main
structural design of the original.

Karavansky retains the Shakespearean framework in most cases;
three out of ten sonnets depart in some degree. In XVII and XIX octaval
remnants are lost, LXVI, although one syntactical unit, is by rhetorical
structure more clearly divided into quatrains than the original, while II, and
especially XIX, depart syntactically through ellipticisms not found in Shake-
speare.

Zuyevsky preserves Shakespeare's design very adequately. Differ-
ences lie only in sonnets LIX and LXXI. In the former, a syntactic extension
acquires an octave. In the latter, a metrical variation in line 5 obliterates the
octave. In general, Zuyevsky's syntax is not as severely involved as Shakes-
peare's, but it is very similar to the original in its intricacy, and thereby,
the translations are reminiscent of the author. Maintaining the original stanzaic
form helps in this respect, particularly when a quatrain, due to the use of
modern punctuation, receives a complete syntactic stop, i.e. the period in
place of Shakespeare's colon.

Hordynsky is nearest to Shakespeare as regards structural organization.

His eight sonnets are in strict accordance with the main original frameworks; five
of the sonnets belong to the octaval remnant, two to the quatrain division, and one
to the extreme variant type. In syntax, too, Hordynsky approaches the original.
Only sonnets XLVI, XLVII, and LX receive an additional syntactic unit, which

results merely from the use of modern punctuation. Since Hordynsky does not
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enter into the above cross-section of illustrations it is worthwhile to view one of
his translations, CVI, at this point.

Syntactically, the original sonnet is of the 8:6 division; a secondary
pause and logical turn occur at the couplet to obliterate the sestet; the octave
is distinguished, further, by logic, and the tonal turn at line 9:

When in the chronicle of wasted time

I see descriptions of the fairest wights,

And beauty making beautiful old rhyme

In praise of ladies dead and lovely knights,

Then, in the blazon of sweet beauty's best,

Of hand, of foot, of lip, of eye, of brow,

I see their antique pen would have express'd

Even such a beauty as you master now.

So all their praises are but prophecies

Of this our time, all you prefiguring;

And, for they look'd but with divining eyes,

They had not skill enough your worth to sing:

For we, which now behold these present days,
Have eyes to wonder, but lack tongues to praise.

Hordynsky's sonnet is designed accordingly, with the octave overriding the
quatrain pattern. The colon at line 13 in the translation is used in the con-
temporary sense: to set off the following explanation from the rest of the
sentence; it thus replaces Shakespeare's conjunctive 'for'. The enjambement

and internal pauses of the original are, also, kept intact by the translator:

Koau B niTonucax npangasrix guin
UuTalo onuc rnocrareil aHTHYHAX

I erpodn, pe kpaca ckaagac cnis
Ha cnasy nas | junapis BeJUYHAX,

Tozi, 3apurieEHH y Ty Kpacy,

Y pyxm, HorH, ry6H, oui, 6poBH,

51 6auy, M0 mepoM TOro Yacy

S smamosaB 61 BHTJIAA TEIll 4ygoBHit.

Ta ix xBayia auw nposilana TBip
MaiiGyTrboro — TBiff 06pas npebaraTuii,
I x04 BOHA IPOPOYHH MaXH 3ip,

A BCe X Tebe He BMiaH § ocniBaTi:
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B nac oui ¢ ana noaasy Temep,
Ta pna xeanm — A3uK y Hac 3aBMep.

When in the chronicles of olden days

I read the description of personages ancient
And strophes, where beauty composes music
In glory of ladies and knights great,

Then, astonished in that beauty,

In hands, feet, lips, eyes, brows,
I see, that with the pen of that time
I would depict thy lovely face.

But their praise but prophesied the work

Of the future--thy image rich,

And even though they possessed a prophetic sight,
They still would not have been able to extol thee:

We have eyes for wonder now,
But for praise--our tongue is dead.

One other translator, Onufriyenko, remains undiscussed in the fore-
going illustrations. Both of his sonnets, VII and XI, are correctly maintained
within the 'octave' category. In Shakespeare's sonnet VIII, for example, the
octave is established only by a change of tone and meter at line 9:

Music to hear, why hear'st thou music sadly?

Sweets with sweets war not, joy delights in joy.

Why lovest thou that which thou receivest not gladly,

Or else receivest with pleasure thine annoy?

If the true concord of well tuned sounds,

By unions married, do offend thine ear,

They do but sweetly chide thee, who confounds

In singleness the parts that thou shouldst bear.

Mark how one string, sweet husband to another,

Strikes each in each by mutual ordering;

Resembling sire and child and happy mother,

Who, all in one, one pleasing note do sing:
Whose speechless song, being many, seeming one,
Sings this to thee: 'Thou single wilt prove none.’

Onufriyenko establishes the octave in the same manner as Shakespeare. His

syntactic structure undergoes only a slight alteration from the 1 + 1 + 2:4:6
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equation to 2 + 2:4:4:2. The break before the couplet results from contemporary
punctuation but is sufficiently moderated by a very tight union between the couplet
and the preceding quatrain. This is achieved through logic and syntax--a
demonstrative at line 13 refers to the preceding thought, through the rhetorical
structure--the repetition of main words in lines 10, 11, 12, and 13, and

through the homostrophic nature of his poem. Whereas Shakespeare's rhyme

%

endings vary FMFM MMMM FMFM MM, Onufriyenko's are consistently FM with

an FF couplet:

Ti — My3HKa, ajlle YOMY TaK CYMHO

TH MY2HKH cTpivacil KOMeH 3BYIL?

YoMy cyMHe TH JiOdHII Tax Oe3yMHO

¥ 3maxogmm pagicTes cepen BiYHUX MyK?
Konu axopiu THX®X 3BYKIR HiXHO

Jo Byx TBOX JeTsTh B OAHIH civi,

Bonu anie HaragyioTh Oe3TpiliHO

IIpo caMoTH moxMypi ZHi TBOIL

Ilcecayxail, Sk A3BSHSTH INPEKPACHO CTPYHM
B cnip3sywui papyicuiM, KOTH XTOCh TOPKHE, —
Crnisae MOB Jurd 3 GaTbKaMH IOHE,

I Bci cniBaloTs n030, MOEB oOjne.

To# cniB, MO INHBCA B MY2HKY €IHHY,
ToBopuTb: camoTa Beje Tebe Ho aruHy.

Thou--music, but why so sadly

Thou music greetest with every sound ?

Why sadness thou lovest so madly

And findest joy in eternal sufferings?

When chords of soft sounds tenderly

Rush to thine ears in one family,

They only remind innocently

About thine sullen days of singleness.

Hark, how beautifully ring the strings

In a friendly concordance, when someone touches, -~
It sings like a youthful child with parents,

And all sing nicely, like one.

That singing, that has blended into a single musie,
Says: singleness leads thee to death.
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From the foregoing observations it is evident that logical structure, in
general, because of its inherent nature, receives only minor deviations in the
translations; most of these appear in the adaptations by Hrabovsky and
Slavinsky, in the more free paraphrases by Palamarchuk, and in the poems by
Slavutych and Palamarchuk, wherein the translators structure their logical and
syntactic patterns to coincide neatly with the formal. The Shakespearean
quatrain-type sonnets pose the least difficulties in translation and receive little
or no deviations because of their relatively simple design of logic, syntax, and
form.

Most interpolations in the translations lie in the syntactic structure.
The foregoing examples of individual translations give evidence that the major
syntactical problem which faces the modern translator of the sonnets is the prob-
lem of Shakespeare's rhetorical Renaissance punctuation, particularly, the usage
of the colon which very often appears at the end of a formal unit to effectuate
only a potential break, and, thus, override the formal unit. Contemporary
punctuation, almost always, encompasses the insertion of the complete break and
violates, thereby, Shakespeare's syntactical structure, i.e. the movement
of the poems, by causing a sense of a logical and syntactic finality in correspond-
ence with the formal finality. In spite of this difficulty, many of the translations
retain the basic Shakespearean framework when the inherent logical structure
overrides the formal. Some translators, however, simplify Shakespeare's
structural design not because of the difference in Renaissance and Modern

punctuation, but as a matter of choice.
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The distinguishing stylistic components of Shakespeare's structure,
the structural paradox, the syntactic complexity, variety, continuity and change,
and stylistic energy through the unique Shakespearean interactions of logic,
syntax, and form, are best attained by Kostetsky, Zuyevsky, Hordynsky, and
Onufriyenko. These translators observe closely the structural idiosyncrasies of
the original, with the exception of rhyme ending variants in formal structure,
and,in the case of Hordynsky, also the stanzaic form. The oversimplification
of the Shakespearean mazelike design, the restructuring of logic and syntax to
fit the formai mould, especially in the translations by Hrabovsky, Slavutych,
and Palamarchuk, drains the.sonnets of their elegance and energizing structural
requirements to the extent that they are devoid of the Shakespearean mark, and

reflect, instead, the individual styles of these translators.



CHAPTER I1I1

RHETORICAL FIGURES

One of the most distinguishing features and vital sources of stylistic
energy in Shakespeare's sonnets is the poet's art of language, in particular,
the oratorical art by which the sonneteer imparts strength and emphasis, as
well as beauty and elegance, to the thought and feeling of the poems. In this
chapter verses from the translated sonnets are compared with those of the
original,in an endeavor to analyze the translator's skill in the retainment of the
Shakespearean rhetorical devices and the attainment of the rhetorical effects
of the original,as well as to show the problems that the translator encounters
in the structural differences of the source and receptor languages and his
means of accommodating such differences. The most outstanding of Shakes-
peare's rhetorical figures are selected for analysis: the apostrophe, anaphora,
traductio, antimetabole, anadiplosis, parallelism, antithesis, antanaclasis, and
homophony. At least five of these figures-~the apostrophe, anaphora,
parallelism, antithesis, and homophony--have been very popular in Ukrainian
folklore and in literature dating back to the first known work written on

Ukrainian soil, the epic of the twelfth century Slovo o polku Ihorevi (The Tale

gf Ihor's Campaign). Especially interesting, in view of the structural differences

of Ukrainian and English, are the translators' renderings of the Shakespearean
figures which involve repetition--traductio, antimetabole, anadiplosis, and
antanaclasis. Ukrainian poetry of the Baroque period did feature repetitive

devices, and the Ukrainian declensional system lends itself readily to the

72



73

repetition of stems, as in the figure traductio, but due to the declensional system,
the repetition of words, as in antimetabole and anadiplosis, may be difficult to
maintain, while the extreme form of word play, or antanaclasis, is entirely

alien to the language. The illustrations for the subsequent comparisons are
chosen on the basis of incorporating as broad as possible a cross-section of the
translated sonnets; sometimes, therefore, a certain sonnet may appear more
than once.

Apostrophe

There are two aspects of the apostrophe that are significant in the
translation of the sonnets: (a) the translators' treatment of Shakespeare's objects
of address which concerns firstly, the problem of the sexual identity of the per-
sons apostrophized by Shakespeare, secondly, the translators' treatment of the
Shakespearean intimate and formal pronominal turns, thirdly, the apostrophizing
of abstract or inanimate entities, and fourthly, the adherence to the use of
Shakespeare's apostrophe, and (b) the purely rhetorical aspect of this figure,

namely, the translators' employment of the Shakespearean apostrophic devices.

Objects of Address

The apostrophe is contained in 134 of the sonnets. In 122 of these
the poet appeals to a definite person; it is assumed that, in general, the first
cycle, I - CXXVI, concerns the poet's friend, while the second cycle, CXXVII -
CLIV, concerns the lady. In 12 sonnets the poet apostrophizes abstract

or inanimate entities: in XIX and CXXIII Time is addressed; in LVI, CXXXVII,
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and CXLVIII Love is apostrophized; in C and CI the Muse is invoked; in XCIX a
violet is chided; CXLVI is an exhortation to the poet's soul, whereas CV, XXV,
and CXVI are addressed to the reader. The 20 sonnets which do not contain
apostrophe are v, XXXIII, LXII, LXIV, LXV, LXVI, LXVII, LXVIII, XCIV,
CXIX, CXXI, CXXIV, CXXVII, CXXIX, CXXX, CXXXVII, CXLIV, CXLV,
cLi, cLiv.!

The sonnets wherein the author apostrophizes persons are a major
problem in the translations into a language which operates with morphological
genders. Although in the receptor, as in the source language, the pronouns 'thou'’
and 'you' have no implication as to the sex of the person addressed, Ukrainian
adjectival and past tense verbal endings, which modify the pronoun, must supply
the sexual identity of these pronouns. Thus the Ukrainian translator encounters
difficulties in the often essential grammatical sexual identification of the objects
addressed in the sonnets. Another difficulty, as regards this aspect of the
apostrophe, is the Shakespearean shift from the singular pronominal form
(in 88 sonnets) and the plural form (in 34). Since it is customary in Ukrainian,
as in Shakespeare's English, to use 'thou' as the intimate, and 'you' as
the formal turn, this tonal shift, in itself, is not a problem for the translator;
the dilemma is only in the matter of choice: should the translator follow the

trend in Ukrainian literature, wherein love lyrics have been written through the

1Claes Schaar, An Elizabethan Sonnet Problem (Copenhagen: Lund,
1960), p. 127.
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intimate form, or use the formal pronoun, accordant to the original, and risk
imparting a tone of estrangement to the Ukrainian product.

A comparison of the translators' treatment of Shakespeare's objects
of address is best illustrated by sonnet XVIII where the pronominal-adjectival
identifier may force the translator to reveal his interpretation of the sex of the
person apostrophized:

1-2 Shall I compare thee to a summer's day ?
Thou art more lovely and more temperate:

Although it is postulated that this particular sonnet concerns the poet's friend
not all the translators are of the same assumption. Three of the translators--
Karavansky, Slavinsky, and Slavutych--use 'feminine" adjectives in their
translation, thus addressing their poem to a woman; of the six translations of
this sonnet, only Slavinsky uses the formal pronoun:

Yy mMosxetd TH HA3B3THCL NITHIM SHem?
Tw kpawa i npusitHiwa crokpar.

Cans't thou be called a summer's day?
Thou /art/ lovelier and kinder a hundredfold.
(Karavansky)

Ilpexpacua 8u, ax AiThiil denv... Ta Hi, —
Muaiwce 4 ageidoniwa su, 6oaxc 2iTos

Beautiful you are, like a summer day . . . But no,——
Lovelier and gentler you are, for in summer
(Slavinsky) .

Yn nopimsistio is annHeBiM e
TeOe, mo B Aackax cTpuManiwa i xpama?

Shall I compare with a July day
Thee, who in graces /art/ more temperate and more lovely?
(Stavutych)
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Palamarchuk, however, uses masculine adjective endings, thus addressing

his work to the friend:

PiBEaTs Te6e 70 NMiTELOI MOpHU?
Tu craaimuit, wapisrimni Big mel.

To compare thee to the summer season?
Thou _/_ar_t_/ more constant, more charming than it.

Tarnavsky carefully conceals the sexual identify of the object addressed by

using 'in thee', a phrase indeterminable as to sex:

Jo nitHbo1 TeGe piBHATH AHHHH?
B 1061 € Giablue JarixHUX npUKpac.

To a summer's day to compare thee?
In thee there are more gentle adornments.

Kostetsky conceals sexual fdentity by another ingenious method. He intro-
duces the person's 'image' as the noun to be modified by an adjective. Un-
fortunately, however, Kostetsky begins with the old Polish-Ukrainian formality
"Your Grace' and follows this up with 'thine image'.- This inconsistency
between pompous formalism and intimacy, in such close proximity, lends an

undesirable satirical tone to the lines:

YU x sita gHIO BriomoOiio Balry MOCTE?
., A —_—
Tsiit o6pas nariguing i mre Ml

Shall to a summer's day I compare Your Grace?
Thine image _é is_/ gentler and still lovelier:

It is remarkable that in Kostetsky's work out of the 122 sonnets
addressed to a person only 28 are determinable as to the sex of the object
addressed. Conforming to the assumed division, 24 of Kostetsky's sonnets,

all in the first cycle, are definite apostrophes to a male,2 while four sonnets

2‘:I, o, 1v, v, Vi, VIII, IX, -X, XI, XII, XIII, XVII, XX, XXI, XXVI,

XXX1X, XL, XLI, XLI, XLIO, LXXVI, CVIII, CXI, CXXVI.
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of the second cycle are definitely addressed to a female.3 The translator
uses 'thou' and 'you' in strict adherence to Shakespeare's use of these pro-
nouns. Two sonnets (XVII and XXIV) contain both turns: 'Your Grace' and
'thou', In accordance with Shakespeare, twenty sonnets in Kostetsky do not
confain the apostrophe.

Only one other translator, Zuyevsky, uses both pronominal forms.
Six of his sonnets contain 'thou' (five of these in Shakespeare) whereas two
contain 'you', the latter in accordance with the original.4 None of Zuyevsky's
poems reveél the sex of the object addressed. As Shakespeare, Zuyevsky
apostrophizes the reader in CXXX and chides the violet in XCIX.

Slavinsky uses the polite pronominal form in both of his translations,
XVII and CVI, the latter contains 'you' in the original. The first poem con-
tains an address to a woman while the apostrophe in the second is indetermin-~
able as to sex.

In Franko's translations 'thou' is used as in the original. Two of his
sonnets are to the friend (XXVII and XXXT), two to the lady (CXXXI, XCVI),
while two are sexually indeterminable (XXIX and XXX). Of the first cycle
two contain a definite male address and one a female. As the original, CXXX

addresses the reader, and LXVI contains no address.

3CXXXV, CXLIX, CLI, CLIIL.

4Zuyevsky uses 'thou' in XXIV, LX, LXXI, CXXXI, CXXXV and LIX.
The latter has 'you' in the original. The translator uses 'you' in LXXXI and CII.
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Hrabovsky, in his translation of sonnet XXIX, apostrophizes a
woman through Shakespeare's intimate turn.

Slavutych employs only the intimate pronominal form.® Sonnet XVII
is addressed to a woman, while XLVI and LXXI are indeterminable as to sex
of the object apostrophized. Sonnet CLIV, as the original, is without
apostrophe.

Onufriyenko's translatiQons are both of the first cycle. No. VIII is
undefined as fo person addressed, whereas Xl.contains a masculine address; the
intimate pronoun is used as in the original.

Karavansky also employs the intimate pronoun throughout.6 His ten
translations belong to the first cycle. Three of his addresses are sexually
indeterminable (VII, XIV, XVII), two are mé,sculine (II, XVI), and one is
feminine (XV Iy . As Shakespeare, Karavansky addresses Time in XIX and
the reader in XXV. Unlike Shakespeare, he invokes his 'true heart' in XXI,
rather than a person, and addresses the reader in LXVI, where there is no
appeal in the original.

Although Tarnavsky's apostrophe in XVIII is sexually indefinable,
sonnet CIV, of the '"lady" cycle, is addressed to a male. Both works contain
'thou' even though the latter contains 'you' in the original. Tarnavsky's

sonnets CXVI and CXXX, as the original, lack address.

5Sonnet LXXI has 'you' in the original.

6

Sonnet XVII has 'you' in the original.
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Hordynsky uses only the intimate pronoun, according to the original.
Four of his sonnets have indeterminable addresses (XLVI, LV, LX, CV], and
three, of the '"lady" cycle, contain feminine apostrophes (XLVI, CVI, CXXXJ).
There are no determinable masculine apostrophes in his translations. Whereas
no apostrophe is found in LXVI, Hordynsky addresses a person.

In Palamarchuk's collection, 60 sonnets are indeterminable as to
the sex of the person addressed; 39 sonnets, all in the "“friend" cycle, contain
definite addresses to a male person.7 Of his 33 sonnets that are definitely
addressed to a lady, 20 belong, also, to the "friend" cycle.8 The intimate
pronominal turn is used throughout the collection. This translator delights in
the use of apostrophe, for out of the twenty exceptions Palamarchuk heeds only
eight (XXXII, LXIV, XCIV, CXXX, CXLIV, CXLV, CLI, CLIV.) InV and
CXXI Palamarchuk addresses the reader, in CXXIV--fools, in CXXIX--lust,
personal address is contained in LXII, LXV, LXVI, LXVII, LXVIII, CXXIX,
CXXVIL,and CXXXVII. In four sonnets Palamarchuk apostrophizes different
entities than does Shakespeare. In XXV, wherein Shakespeare turns to the
reader, the translator addresses a person. In CV, wherein Shakespeare

addresses the reader, the translation contains two apostrophes--to the reader,

7Ma1e addresses in I-XXXITII, XL, XLI, XLI, XLV, LI, LIV.

8The 20 sonnets of the first cycle which Palamarchuk interprets as
feminine addresses are: XXXIV., LVII, LVIII, LXI, LLXX, LXXI, LXX1,
LXXTV, LXXXI, LXXXVI, LXXXIX, XCII, XCIII, XCVI, CIV, CVI, CIX,
CX, CXIX, CXXV. The remainder of the sonnets with a feminine apostrophe
are: CXXXI, CXXXIINI, CXXXIV, CXXXV, CXXXVIIl, CXXXIX, CXL, CXLII,
CXLI, CXLIX, CL, CLI, CLI.
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and a direct address to the lady. In CVIII and CXXVI, where-Shakespeare uses
the direct turns 'sweet boy' and 'lovely boy', Palamarchuk invokes 'Love'
and 'Cupid’, respectively. In the two sonnets, where Shakespeare invokes
Love, and in CXL VI, where the author addresses a person, Palamarchuk
does not employ apostrophe.

To conclude this discussion of Shakespeare's objects of address, it is
clear that not all the translators interpret the personal apostrophes of the
sonnets in accordance with the generally assumed cycles 'to the friend' and 'to
the lady'. Even though Kostetsky adheres exactly to this cyclic division, he
admits his skepticism that all sonnets fall into such a clearly marked division., 2
Since Shakespeare's personal apostrophe cannot be proven as to sex, it is
advantageous for translators to make minor grammatical modifications in order
that the sexual identity of the objects addressed is concealed. Kostetsky's and
Tarnavsky's translations of sonnet XVIII are excellent examples of such
modifications, as are all the translations by Zuyevsky, and the numerous
sexually indefinable sonnets in Kostetsky.

A majority of the translators give preference to the intimate pro-
nominal form as, by Ukrainian standards, befits the intimate value of the son-
nets; the formal occurrences in Kostetsky and Zuyevsky are in conformity with

Shakespeare's usage. The only exception in this regard is Slavinsky, who,

Ict. Kostetsky's footnote, p. 101, in his collection of translations.



81
in his only two sonnets (each with a different turn in the original) prefers the
formal approach.

On the whole, Shakespeare's abstract apostrophes apd apostrophic
exceptions are carefully observed. The complete work by Kostetsky conforms
to these exactly, while the work by Palamarchuk is extremely liberal in

apostrophic interpolations.

The Rhetorical Aspect

Iﬁ order to attain oratorical emphasis in his apostrophe Shakespeare
employs either the exclamatory type, or the direct rhetorical question. There
are only 34 sonnets in which the poet uses a casual address. Except for 27
sonnets, Shakespeare's apostrophe always lies in the first qu.atrain.10

A majority of the translators utilize the Shakespearean apostrophic
types very discriminately. Generally, the most serious kind of interpolation
of this figure is the one which lies in the couplet of the following example,
LXVI. Having established a feeling of tiredness throughout the sonnet, the
poet culminates it in the same tired tone, in a simple direct statement:

Save that, to die, Ileave my love alone.

Hordynsky, Karavansky, and Palamarchuk reverse the established tone by
giving the ending strength through an apostrophe. Hordynsky, in this his only
deviation from the original use of Shakespeare's figure, addresses a person

with a direct turn in a rhetorical question:

10
‘Schaar, p. 127.
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Ta sk jguury tebe, MO0 J1F000B ?

But how will I leave thee, my love?
Karavansky asks a rhetorical question within an address either to himself, or

to the reader:

Ta ax nokuuy THX, KOro jwodiro?

But how will I leave those, whom I love?
Palamarchuk addresses a person:.

Ta BMepTH He J3€ AK00UB TBOSL.

But thy love does not allow _/_?n_e_7 to die.
Franko's last line ends in the same manner as the original, but the anxiety
of his penultimate line, due to the exclamation and stops, which accompany

the anxiety of emotion expressed, carries on into the finale:

Vumep 6u! Hi, mepskych TpHBOromo onmoro:
fIx a ympy, i m060B MO yMpe 30 MIOIO,

I would die! No, I hold on by one fear:
When I die, my love too, will die with me.

Similarly, in the approximate sestet of XXIX, a casual address
imparts to the reader the author's peaceful state:
Yet in these thoughts myself almost despising
Haply I think on thee, and then my state,
Like to the lark at break of day arising
From sullen earth, sings hymns at heaven's gate:
For thy sweet love rememb'red such wealth brings
That then I scorn to change my state with kings.
In Hrabovsky's paraphrase each tercet contains a direct turn which results in

elliptical ruptures. These and the final exclamation effectuate emotionalism

in place of the original calm:
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A Auwm TeGe, o 30pe caiToma,
Srazalo A: Ayma, MoB fATamika 3paHa,
Beceanit rine a0 ueGa 3acnisa;

B T06i, Moa roay6oubko koxana,
Toil pa#l, mo it caM koporb He 3800yBa,—
I Bixe ToAl HeMa Haa Mene nanal

But only thee, o star universal,
I recall: /my/ soul, like a bird early in the morn,
A joyous hymn to heaven begins to sing;

In thee, my liftle dove beloved,
/Is/ that paradise, which even the king himself does

not conquer,—-

And then already there is no lord above me!

Again, Slavinsky's finale in CVI ends in a rhetorical question, rather

than in Shakespeare's casual manner:

For we, which now behold these present days,
Have eyes to wonder, but lack tongues to praise.

T'a de TO20 MUCTEUTBA HAM Y3IATH,
o6 sce 8 acusux caosaxr mepexasarev?

But where shall we take of that art,
So that all in living words we could relate?

Franko usually complies with Shakespeare's apostrophe, but in
CXXXI (q. 2) he departs from it considerably by his introduction of dialogue, a
direct turn, and elliptical exclamations where the author is only casual:

Yet, in good faith, some say that thee behold,
Thy face hath not the power to make love groan:
To say they err I dare not be so bold,

Although I swear it to myself alone.

HdexTo B nnue tBoe 3arisaHe It ofisperbed:

«Horo 6 iijoro siTxarb i MyunThes Tax TiprO ?»
Bpexual Xou roaocuo ce 3 yer i me 3ipaersc,
Ta a B pymi waanych: «Bpexna ce, moba siproly

Some will look in thy face and say:

"Why should one sigh and grieve so bitterly ?"

Lie! Though this will not come loudly from the lips,

But Iin /my/ soul swear: "This is a lie, beloved star!"
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Tarnavsky does not deviate at all from the Shakespearean apostrophic
types. In comparison to the other translations of sonnet CIV, for example,
his introductory address is most commendable. He attains accuracy, the
original simplicity of the casual address, the negative statement, and the
required direct turn which effectuates, also, the original mid-line break:

To me, fair friend, you never can be old,
He Gymewr B mene, npyxe, Tu cTapum;

Thou shalt not to me, _/_;ny-] friend, be old;

Kostetsky uses a direct turn, but not with the simplicity of the original:
BAIL, mpye, Bik — Miit BiunoOHMIT Kpacens,
Your, _[r—nz_/ friend, age--my eternally-youthful beauty,
Palamarchuk, in his address to a woman, omits the direct turn:

PoxramM xpacn Tnoel He 3Jonarti,

For the years thy beauty not to conquer,
Neither do Onufriyenko and Slavutych depart from Shakespeare's
apostrophic types. Both extend an original rhetorical question with no
ill effects on the oratorical aspects of these sonnets:

Shall I compare thee to 2 summer's day?
Thou art more lovely and more temperate:
(XVIII, 1-2)

Yir nopirustiv i3 AUNHEBHM KHeM
Tede, mo B aackax cTpivalima fi xpama?

Shall I compare with a July day
Thee, who in graces /art/ more temperate and
- more lovely ?
(Slavutych)
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Music to hear, why hear'st thou music sadly ?
Sweets with sweets war not, joy delights in joy.
(VaI, 1-2)

T — My3HkKa, ajle YOMy TaK CYMHO
Tr My3HKH cTpivacll KoxAeH 3BYK?

Thou--/art/ music, but why so sadly
Dost thou meet the every sound of music ?
(Onufriyenko)

Zuyevsky, also, adheres to the original apostrophe. Although he ends
sonnet CXXXV with an exclamatign there is no diversity from the original,
since both couplets, Shakespeare's and his, are imperative statements. The
translator most likely employs this exclamatory emphasis in order to make
restitution for his loss of the author's emphasis attained through word
repetition:

Let 'No', unkind, no fair beseechers kill;
Think all but one, and me in that one Will.

Baaznw, ne gbusaeil soix radiil
Padiru Hawum goass s 0dniit!

I beseech, do not kill my hopes
/For/ our wills to rejoice like one!

Zuyevsky's oratorical tone is slightly different from Shakespeare's in the first
part of the sonnet to the violet (XCIX), due to the addition of a rhetorical
interrogative. Although the translator's question parallels the poet's
suggestion, Shakespeare's casualness of expression results in a more gentle
reproof than that of Zuyevsky:

2-5 Sweet thief, whence didst thou steal thy sweet smells,

If not from my love's breath? The purple pride

Which on thy soft cheek for complexion dwells
In my love's veins thou hast too grossly dyed.
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3aopifiko Musa, 3anax Kpajeur nre TH,
Sk ue B JTioGoBH 3 yer, fe 3BafHUX cni3
Hapomkenna? A nixul diosern

Bepewr xifa He 3 Bem i paskis?

Dear thief, from where dost thou steal ﬁ.hl_/ scent,
If not from Love's lips, where of corrupted words
Is birth? And tender violets

Dost /thou/ not take from the veins of her prints ?

Kostetsky adheres very closely to the apostrophic rhetoricism of the
original. Some of his few interpolations in respect to this figure are of a minor
nature, while others have a greater effect on the original tonality. No real
change in oratbrical tone occurs, for example, in CXXVII, 8, where the trans-
lator substitutes a colon for an exclamation, since in this line both punctuations
result in a similar voice inflection and in an end-stop. Nor is there any signifi-
cant difference in the rhetorical emphasis at the outset of LXXVI where Kostetsky
formulates two questions from Shakespeare's one. But an effectual change does
lie in the soﬁnets where the translator employs the exclamatory apostrophe for
the author's casual statement, as in the endings of XI and XII. Sonnet XII, which
begins '"When I do count the clock that tells the time’, proceeds in exactly the
same tone throughout with the ticking precision of a clock; this precision does not

falter in Shakespeare's couplet:

And nothing 'gainst Time's scythe can make defence
Save breed to brave him when he takes thee hence.

In Kostetsky's penultimate line his pendulum skips a beat, due to the stop, and

. 11
becomes suspended in a prolonged undulation, due to the dash,” while in the final

11'I‘he problems in this line could easily be alleviated by inverting the
word order and by eliminating the dash.
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line it skips a beat, in heed of the second comma, strikes with force on the
12
primary stress of the interrogative exclamatory (what?!),  and comes to a

dynamic halt in an exclamation:

I xocnte Yac meBTpiMuO, i rpebe —
I, xpim noTomcTBa, IO K cnace Tebel

And scythes Time unrestrainably, and rakes--
And, except for progeny, what will save thee!

The other translation of this sonnet has the same type of "pendulum' defects.
Palamarchuk ends this third quatrain in a rhetorical question, causing an end-
stop, and then proceeds with an elliptical exclamatory rhetorical denial, and an

emphatic double negative:

O mi! He amints ix Koca ocians,
Ko Biy Hitx poacieTbest HacirHA.

O no! The autumn's scythe will not destroy them,
When from them a seed is sown.

Changes in Kostetsky's oratorical tone are found, also, in XLII (q. 2 and 3),
where the translator substitutes one apostrophic type for another, and again
through CXIX. In the latter, Shakespeare's succession of exclamatory state-
ments provides stronger rhetorical emphasis to the sonnet than does Kostetsky's
use of interrogatives. Each successive exclamation in the original serves to
amplify the preceding one until they culminate in a climax (q. 3); they impress
certainty, as opposed to the connotations of uncertainty in Kostetsky's rhetorical

questions:

12~Emphasis is very strong due to the emphatic particle, which cannot be

rendered into English. This point could be de-emphasized on the removal of the
particle, which creates, furthermore, an undesirable cacophonous consonantal

cluster.
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1-9 What potions have I drunk of Siren tears
Distill'd from limbecks foul as hell within,
Applying fears to hopes and hopes to fears,

Still losing when I saw myself to win!

What wretched errors hath my heart committed
Whilst it hath thought itself so blessed never!

How have mine eyes out of their spheres been filled
In the distraction of this madding fever!

Oh, benefit of 11! now I find true

IO 7o 3a mik a1 nuB i3 cniz Cupexr.

3 mereNbHMX Koad AKuUiich OTMAHMA CTOII,
Koy, BOrOHCBKMM CITOKIBOM HaJAXHEH,
He nepecko4yBIIM CKa3as s «TOI»?

Ty cxuOMBIIM raHeOHO, 3 cepla cTep
Ty 6Gnarogatn, Axy B2dadaB Ha HiM?

Ax euwiminy Mol o4l 3 BHACHUX cep

B nponacuues Maayikail HaBicHIM?

O 6naro zaa! och npaBayM A AiAIIOE,

What sort of potion did I drink of Siren tears,

From infernal matrasses some repulsive alloy,

When with cowardly hope inspired,

Not having jumped I said "hop"?

With what, in having erred wretchedly, from the heart
did I obliterate

That blessedness, which I saw upon it?

How did my eyes come out from their own spheres

Into the fevers of illusions mad ?

Oh benevolence of ill! here truth I found,

In some rare cases, Kostetsky introduces direct turns where they are not
found in the original as, for example, 'to that sweet thief', in his translation,
takes the vocative case 'sweet thief' (XXXV, 14),and 'with inconstant mind' is
addressed 'inconstant mind' (XCII, 9). But the turn which adulterates a few of
Kostetsky's lines is the archaic formalism 'Your Grace'; it seems that this
form of address is used merely as a rhyming aid in XVI, 5, XVIII, 1, and in
XXIV, 5, and as a line filler in XVII, 3.

More serious departures from Shakespeare's rhetorical use of the
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apostrophe lie in some of Karavansky's translations. Besides the already
mentioned addition of a rhetorical question in the finale of the "tired" sonnet
LXVI, this translator makes similar additions in XVI, 14 and XVII, 4. The
apostrophic rhetoricism throughout his translation of XIX differs considerably
from the original. Shakespeare makes a relatively gentle appeal to Time
using three direct turns, an elaborate row of nonexclamatory imperatives
from beginning to end, and a plea in the third quatrain. Karavansky, on the
other hand, starts by calling Time 'a shark' (his only direct turn) and
declaring Time's "crimes"; the declarations are imbibed with strength through
the repetition of 'thou' and the complete mid-line stop which follows the turn.
Beginning in the second quatrain, the translator follows through with a list of
explosive exclamatory commands; his third quatrain is devoid of the original
plea. Karavansky's series of exclamations result in a series of complete
ruptures; the first line of quatrain two contains, in effect, three oratorical
exclamations and stops. These liberties taken with the apostrophe result in an
ellipticism that imparts an acrimonious tone to the sonnet in comparison to
Shakespeare's equiponderant tone;

Devouring Time, blunt thou the lion's paws,

And make the earth devour her own sweet brood;

Pluck the keen teeth from the fierce tiger's jaws,

And burn the long-lived phoenix in her blood;

Make glad and sorry seasons as thou fleet'st,

And do whate'er thou wilt, swift-footed Time,

To the wide world and all her fading sweets;

But I forbid thee one most heinous crime:

O, carve not with thy hours my love's fair brow,

Nor draw no lines there with thine antique pen;

Him in thy course untainted do allow
For beauty's pattern to succeeding men.
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Yet do thy worst, old Time: despite thy wrong,
My love shall in my verse ever live young.

Yac — i aryna. Tu KoBTasW BLiX,

Tot TYynA: KirTi T™HIpig | nanTep,

Peew 3yBn s1esam 3 iX naujex crpallumx
1 hexixey B OrMi roTyew cmepts,

CayTH, TpHsoX | Becenn yen cair!
Minan rogeHK 3Tixn 13 Wypowd
BHUKOMY X BCR, 1O BHKOHATY CHip,
Jinwe opHol pedi re pobu:

Psc moro apyra munoro He crapl
He mopuy foro npexpacHors nrysn!
XaN Byne sin s3ipues xpack i yap
1 caepTHOro He Bigae KiHys!

Honmn » o ynx Snarams rayiwd taiR Gir,
Xa% sipw Mi% gpyra aSepesce g MuBmx!

Time--thou /;rt a7 shark. Thou devourest everyone,
Thou bluntest the claws of tigers and panthers,
/Thou/ pluckest tigers' teeth from their fearful jaws
And for Phoenix, in fire, prepare death.

Grieve, alarm, and make glad this world!
Change the hours of gladness and of sorrow!
Perform all, what is necessary to perform,
Just one thing do not do: -

My dear friend's features do not age!
Do not wrinkle his beautiful face!

Let him be a model of beauty and charm
And never know death's end:

If to these pleadings thy flight is deaf
Let my verse save my friend among the living!

Different from the original oratorical tone is also Karavansky's
sonnet II. In the second quatrain, the translator uses direct quotations and
formulates three, indeed five (due to voice inflection), rhetorical questions

that again result in extreme ellipticism. The latter quatrain also, in effect,
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is composed of two questions, whereas the original is one exclamatory
apostrophe:

Then being ask'd where all thy beauty lies,

Where all the treasure of thy lusty days,

To say, within thine own deep-sunken eyes,

Were an ill-eating shame and thriftless praise.
How much more praise deserved thy beauty's use,
If thou couldst answer 'This fair child of mine
Shall sum my count and make my old excuse, '
Proving this beauty by succession thine!

Toai ceGe camoro zanutai:

«fle piB Tv ckapb — kpacy HOHaLUbKUX AHIBE»
Cxosas B cobi? A copom i siguai

He nik T80€ cymninns, He nanus?

Xi6a xsanu 6 T meHule 3aCnyHUB,
Axbu crazas: «Mpexkpacka Ue AuTS,
Ocb poxaz Mil, o 5 He MAPHO uex,
| THM 1 BRacHe sunpaefas MuUTTA?

Then ask of thyself:
"Where did thou lay'st the treasure--the beauty
of youth's days ?"
Did thou hidest it in thyself ? And shame and despair
Did not broil thy conscience, did not burn?

Really, would thou deservest less praise,
If thou said'st "This fair child,
Is here my evidence that I lived not in vain",
And with that very same justified life ?
Palamarchuk, too, favors ellipticism in his apostrophe. His and
Karavansky's sonnet II (q. 2) are more reminiscent of each other than they

are of Shakespeare. The firstline in this case, contains in fact two questions,

the second line embodies a quotation, and the last introduces a direct turn:
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Mo cxasxerm T, ge MomogocTi marn?
Crnopa: ¢f z6epirae EenGano ix»

TlameGENM OYRYTH BOPOKO 3BYZaTH
Toai B ycrax, po3TpaTHOKY, TBOIX.

What will thou sayest, where is youth's garment?
The words: "I treasured them carelessly"

Will sound Zl-ik_g7 a shameful decree
Then in lips, squanderer, of thine.

The translator inserts direct quotations, which bring certain points into bolder
<

relief than in the original, also in sonnets LI, 13-14, CXV, 2, and
CXLVIH, 4.
Palamarchuk's ellipticism and change of oratorical tone lies also in

13
his addition of exclamations, as in sonnet XVIII,. which, in the original ends:

So long lives this, and this gives life to thee.

B Moix cmosax TH maTHMem, OoBip!
- In my words thou shalt live, believe!
Exclamatory rhetorical assertions and/or denials result also in a change of
oratorical tone. Sonnet LXXXIX (q. 2) contains both an assertion and denial
in the translation, 14 although these are not found in the original:
Thou canst not, love, disgrace me half so ill,
To set a form upon desired change,

As I'll myself disgrace; knowing thy will,
I will acquaintance strangle and look strange;

13Such exclamations are found also in XX, 13, XXXI, 5, XXX1V, 13,
LXX, 4, and CXXXIX, 8. An insertion of a question in mid-line position
(LXXXTI, . 9) too results in ellipticism.

1-‘,thetorical denials are also found in Palamarchuk's sonnets IX, 9,
X1, 13, and LXXVI, 9.



93

Tax! Trn He 3)o0:;elI OPMBAHITL MeHi
Beroro, mio cay cka3aTk Ha ceGe MOEY:
JI:eMOBLIE CyQ, HIBOTHY I7HY BOPOKY —
A Bee npuitmy. 11 ®e pura:iy, o Hi,

Yes! Thou wilst not be able to blame me

All, that I myself can say about me:

False authorities' judgement, base falseness, alien--
I will accept all. And will not disclose, o no,

Palamarchuk places the direct turn 'love' in the last line of the subsequent

quatrain because of lack of space in this strophe.

Often Palamarchuk inserts his own direct turns, as 'my only love'

'_/_-1—11_317 love', 'usurer', 'o heart', 'o judgment of alien eyes', and 'squanderer'.15

Moreover, Shakespeare's metaphors are at times altered into direct turns
in the vocative case.as in the three successive lines of sonnet I, 8-10:16

Thyself thy foe, to thy sweet self too cruel.
Thou that art now the world's fresh ornament

And only herald to the gaudy spring.
HRopeTornil BopoiKe CBOET BPOTM.
HposicHuKy Becusnov (Harm,

Roporxnx fris oxpaco Herpupana,

Cruel foe of thine own beauty.
Herald of spring's vigor,
Of short days' beauty inconstant,

In the same manner Palamarchuk introduces direct double or amplificatory

turns. This occurs twice in LXV7 for Shakespeare's:

151h XXXIX, 14, LXXVI, 11, CXXXIV, 9, CXX, 6, CXXI, 3, and
II, 8,respectively.

16
The vocative case is used in this way in X, 5, XXXV, 13, and
LXXXVII, 1.

1l7Ampli‘ficatory turns appear also in the translations of CIX, 14,
CXXV, 13, and CXXXII, 1.
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4 Whose action is no stronger than a flower?
9 O fearful meditation! where, alack

TenmiTea KpitKo, EHTBODe BecHAmIiL.
O cropna gymo, yMapenns Geacnirel

Tender flower, spring creation.
O grievous thought, dreaming frail!

In his preference for stronger rhetorical emphasis the translator
often introduces rhetorical questions where Shakespeare's appellation is only
casual, as in the beginning of CXXII:

Thy gift, thy tables, are within my brain
Full character'd with lasting memory,

Uy 6 :iir gapyHEORK TBift Ha Hezalyns
Meni q1060BHY DaM'ATh 3aMiBHTH?

Could thy gift of remembrance
Change for me love's memory?

In a few instances Palamarchuk imposes a stronger rhetorical emphasis for
Shakespeare's direct statements by the use of the exclamatory apostrophe,
as in the couplet of XXXIV;18 this, and the above illustration, show also his
additional ellipticisms through the end stops caused by questions or
exclamations:

Ah, but those tears are pearl which thy love sheds,
And they are rich and ransom all ill deeds.

O caposm ni — TBOrO WyTTs mepanAl! —
Bomn 5ymBawTh Bei TBOI HpoBRELL.

Oh these tears--the pearls of thy feelings!--
They wash away all thy faults.

18Also in LXII, XXX, and CXVII.
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Less often the translator de-emphasizes the rhetoricism of the original by
substituting direct statements for rhetorical questions or exclamations. The
most serious interpolation of this nature is the first quatrain of XXXIX, where
Palamarchuk answers his postulated question, rather than amplifying it with
fwo successive ones as does Shakespeare:19

O, how thy worth with manners may I sing,

When thou art all the better part of me?

What can mine own praise to mine own self bring?
And what is't but mine own when I praise thee?

FI¥ MOMY A XBAaNNTH TBOI YECHOTH,
Konp yarox — ogma icroTa Mo?

5T Tyt xBanme 0u caxr cefe cynpoTtn
3snuaie ao0piix, BH3HAHIX JIOJBMIL

How can I praise thy virtues,

When together--one being are we?

Thus I would praise myself against

The good customs, acknowledged by people.

In the couplet, Palamarchuk inserts a direct turn,and eliminates the original
exclamatory:

And that thou teachest how to make one twain,
By praising him here who doth hence remain!

1 7, TBOA BiZTOPTHYTA TaCTIIHY,
Xpamio Tebe, Mon 110608 €fnHa.

And I, thy severed part,
Praise thee, my only love.

In his paraphrase of sonnet LI, Palamarchuk substitutes an exclamatory

19Rhetorical questions are omitted also in CXLVI and LI.
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apostrophe for a rhetorical question.20 His entire poem, however, digresses
from Shakespeare's in content, as well as in style, as in this, the first quatrain:
Thus can my love excuse the slow offence
Of my dull bearer when from thee I speed:

From where thou art why should I haste me thence?
Till I return, of posting is no need.

Brepep pyTuCS HODOTAMIL ITPOCTHMH,
Konsa nopineuicTs BNNpaBaaTh A paf,
Ane Temep, BepTROYIChL HA3AS,

Kamy itoymy: — JlimnecTeo mempocTiel

Onward rushing by straight roads,

The horse's slowness I was happy to justify,
But now, coming back,

I say to him:~-Laziness unforgivable!

Palamarchuk's digressions from Shakespeare's apostrophe, in
changing the oratorical tone of the original, generally superimpose a heightened
emotionalism on these particular sonnets. Undoubtedly, the translator's use of
apostrophe is expert in itself, but, in not always complying with that of the
author's, he departs from Shakespeare's style. Most of Palamarchuk's
variations of this figure lie in his more free paraphrases. This translator's
apostrophe is, nonetheless, very tender and thus is somewhat closer
to Shakespeare's than is Karavansky's potently virile tone. The rhetorical
aspects of Karavansky's address do have their own worth, but, again,

the translator is not keeping within the limits of Shakespeare's style.

Although rhetorical vigor by means of ellipticism is a part of Shakespeare,

20A similar apostrophic interpolation is found in CII, 3-4.
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the author maintains an equilibrium between the release and suppression of
emotion in comparatively even flowing lines.

Other translators, as well, either out of necessity, or interpretation,
sometimes substitute one apostrophic type for another. More consequential
are the changes of casual statements to rhetorical questions, or exclamatories,
and the addition of direct turns, since such alterations change the entire mood
of the sonnet. The paraphrased sr‘)nnets of the three early translators show
the stronger discrepancies in this regard. Onufriyenko, Slavutych, Tarnavsky,
and Zuyevsky make no apostrophic departures in their few translations, while
Hordynsky makes but one. Kostetsky's rare instances of digression are only
of a minor nature.

It is to be expected that linear space may not always allow a trans-
lator to accommodate a direct turn in the same line as the original. Except
for a few rare cases in Palamarchuk, the translators successfully introduce
their direct address at least in the same quatrain as Shakespeare. Sometimes,
due to spatial limitations, a translator cannot accommodate the same number
of direct turns as does the author, in such cases the primary address is never-

theless employed in the same quatrain as the original.
Anaphora

Anaphora appears in only fifteen of the sonnets. Although Shakespeare
uses this figure sparingly, its rhetorical roles are manifold: (a) the pattern

of negations of the "nor" series, in LVII and CXLI, aid to describe the lover's
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situation, (b) anaphoric repetition points toward the resolution in XLIX, XII,
XV, and LXIV, (c) anaphora in the introduction of each quatrain in LXXII
reinforces the thought from quatrain to quatrain and leads‘in_!:g' the couplet,
(d) the anaphoric "before' in LXVII introduces- clauses which are contrasted
with the preceding lines, while the repetitive '""some'' in XCI contrasts with the
subsequent clause, (€) the double use of "some say" in XCVI establishes a
starting point for the development of the theme, (f) anaphora emphasizes the
theme in IX, and CV, (g) the repetition of the interrogatives "why" in LXVII,
and "what" in CVIII, function to underscore the rhetorical questiox-l, and (h) the
consistent linear repetition of "and'" in LXVI produces a desirable cumulative

effect .2'1

The following comparison of translations with the original proceeds in
this order of_anaphoric function.

In LVII the description of the lover's situation is emphasized in a
set of negations which are constructed upon the alternating repetitions, 'nor-
nor dare', which constitute the main body of the sonnet, and thus, the most
important rhetoric device of this sonnet:

3-9 I have no precious time at all to spend,
Nor services to do, till you require.

Nor dare I chide the world-without-end hour
Whilst I, my sovereign, watch the clock for you,
Nor think the bitterness of absence sour

When you have bid your servant once adieu;

Nor dare I question with my jealous thought

In ignoring the anaphora of this sonnet Palamarchuk's translation is completely

devoid of Shakespeare's rhetoricism. Kostetsky's translation, on the other

2]Schaar, pp. 119-120.
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band, is in accordance with the original style. Rather than Shakespeare's
'nor-nor dare' alternation, linear space forces Kostetsky to base his
anaphora only on 'nor'. Restitution is found, however, in that the receptor
language requires the use of the double negative in the 'nor' construction;

the double negation extends the anaphoric quality of Kostetsky's lines, as does

his homophony, which blends with the negatives:

Mewni 6e3 Bac XBUIMHM B KOIUT He WK K,
Ani He Hic, HEe3BaH, # CIyxOM LaHb.

Aui He nass Gézuacy cBity,

Ak (Bawiit mocTi) moraAgas AsUIap,

Ani He KMe y Kpaci camoTy,

Komn paepap mpoldait caysi siazap;

Ani 1ie BaXXy 3a3ApicHuM 4yTTAM,

For me, without you, minutes did not go into cost,
Nor did I carry, uncalled, the servant's dues.
Nor did I chide the infinite worlds,

While (for your lordship) I watched the clock,

Nor did I sour in the sourness of loneliness,

When the sovereign gave farewell to the servant;
Nor do I dare with jealous feelings,

Similarly in CXLI, where the lover's situation is again described in a set of
negations, an anaphoric 'nor' comprises almost an entire quatrain (2):

Nor are mine ears with thy tongue's tune delighted;
Nor tender feeling, to base touches prone,
Nor taste, nor smell, desire to be invited

Here both translators retain anaphora in their quatrains. Kostetsky is more

successful in this respect; but less successful in attaining clarity:

Hi Byxa He 4apye¢ TsBiil A3MK,
Hi poropx — HizHICTB, NN HAXMII TAMHK,
Hi cmax, Hi 3amax i3 toSorw BeTHK

Nor my ear does thy tongue charm,
Nor touch--tenderness, base bending of mind,
Nor taste, nor smell befall thee
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Palamarchuk's quatrain contains only part of the original anaphora, but
homophony, which blends with the negative particles, is ingeniously

substituted:
Hi ronoc T8iit, He BagTO MEARIT BYXY,
Hi pornx mizmuil, naxomi i cmax
He Bragmi 3aTATHYTL MeEe HifAK

Nor thy voice, not too dear to the ear,
Nor tender touch smell and taste
Are (not) in power to draw me in noway /anyway/

Of the four sonnets where Shakespeare uses anaphora to point toward
the resolution, three are rendered very successfully by Kostetsky and
Palamarchuk. In XV Palamarchuk, unlike his counterpart, maintains also
Shakespeare's repetition of 'that' which appears midway in the clauses:

1-7 When I consider everything that grows
Holds in perfection but a little moment,

That this huge stage presenteth nought but shows
Whereon the stars in secret influence comment;
When I perceive that men as plants increase,
Cheered and check'd even by the self-same sky,
Vaunt in their youthful sap, at height decrease,

Komnn mopyataso, 110 MITH ENUHA
JlesmuTe Min: po3nniTon i cHOM Morit,
IIlo ceit — BugOBMIOE, B AKIM IAM0i{NHA
Migsrapgra cani Heseimiil cpiTim;

Konn pusiaocs, Mo HAC, HeMOB POCIIHY,
Brpomyiors i Huwats meleca,
1o ronuit max TPNna OJAY XBIINEY,

When I think that one moment

Lies between the bloom and sleep of graves,
That the world~-a stage,in which man

Is subjected to the heavenly power of stars;

When I see, that us, as planets
The heavens grow and ruin,
That the youthful rage lasts one moment,
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Yet, in sonnet LXIV, where each quatrain begins with the adverbial clause 'when
I have seen', both translators are less successful in applying this anaphora.
Palamarchuk omits the repetition in the second quatrain because of linear
space, while Kostetsky, with each quatrain, introduces a different verb into
the clause, achieving only a partial anaphora as in Shakespeare's example that
is cited below.

In sonnet LXXXIII anaphora serves to reinforce a thought in each
quatrain and the couplet by the series: 'thou mayst in me behold--in me thou
seest-~-in me thou seest--this thou perceivest.' Palamarchuk's series retains
one verb throughout: 'thou seest in me--in me thou seest-~in me thou seest--
thou seest in this'. Kostetsky does not accomplish the complete reinforcement
since his anaphora does not reach the couplet. The quatrainic repetitions are
'in me thou seest--in me thou seest--in me the glow thou seest of fire'.

Both translators render the anaphora in sonnet LXVIII where
Shakespeare's repetitive 'before' (I1. 3, 5) introduces clauses which serve as
a contrast to the preceding lines, but only Palamarchuk is successful in XCI
(4. 1) where Shakespeare repeats 'some’ seven times as an emphatic contrast
to the subsequent exposition:

Some glory in their birth, some in their skill,

Some in their wealth, some in their body's force;

Some in their garments, though new-fangled ill;
Some in their hawks and hounds, some in their horse;
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Palamarchuk achieves Shakespeare's style meticulously, even the melodious-

ness of the lines:

XT0 XBaJHNTLCA CBOIM ILTAXCTHITM POTOM,
X'ro CHJIOI0, TOCTATKOM, XTO YMOAI,

XTo mataMu — Xait muTti Bcynip MomaM,—
‘('10 TICOM, XTO COKOJIOM, XTO CKAKYHOM.

Some boast in their aristocratic birth,
Some /1n thelr/ strength wealth, some /m tbelr/ skill,

Some /m thelr/ garmentsb_though sewn contrary to styles,--
Some /1n thelr/ hound, some /m thelr/ hawk, some
/_ in thelr/ horse.
Palamarchuk also renders skillfully Shakespeare's amplificatory application
of the comparative in the third quatrain of this sonnet: 'better than’,
'richer than', 'prouder than', 'of more delight', 'of all'- Palamarehuk
omits only one from this series due to spatial difficulties. Kostetsky, on the
other hand, &oes not achieve the same rhetorical effect in this sonnet since
he uses three synonyms for 'some’, as well as three varieties in the compara-
tive repetition.
In sonnet XCVI the anaphora at the outset establishes a starting point

for the development of the theme:

Some say, thy fault is youth, some wantonness;
Some say, thy grace is youth and gentle sport;

‘Three translators treat this starting point in quite different, but equally

effective ways. Kostetsky constructs his anaphora on 'someone':

XTOCH HB T061, XTCCh ITPUMXYU 32K yupa’,
XToch — Ha rpaliiuRy i1 TinHy IOHICTb TOPX;

Someone thy youth, someone thy wantonness objects,
Someone--on the playful and worthy youth /is/ proud;
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Palamarchuk employs an amplificatory repetition of 'some':

Ha rap6 106i KnagyTe — XT0 10HB, XTO BAAMY,
X710 Kaike — ¢ OKpaca, a He Ipix.

They blame thee--some LFoxj youth, some 1?037 character,
Some say--this is beauty, and not sin.

Franko utilizes an anaphorical contrast in interlocking lines (1, 3):

Ci_rosopars: teost xufa —
" Ti ropopark: Mo Jund ce

These say: thy weakness--
Those say: this is natural

Both Kostetsky and Palamarchuk omit the anaphora used for theme
emphasis in IX, Each treats these lines in a different manner:

4-5 The world will wail thee, like a makeless wife;
The world will be thy widow, and still weep.

Kostetsky achieves emphasis by amplification on 'world' (11. 3 and 5), and by

the exclamatory:

Tait! Bes »amranxka sMmpy, i ¢BiT oTCei
Bamnaye, MOB HETOPKHYyTa IKOHA,
Bech _CBiT — TBOA TOJIOCSYA BIOBA,

Yes! Without an heir die and this world
Will weep, like untouched wife;
The whole world--thy wailing widow,

Palamarchuk condenses these lines by converting Shakespeare's simile into a
metaphor and omitting the original metaphor. The translator lends emphasis
to the newly created metaphor by extending it throughout one line and by adding

attributes which expand the described state throughout another entire line:

To GeamoToMHOIO sKORO ¢BiT
Poanawinso pugatuMe B ;Kan06i.

5-6 Then a makeless wife the world
Disparingly will weep in mourning.

In sonnet CV. both translators do apply the original anaphora 'Fair, kind, and
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true' (11. 9, 10, 13) to emphasize the theme; for some reason, though,
Palamarchuk inverts the word order in the last instance, thus losing the
original effect.

The anaphoric 'why' (LXVI) and 'what' (CVII), which serve to further
underscore the rheforical questions is achieved by Kostetsky. Palamarchuk
attains only a partial anaphora in the former due to his use of a variety of
synonyms in place of the repetitive word and omits completely the anaphora
of the second to strip that sonnet of its rhetoricism.

The most outstanding use of anaphora is in sonnet LXVI, an extreme
variant in structure, where the repetition of 'and’' in ten consecutive lines is
utilized for a cumulative effect. Such an accumulation within a single
syntactical unit aids the author in transmitting his feeling of tiredness, the
theme of the poem. This theme is explicitly expressed at the outset of the
sonnet and reinforced in the outset of the couplet:

Tired with all these, for restful death I cry,

As, to behold desert a beggar born,

And needy nothing trimm'd in jollity,

And purest faith unhappily forsworn,

And gilded honour shamefully misplaced,

And maiden virtue rudely strumpeted,

And right perfection wrongfully disgraced,

And strength by limping sway disabled,

And art made tongue-tied by authority,

And folly, doctor-like, controlling skill,

And simple truth miscall'd simplicity,

And captive good attending captain ill:

Tired with all these, from these would I be gone,
Save that, to die, I leave my love alone.

Kostetsky, Palamarchuk, and Hordynsky retain the original cumulative ana-

phora, while Franko and Karavansky adopt different anaphoric methods.
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Palamarchuk's sonnet contains a relative simplicity, but beauty of
language. The translator retains the repetitive conjunction within a single
syntactic unit and the significant theme reinforcement through é past active
participle. This is the only sonnet in Palamarchuk that does not receive
divisions within the body; thus, linear accumulation, as well as the
accumulative rhyme eeee in the third quatrain, aids in attaining the desired
effect. Very effective, in his expression of tiredness, is the extension of
the past active participle to a tetrasyllabic in the statement of theme as
opposed to its standard trisyilabic form in the reinforcement, where
weariness inhibits the final utterance of the lengthy word. The translation
undergoes linear interpolation without negative consequences; Shakespeare's
lines appear in the order 1, 3, 2, 4, 8, 5, 7, 12, 9, 11, 10 and 13, 14. This

translation has been set to music:

CromuBmncs, ke crMepTi A Gaaraio,
Bo ckpiab HiKICMHICT B PO3KOUIi caMa,
I B 31u3HEAX TecTh JOXOINTS /10 0XYAI0,
T uncriii BipmocTi manxin meMa,

1 cmaty meMig 3aluBa B Kaiiganm,

I g9ecTs mirova BTOOTAHA ¥ GpYyA,

1 mowecti BE THM, XTO TiEUIl Wanm,

I nocromnazocri — rame6umnit cya,

I 3ay — noGpo nocras:ene B caymanmi,
I Bragoro yapyreqi »aurni,

I icTiry DBAKAIOTL 3a KyPHAMIL,

I rmme xneT 3 mefoyMa B pyni;

CroMnBmch TAM, COOKOW NPATHY A,
Ta BMePTH He AA€ 10608 TEOA.
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Having become tired, already death I beg,

For everywhere nothing in luxury alone,

And in misery honor approaches despair,

And to pure faith there are no paths,

And strength the weakling forges into shackles,
And virtue maiden trampeled into dirt,

And honors are not for those, who are worthy of regard,
And perfections--a disgraceful trial,

And for evil--good is placed in servitude,

And by authority are yoked the artists,

And truth is regarded as folly,

And perishes the skill in the hand of the fool;

Having become tired with tha_t, peace I desire,
But thy love does not allow _/_mg7 to die.

Kostetsky retains Shakespeare's structural design, and the
anaphora and thematic reinforcement exactly. This translation, however,
contains a galaxy of linguistic complexities--archaic constructions,
dialectisms, and coinages, as well as an incomplete sentence--and is
particularly adulterated by the distasteful, and tactless, Ukrainian

vulgarism for Shakespeare's "strumpeted":

3 YCBOTI'O cromueH, kauyy Gespyx — CMepTs,

Bo supiTu 3acayry xebpaxkowm,

I BpamneHHA HIOTHM B IUINHY LIEPTD,

I wnery Bipy, BHMRKIATY IypTOM,

I 3noTo weerw, 3mingeHe B raundy,

I rpybe crypBieHHa HiBOYMX ILHOT,

I JoCKOHANBCTBA CKPUBIKEHY cyanby,

I moni Big xyneraBux BiIag pPO3COT,

I BminHA, cxyTe MycoM HIMOTH,

I nypicTe moxTopoBaiy woaa,

I npamoTy 3 MpPO3BUHHAM IIIyIIOTIH,

I 6panua-Buaro s crin gepxasua-3aa:
3 yCBOro CTOMJIEH, A B HiIo 6 IiuIon,
Byzan He BCaMOTHMB THMM MOKO Jir0DOB.
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From all tired, I call immobility--Death,

For to see merit as a beggar,

And the framing of nothingness in spendrous trim,

And pure faith, cursed by the crowd,

And the gold of honor, contained in shame,

And coarse whoring of maidens' virtues,

And the lot of perfection wronged,

And strengths from the frauds of limping authorities,

And skill, bound by force of muteness,

And folly, doctored, of the brow,

And directness with the name of stupidity,

And the captive-Good in the step of the captor-Evil:
From all tired, I would be gone to nothing,
If by this I did not make my love alone.

Hordynsky maintains the cumulative conjunction within one

syntactical unit. The tired tone is further achieved by a weary rhythm,

effectuated by the incorporation of many lightly stressed syllables.

Hordynsky omits the significant theme reinforcement and bestows a

rhetorical question upon the final line, yet the very powerful introduction

with the constant diminishing of force through the abovementioned devices

does not change, markedly, the spirit of the couplet:

S kayy cMeprh, HecTepnHe BixKe GyTTH,
Xomn gocroineTBO Ea xebpax crpiny,

I opnenom o3goGaene cMiTTH,

I copapxxnio BipHicTH, NPORAHY 3JOYHHHO,

I mokecTh Ha HeTrigHOMY 9OJi,

I yects giBouy, CTONTAHY XKOPCTOKO,

I nocronanicTs, Bigpany xyui,

I crny, o Kynbrae 3 KOXHHM KPOKOM,

I cnoso, mwo HoMy 3aTKauad por,

I nypHOTY, 10 Y4YHTh, Ge3TaNaHHA,
I npaspy, BHBepHEHY K43BOPOT,

I poGpory Ha caryx06i B 31070 maHa:

Oripuenuit ycim, A 6 reTs mimmos,
Ta ax aumy Tede, Moo moGon ?
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I cry for death, unbearable already is existence,
When dignity in begging I meet,

And with an order is decorated trash,

And genuine faithfulness, sold criminally,
And honor upon an unworthy brow,

And virtue maiden, trampled cruelly,

And perfection, surrendered to calumny,

And strength, which limps with every step,
And word, for which the mouth has been shut,
And folly, which teaches, adverse,

And truth, turned inside out,

And good in servitude to the evil lord:

Embittered with all, I would be gone,
But how will I leave thee, my love?

The style of Franko's sonnet is quite different from the original.
Accumulation is attained through an interlocking contrasting anaphora 'how-and-
and--how-and-how-and--under-and-also-and’', which serves to sustain
emotionality at a peak as opposed to the original diminution of spirit.
Emotional tension is further effectuated by an accumulation of overriding
structures--the anaphora divides the poem into octave and sestet, the syntax
and the quatrainic rhyme ending variants divide the sonnet into quatrains,
while the interlocking 'and' binds the sonnet into one whole. The original
cumulative effect is found more in Franko's syllabic accumulation, in the
hexametrical lines, which are consistently F ended. This translator omits
the thematic reinforcement and changes the style of the couplet to ac-
company the culminating expression of anxiety. Franko's lexical choice
'worker' (1. 2) is especially interesting in that much of his 1itera£‘y heritage

focusses on the then contemporaneous socio-economic labor problems.
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He pas a wimay cmeprs, 6o BymHo 6aumnTh

B cBiri,
flx xonnte mpanibnuk B KeGpamnbKOMY JTaxMiTTi,
A xanocme mimo GiumuTh y HIUHIM CTPOIO,
A pipuicts mupas snail 6'cThcA 3 KJIEBETON.

flx cnasy mae if wcern ormma i obayna,

A uncroTy oM TaM CKBEpHUTH HACHIJIA JITKe,
flk wecnory raun6iTH OCH CTOBIIILIC BeJUKe,
A Brnacrs maj Beimi 37a, AK HA 09aX MOJYHA.

Ilepen namenmoro xymoskecTso Hiie,

A nypeus Mympomy BiEMipIOG mpasa,

I upappa cnyrana, Gesmomidma mypie,

A nobpnii B maiimy iige, a Jiemap ys;xupa —

VYuep 6u! “Hi, mepsrycn TpumBOron omHomo:
flxk a ympy, it mo6oB MOA yMpe 30 MHOIO,

Often I call death, for it is tiring to behold in the world,

How a worker walks in beggar's tatters,

And base nothing shines in splendid aftire,

And faithfulness sincere, to be sure, struggles with slander.

How infamy and hypocrisy have honor and glory,

And there wild violence defiles purity,

How here a large crowd censures virtue,

And authority is evil over all, like in the eyes a cataract.

Under oppression art is growing mute,

And the fool, for the wise /one/ measures out laws,

Also truth is frightened, helpless, goes mad,

And the good /one/ goes into servitude, and the plebeian
exploits--

I would rather die! No, I hold on by one anxiety:
When I die, my love too, will die with me.

Karavansky's quatrainic anaphora 'where-where-and' divides the
sonnet into quatrains, while syntax binds it into one whole. This anaphora
is rhetorically effective, but the new anaphoric beginning with each quatrain
gives that unit new strength, a spirited rebirth, in place of the original dis-

spirited tone. The omission of the thematic reinforcement, the stylistic



interpolation of the couplet, and the elliptical mid-line breaks add to this

spirit:

Cxopiwe 6 cmeprs! Habpupn meni neit csir,
HJe ripgnicte xoxnTh BiyHnM Topbapey,

Jle 3amicTh npasa'— 3pazga i HaBiT,

I mmnra poskimr yenypute HiK4eM,

Je noyecti — 1e 3a ransby nnaTHM,
Je cBiTamit po3yM B Kaiady KyHTh,
He cumy B paberso nijeTyn 3araHd,

W piouy wecTh MOTaHUTHL AMKA JIOTH,

Jle 350 3 nobpa 3pobmino kpimaka,
Jle xuboio JMopchKa BiEBepTicTh €,
Jle BIaja poT MHMCTELTBY 3aTHKA,
I Tou B HayKaxX rayncTBO 33]ae,

3 1M BciM A po3mpomniaiock bez xalio,
Ta AK NMOKMHY TUX, KOro Jobsro?

Sooner death! This world has become repulsive to me,
Where dignity walks an eternal beggar,

Where instead of right--betrayal and fraud,

And splendrous luxury adorns nothing,

Where honors--this is payment for disgrace,
Where a brilliant mind is in shackles forged,
Where fraud drives strength into slavery,
And wild fury disgraces maiden virtue,

Where evil has made a serf of good,

Where human frankness is an error,
Where authority shuts the mouth of art,
And stupidity sets the tene in the sciences,

With all that I will depart without regret,
But how will I leave those, whom I love?
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The translators employ anaphora very successfully, but even more

sparingly than does Shakespeare. In comparing the full collections, Palamar-

chuk loses the rhetorical value of this figure in four instances, and Kostetsky,

in two; twice, the anaphora is attained only partially by both. For both
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translators anaphora serves in the original functional role, as does, also,
Hordynsky's in his single application of the figure in sonnet LXVI. In their
paraphrases of this same sonnet, Franko and Karavansky apply the figure in
a different functional capacity, in a divisive rather than the original uniting
role, and thereby, forfeit the significant tired, cumulative effect. In another
paraphrase by Franko, this figure appears in a different arrangement from
Shakespeare's, in an antithetical, rather than parallel symmetry, but plays the

same role as the original, and is equally effective rhetorically.
Traductio

One of Shakespeare's most favored and recurrent rhetorical devices is
traductio, or the repetition of word stems, which is employed by the sonneteer
usually to make prominent either the main concept of the poem, an underlying
concept, a certain attitude or situati’on, or a contrast.22 This figure is often
accompanied by another similar rhetorical amplifier, the ploce, or word
repetition, which, in Ukrainian translation must, very often, because of the
inflectional structure of the receptor language, undergo traductio.

Most cases of Shakespeare's traductio serve to bring the underlying
concept of the poem into relief, thus there is only an indirect relationship
between the repeated word stem and the leading concept of the sonnet; in

such instances, the figure is only connected with the idea that the poet wishes

ZZSchaar, pp. 123-126. About 40 cases of traductio are of no such
particular relevance in the sonnets. Cf. Schaar, p. 124, footnote,
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to stress.23 The most outstanding example of this functional role of traductio

is sonnet VI, 12-14, where the harmony motif, rather than the basic pro-
creation theme, is brought to the fore by traductio involving 'sing-song-sings'
and the homophonical rebound 'single', while the correspondent melodiousness
is effected throughout the poem particularly through the ploce. Since each

pair of repetitive words that enter the ploce: 'music', 'sweets', 'joy', 'each’,
LY

'one', is in different nominal cases, in.Ukrainian they receive different
declensional endings, resulting, therefore, in traductio. Each of these words,
furthermore, whether they belong to the traductio chain or the ploce, is
longer in the receptor language, consequently the translator encounters a
syllabic extension which cannot be contained within a pentameter line:

Music to hear, why hear'st thou music sadly ?

Sweets with sweets war not, joy delights in joy,

Why lovest thou that which thou receivest not gladly,

Or else receivest with pleasure thine annoy?

I the true concord of well tuned sounds,

By unions married, do offend thine ear,

They do but sweefly chide thee, who confounds,

In singleness the parts that thou shouldst bear,

Mark how one string, sweet husband to another,

Strikes each in each by mutual ordering;

Resembling sire and child and happy mother,

Who, all in one, one pleasing note do sing:
Whose speechless_wg, being many, seeming one,
Sings this to thee: 'Thou single wilt prove none. '

Each of three translators deals with the rhetorical structure of this sonnet in

an equally resourceful manner. Kostetsky imparts weight to the harmony

23Sch:aua.r, p- 125.
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motif with four highly complex24 pairs of traductio; two pairs involve the
Ukrainian stem 'sound', in the words 'spivzvuchchya-povnozvukykh'
(concordance-sonorous) (1. 5) and the three words 'hud'ba-hud-hudyt'’
(sound-sound-sounds) (11. 1, 7). Ambiguity is created in this chain through a
pun in the latter word, which means 'censures' as well as 'sounds'. A skillful
use of puns appears also in the other two pairs of traductio, which in reality are
traductio homonyms: 'lado-ladi' (precious-in agreement) (11. 9-10),and
'druhu-druzhnim’' (another-friendly) (1. 10). Throughout the sonnet is a
dispersal of repetitive stems.that are developed into two links from the first
major traductio pair in line 5: 'spivzvuchchya' (concordance) (1. 5) is a homo-
phonical rebound blended with the genuine traductio 'spivohlasiv' (singing voices)
(1. 8), 'zispivuyut'sya’ (together sing) (1. 12) and 'spiv' (singing) (1. 13), while
'povnozvukykh' (sonorous) (1. 5) blends with 'mylozvuk’ (pleasing sound) (1. 12),

which, in turn, blends with 'mylyy' (lovely) (1. 9):

YOM T B ryapbi — TyxiHHA HEBMMOBHE?
fAciroTn y cobi He 3HAIOTH Opi:
Yomy 2k 60 Jrrobuiil Te, (0 HENPUIIMOBIIE,
AGo papienr npukpiit Tobi rpi?
fAxuio cuiB3ByYYs, DOBHO3BYKUX TOHIB
TonnwobneHHaM, TBUT OOPasKalTs CIAYX ~-—
I'yn rymutes v Tebe, 10 MEPEroHiE
Ty cano1010 cHigorjacie pyx:
Och TasHB, OfHA CTPYHa, MOB MMJUIMIT J1a10,
Crpiuce ppyry B IPVKHIM JAmi 3MiH;
Tax i rocnogap, miTit it HeHbKa pago
3icmiBylOTHLCA B MUJIO3BYK OJiMH:
BesmoBHIST CriB MHOTOT, €Mt B 3'ABi,
Bpurnre T06i: «Tir 6yTH caM He B npasi».

24-Because of this complexity the words under discussion are
transliterated here for the sake of clarity.
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Why art thou in sound--sorrow ineffable ?

Bright things in themselves know not wars:

Why is it then that thou lovest that which is inadmissible,
Or joyest with the game annoying to thee?

If the concordance, of sonorous fones

By marriage, offend thine ear--

sounds
The sound (o qyres

By singleness the motion of the singing voices:
Here mark, one string, like a loved /0n€/, precious,
Meets the other in a friendly ordering of changes;
So also the sire, children and mother happily
Together sing in one pleasing sound:
The speecl_ﬂ_ess singing of many, is one in seeming,
Vibrates to thee: ""To be single thou art wrong''.

only thee, for having impeded

Palamarchuk's traductio emphasis is on sounds; each quatrain and the couplet
reinforces the word through. the chain 'sounds~-sounds-sound-sounds'. In
addition, traductio is formed on 'music-musical' (1. 1), and on 'strings-string'
(1. 9, 10). The harmony of sound is further underscored by the repetitive
stem 'befriended-friendly' (l1. 5 and 9) in direct contrast to the ploce
'reproach' (1. 7, 8) to bring into relief the progeny theme. Harmony is
primarily attained through a particularly melodious alliteration and
assonance; in the second line, for example, assonance brilliantly takes

the place of the original word repetition. In the third quatrain the expressed
melody is audible through the alliterative 'n', and although the original
traductio is not obtained in the couplet, absolute harmony is accomplished

in the final chord by the effective paronomasia type rhyme. The alliteration

in Palamarchuk's couplet is based on the same sounds as Shakespeare's:



Onufriyenko accomplishes a crescendo emanation beginning in the third

quatrain,

chain 'sings-sing-singing’,

Tu — MY3ITKA, T0TO 3K MYSIIYHI 3BYKH
Ieyans DOPOIm;KYOTE B 0YaX TBOIX?
Yo mo0am Te, IO 3aBAae ANLT MYKI,
Papienr nprxpoutan i mpargerm ix?

Ti apyxy, 3apyskeni B ofEiM Kouepri,

TBilt gyx GeRTe:KaTh, HAMATEL CYTOKId?
B mnx joxip aum casitaocti yumepriit
I goxip GesuoronuocTi TBOIIL

Um ayem TH, AK CTPYEMN JPYIREAM anoM
Ospaaucs HA HUEHDD 3BYR CTpymu?
Hewnave nicxIo, nociganinm pagoM,
CroisawoTs 0aThKO, MATH i CITHA.

I gByKE Ti Ge3 cnis mporonoCHLIIL:
«B TBoOIM KITTI He Ma€ COJIO CHIIN.

Thou--music, why then musical sounds

Give birth to sadness in thine eyes?

Why dost thou love that, which causes sufferings,
Thou joyest in sorrows and yearnest them ?

Those sounds, befriended in one concert,
Thine spirit disturb, destroy peace?

In them only reproach of stubborn singleness
And reproach of thine non-progeny.

Dost thou hear, how the strings in friendly agreement
Have answered to the tender sound of the string?

As though a song, having sat in a row,

Sing father, mother, and sons.

And those sounds without words have announced;
"In thy life a solo has no strength."

and the homophonical rebound 'concordance’
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where the described music starts, through the original traductio

(11. 10-13). A traductio on music appears in symmetrical organization in the

25

The question mark is probably a printing error.
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first two lines, and the original 'sadly' is extended to obtain the traductio
'sadly-sadness' (11. 1, 3). In the second quatrain a homophonical rebound
occurs, and the traductio 'of singleness-singleness' (11. 8, 14) indirectly
underscores the theme of procreation. Secondary repetitions; involve the

ploce 'like' (11. 11-12) and the traductio on 'one-single’ (11. 6, 12, 13):

T — Mysuka, ajle qoMy TaK CYMHO
TH MY3HKH cTpivaemr KOMEH 3BYK?

Yomy cyMile TH JOJHImI Tak GesyMHO

W 3smaxomgmm panicrs cepell BiYHMX MYK?
Konu axopiu TUxuX 3BYKIB HidiHO

Jo Byx TBOX JneTaTs B ORHIN cim,

Boru sruie nHaragyiors Ge3rpinro

ITpo caMoTu moxyypi gHi TROI.

Ilcenyxail, X ZA3BeHATL NPEKPACHO CTDPYHH
B cnie3Byuui ApysxHIiM, KOJH XTOChL TOPKHS, —
Cnisae MOB gura 3 (aTbkaMM IOHE,

I Bei cnisaroTe 1050, MOEB onHe.

Toft enis, mo saHBCT B MY3NUKY €IUHY,
ToBopuTh: camora Benme Tebe Ho 3THHY.

Thou~-music, but why so gaﬂy

Thou music greetest with every sound ?

Why sadness thou lovest so madly

And findest joy in eternal sufferings?

When chords of soft sounds tenderly

Rush to thine ears in one family,

They only remind innocently

About thine sullen days of singleness.

Hark, how beautifully ring the strings

In a friendly concordance, when someone touches, ~-
It sings like youthful child with parents,

And all sing nicely, like one.

That singing, that has blended into a single music,
Says: singleness leads thou to death.

Similarly in sonnet LIII (q. 1) the traductio 'shadows-shade-shadow' serves to
bring to-the fore the theme that the beauty of the world is but a reflection of

the friend's beauty:
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What is your substance, whereof are you made,
That millions of strange shadows on you tend ?
Since every one hath, every one, one shade,
And you, but one, can every shadow lend.

Palamarchuk repeats this stem only twice, while the repetition of 'one' under-

goes another traductio out of grammatical necessity:

OpuH T4 KNA&Em Miabionn TiHeit,
Koam y xoskworo opma Imme TiHb.

3-4 Thou alone,‘/-c-)-né-/' throwest millions of shadows,
When in everybody--only one shadow.

Kostetsky is comparatively complex. A homophonical rebound is added to the
original traductio triplet, Shakespeare's repetitions ‘every' and 'one' undergo
the grammatically necessitated traductio, and a ploce is effected in 'only':

3 AKUX 6o peyoBMH TOIT 3MICT BalI 3JI0IKEH,
IlTo Tineit & Bac wy»xux MinbiioH cnneTiHb?
Opxy JvIU TiHb OME 3 Hac Mae XOXeH,

By X — AW OH] — JaeTe KOXKHY TiHb,

From what substances are your contents composed,
That your strange shadows of a million braidings ?
Only one shadow, every one of us has,

Indeed you--the only one--give every shadow.

The more inconspicuous instances of this indirect type of traductio
receive less attention from the translator than do the involved types. The
theme of life and survival, for exam{)le, which is culminated in 'breath-
breathes' in the final line of sonnet LXXXI, is even more inconspicuous in
Kostetsky (11. 12-14) since an entire line intervenes; Zuyevsky employs a suit-
able traductio directly on 'life', but also with an intervening line; Palamarchuk,
on the other hand, repeats the stem 'life' in three consecutive lines. In the
sonnets on the friend's charms where beauty is reinforced through 'graces-

graced' (LXXVII, 12) and 'numbers-number' (XVII, 6), Kostetsky employs the
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figure only in the former, through another fitting stem 'wonder'; Palamarchuk
omits both repetitions in paraphrasing, as does Karavansky in the latter case.
There are fifteen other sonnets wherein Kostetsky and Palamarchuk fail to
utilize this indirect traductio because of lack of linear space. In four of these,
nonetheless, Kostetsky involves other appropriate stems, and Palamarchuk,
in two.

Sometimes the Shakespearean traductio functions to thrust a certain
situation or attitude into relief.26 In sonnet XIII, for example, an infricate
play on 'you-your-yourself-yourself's' projects the attitude to procreation,
especially in these lines:

1-2 O, that you were yourself! but, love you are

No longer yours than you yourself here live:

7-8 Yourself again, after yourself's decease

When your sweet issue your sweet form should bear.

13-14 O, none but unthrifts: dear my love, you know

You had a father; let your son say so.

This word play becomes less dense in the receptor language because the

stems 'your' and 'self' in 'yourself' can be independent of one another; moreover,
the repetition of 'you' is unnecessary in that the adjoining verb form indicates
the person. Palamarchuk accomplishes these lines by the creation of another

suitable traductio 'to be' in conjunction with a triple word repetition of the

emphatic 'be' and the dispersal of the pronominal repetitions 'thou-self-thy(self)’'.

An absolute naturalness of style is obtained as well as the reflection of the

original:

26Schaar, p- 125.
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0, re wmimsiics, 6ynL Ke cayt MI

He Gypen Tir ¢oGol0, HITBIITT CAM.

Ty Gys 61 cay cofow i no cymepTi

HKoxannit miit, ue Oy1n e MapIoTpaToM,—
Ta Gatbka MaB, T0 Gy 1 caM sKe TRTOM.

1-2 O, do not change, be thy self!

Thou shalt not be thyself havmg lived by thyself.
7 Thou would be thy self also after death

13~14, My beloved, do not be a squanderer, -~
Thou hadst a father, then_tg_e_z thyself a dad.

A naturalness is obtained also by Kostetsky, who, like his counterpart,

focusses on 'to be' and a pronominal traductio chain:

BYIL By coforo cam! Ase X, KOXaHMI,

He 6ynere coboro, XKMBUIM CaM:

3ron cam Oym1 § B —— IO XBUIMHL TPEMTY

JIlo B Bac Sys 6aThkO— xait 61 CHH BAlI CTBEPLB.

1-2 Be you your self! But, beloved,
/You/ will not be yourself, having lived by yourself:
7 Agaln by yourself you would be--after the moment
of trembling
~ 14 That you had /there was/ a father—-let your son affirm.

Many sonnets contain a less complex form of situational or attitudinal
projections. For example, submissiveness is brought into relief in LVII, 13,
with 'wait-waiting', jealousy in LXI, 12-13, with 'watchman-watch’,
victimization by passion in CXXXIII, 14, with 'slave-slavery',and in CXXXIV,
8, with 'bond—binds'f27 Palamarchuk omits all these pairs, while Kostetsky
compensates either with other stems in different 1ines,2 8 or by incorporating

homophonical rebounds into the traductio .29 An advantageous attitudinal

273chaar, p. 125. 28m Lvim, 9.

29
“In LXI, II, CXXXIII, 4, and CXXXIV, 8. Of 25 other such cases
Kostetsky achieves 10, and Palamarchuk 4; in 5 cases Palamarchuk substitutes
another device.
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traductio emphasis is created by both Hordynsky and Palamarchuk in the
"tired" sonnet L.XVI, 5-6, by the use of one stem for Shakespeare's 'honor' and

'virtue'. This traductio and its anaphoric placement adds to the desirable

cumulative effect of this poem, as from Hordynsky:

I moyecTh Ha HeriTHOMY 40Jli,
I yecTh AiBOYY, CTONTAHY JKOPCTOKO,
A P————

And honor upon an unworthy brow,
And virtue maidens', trampled cruelly,

Shakespeare's stem repetition, at times, gives prominence to a
concept which is contrasted with another.30 In sonnet CXVI, 2-5, this figure
is used to project inconstancy as a contrast to the leading concept--constancy:
. . « Love is not love
Which alters when it alteration finds,

Or bends with the remover to remove:
O, no! it is an ever-fixed mark

Kostetsky employs the figure in the same way as Shakespeare:
KOXaHHA — He KOXaHHS,
Te, o y 3MiHAX MIHUTLCH UMMEYIK
Yy XUANUTBCA Yy HAPAMi CXMISHHSA!
O ni! 110608 — NOCTIMHO-TIEBHNUIT 3HAK,

. . . loveis not love,
That, which in alterations alters the more
Or bends in tendency to bending :
O, no! love --a stably-fixed mark,

Tarnavsky achieves only one of the palirs:31

30Sc:haa.r, p- 126.

31Tarnavsky, on the other hand, attains a very beautiful fourfold
traductio in CIV for Shakespeare's fivefold ploce involving 'three'.
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Ile ne m0GOB,
10 3MIiHIQETLCA 3 3MiHAMY HATOJH,
YH cAyXa OO HeCTaloCcTH IMiAMOB.

2-4 . « « This is not love,
which alters with alterations of an opportunity,
or listens to the inconstancies of incitements.
Palamarchuk's paraphrase lacks the original rhetoricism because of the
complete loss of the figure.
Similarly, in LXXI, 4, the contrast of the 'vile' and 'wise' world is
brought into prominence by the traductio:
From thisvile world, with vilest worms to dwell

This figure does not appear in Palamarchuk, nor Zuyevsky, but it does in

Kostetsky, and Slavutych. Kostetsky extends his traductio over two lines:

IIlo & 3 0omoJi 3HMK HM3LKMX SOJIMH
B me moxkyi, e rocromapem xpodax.

3-4 That Ifrom grief vanished the low depths
Into still lower, where the worm is lord.

Slavutych's application of this figure is more effective due to the proximity of

the repeated stems:

Bin miganx amin HQ DiLll MepBi CROHY.

From vile days--to vile worms of death.
In other, less conspicuous cases of contrasting traductio their translators,
Palamarchuk and Kostetsky, are, for the most part, quite successful in the use
of this fig;ure?’2 When they are unable to transmit the original exactly, they
restore Shakespeare's rhetoricism by repeating different word stems, or by

employing homophonical rebounds instead. An additional instance of this type

320¢ seven such cases both Kostetsky and Palamarchuk attain five.
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of traductio is found in Hordynsky, who achieves an appropriate direct type of
antithetical traductio line (CVII, 7) for Shakespeare's: 'Incertainties now crown
themselves assured':
HeneBHicTs MIANKY ITEBHOCTH BOATIA
Incertainty donned the hat of certainty
Shakespeare sometimes achieves intensification by involving both of
the contrasted elements in traductio. In sonnet XLIII (g. 2), for example, the
friend's fairness is brought into relief in a twofold utilization of the figure:
Then thou, whose shadow shadows doth make bright,
How would thy shadow's form form happy show.

To the clear day with thy much clearer light
When to unseeing eyes thy shade shines so.

Palamarchuk achieves complexity and rhetorical beauty by drawing two of his
stems from Sﬁakespeare's preceding antimetabolic line: 'And darkly bright, are
bright in dark directed'. Intensification is further achieved by his choice of

uniform rhyme with an MF alternation for the second quatrain:

Big — Temunit auck B 6:ichyuiil TeMHOTI.
A s Ou Tiub T304, WO B TeMEL TiEL
Buaneae G.amck, sacsma B 1mi acx,

Hoau movayur B 30:10TiM poMinsi

Bosa ouad Tak cAe yei cHi?

4-8 It is a dark brightness in bright darkness.
And what if thy shadow, which in the dark shadow
Pours brightness, begins to shine in days clear,
When in the nights in golden ray

It to the eyes shines so in a dream ?

Kostetsky's quatrain confains the original repetitive stems as well as a gram-
matically indicated traductio on the original repetition of 'form'. The final word

of this quatrain is a link from the preceding one; in addition, anaphora is employed:



123

I oui 3pATh, TEMO-3DS'1i, B ThMI HO‘-IG?'L
Tpijt TiHeoOpa3 NMOBHMUTEL CBITJIOM TIHL —
fAxnx ke copm Bin ¢hopmow 6 Hafmas,
fIxux ACHOT BiKe it 3 cebe jCHIM AHWMHI,
SIK1Uo BiH Kpi3sb oBiky cge, TLMan?

4-8 And the eyes see, darkness-seeing, in the dark of
nights.

Thy shadow-image fills with light the shadows--

What forms it would accord by form,

What brightnesses already of itself to a bright day,

When it through eyelids shines, of darknesses?

In the same way the double use of traductio in the conclusion of
CXLVI intensifies 'death' as the contrast to life manifested in the repetitive
'feed':

12-14 Within be fed, without be rich no more:

So shalt thou feed on Death, that feeds on men,
And Death once dead, there's no more dying then.

Palamarchuk, in his paraphrase, achieves this intensification through

Shakespeare's primary stem and the contrasting stems 'time', and 'eternity':

¥ piunocri kKynyil GeacMepTs 9ac.
I caepTE moMpe, a Tit B mpocTiit ofesxi
Iligemn B BiKII, Yacy 3aaMaBIOR MEKI,

12-14 From eternity bﬁy time of deathlessness.
And death will die, and thou in simple attire
Shalt go into the ages, having broken the boundaries of time.

Kostetsky achieves intensification by the original stem 'death' and the con-
trasting stem 'devour' which incorporates within its link an intervening homo-
phonical rebound in the word 'offerings’' (1. 10). An additional rebounding
line is created by the words 'live’ and 'be nourished’' (11. 9-12), also, as
appropriate contrasts to the main stem 'death’:

IToxxkep Trilt Tpyxn? ce it kpait TinecHux KajmM?
2Kvipn 3, Ayure, Bif xepTB, ofimwu ceit cym
BryTpi >kMBI1CH, HaBHI 3k He GaraTii:
Tax CMepTs 3’ixall, ax Ta Jrongeit mepe,
I Ginbur Hema BMypans, Ak CMepTH yMpe.
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8-9 Devoured thy labors? this is the end of hodies' borders ?
Live, soul, upon the offerings, abandon this sorrow
12-14 In the interior be nourished, for the exterior, not rich:
So eat Death, as that one devours men,
And there's no more dying, when Death will die.

In many cases, traductio serves to emphasize the main concept

of the sonnet. In sonnet XXXI, for example, this figure first unfolds in
4

quatrain 1, is reinforced in quatrain 3, and extended into the couplet to

underscore the love theme:

3 And there reigns love, and all love's loving parts
9-11 Thou art the grave where buried love doth live,
Hung with the trophies of my lovers gone

Who all their parts of me to thee did give:

13-14 Their images I loved I view in thee,

And thou, all they, hast all the all of me.

Franko's interspersion of the fivefold link is similar to Shakespeare's,
although 'love' extends into two and three syllables in Ukrainian. The
traductio involving 'live', and the grammatically enforced 'part', and 'all’,
are adequate substitutes for the original word repetition. The variety of

pronouns throughout these lines are, also, resonant of Shakespeare:

B miit avicr moGosi i mofosHuxX cHiB,
Jbos ceprema 3 meix BiY BTOUNMA,
Tomy Tu rpi6 susydvol :ioCosi,

I romuuit pas 100l wactn Moro mao,
I Bci mai — BoOl Temep...

Bei, koro s molup, upyre y Tobi,

A 3 nuMn peiMi T swupews y M,
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3 In it the contents of love and love's dreams,

6 A love sincere from my eyes drew,

9 Thus thou art the grave of living love,

11-14 And everyone gave thee a share of my part,
And all parts--thine now...

All whom I loved live within thee,

And with them all thou livest within me.

Kostetsky's stem appears once in each of the first two quatrains (11. 3, 6)
and is rhetorically fulfilled in the third quatrain and the couplet (11. 9, 10, 13).
Palamarchuk's simple twofold repetition in different lines of the first quatrain
does not aid in thrusting the theme into relief.33
In sonnet XLII, 9-12, the author's double loss of his friend and
mistress is emphasized rhetorically by a fivefold repetition of the stem 'lose’:
If I]lose thee, my loss is my love's gain,
And losing her, my friend hath found that loss;

Both find each other, and I lose both twain,
And both for my sake lay on me this cross.

Even though Kostetsky and Palamarchuk must limit their linear repetitiveness
due to spatial limitations they both attain rhetoricism through their syntactic
structurings; whereas Shakespeare creates a play on the stems in a symmetrical
quatrainic arrangement: 'lose-loss-losing-loss-lose'; the translators repeat

the stems in a particular linear arrangment, Palamarchuk attains rhetoricism

by a parallel organization of repetitions:

33In the other sonnets where love is emphasized through traductio,

Kostetsky and Palamarchuk achieve partial repetition in X, Palamarchuk is
successful in XX, and Kostetsky and Karvansky in XXV.
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fIx mury prpavy — 7o ii smaiigent T,
TeGe K yTpady — MILIa CHOPICTA;
Qbo¢ cTpinceTech — A Bee G0 PeIUTH
3a pas yTpauy it momecy Xpecra.

If I will lose /?ni7 beloved, then thou shalt find'st her,
If I will lose thee, /my/ beloved will gain;

You hoth will meet, I everythmg

At once will lose and will carry my cross.

Kostetsky maintains rhetoricism through a parallel arrangement (11. 9-10)
in immediate proximity to an antithetic arrangement (1. 11). Shakespeare's
thrice employed 'both' results in a double repetition and traductio, and the
rhetorical placement of the nearly anadiplodic quality of 'both' is retained

by the translator:

Tebe zrybaio — ce iit Asa mepenmor,
Ii x« 3rybmo — mna apyra Jlomni meper;

Qbunsa crpinyTbea — rybaro obox,
I Big ofox Ha MeHe JAKe XPeCT:

If I will lose thee-~this is to her victories,

If T will lose her--for my friend the Fate's forefinger;
Both will meet--1I lose both,

And from both on me me will lie the cross:

In sonnet XXX, where the poet describes his sorrow, repetitions,
having begun with 'woes' (1. 4), 'woe' (1. 7), and 'moan’' (1. 8), intensify in
quatrain 3:

Then can I grieve at grievances foregone

And heavily from woe to woe tell o'er

The sad account of fore-bemoaned moan,
Which I now pay as if not paid before.

Kostetsky attains the figures in this particular quatrain, but, by using

different lexical items here than in the abovementioned lines, this translator
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disregards the relevant beginning of the emphatic repetitive chain:

Toxml B mepeiiliny A& BXKYPIOCh XKYDPY

I TAYKKO 3 MyK [0 MYK BUYMCJIO B aKTUB
TlevasyBaHy Ty IleYaJb CTapy,
CraTuBLIM 3HOB, MOB HOCi 71 HE ILJIaTHUB.

Then at foregone grief I will grieve

And heavily from torment to torment I will count into activity
That old despaired despair, ’
Having paid again, as if I had not paid till now.

Franko's translation is a masterpiece in this respect; overlapping linkage
follows through from the first quatrain, and 'long before' as well as 'tears' have
their repetitive counterparts in the second quatrain. Franko's resourcefulness
lies also in his lexical choice in the last line of this illustration; the original
traductio pair 'pay-paid' is irrelevant to the main concept, whereas in the
translation the grammatical elements of this pair attain a punning quality

'cried-cry’', as relevant to theme:

Komu B cosopriit Twmi mobnx mxym
1 ecmoamunn Muuyloro admparo,
Unmamo cTpaT OmJaKye Milt cyM,
Jo mammix ciuis HOBIl moauBamo.

f1 Baykro MydUycA MOIYJIIM ropewM,
I :xanmp mo MAI0 JOXAI0 PANTOBO;
Kommmuili cym Oymmye monmv mope,
Mo cnuaueno maBHO, IIady HaHOBO.

When in the sweet silence of dear thoughts
The remembrances of the past I gather,
Many losses my woe bewails ,

To old tears new ones I (add) pouring.

I am heavily tormented by past grief,

And sorrow fo sorrow I add hastily;

Past woe storms, in a new sea,

What I paid /cried/ before, I pay_/3127 again.
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Palamarchuk omits this figure entirely and thus loses completely the
spontaneous flow of the poet's emotion.

Again, there are some cases of a relatively simple form of traductio
used for theme emphasis. In the final line of sonnet XVII, for example, the
theme of eternity is succinctly underscored:

So long lives this and this gives life to thee.

Only two of six translators utilize this figure here.34 Slavinsky achieves
two relevant pairs, the secondary one is contained between the primary stems,

in the same position as Shakespeare's repetition 'this':

I noxu HUTUMYTL Ha csiri a0y,
Bona #ixc Hux i 3 Husu Feuru 6yde.

And as long as shall live in the world people,
It amongst them and with them shall live.

Karavansky employs traductio in his penultimate line through another verb,
relevant to theme, 'to be':
_ 1 pokn Byayte niogu — Bypew Tk,
And as long as there shall be people~-shalt be thou.
Similarly in the procreation sonnet XVII, emphasis is attained by 'alive-live'.

Palamarchuk involves another appropriate stem 'son', while Karavansky and

34Kos1;e1:sky, Palamarchuk, Slavutych, and Tarnavsky gain a
traductio pair involving 'fair' in their line 7, due to grammatical declension.
Palamarchuk and Tarnavsky extend this chain into the next quatrain, under-
scoring, therefore, the beauty motif of this sonnet.
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Kostetsky omit the figure due to space. In sonnet XXIV, 1, 4, 5, where the
'painter’ theme is underscored by this figure, Zuyevsky is the only one of
the three translators to attain the emphasis; Kostetsky and Palamarchuk forfeit
the repetition by their choice of two synonymous lexical items for 'painter’'.
Similarly, the underlying concept which is brought to the fore with repetitions
involving 'eye' is limited by all three translators mostly because of their use of
synonymous items.

In eight sonnets truth as a fundamental concept is emphasized by
way of succinct traductio. Kostetsky fully accomplishes this in CXIII and LXII,
partially in LXXII and LXXXII, not at all in XXI, XCVI, and CX, because of
spatial limitations, and creates a traductio on a different stem 'scorn' in XVII.
Palamarchuk omits the figure in all these, his paraphrases, except in CX
where the repetition is diminished due to space. Karavansky, from two of
these 'truth' sonnets, XVII and XXI, employs traductio once, in the latter.

In another "truth'" sonnet, CI, the ploce emerges as the primary
rhetoric device. The word is repeated twice (11. 2, 3) before this heavily
underscored dialogue:

6~-8 "T'ruth needs no colour, with hiS_C_OlgE_I: fix'd

Beauty no pencil, beauty's truth to lay;
But best is best, if never intermix'd'?

Kostetsky's employment of these figures is especially interesting. Shakespeare's

fourfold ploce 'truth' in Kostetsky transforms into a threefold traductio. The
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original ploce 'colour' should also undergo traductio inasmuch as the first
instance is a genitive case in Ukrainian, and the second--an instrumental case.
In his endeavor to maintain the original word repetition the translator retains
the original genitive and creates a second by the choice of a preposition which
demands such a case. The subsequent line does not contain any rhetorical

LY

figure, while the latter one receives a suitable ploce involving 'treasure':

«Kpim Bnacaux ¢apb e Tpeba npaexai dapb,
Kpaca He moTpebye oxisns,
Cxapb mmu Ges pomimrox —, HaKpalt cxapb»?

"Besides l?t_§7 own colors, truth needs no colors,

Beauty does not need a pencil;

Treasure only without mixtures is the best trgasure" ?
Palamarchuk's sonnet, in comparison, is much simpler in style. This trans~
lator repeats ;truth' twice (11. 2, 6), the stem 'beauty' twice (11. 2, 7), and a
synonymous word for beauty twice (11. 8, 10). Some emphasis, therefore, is
attained, but it is relatively sparse,and almost inconspicuous.

Thus, even though traductio, in itself, represents no difficulties to
the Ukrainian translator, Shakespeare's chain of repetitive stems is sometimes
diminished or even omitted due to spatial boundaries. Further complications
arise when the ploce accompanies this figure; in these cases, the translator
must use his discretion in the choice of repetitive stems in order that the
functional role of his traductio complies with that of the original. The fore-

going illustrations reveal that the translators, justly, are the most

conscientious in rendering the markedly complex and intensely rhetorical
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types of traductio; the more frequent diminutions, alterations, or omissions
of the figure occur in the less conspicuous types. The translators respect the
functional roles of the figure; this is especially evident when the translator,

in forfeiting an original stem, makes application of another that is accordant
with the role of the original.

Kostetsky is more faithful to Shakespeare's repetitiveness
than is Palamarchuk. The latter often omits the figure in paraphrasing
or, in the employment of it, tends toward simplification, i.e., less repetition,
and thereby diminishes the rhetorical emphasis. Nevertheless, in a few very
involved passages containing traductio Palamarchuk very aptly acquires the
desired rhetoricism with an extraordinary naturalness of expression. Both
translators, but in particular Kostetsky, whe-n forfeiting an original stem,
conscientiousiy seek the required emphasis either in some other line, through
a different suitable stem, or by other rhetorical devices, usually the homo-
phonical rebound. Whereas Palamarchuk strives for a simplicity and natural-
ness of expression Kostetsky strives for an ornate linguistic complexity which
sometimes results in an artificiality.

Franko is the most resourceful translator in the utilization of
traductio. Even when confronted by the additional complexities of the ploce,
this translator achieves rhetoricism in a natural manner of expression. His
repetitions are clearly. ﬁn& invariably the‘instrumenAts‘for conveymg the

expressed thoughts and feelings, for attaining a harmony between substance and
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style. Resourcefulness is observed also in Hordynsky,35 who, as Franko, does
not fail in the use of the figure and very aptly creates traductio in the receptor
language where the source language does not allow for such appropriation.

The other translators of individual sonnets render accurately the majority of

traductio instances. Zuyevsky and Tarnavsky are more reluctant to use this

figure than are their contemporaries.
LY

Antimetabole

Antimetabole, a chiastic form of word repetition, is another rhetorical
device that Shakespeare regards with favor 36 This figure can be divided into
four types: (a) lexical antimetabole, wherein repetitive lexical items are
chiastically arranged, (b) complete antimetabole, wherein lexical items
together with elements of opposite meaning are chiastically arranged,

(c¢) semantic antimetabole, wherein elements of identical meaning are
chiastically arranged, and (d) syntactic antimetabole, wherein the same parts

of speech, or the same elements of the sentence, are in chiastic arrangement.37

3‘!:-’Onufriyenko is equally successful in Sonnet VIII.

36 .
“According to Schaar, there are 52 cases of antimetabole in the
sonnefs; p. 136.

37The types and definitions in this study vary from those in Schaar,
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Of all the Shakespeare rhetorical devices antimetabole is one of the

most difficult to render in Ukrainian translation. Firstly, Shakespeare's
antimetabolic repetitions are mostly monosyllabic; one syllable equivalents
may not exist in the receptor language. Secondly, such repetitions must
usually undergo grammatical inflections which may result in a lengthening of
repetitive words that might exceed the boundaries of the pentameter line.
Thirdly, rhythm and meter may not allow for the chiastic arrangement. A
few cases of each type of antimetabole suffice to show the inherent morpho-
logical differences that confront the Ukrainian translator and his manner of

accommodating the desirable rhetoricism.

Lexical Antimetabole

A very salient Shakespearean chiasmus is the lexical type which
serves to set certain lines and concepts into particularly bold relief, as the

monosyllabic chiasmically arranged repetitions of XL, 1:

Take all my loves, my love, yea, take them all;

In the receptor language half of these lexical items contain more than one
syllable and each repetitive word, except the verb, undergoes inflection so that
the full equivalent of this line would extend to sixteen syllables. Inasmuch as
only a limited repetitiveness can occur in the translation Kostetsky chooses to

underscore the verb:

BI3LMM, Tax, smobuit, Bce BizbMM MOE:

Take, yes, love, all take [5{7 mine:

Palamarchuk places the primary emphasis on the repetitive 'all’,and a
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secondary one on the traductio involving 'my’'- Rather than an antimetabolic, an
amplificatory parallel arrangement is achieved to retain the rehetoricism.
Palamarchuk's version excels that of Kostetsky's, also, in his placement of
the ploce 'all' in a rhetorically accented linear position, as does Shakespeare.
His linear flow, or mid-line breaks, too, are more in accordance with the

original:

Vee, milt xo6nii, Bce Mo6 BisbM,

All, my love, all [5{7 mine take,

The lexical antimetabole of L.III, 14, cannot be established in the
receptor language due to the unusual grammatical construction:

But you like none, none you, for constant heart.

An equivalent translation of this line would be prosaic. It must be
rephrased in the following manner of Kostetsky and Palamarchuk, respectively,

even if the rhetorical figure is lost:
Ta cramiM cepileM BaM HiXTO He piBeH.

But in constant heart no one equals you.

Ta B craqocti To6i Heyae piegi.

But in constancy there is no equal to thee.
Inflection causes a somewhat different problem in the lexical
antimetabole of LXXVI, 9-10:

O, know, sweet love, I always write of you,
And you and love are still my argument;

The two words which result from the inflection of the repetitive 'you’ are so

dissimilar that the antimetabole through traductio would be rather incon-

spicuous. Palamarchuk in his paraphrased sonnet omits this rhetorical
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figure, whereas Kostetsky makes minor contextual alterations and very aptly
employs the anadaplosis and its amplification as his most salient feature

within the antimetabole:

O, snaltre, 10buit fpy»se, A PO Bac,
Ilpo sac i mpo 10008 nny 3aBKAM;

O, know, my beloved friend, I, about you,
About you and about love write always;

¢

In CLI, 1-2, a lexical antimetabole is developed on 'love-know-
conscience-know-conscience-love:

Love is too young to know what conscience is;
Yet who know not conscience is born of love ?

Unfortunately, Palamarchuk makes an oversight of this antimetabole; he could
easily attain this figure in his lines by maintaining one item for 'love', instead
of synonyms, and translating the content even more closely to retain the anti-

metabolic 'know', within the latter line:

Koxannn rome — 10 # me 3HA cyMIiEAA,
Xow, uepHa piy, BOHO n000BI muif.

Affection is young~-and knows not eonscience,
Yet, it is certain, it is Love's fruit.

Kostetsky loses the lexical figure in order to attain rhyme; but, a phonological-

and-stress antimetabole exists in his lines:

v . a4
JIIOBOB 3a-10Ha J comicTs Dt uyma, ,
Xou xTo 3k HE 3H3’, 1o cosicTe 3 II J0HA?

Love is too young and conscience is foreign to it,
But who knows not, that conscience is from her womb?

The lexical antimetabole in CXLII, 1-2, on the other hand, should

not cause an inflectional problem to the translator:

Love is my sin and thy dear virtue hate,
Hate of my sin, grounded on sinful loving:
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Palamarchuk's retention of the antimetabole, the traductio, and the antidiplosis
results in an excellent translation. It is unfortunate that his intricate lines

should be marred by the addition of 'flowers’', for the purpose of rhyme:

Jlio6or — Mmilt rpix, TBoA sk YecmoTa -~ rHID.
T'mis ma Miit 1pix, "Ha i m060BH1 KEiTH.

Love--_g_s_-/- my sin, and thy virtue--hate.
Hate of my sin, of those love's flowers.

Kostetsky retains the lexical antimetabole, but because of word inversion,
which is necessary for rhyme, loses the linear form of antimetabole; he
constructs the former line symmetrically, instead. The word inversion results
also in the loss of anadiplosis, while the use of two synonyms for 'love' results
in the loss of the original traductio. Moreover, a more melodic lexical choice

than 'grunt' for 'grounded' would be preferable:

JIOBOB — wMiiz rpix, a J10TH — TBill Jap KOLITOBHMITL,
JIioTh Ha Mif1 IPIX, A€ I'PYHT — KOXaHHA Cpix:

Affection--_/—igj my sin, and anger--thy precious gift,
Anger of my sin, where the grounds-~love's sin:

Complete Antimetabole

The most salient and deeply rhetorical Shakespearean chiasmus is the
absolute type which accommodates both the lexical and antithetic aspects, as in

LXIV, 8:

Increasing store with loss and loss with store;
The exact maintenance of this verse is improbable in translation, inasmuch as this
would result in rudimentary wordiness and length because of two instrumental
case endings. In condensing the line, repetitiveness, and thus the lexical chiasmus,

is forfeited, but the inherent antithesis is retained. Thus in both translations the
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antimetabolic aspect is only intrinsic. Palamarchuk's transference is
simple, yet beautiful:
Brpinatoc sgodyTramm yTpaTy.

Equalizes with the stores the loss.
Kostetsky, on the other hand, coins a very lengthy six syllable compound word,

so unlike the Shakespearean monosyllabism:
BsaemonvmoIKeHHAa 3anacy 3 BTPAT,

The mutual-multiplicity of stores and losses;
A similar complete antimetabole in CXIX, 3, is followed by an
additional antithesis:

Applying fears to hopes and hopes to fears,
Still losing when I saw myself to win!

In his paraphrase, Palamarchuk ingeniously substitutes a phrase chiasmus for
the lexical one by adapting the popular 'now-then' anaphoric construction. His

antithetical antimetabole extends over two lines:

To Gauck wagiif, To po3madty 3xis,
To BHIKNA TH, TO aHOBy 6ina sene!

Now a flash of hopes, then a viper of despair,
Now thou hast vanished, t then again near me!

Kostetsky omits chiasmus in his comparatively prosaic passage:

Koun, 6010HCBKMM CMOAIBOM HAXHEH,
He nepeckouMBIIM CKA3aB A «TOM»?

When with cowardly hope inspired,
Not having jumped I said "hop" ?

The translators also treat differently the lexical antithetic anti-

metabole of the couplet in CXX:

But that your trespass now becomes a fee;
My ransom yours, and yours must ransom me.

Both translators retain the antithetic aspect of this figure. Palamarchuk, for
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the sake of conciseness, substitutes the lexical antimetabole by an emphasis

on the concept of mutuality:

1 ai s — pumnie GAyx 110 pasy:
Tenep B3acMHY BIIGaTvM0 06pasy.

And I and thee--perpetrated an error once:
Now /we will/ forgive a mutual insult.

Kostetsky's couplet is more complex, since some degree of lexical anti-
metabole is achieved by the pronoun placement. Rather than word repetition,

the translator employs the rhetoric zeugma:

Ta xail KoMl 37I04YMH Ball Ternep
Miii moracus 6u — i cebe 6 TIM cTep.

But let the former trespass yours now
Mine extinguish--and itself thereby erase.

Two cases of antimetabole are found in the sonnet of contrasts,
XLIII. Both cases accommodate the lexical and antithetic aspects; the first
lies in line 4:

And darkly bright, are bright in dark directed.

Palamarchuk achieves a masterful antimetabolic line, lexical and antithetic,

by the creation of an unusual chiastic type of epithet-noun traductio:

Big — Temunii oanck B Giancky it TCMHEOTI.

It a dark brightness in bright darkness.

Kostetsky, too, attains an interesting stylistic line that is constructed entirely
upon traductio, which draws words from the consequent Shakespearean line.
But, Kostetsky loses the antithetic antimetabole which is particularly incisive

in this sonnet of contrasts:

I o4i 3psATH, THMO-3pAYl, B THiI HOYECI.

And eyes see, darkness-seeing, in the dark of nights.
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The second such case of antimetabole in this sonnet (XLIII) lies in the
couplet:

All days are nights to see till I see thee,
And nights bright days when dreams do show thee me.

The two translators are quite successful in accomplishing the figure in this
couplet. Both are forced to use the singular for 'days-nights’, since the latter
would receive a syllabic extension, and to change the original metaphors to
similes in order that rhythmic balance is attained. Unfortunately, both also
lose the personification of dream. Kostetsky places his antimetabole at the

beginning of the lines as the original:

Becr geHb Mos HiY, Tebe a¥ IOKM B3pir,
I Hiu MOB JeHB, AK 3’ABMIN COHHY Mpiro.

All day like night, until thee I see, _
And night like day, when thou showest /my/ envisaged dream.

Palamarchuk inverts his lines for the sake of rhyme, but arranges the

grammatical elements symmetrically as the original:

Hema 1eGe, 70 {eUh [0 EOTi eXOrKmi,
A BEiiifent 8 con — 1 miT AKr Mens TOroMKiil,

Thou are not here, then day to night likened,
But enter'st a dream~-and night like day is clear.

Sonnet CXXIX contains two cases of antimetabole, the former is
lexical, the latter is lexical-antithetic:

2 Is lust in action; and till action, lust
13 All this the world well knows; yet none knows well

Kostetsky alters the former line for reasons of rhyme and rhythm, and
creates a traductio involving 'action'. His latter line, on the other hand, is

antimetabolic; it is adulterated, however, by the "tagged-on'" emphatic particle
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which, although it provides rhyme, results in a "dangling' line:

Ce uum 3anaccs, % IIepefUVH, — CJaXKIA,
CgiT 3Hac Bce ce, AMIU He sHae Te 60,

This is action of lust and pre-action-~sweetness,
The world knows all this, yet does not know that,

Palamarchuk creates his own lexical-syntactic antimetabole at line 6, and

accomplishes the original one in the couplet:

Ta HaJ U _3HOB i 3HOB IUAHNI c000m0.

Ceit smac me. He 3ma, 1 o6MIHYTH

6 You lure again and again inebriate with yourself.
13 The world knows this. Does not know how to avoid

Of the four translations of sonnet XLVI only one contains the complete
antimetabole in lines 3-4:

Mine eye my heart thy picture's sight would bar,
My heart mine eye the freedom of that right.

Palamarchuk and Slavutych paraphrase these lines, while Hordynsky achieves

the antithetic aspect of the figure:

JaniGHe oko TATHE BCe cOOi,
A cepie oky BHI TBiHl 3aKpHBae.

The avid eye draws all for itsell,
And the heart for /from/ the eye thy appearance bars.

Kostetsky extends successfully the complete antimetabole across the two lines,

but departs in context:

3ip TBepmuB — 3'ABA TO He CIIPaBa Cepib,
Kagzaso cepue Tyt He B npasi 3ip.

Sight affirmed--appearance is not a matter of the hearts,
Said the heart--here sight is not in the right.

Perhaps the most complex Shakespearean antimetabole is the one
that lies within the first quatrain of sonnet XCVI. It is constructed on: 'fault-

grace--grace-faults-~faults-graces' in conjunction with the anaphoric 'some’,
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and the parallelism of the first two lines:

Some say thy fault is youth, some wantonness;
Some say thy grace is youth and gentle sport;
Both grace and faults are lov'd of more or less, --
Those mak'st faults graces that to thee resort.

This quatrain is oversimplified by Kostetsky. The antimetabole is lost because
of the omission of 'grace' and the three different expressions for 'fault'. The
parallelism is forfeited by the different arrangement of grammatical elements
in the introductory lines. The translator maintains, however, the original
anaphora, and attains a traductio on Shakespeare's ploce 'youth'. The
alliteration (1. 2) is quite prominent:

XTCChH 1oun T06i, XTOCh NMPUMXY 3aKUAL’,
XToch — Ha rpajinuBy i1 rifHy OHiCTL TOPX;
¥ BapricHOMYy Baja — He 6ija:

3 npubnymamx xub T pobui MMMz CIIOPT.

Someone thy youth, someone thy wantonness objects,
Someone--on the playful and worthy youth /is/ proud;
In the worthy--a fault is not bad:

From wandering errors thou makest gentle sport.

Palamarchuk also simplifies this quatrain by omitting the lexical antimetabole
and the parallelism. His amplificatory 'some' is a substitute for the original

anaphora:

Ha xap6 T06i Knaayrs — XTo 10HB, XTO

BlATY,
XT0 KaKe — I OKpaca. a He rpix.

I 7 moporis y T00i He Gauy,—
O3po6irTa TBOA npuuaga ix.

They blame thee--some @637 youth, some _/__f-or7 character,
Some say--this is beauty, and not sin-- -

And I see no faults within thee, -~

Thy charm has embellished them.

Most interesting is Franko's adaptation of these lines. His first two trechaic

tetrameter quatrains, which are the equivalent to Shakespeare's first, are
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completely accurate in content, and very effective in regard to style:

Ci ropopATh: Toosa xmba —
Moona ™1 i myvera;

Ti rosopars: yo anuaA ce
MosogouiaM Iycrora.

Ta un xuba, 90 IPIKMera,
Jlobaars sei refe mpore;
3 xulu KoskrHOI y Tede
Bire it mpuryMera mapocte.

)

These say: thy fault--2
Young thou art and wanton;B
Those say: this is natural&
To youthfulness--wantonness.

B

But whether fault, A or virtue, B

All love thee for this;
From every fault® within thee
Even a virtueP will gTow.

The first qua}train is composed of two parallel constructions that contain
antithetical concepts (ABAB). The firstline of the second quatrain starts with

a reinstatement of 'fault' (stated first in 1. 1) and its antithesis 'virtue';

'fault' is undergoing amplification and de-amplification simultaneously, the
latter is due to the growing strength of its antithesis 'virtue'. The quatrain
appropriately ends with 'will grow', as if to coincide with the increasing impact
of the harmony of content and form. Thus Franko achieves a pair of antitheses
within a parallel structure: 'these say-fault-young-wanton: those say-
youthfulness-wantonness/fault: virtue; fault: virtue' for the original antimetabole

and parallelism.
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Semantic Antimetabole

The most elaborate but relatively non-salient form of Shakespearean
antimetabole is the semantic type, as LV, 5-6:

When wasteful war shall statues overturn
And broils root out the work of masonry,

Since this figure involves the chiasmus of identical meanings, the only manner
by which it could be forfeited in translation is through an interpolation of
content. In five other instancesS® both Kostetsky and Palamarchuk are more
successful in retaining this figure than in this particular case. Palamarchuk
loses the antimetabole here because he incorporates only one of the predicates.
His paraphrase is comparatively simple stylistically, yet he attains the
required rhetoricism by the amplificatory 'and', as well as the epithetical
extension of the latter line. Whereas Shakespeare applies zeugma in 'shall’

Palamarchuk applies the figure in his omission of the third amplificatory 'and’:
Xo09 BOEH KpOK
3pyiirye Bce — i craryi, i Tponm,

Raxenapayu Tecamuii rpamir,

. . . Though the martial step
Shall ruin all--and statues, and thrones,
_éAncl/ by the masons' engraved granite,

Kostestsky paraphrases, also; ellipticisms, imperatives, and the direct

addresses of 'war' and 'discord' are the rhetorical substitutes:

38LXIV, 5-7, LXV, 3, 5-6; XCIV, 1-2, and XCV, 9-10. Kostetsky
is particularly accurate in the transference of content in these lines.
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3pyw craTyl, BijiHO, ITyCTOLI, PO3IOHB,
1, 3agosoTe, 3611t ckneninua 3 6a3 —

Remove the statues, war, the wantonness, impetuousness,
And, discord, strike down the entanglements off /the1r/
bases—-

Hordynsky, on the other hand, attains the semantic and a syntactic antimetabole

in his chiastic placement of the subjects and objects. Rhetoricism is further

attained by the application of inversion in the post-epithet, 'rage milifary’

and the inverse epithet 'masonry . . . work'":

TTHHOTY cTaTyll 3BANUTL WAJ BOSHHURH
I moTtbs Hezrop Mznﬂgcmmﬁ 3HUILETL TPYR,

The splendor of statues shall be overturned by the military rage
And the ires of discords shall destroy the masonry work, 39

In the same sonnet Hordynsky formulates another antimetabole, syntactically,
for Shakespeare's:

7 Nor Mars his sword nor war's quick fire shall burn

Aze ui Mapcis Mey, Hi jkap orHeHHUH

But nor _ézeithel—/- Mar's sword, nor flame fiery
When Shakespeare's elaborate semantic antimetabole is of a linear
nature, i.e., when complete lines are chiastically arranged, then this {igure
poses the least difficulty to the translator. One such case is LXXXI, 5-8:
Your name from hence immortal life shall have,
Though I, once gone, to all the world must die;

The earth can yield me but a common grave,
When you entombed in men's eyes shall lie.

395 word-by-word translation of these lines is:

The splendor of statues shall overturn the rage military
And the ires of discords masonry shall destroy work.
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Zuyevsky is especially successful in rendering this quatrain; he is the only

one of three translators who retains the exact flow of the original lines:

Bixu 3arepri od6pa3 sac 6ezcuai.
Mene 2, ax a nidy, oGiime Tainy,
Bo a aexcaruny 8 npocrift sownai,

A 8u 8 ouexr mprildewHix NOKXoAIND.

The ages are powerless to erase the image of you.
And me, when I am gone, the dust shall embrace,
For I shall lie within a common grave,

And you within the eyes of future generations.

The latter half of Palamarchuk's quatrain is elliptical:

B micEAX Mo0iX TH BiuEO GyRemI sKITH,
Bixg mere A¢ arninyTh 1 cmipun Masi:

Miit pait — egiiiam xMypol sexi,

Toift — MaB3omeil, TOBIK-BiKiB ONKpPATIHIL.

In my songs thou shalt live forever,

Of me will perish even the traces small:
My share--~the embraces of a sullen earth,
Yours--a mausoleum, eternally uncovered.

Kostetsky's quatrain is adulterated particularly by a prosaic idiom (1. 2):

B imensi yeBMMpPyU{M BU XU O,

A xk, pe3 miurosmi, me3 6u cBiT 3 oveil:

Meni B cupiit semai bygmerwnir rpif,

Barm Biunwmit cxoB — pgyxoBuit 3ip sroneit.

In the name of immortality you would live,

And I, once gone, would vanish from the eyes of the earth:
For me in the raw earth a common grave,

Your eternal concealment--the spiritual sight of men.

Syntactical Antimetabole
Another relatively non-salient Shakespearean chiasmus is the
syntactical type, as the antimetabolic arrangement of the predicate and object

in XX, 8:40

4QOl:her similar cases are L.XI, 13; LXXV, 14; XXIX, 6; LIX, 11;
LXXXvIIL, 12; CV, 5; CXII, 14; CL, 9-10, and XV, 7. Kostetsky usually em-
ploys symmetry, while Palamarchuk, in paraphrasing, uses various devices.
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Which steals men's eyes and women's souls amazeth.
The possibility of rendering the exact grammatical chiasmus depends
entirely upon the limits of rhyme and meter. Palamarchuk extends this line
into two and achieves a partial antimetabole, but his rhetoricism is attained
mainly by involution, the inverse post-epithet 'glances . . . mens', and the
grammatical inversion: subject-direct object (predicate insert) direct object./

indirect object-direct object-predicate:

Bin moraagu noxonuts 4otosiai,
CepnayM sxinodny Gosaemi Hece.

He glances captures men's,
To women's hearts anxieties carries.

Kostetsky, because of rhythm, acquires rhetoricism through a symmetrical

arrangement of the predicate and object:
1o e my2kiB 1 HamuTh 2K0H 6e3 CTpuMy.

That captures men and lures women without restraint.
Some of the cases of syntactical antimetabole consist of a chiastic
epithet-noun arrangement, as in CVI, 4:
In praise of ladies dead and lovely knights,
Since post-epithets are very common in Ukrainian literature, this chiasmus
poses no difficulty to the translator unless it imposes upon the rhythm and
meter as in this instance.41 In condensing the resulting linear extension, the

translator removes the least vital grammatical element, the adjective. In

three translations of this sonnet only one of the original epithets is applied;

41A1s0 in XXI, 7, LIX, 4, and LIV, 10. Kostetsky and Palamarchuk
cannot maintain the same arrangement.
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each, in adjoining 'knight, serves primarily to underscore this subject, yet
the placement of the epithet is such that it may modify both subjects.

Kostetsky places his epithet before the noun:
Ha maHy MepTBUX JHIAPIB TA UAHB,

In respect of dead knights and ladies,
Rhetoricism is better attained by Palamarchuk and Hordynsky, who use the

post-epithet; respectively:

Ha vecTh sRiHOK 1 apis DOLITOBHX,

In honor of women and knights righteous,

Ha cnaBy nans 1 snnapiB BeIHYHUX,

In glory of ladies and knights great,
Since Slavinsky, in his paraphrase, omits Shakespeare's preceding line this
particular passage gains especial rhetoricism by the extension of epithets,

a degree of grammatical chiasmus, and anaphora:

Hpo auyapis, BAUCKYUNT, 20000NUULHUT,
Ilpo wuiaxcHux Oa., sabausy ix xpacy;

About knights, brilliant, proudly-arrogant,
About tender dames, their charming beauty;

But in another line, an epithet-noun antimetabole is readily substituted by this
translator for Shakespeare’s:

8 Even such a beauty as you master now.
Coa0dxy 8Hady pyxis HCNOCTIWHUL.

A sweet habit of motions slow.
Sometimes rhythm forces a symmetrical epithet-noun construction
in the translation, where the original construction is antimetabolic, as in
LXXVI, 4:

To new-found methods and to compounds strange?
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While Kostetsky paraphrases this line, Palamarchuk uses the rhetorically

valid post-epithets from rhythmic necessity:

Bix dopst HoBuX i Bix cOONYIeHD ANBHIIX.

From forms new and from compounds strange.
Another such instance is CX, 4:
Made old offences of affections new;
Here Palamarchuk paraphrases; while Kostetsky uses a rhetorical symmetrical

construction:
Tonras crapi 4yTTa Mizx cBixx cnpas;

Trampled old feelings among fresh affairs;
Sometimes the translator strives to attain this figure even in paraphrased
lines, as in both translations of CXXIX, 11:

A bliss in proof, and proved, a very woe;
B paro zauara ¥ AlzHaHa B CTPamIaHHI,

In paradise conceived and realized in torment,
(Kostetsky)

Tu comog GonicHiii, OnasieRBa MITL,

You _/_Er_ei7 a sweetness painful, a blessed moment,
(Palamarchuk)

Similarly in another paraphrased line, Kostetsky attains a very melodic syn-
tactical antimetabole of XXXIII, 3:

Kissing with golden face the meadows green,

Ill;re B 3eseHEL JIyK IINYHKM 3070Ti,

Sends into the green _/_3_1?_7 meadows, kisses golden,
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Ordinarily Shakespearean antimetabole would not be problematic
to the receptor language; even the traductio that must often result from the
author's ploce can be chiastically arranged so that the repetitive stems con-
summate this figure. The rendering of this rhetorical device in verse, how-
ever, depends almost entirely upon the limits of rhythm and meter that can
encompass the repetitive Ukrainian words, which,unlike Shakespeare's, consist
usually of more than one syllalee. Whereas the attainment of the lexical,
complete, and syntactical types of antimetabole depend almost solely on the
formal aspect, the semantic type depends largely on the accuracy of the
transference of content, and, therefore, by its inherent nature, is the least
problematic to the translator, especially the most elaborate form wherein the
chiastic arrangement encompasses entire lin'es. The order 6f difficulty in
translating each of these types can be seen in the number of respective cases
rendered by the translators. Of the seven mentioned instances of the semantic
type, both Kostetsky and Palamarchuk attain six, while Hordynsky and Zuyevsky
attain one of one.

The relative ease of attaining the complete antimetabole can be
attributed to the inherence of the antithetic, or semantic, part of the figure.
Of nine illustrations, Palamarchuk fulfills five completely, and one partially;
Kostetsky accomplishes three completely, and three partially; Hordynsky
is partially successful in his single encounter; Slavutych omits the figure in his
encounter; and Franko, in one sonnet, achieves rhetoricism in a somewhat

different, but related, manner of antithetical word play than Shakespeare.
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The lexical antimetabole is very difficult to retain because of the pre-
ponderance of monosyllabic repetitiveness in Shakespeare; of five illustrated
cases, Kostetsky attains two, and Palamarchuk one. The forfeiture of these
most salient types of antimetabole, the lexical and complel:e,. results in a loss
of the original linear and conceptual prominence, and, therefore, in the
diminution of Shakespeare's rhetoric strength.

The syntactic antimetabole is the most difficult to render because
linear space and rhythm do not always allow for the original chiastic arrange-
ment of grammatical members, which, too, may be monosyllabic in English.
Of the fifteen mentioned cas:es, Kostetsky attains two, and Palamarchuk one;
Hordynsky forms one in addition to the original. The forfeiture of the syn-
tactical type of antimetabole, unlike the lexical and complete, does not
necessarily mean the loss of rhetoricism, inasmuch as the translator readily
substitutes other equally effective syntactic devices, as the symmetrical
arrangement of grammatical members, or even the inversion of such members.
Similarly, in the analysis of other rhetorical figures--parallelism, and
antithesis42-—il: is found that Kostetsky and Palamarchuk are sometimes forced,
by the formal aspect, to apply antimetabole for the original figure, as in the
abovementioned case of the additional application made by Hordynsky.

Few translators of the individual sonnets encounter antimetabole in

their works; there are no other instances in the separate works besides those

425 s discussed under these headings.
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mentioned above. Hordynsky's succinct antimetabolic lines impart an especial
rhetoricism to his sonnets.

In comparing the foregoing cross-section of the full translations,
it is found that both translators attain approximately an equal amount of anti-
metabole, and that Palamarchuk's endeavors to impart the rhetoricism of
Shakespeare's figure generally fulfill better the requirements of the original,
than do Kostetsky's, particularly in the complete type of antimetabole. In
this respect, Palamarchuk surpasses Kostetsky by the application of
shorter words and more concise phrases, an unfaltering poetic diction, as

well as a naturalness of expression.

Anadiplosis

Anadiplosis, a figure similar to antimetabole, occurs in only a few
instances in Shakespeare. The sonneteer employs two types: the rhetorical
amplificatory anadiplosis, wherein the last word in one line assumes the first
position in the subsequent line, and the linking anadiplosis, which consists of
a connective word that first appears in the couplet of one sonnet and then
again within the introductory lines of the following sonnet.

There are only six cases of anadiplosis within the sonnets; two of
these are quite complex in that they are contained within an antimetabole.

Kostetsky and Palamarchuk each render one of the instances 43 The third

4
3Kostetsky——LXXVI, 9-10, and Palamarchuk--XLII, 1-2, as illust-
rated in the previous discussion on lexical antimetabole. In each successful
instance a monosyllabic word is acquired.
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complex instance of anadiplosis, CL, 9-10, involves, also, an antithesis:

Who taught thee how to make me love thee more
The more I hear and see just cause of hate?

Palamarchuk paraphrases these lines, while Kostetsky achieyes an effective
anadiplodic two-syllable traductio, with the accent on the first syllable, in an F

ending line (9):

Xto Bums Tebe Bmobnartu B Mipax Olaplimx,
1Ilo Ginple AJIS HEHABMCTH NMPUIMH?

Who taught thee to love in measures greater,
The greater the reasons for hate?

A relatively simple instance of anadiplosis occurs in XC, 1-2:

Then hate me when thou wilt; if ever, now;
Now, while the world is bent my deeds to cross,

Palamarchuk loses the figure because of his trisyllabic word for 'now',

while Kostetsky draws a monosyllable from Old Slavic:

HY w10 X, HeHaBMIb; SKNI0 TaK, TO — HMHD,
Hinrs, xosm cBiT HaBXpPeCT MEHI Ham'dT,

So what, then, hate; if so, then--now,
Now, when the world for me crosswise is taut,

Another simple instance of anadiplosis is CXXIX, 8-9:

On purpose laid to make the taker mad;
Mad in pursuit and in possession so;

Palamarchuk paraphrases this sonnet, whereas Kostetsky uses two different
words for 'mad', the second deviates from Shakespeare in that it modifies lust,

the subject of the poem, rather than 'the taker':

oG T0i1, XTO BXONUTLCA, CTAB HaBiCHMM:
B ronursi xanibua, a i B mocizanHi,

So that the one, who is caught, becomes mad:
In pursuit lustful, and in possession,
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Sonnet CXXXVI, 2-3, contains an anadiplosis that cannot be rendered due to

the different meanings of 'will':

Swear to thy blind soul that I was thy 'Will'
And w_,\_z_i_ll, thy soul knows is admitted there;

The cases of anadiplosis between the sonnets is just as limited. The

link between sonnets XV-XVI is achieved by two connective words '"Time' and

'war':

XV 13-14 And all in war with Time for love of you,
As he takes from you, I engraft you new.
XVI 1-2 But wherefore do not you a mightier way
Make war upon this bloody tyrant, Time?

Kostetsky acquires a less conspicuous link through the traductio 'Time'. The

second connective is lost due to the use of different synonyms for 'war':

I a rowio Yae, 60 Bac aobro:
Bin TpaTuTE Bac, A 3K BaM HOBE LUENIIO,

AJIE womy B Goio, moryTHiM pobom
He paru 6 xposoxepcream Yacy BTpum

And I war with Time, for Ilove you:

He wastes you, but I engraft new for you.

But why in battle, with a mighty labor

Not to give to the bloody devourings of Time allowance

Palamarchuk applies one connective, through the anadiplosis '"Time', while the

second is achieved through a traductio on 'go’:

I 1 iny na Yac mecaMornTHi,
IToG ninmeHe CI0BAMO BiTHOBHTIL
Ane woMy, SK 3ac mouas olriory,
He figeru niiirom na Tnpaua cas?

And Igo against raging Time,

So I would renew the /—hat which was/ destroyed with words,
But why if Time began the siege,

Do you not £g=0= by) war on the tyrant yourself ?

A reversed and weaker grammatical link exists between some
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sonnets, as for example, XXVIII refers back to XXVII by the adverb 'then’:

XXVII, 14 For thee and for myself no quiet find,
XXVII, 1 How can I then return in happy plight,

Kostetsky does not connect these sonnets, while Palamarchuk strengthens the

link by the anadiplosis 'peace’:

Broui i pess He 3HQ0YOD COOKOIO.
K pocTYynuTHCA MeHi CHOKOI0,

Night and day not Knowing peace.
How to admit for myself peace,

Similarly a connective is found between sonnets XCII and XCIII by the
opposites 'false-true':

XCII, 14 Thou mayst be false, and yet I know it not.
XCIII, 1 So shall Ilive, supposing thou art true,

Again, Palamarchuk strengthens the link by the anadiplosis 'true', by the
parallel arrardgement of grammatical elements, and by supplying an answer

for the preceding question:

Ui # meseH A, M0 DipLa sapas Tu?
Bsaxatimy, mo Bipua i goci Tm,

But am I sure, that thou art true now?
I shall suppose, that thou arttrue even till now,

Out of seven other conspicuous cases of anadiplosis between the
sonnets Kostetsky achieves two, Palamarchuk one, and Hordynsky one of one.44

Where the translators fail to employ this figure between the sonnets, their

poems, of course, stand as separate, unbound entities; the forfeitures in this

44Kost;etsky attains the links between LXXI-LXXII, V-VI, and XLVI-
XLVII. Palamarchuk and Hordynsky also achieve the latter link. The three
connected sonnets LXXIII to LXXV, and LXXXIX-XC remain separate in both
Kostetsky and Palamarchuk.
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type stem from the translator's necessity of using a different synonymous lexical
item from the one applied in the previous sonnet, either for the sake of rhythm
or rhyme.

The losses of the amplificatory anadiplosis within thé sonnets, by and
large, result from the impossibility of acquiring a monosyllabic equivalent in the
receptor language for Shakespeare's anadiplodic word, which, without exception,
is a monosyllable. In the total of six anadiploses within the sonnets, Kostetsky

is able to retain three, and Palamarchuk one.
Parallelism

Parallelism, or the formal symmetrical arrangement of corresponding
grammatical members, also serves to thrust various points into relief, as well
as to éive balance and coherence to certain lines. The most common type of
parallelism employed by Shakespeare is the short form, consisting by and large
of the epithet-noun combination.45 In sonnet XIII, 11-12, a particularly amplifi-
catory type of rhetoricism is achieved through an exceptional pair of such
groupings, although one is only approximate:

Against the stormy gusts of winter's day
And barren rage of death's eternal cold ?

Since rhythm and meter often force transposition and the elimination of the least
essential grammatical members, the adjective or the adverb, it may be

impossible for the translator to restore this particular symmetrical structure.

45Schaar, pp. 129-130. There are about 40 such cases.
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In Palamarchuk's paraphrased passage, rhetoricism is achieved, therefore,
through the amplification of a series of vivid, concrete nouns; in the former line,
the three nouns are in the prepositional case, in the latter, the three nouns

are in the genitive; thus the one remaining epithet recedes to the background:

B suMmosi pui, y cioery i Herozy
Cyuporn 6ypi, mame;s it TosKeR.

In winter's days, in sultriness and foul-weather
Against the storm, woodworm, fires.

Kostetsky, on the other hand, employs a post-epithet in the first line and an
inverse one in the second. Although the balance and the formal coherence is lost,
these transposed epithets serve to throw the necessary points into relief and to

impart rhetoricism to the passage:

B nxui 3umosi cynpory 6ypanonty
I piygol EMupanra gycToTH?

In winter days again the storm
In the efernal wantonness of death?

Generally, however, Shakespeare's parallel epithet-noun combinations are less

complex, as in XVII, 12:

And stretched metre of an antique song;

Yet, the rhetorical quality of this simple form of symmetrical structure is more
difficult to render within the given linear space. Since meter eliminates the

least valuable grammatical member, the three translations each accommodate
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only one adjective. 46 palamarchuk employs an inverse epithet to gain some of

the rhetoricism:
Ta it a3%010 O IIKGeMHOID HA3BAII

11 And a tale it would worthless be called

Kostetsky applies an adverbial post-epithet:
e 3t 6aifxo10 HajeIKHe BaMm Has3paJay b:

And still a fable properly would call it for you:
—_—

Karavansky applies a compound epithet to modify 'lies’:

3a nobpe 3apMMOBAHY OPEXHIO,

For well rhymed lies.

Sometimes Shakespeare constructs short parallelisms of other grammatical
elements, as the verb-object in III, 4:

Thou dost beguile the world, unbless some mother.

This structuring of essential grammatic elements is easier to render in trans-

lation. Palamarchuk paraphrases this line, but Kostetsky achieves a very

terse parallelism through the original combination with only two pairs of words: 47

Q6nypuur ceit, 3HebJarogaTHMIII MaTH.

Thou shalt beguile the world, unbless a mother.

46g5imilar constructions are found in XCIX, 9, and LV, 4, that
accommodate other translators. In the former, Zuyevsky attains a type of
antimetabole for the parallelism, Palamarchuk paraphrases, while Kostetsky
attains a parallelism based on a subject-predicate combination. The latter
sonnet is translated by Hordynsky, as well as Kostetsky and Palamarchuk; none
of the three translations contain the parallelism, but in another line (7),
Hordynsky creates an antimetabole.

47Both translators acquire this same parallelism in X, 9.
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A genitive parallelism occurs in XXIX, 7:

Desiring this man's art and that man's scope,

Whereas Palamarchuk and Hrabovsky paraphrase this line, 48 Kostetsky
condenses the epithetical ramifications by the substitution of genitive pronouns.
Kostetsky achieves the parallelism for the preceding line of antimetabolic
combination 'Featured like him, like him with friends possessed',and follows

with a pronominal antimetabole:

Moro amum, joro 3706yTHX ADVIKO,
YMiHL I0LQ ¥, AK B IHIIMX — Li1l B AiAX,

6 His face, t;is acquired friends,
7 Abilities his, and, as in others~-purpose in action,

Franko condenses the line by the use of demonstrative pronouns in the genitive:
Ot nporo xiey, QT T0rQ BIacTh AicTarH,

From this one7 art, from that @ng7 power to get,

In XI., 7-8 Shakespeare parallels pronouns and verbs in the end-line position:

But yet be blamed, if thou thyself deceivest
By wilful taste of what thyself refusest.

Kostetsky's paraphrased lines are in a syntactic antimetabole:

Ta ramo s TeRilf BepersuBIIT cMaAK,

Canoomany s HOKOpon 5'10.

But blame I thy wilful taste,
Self deceit I with reproach beat.

Palamarchuk's paraphrased lines contain anadiplosis :49

4:8Both use inversion for emphasis.

4Opalamarchuk attains another instance of anadiplosis in lines 4-5.
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Ta 51 Golock — caMo0Mana Ie,
Ile cuifgenna NPIMXIIDOTO CMAKY.

But I fear--self-deceit 5.57 this,
This witness of wilful taste.

Much less common, in Shakespeare, is the more extensive parallelism
where the members are juxtaposed in such a way that each half of the figure
occupies one line. This extensive; parallelism is more easily reproduced in
translation because the symmetrical arrangement involves complete lines.

In XLI there are two such cases of parallelism; these serve as summations of
the basic points of the poem. The first instance occurs in the second quatrain:

5-6 Gentle thou art, and therefore to be won,
Beauteous thou art, therefore to be assailed;

Palamarchuk, although not accurate in transmitting the content, does maintain

the extensive parallelism:

Jlackaniii TH — TOMY it aTaK HeMalo,
Bpoanusmit T# -— ToMy B 0061031 i ca.

Gentle thou art--and therefore many attacks,
Beauteous thou art-~therefore in seige alone.

Kostetsky achieves partial symmetry; each line begins with an adjective and ends

with a noun:

Ipucemanit, ™ 1pusHaved aia nmobiz,
Ilpexpacisi, He yUMKHSm TH obJor,

Pleasant, thou art destined to defeats,
Beauteous, thou shalt not escape the seiges,

The second instance lies in the couplet:

Hers, by thy beauty tempting her to thee,
Thine, by thy beauty being false to me.

Both the translators attain the parallelism in the couplet, although each alters
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the content somewhat. Palamarchuk delivers the original message more

completely than does Kostetsky; respectively:

1i — mo BpoaoIo NpHUYAPYBRaBR,
Croel Ter — Go Apyra aaHeRGaB.

Hers--whom with beauty _[th0_1_1_7 charmed,
Thine too--for a friend /thou/ neglected.

1i — 60 noBab TRift MpoMxHYBCA AN,
CBoio — 60 BpoAy IIOABMB fAK PajbLil.

Hers--for thy charm effected further,
Thine~-for beauty /thou hast/ revealed as false.

The parallelism applied in the couplet of XXVIII helps to attain a
very succinct and coherent summation. The traduetio and alliteration impart

especial beauty to these lines:

But day doth daily draw my sorrows longer,
And night doth nightly make grief's strength seem
stronger.

Palamarchuk's couplet is equally succinct and melodious; Shakespeare's

parallelism and traduetio are rendered accurately:

Ta Zenb UTOAHA NOrANGAIE POINYKY,
A miv momiY UpnHocnTs 6iXEINY MYKY.

But day daily deepens my sorrow,
And night nightly brings more pain.

Franko, too, attains parallelism, but not the original traductio; instead,

a traductio pair is attained through the inherent feminine and

masculine genders of 'every':

Ta womunit pgens Mift Giab foBITE, He CIIHHUTE,
I KoskHa HiY {foro imie THKYUM TIHOTH,

But every day my pain prolongs, does not cease,
And every night makes it even greater.
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Kostetsky's inversion results in an effective syntactic antimetabole with the
inclusion of an antimetabolic traduetio but his eouplet is more complex than

is Shakespeare's:

Ta 3p0Biyc TypSoTH JIeHD INOJHA
M xypSy moio LioHOul HiY Idpinus’.

But prolongs the sorrows, day daily
And my grief, nightly, night strengthens.

4
In LXXVII, 1-2 parallelism serves to emphasize the transitoriness

theme of the sonnet:

Thy glass will show thee how thy beauties wear;
Thy dial how thy precious minutes waste;

Kostetsky is successful in attaining this figure, but his lines are obscure because
of his choice of lexical items. Some are barely comprehensible without
reference to the original. Unfortunately, the anaphoric 'thy' is necessarily

lost in translation because of the two different pronominal genders in the

receptor language:

TBOE cBiuago B’ABUTH B’AHb CIIOJYK,
TBilf COHAUINMA TOOMHHEMK uiepb miHyT,

Thy mirror will reveal the witherings of compounds,
Thy sundial--the defects of minutes,

Rhyme forces Palamarchuk to rearrange his lines antimetabolically:

3racaEHA BPOAN A3ePKANT0 HOKAsKe,
FoaunpuK TBill,— AK TaC Mapuycm TIL

The extinguishing of beauty the mirror will show,
Thy clock--how time thou dost waste.

The parallelism of CXXXVIII, 9-10 functions to underscore the

rhetorical questions:
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But wherefore says she not she is unjust?
And wherefore say I not that I am old?

Palamarchuk forms affirmative statements without employing the original
parallelism, whereas Kostetsky is successful in delivering these lines, both

in content and style:

Ta yoM He cKaxe, Lo Hempas ceil amcryT?
1 yoM s He CKaXKy, IO & — CTAapUA?

But wherefore [s_hg7 does not say, that unjust this
dispute ?
And wherefore I do not say«~that I am old?

The most extensive use of parallelism by Shakespeare is the effective
cumulative series in the 'tired' sonnet LXVI, 4-7, where the symmetry is
obtained through the sequence: conjunction-adjective-noun-adverb-verb:

And purest faith unhappily forsworn,

And gilded honour shamefully misplaced,

And maiden virtue rudely strumpeted,

And right perfection wrongfully disgraced.

None of the translations can incorporate all the grammatical members of this
extensive symmetry; again, the least essential ones, the adjective or the
adverb may necessarily be eliminated. No parallelism is found in Karavansky's
paraphrase, and Franko's contains only one simple instance of a noun-epithet
combination: 'violence wild'-'erowd large' (1. 6-7). Kostetsky contains

a participial relationship which falls in mid-line positions (11. 4=5~7, and 9+10):

'cursed'-'contained'-'wronged',and 'bound'-'doctored'; while epithet-noun

combinations introduce lines 4, and 6, with an apparent epithet-noun introducing
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also line 5 in the triple row: 'And pure faith'-'And gold _[g_f-/. honor'-'And
coarse whoring'. Palamarchuk is more successful than Kostetsky;
he incorporates a row of short parallelisms (11. 5-9) through the
conjunction and noun combination 'And strength'-'And virtue'-'And honor'-
'And perfections'-'And lfog—/ evil'. Less striking interspersed constructions
appear, also, in the end-line positions (11. 5, 6, 9, 12) through the pre-
positional case. Hordynsky's sonnet contains the most extensive use of
parallelismé. The second and third quatrain follow through with a
conjunction-noun combinatiori. Participials occur in a few mid-line
positions (11. 3-4, 6-7, 11), and the conneetive 'which' in three parallel
positions (11. 8-10):

I opaerom o3nobieHe cMiTTA,
I cnparxHIO BipEicTh, HPONAKY 370YHHHO,

I mouecTs Ha HerigHOMY Youi,

I vyecrs miBouy, CTONTANY JKOPCTOKO,

] pockonasicTs, Bignary xyai,

I cuny, 1[0 KyJbrac 3 KOXHHM KDPOKOM,

I cnoBo, 1m0 oMY 33TKAJH POT,

I RYpEOTY, IO YYHThb, Ge3TaNaHHa,
I npagny, BUBEPHEHY Ha3BOPOT,

I moGpory Ha cayxOi B 3710T0 NaHAa:

3-12 And with an order _/_T_s_7 decorated trash,
And genuine faithfulness, sold criminally,

And honor upon an unworthy brow,

And virtue maiden trampled cruelly,

And perfection, surrendered to calumny,
And strength, which limps with every step,
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And word, /_f01_“_750 which the mouth has been shut,
And folly, which teaches, adverse,

And truth, turned inside out,

And good in servitude to the evil lord:

The transference of Shakespeare's parallelism in translation,
therefore, depends entirely upon the formal boundaries of rhythm and meter,
and on the essentiality of the grammatical members found in the symmetrical
construction. As regards the short form of parallelism, if the parallel arrange-
ment involves vital grammatical elements, as subject-predicate, or predicate-
object, then this figure can be readily acquired by the translator. On the
other hand, if this short variant involves a less vital grammatical element,
as the adjective, then the figure and the formal balance and coherency which
accompanies it must ' usually be forfeited. In such cases the translator
retains one of the original epithets and places it in a position of rhetorical
enhancement, either as a post, inverse, or compound epithet. In a more
inclusive epithet-noun parallelism, where a pair of combinations impart
rhetoricism, the translator can achieve symmetry through other grammatical
members, or employ a rhetorically functional word inversion.

As regards the elaborate variant, the symmetrical arrangement

of corresponding grammatical elements is less problematic to the translator

50Follows 'which' in Ukrainian.
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because such an arrangement involves entire lines; difficulties arise,
however, if this elaborate parallelism is based upon the least essential
members, the adjective and the adverb. Rhythm and rhyme may some-
times enforce a grammatical inversion in translation; in such instances the
translator usually achieves the required emphasis, or succinct summation,
by antimetabole.

Of the above reviewed elaborate instances of rhetoricism in the
complete translations, only one is totaliy forfeited by Palamarchuk, because
of paraphrase. In the short variants, Palamarchuk tends more toward para-
phrase than does Kostetsky. Of the individual translators Hrabovsky,
Franko, Hordynsky, Karavansky, and Zuyevsky encounter this figure.
Franko attains three instances of four, and is especially adept in the
implementation of this rhetorical figure in his adaptation.®l Hordynsky is
the most successful of five translators in the rendering of parallelism in the
'tired' sonnet LXVI, his only utilization of this figure of his two encountered
instances. Karavansky's paraphrase of the same sonnet does not accommo-
date any parallel arrangements of the original elaborate series. Karavansky
and Zuyevsky, of necessity, alter the figure in their single encounter of the

short variant, as does also Hrabovsky in his paraphrase.

51XCVI, discussed under complete antimetabole,
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Antithesis

Shakespeare utilizes an appreciable amount of antithesis in the
sonnets .52 He includes the conceptual type, which expresses an opposition,
contrast, or contradiction of ideas, and the formal type, which emphasizes an
opposition or contrast by the use of contrasting or antonymous words. Anti-

.
thetical lines usually serve to expound the predominant ideas within the sonnets,
or the representative ideas of the poems in general; whether essential or non-
essential to the theme, their rhetorical value lies in their epigrammatic
effectuation, which is especially felt when the figure enters the couplet to make
the concluding lines tersely cogent and gnomic in sound. The sonneteer makes
much use of a short form of antithesis, but favors the extended variant, which is
compounded o; a series of antithetical lines.

In the short variant, Shakespeare sometimes employs an epithet-

noun combination in his formal contrast, as in the sonnet on Time, LXIII, 4-5:

. when his youthful morn
Hath travell'd on to age's steepy night,

Kostetsky retains the inherent antithesis, although rhythm and rhyme cause

inversion in one of his adjective-noun groupings; a reversal of subject and

object also occurs:

B HiuMHMIT zanafg
Axuie 6 xuimeck #1010 I0HAULKIIT PaHOK,

. . to night fall

If would bend his youthful morn,

92According to Schaar there are 209 cases. Cf. p. 133.
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Palamarchuk condenses the figure into one line by omitting the adjectival set:

Tsaiit panox cTynnTk na miumit nopir,

4 Thy morn steps on the night threshold;
A particular terse summation is attained by a double antithesis in XXVII, 12.
The epithet plays an important role in this, almost entirely monosyllabic,
structuring:
Makes black night beauteous and her old face new,
Palamarchuk retains only one of the phrases and forfeits the antithesis therein by

a change of giredicate) and omission of the epithet:

Bix mel Hiv mperpacuima cras.

From her the night becomes more beautiful.
Kostetsky condenses the line by omitting the epithets; he achieves an effective

syntactic antimetabole:
3uoBJA’ B JuuUi 1 B WopHOTI cKpawua’.

Renews the face and blackness beautifies.
A contrasting correspondence of adverb-verb occﬁrs in sonnet XI, 1. The entire
line is monosyllabic:
As fast as thou shalt wane, so fast thou grows't
Each of the translators achieves an antithesis in a different manner. Palamarchuk,

by the use of a gerund as the headword,obtains a simultaneous contrasting action:

Hpysn B ymep6, T B cuBobi poctent,

Going into wane, thou in a son growest,
Onufriyenko obtains the conceptual antithesis in his verbs, and a formal contrast

in the antimetabolic placement of them:
3ip’sHell NIBHAKO TAK e, AK 1 3pic,

Thou shalt wane as fast as thou hast grown,
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Although Kostetsky changes the verb to a noun contrast, he approaches the original

more closely in that the contrasting adverbial clauses are also taken into account:
K opyaxko B 1wepd, Tak IPYAKO iimews 1 3 apicr

As fast into wane, so fast thou goest also into growth
In sonnet CXXX, 3, as in most instances of Shakespearean short antithesis, there
is only one corresponding grammatical member in the figure:
If snowbe white, why then her breasts are dun;
Of the five translators of this sonnet all retain this figure, except Palamarchuk,

who omits the color contrast; his antithesis is, therefore, only implicit:
He 6inocuiknai naia i1 osammn,

Not snowwhite the ovals of her shoulders,
Kostetsky delineates the antithetical groupings into two linguistic mediums,
Polonized-Ukrainian Baroque, and Modern Ukrainian. This translator's

contrasting shade 'dark' stems from the word 'darkness':

Krmru cpHierr ect Oamuy — B Hel mepca THMAHI,

If snow is white--her breasts-are dark,

In Franko's adaptation each antithetical grouping consists of one troehaic tetra-

meter line. This translator's shade of 'dark' stems from dark-complexioned:

Koan 6innit cuir, To meBHO,
Ilo cmaragsa B Hel TPYAL:

5-6 If snow is white, then it is sure,
That her breasts are dark:

Tarnavsky's color 'gray', in the metaphorical sense, means-'dull’, and reflects

a 'pallid' or 'wan' complexion in opposition to the radiance of snow:
Slk Ginuit — cuir: rpyas B uei cipa yom ne?

If white--the snow: her breasts are gray, why is this?

Zuyevsky's contrast stems from 'earth' or 'ground’, in opposition to 'snow':
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Bewm/icTa IOyAb — He cfir y nopisuaaHi

/f{er/_ earthen breast--not snow in comparison

Onlyone grammatical member enters the triple antithesis of XI, 5-6,

that emphasizes the importance of procreation:

Herein lives wisdom, beauty and increase;
Without this, folly, age and cold decay:

Palamarchuk disregards this figure in his paraphrase, but uses a traductio which

aids in emphasizing the theme:

Ile Mynpocti 3akoH, Axnit cToiTh
OcHOBOY yciX OCHOE HAa3ABINE,

This is the law of wisdom, which remains
The base of all bases forever.

Kostetsky maintains the triple antithesis exactly. The single epithet is not

incorporated into the passage:

B 7rim mynpiers, aimora i mMHOTOTS,
Bes Toro -— IAYyNCTEO, cTAPicTs 1 3aHemaf;

Herein is wisdom, beauty and increase,
Without that--folly, age and decay;

Onufriyenko, rather than a conceptual-formal antithesis, employs syntactical-
formal antithesis very effectively. His opposing amplifications act upon each
other antithetically: one line is amplified in the positive sense by the repetition

‘and', while the other is amplified in the negative sense by a set of negations:

Y usoMy 3mier i myapocerH, ji mpacH,
Hevae 1yt Bl evmepru, yi erpaxirra.

Herein is the content of_[éngl? wisdom, and beauty,
There is not here nor ﬁeithef/ death, nor horror.

Except for Slavinsky and Hrabovsky, each translator of the individual
sonnets encounters this figure and renders it successfully: Hordynsky in sonnets

XLVII and CVH, Tarnavskyin CIV, Slavutych in CLIV, Franko in XXX and
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XXXI, Zuyevsky in LXXXI and CII, and Karavansky in II.53 Besides the
instances already stated, Onufriyenko encounters the figure also in VII, but
does not employ it in this instance. Of these same ten sonnets, Kostetsky
retains the antithesis in six, and Palamarchuk in five.
Particular rhetoricism is achieved through a series of antitheses, as

in LXXV.%4 The antithetical pair in the couplet serve as a succinct summation of

the preceding lines:

3 And for the peace of you I hold such strife,

7-8 Now counting best to be with you alone,

Then better'd that the world may see my pleasure;
9-10 Sometime all full with feasting on your sight,
And by and by clean starved for a look.

13~14 Thus do I pine and surfeit day by day

Or gluttoning on all, or all away.

Kostetsky accommodates this series completely. His concrete images for
'strife' and 'pleasure' are, also, of interest:

3a Mup Bamr HajJaMaB Meuis i Tapy,
To Boaw0 HaoAMHIN 3PITH Bac,

To — B CBiT MOro ABMTHM IIACTA JIUK:
fA poskomyio B 30pax BailnMx Big

I paz~y-pa3 rosomumit 3o0pie TuX,
Orak TOMIIOCH i IMENPIOCH NCHB~Y-ASHB,
Uy B urepTi, I MOPOXKHIT HaBCTIXeHD.

53Karavansky achieves only one of the antithetic pairs in the couplet,
and adds his own in the earlier part of the sonnet (1. 3).

54Series of three are found in CXLIV, CXLVI, CLII, XCIV, and
LXXX. Out of 15 antitheses contained therein Kostetsky achieves 12, and
Palamarchuk 11. Both are least successful in CXLVI, where each attains only
one of the series and most successful in CXLIV and LXXX where all three are

retained.
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3 For your peace I broke swords and shields,

7-8 Now wishing to see you alone,

Then--in the world to reveal happiness' face:

9-10 Iluxuriate in the glances of your eyes

And by-and-by starved for those glances,

13-14 Thus I oppress and lavish myself day by day,
Or to the very brim, or empty completely.

Although Palamarchuk's sonnet is a complete paraphrase it contains,
respectively, two conceptual antitheses and three terse formal ones. His

4
favored 'mow-then' construction helps the translator to underscore the opposing

elements in three instances:

Te ropynii BiE, TO CXONUTHCA BBI CHI,
HanaArauysi BUIIHAAMI CTPAITHIM,
_To nxme uepBiHLi B CXOBHILA TicHI,
To Mis nwsell nageH OPsUKIATII HIMITL
Tax g ;knpy i B merai i » paw,—
Tlo sycTpivi nacTame SHOEB PO3IVEA,
To g — Garad, T0 A — saufap yGormif.

5-6 Now proud is he, then starts in his sleep,
Startled by apparitions horrifying,

7-8 Now pushes coins in treasures tight,

Then amongst people ready to jingle them.

9 Thus Ilive in hell and in paradise ,--

10 After the encounter shall be again separation,
14 Now I--a rich man, then I--a beggar poor.

Some sonnets that deal with moral problems contain very elaborate
series of antitheses. Of particular rhetorical interest in this regard is CXXIX, the
poem on sensual desire and the abomination of it. The concluding antithetical
pair impart an aphoristic quality to the couplet:

5-7 Enjoyed no sooner but despised straight;

Past reason hunted; and no sooner had,

Past reason hated, as a swallowed?aﬁt,

11 A bliss in proof, and proved, a very woe;

12 Before, a joy proposed; behind, a dream.

13-14 All this the world well knows; yet none knows well
To shun the heaven that leads men to this hell.
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Palamarchuk in his deeply rhetorical paraphrastic address to lust employs anti-

theses in conjunction with antimetabole (11. 6, 11):

Brasmorana — i 30ynmnung sigpas,
Ta Hajuui 3HOB i QHOB I'SIHIII CODOIO.

Ta conox Gomiemuit, 6aaniemEa MUTE,
Ceir znac 1me.. 1lc 3na, Sk 0OMIUHYTH
HeGlecunit pait, mo mac g0 Hewaa MINTh.

5-6 Appeased--you are a stimulator at once,

And you lure again and again inebriate with yourself.

11 You are a sweetness painful, blissful moment,

13-14 The world knows this. Does not know, how to avoid
The heavenly paradise, that us to hell rushes.

Kostetsky maintains the elaborate row of antitheses almost completely; the first
half of the series (11. 5-7, 11) undergoes a concretization of images:

Kpiss cmak cBiit e Bece OrMAM 1acTKYy,

ITor3 po3yM rmaHa 7 XJaHA 1032 HUM,

IToB3 posym pozcTaBis’ HEHATIY NacTKY,

B pawo s3auara 1 pizHaHa B CTDAXKAAHHI,

CnouaTtxy — ImacHMiT HaMip, moTiM COH;
Ceir 2Hac Bce ce, Jmmr me 3xac Te 69,
Ax oMuuyTv B an Bemyye Hebo.

5-7 Through its flavor already carries repugnance partial,
Past reason chased and awaited after it,

Past reason sets an insatiable snare,

11 In paradise conceived and realized in torment,

12 At first--a joyous proposition, after--a dream;

13-14 The world knows all this, but does not know that,
How to avoid the into hell leading heaven.

A fairly complex row of antithetic figures enters sonnet LXVI in the
condemnation of social evils. Three are of the oxymoron type, and four are
formal. Three of the formal antitheses (11. 5, 6, 7) are exceptional in that they

are based on antonyms of different grammatical categories;
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And needy nothing trimm'd in jollity,

And gilded honour shamefully misplaced,
And maiden virtue rudely strumpeted,
And right perfection wrongfully disgraced,
And strength by limping sway disabled,
And folly, doctor-like, controlling skill,
12 And captive good attending captain ill:

[==J e <IN Qo> &) R )

Palamarchuk attains four of seven, the three oxymorons and the one direct formal

type:

Bo cxpiss HikUCMAICTH B peoskonli caxa,

I cany neMig gabnpa B Kaligagm,
I 31y — ;100p0 nocrapieHe B CAYRHILL,

I rame XucT B HegoyMa B_DVIL;

2 TFor everywhere nothing in luxury alone,
5 And strength the weakling forges into shackles,
9 And for evil--good is placed in servitude,

12 And perishes the skill in the hand of the fool;

Hordynsky attains the same four as Palamarchuk:

1 oppeHoM o3no0bJieHe CMiTIH,

1 cusy, 110 KYAhIae 3 KOKHHM KDOKOM,

1 gypHoOTYy, W0 YIHTD, Ge3TajaHHa,

I xoGpoty Ha ciyxbi B 3/10r0 NaHa:

3 And with an order _/_I_S_—/- decorated trash,

8 And strength, which limps with every step,
10 And folly, which teaches, adverse,
12 And good in servitude to the evil lord;

Karavansky also attains three conceptual and one formal antithesis. The first of

his oxymorens is a paraphrase:

Je 3amicTe npasa — 3paza i nagir,
I mvuina po3kiml uyenyputs Hikuew,
Je 370 3 mobpa 3pcbuio xpinaxa,
1 ToH B HayKax IJIYICTEQ 3aJae,

3 Where instead of right--betrayal and fraud,
4 And splendrous luxury adorns nothing,
9 Where evil has made a serf of good,

12 And stupidity sets the tone in th_é_sgiences,

Franko, in four lines, achieves five antitheses, two of the oxymoron type,
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and three formal. His latter three lines are paraphrased:

A Kapocme mimo. GIMIITL Y INWIIM CTPOIO,
fIr caasy Mae {i_gecre armia i ofnyna,

A pypeub myapomy Bigmipioe mpasa,

A pobpuil B paliyy fite, a gemap y;upa —

3 And base nothing shines in splendid attire,
5 How infamy and hypocrisy have honor and glory,
10 And the fool, for the wise /one/, measures out laws,

12 And the good /one/ goes into servitude, and the
plebian exploits—-

Kostetsky achieves six of the original seven, the three oxymorons, and three
formal. Two of Kostetsky's formal antitheses are from Shakespeare's
exceptional cases; to obtain these (11. 5, 6) Kostetsky contrasts corresponding
grammatical members. This translator fulfills, also, the final double antitheses

'captive good' and 'captive ill':

I ppamuenHs HIOTY B OMIIHY HIEDTE,
I anoro wecTy, smiinene B rasgndy,

I rpybe cxypBIREHHS AIBOYMX IIHOT,

I moui Big xynsraBixrx BJAJ po3cor,

1 pypicTe JOKTOPOBRHY YoJa,

I Gpaulg-Brarg B CTIH JeprRapilA-3Ja:

3 And the framing of nothingness in splendrous trim,

5 And the gold of honox, contained in shame,

6 And coarse whoring of maidens' virtues,

8 And strengths from the frauds of the limping authorities,
10 And folly, doctored, of the brow,
12 And the captive-Good in the step of the captor-Evil:

The most extensive use of antithesis occurs in the sonnet of contrasts,
XLIII, which is virtually constructed upon the figure. The first three lines of
the leading quatrain contain oxymorons, while the last line is designed on a
complete antimetabole, lexical and antithetical. The second quatrain is the
most dense with rhetorical figures; besides the four antitheses (11. 5, 6, 8),

there is a direct comparison (1. 7), a pun (1. 6), and traductio involving 'shadow'



175

and 'clear'. The third quatrain contains four antitheses, and the couplet--a

complete antimetabole.

When most I wink, then do mine eyes best see,
For all the day they view things unrespected;
But when I sleep, in dreams they look on thee,
And, darkly bright, are bright in dark directed.

Then thou, whose shadow shadows doth make bright,
How would thy shadow's form form happy show
To the clear day with thy much clearer light,
When to unseeing eyes thy shade shines so!
How would, I say, mine eyes be blessed made
By looking on thee in the living day,
When in“dead night thy fair imperfect shade
Through heavy sleep on sightless eyes doth stay!
All days are nights to see till I see thee,
And nights bright days when dreams do show thee me.

In Palamarchuk's first quatrain one of the oxymorons (1. 2) is forfeited due to

the translator's interpretation of 'unrespected;. The second and most elaborate
quatrain is introduced with a paired antithesis which is embraced within a syn-
tactical antimetabole; this is immediately followed with a formal antithesis.

The last line of this quatrain contains an additional antithetical pair of the
oxymoron type. Besides the contradicting figures, two traductio links are
carried over from the first quatrain, 'dark', and 'brightness', and two new ones
are formed on 'shadow' and 'shine'. The third quatrain contains three antitheses,
one less than the original, while the couplet contains a complete antimetabole
formed on a traductio pair:

Sammonteni maitnpame GawaTs Qui,
He smasnmr prix Ha merEmoMy nyTi.
Tebe pei cui aidt 3ip cTpiua oxoie,
Bix — jeyunil Samer B Gancryvwift TEeMHOTI,
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A gr 6u tinp TBOA, 1Mo B TeMHi Tini
Banpae Ogocn, sacaza B aui acui,
Kot HoUAMU B 30T0TIM 11POMITEHIL

Boma guoy Tak cde YBi gui?

« fAxnx 65 Brix Mol 3asmanir oui,
3a JiHs JKIBOTO BIACAIBLL TOIT JNK,
ITo yepr=oi Meni BBMKARCA HOEL
Hpisn Tevui mubn sivkeyTux nosik?

Hexa 1ebe, TO HeHL 70 NOYL CXOFRMIL,
A Briiltiena B com — i HIT AK_JCHL HOTOAMIL

Shut eyes see best,

Without having known joys on the daily path.
Thee in dream my sight encounters eagerly,
It--a dark brightness in bright darkness.

And what if thy shadow, which in the dark shadow
Pours brightness, begins to shine in days clear,

When in the nights in golden ray
It /shadow/ shines so to the eyes in dream ?

What joys my eyes would know,

In the day living having seen that face,
That appeared to me of the dead night
Through the dark panes of closed eyelids ?

Thou art not here, then day to night likened,
But enter'st a dream--and night like day clear.

Kostetsky, also, forfeits one of the oxymorons in the first quatrain (1. 2) because
of interpretation. Instead of the complete antimetabole, Kostetsky emphasizes

his fourth line by a traductio chain on 'see' and 'dark'. The second quatrain, also,
receives much emphasis through traductio pairs involving 'shadow’, 'form’,
'brightness’, and one link, 'dark’', from the preceding quatrain. This trans-

lator's second quatrain loses one of the original antitheses and the comparison,
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and the third quatrain loses one of the oxymorons. The couplet is antimetabolic

as the original:55

SATIJTOIIEH], nmaiixpawe 6awath oui,
BreHp HAAMBUBUIMCE HE3HAYHMX Deden,
Konu x 60 critio, TM — 3’dBa B CHy ypod,
I oui 3psTH, TBMO-3PAYI, B TEMI HOYCHL.
Toiit Tincobpa3 NOBHMTE CBITJIOM TiHi —
Axux »xxe opm Bin dopaworo b Haa2B,
fArux sacdor exe i1 3 cebe gcxiit mHuHi,
Axumo BiH kpisk_nosiky cge, TbMaB?
fx 6yB 6u 3ip, Kaxy, 61ATOCIOBEHHMI,
Tebc 30pUBLIM 3a KUBOrO JHA,
1lTo B MEpTBY HiY, By Ile HeCOBEPIICHHMI,
Cxpalsacil TIHHIO BiY BaX<Ke CTIAHHA?
Bech peHb MOB HiY, Tefe az NOKM B3PI,
I miu MOB JeHp, SK 3'ABMIII COHHY MPIiO.

Shut, eyes see best,
In the day having viewed enough insignificant things,
For when I sleep, thou--a vision in dreams triumphant,
And the eyes see, darkness-seeing, in the dark of nights.
Thy shadow-image fills with light the shadows--
What forms it would accord by form, _ _
What brightnesses already _/_accord§_7of itself /shadow-image/
_ to a bright_day,
When it _é shadow—imagé—/ shines, through the eyelids of
— darknesses ?

If the sight were, I say, blessed,
Thee baving seen in the living day,
That in dead night, the view still unfulfilled,
Thou adornest with shadow the heavy sleep of eyes ?
All day like night, until thee I see, _
And night like day, when thou showest /my/
envise?ged dream.

Thus, the rendering of this most common figure in Shakespeare
is not problematic to the translator, unless the figure in its formal contrast

includes a combination of grammatical members, or if an antithetical line is

59poth Kostetsky and Palamarchuk change the metaphors of the
couplet into similes and de-personify 'dream’.
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composed of monosyllables. This is not too common, however, and such lines
in translation may sometimes inherit the antithesis in content, if not in form,

or undergo antimetabole, or other rhetorical device. In regard to the short
antithesis, all the translators, with the exception of Palamarchuk, render the
figure very eonscientiously. Palamarchuk usually disregards this variant in his
paraphrased lines. As concerns the extended type, of the individual translations,
only Franko, Karavansky, and Hordynsky encounter the figure, and each accom-~
modate it quite successfully. Both translators of the complete works are
especially observant of the extended series, Palamarchuk, even in his para-
phrases. Both translators, moreover, are equally faithful to the antithetical
figures appearing in many of the couplets and thereby impart the original

epigrammatism to these particular concluding lines .56

Antanaclasis

Antanaclasis, or word play, where a repeated word shifts from one
meaning to another is a rhetorical figure of ambiguity which is quite common in
the sonnets. The translator's task of restoring this figure is a most difficult
one, particularly as regards translating into Slavonic languages, in which the

word stems and the methods of word construction differ appreciably from those

56Approximately 40 per cent of the couplets contain antithesis, both
Kostetsky and Palamarchuk retain about two-thirds of these.
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in English.57

One of the less conspicuous forms of Shakespeare's antanaclasis
involves the repetition of the word 'for', an extremely flexible word in the
English language; it is used as a conjunctive as well as a preposition, and, in
the latter role, serves in a number of functions. The Ukrainian language, on the
other hand, employs different words for these differing functions. The most
common Shakespearean play on 'for' is the alternation between the preposition

58

and the conjunctive;® an alternation that is impossible to reproduce in Ukrainian:

For truth proves thievish for a prize so dear.
(XLvai, 14)

Another incidental and therefore relatively inconspicuous word play
occurs throughout sonnet LXXXIX. Antanaclasis is contained in the repetition
of ‘will', five times as an auxiliary to the verb, and once as a noun. This, too,
cannot be reproduced in Ukrainian inasmuch as two different words represent

these meanings.

571n his study on word play in Shakespeare's dramas, D.M. Vavrynyuk
compares German and several Slavonic translations (Russian, Polish,
Ukrainian) and concludes that the translation into the Slavonic languages is the
most difficult. Cf. "Trudnoshchi peredachi Shekspirovoyi hry sliv
slovyans'kymy movamy, " Inozemna filolohiya. Vil'yam Shekspir, No. 1 (1964),
pp. 48-53.

58T he word 'for' appears more than once in 48 sonnets. The most
outstanding of these are X, 1-5, XXXVIII, 3-7, LXII, 3-7, and XCII, 1-4.
Cf. Stephen Booth, Essay on Shakespeare's Sonnets (New Haven and London:
Yale University Press, 1969), pp. 94=~95.
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In sonnet CXLIII Shakespeare introduces an antianaclasis into his

couplet by the verb and proper noun 'Will":

So will I pray that thou mayst have thy 'Will',
If thou turn back and my loud crying still.

Here, the translators attack the word play, but in a different manner from
Shakespeare's; rather than a play on the word, the translators create a play
on the stem of the word. >3 Kost;tsky’s couplet is highly complex in its stem
antanaclasis. The translator incorporates the name 'Will' into the Ukrainian
language and blends it with three additional words unrelated to each other,

but embracing the same stem:

Mounro, xait Syme tBocBisibmMm «Bimnb»,
Moe Bramyii BoianHA B $ac JO3BLIb,

I pray, let it be thy willing "Will",
Still my crying out in time of leisure.

This possibility lies within the nature of the Ukrainian language, specifically
in the alternation of the vowels 'i' and 'o'. This vowel alternation enables the
Ukrainian translator to incorporate the name Vill' (Will) into a stem antana-
clasis which incorporates words with the syllable -vil- and also -vol-. As

in the above couplet, Kostetsky blends the name Vill' with two words which
contain that syllable: tvoyeyil'nym, dozvil'and with one word which contains

the alternate syllable: volannya.

59Henceforth, stem antanaclasis is a repeated stem which shifts from
one meaning to another.
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Palamarchuk does not admit the name '"Will' into this couplet, but
combines three unrelated words which possess the same stem and achieves

the stem play:

Xait Bo:1sT BBOINTHCA TBOSI,— B —

Let thy will be fulfilled--I beseech, -~

These relatively simple variants of antanaclasis are only a prelude
to Shakespeare's extremely audacious, perhaps even ostenfatious, use of the

figure in the 'Will' sonnets, which, Palamarchuk states, are the most difficult to

translate 80 1 sonnet CXXXV the author plays on the word 'will' which appears

fourteen times: seven times as a proper noun, six times as an abstract noun,
and once as a verb in the form of stem antanaclasis 'wilt'. Besides this word
play the couplet contains repetitions of 'no' and 'one':

Whoever hath her wish, thou hast thy 'Will',

And 'Will' to boot, and 'Will' in overph?s—;_

More than enough am I that vex thee still,

To thy sweet will making addition thus.

Wilt thou, whoselvjlis large and spacious,

Not once vouchsafe to hide my will in thine ?

Shall will in others seem right gracious,

And in my will no fair acceptance shine?

The sea, all water, yet receives rain still,

And in abundance addeth to his store;

So thou, being rich in 'Will', add to thy 'Will'

One will of mine, to 1na¥e—3-thy large 'Will" more.
Let no unkind, no fair beseechers kill;
Think all but one, and me in that one 'Will'.

Kostetsky's translation is extremely involved in figures of ambiguity. The

main figure is stem antanaclasis, which, with the aid of true traductio,

60¢f. his footnote, p. 189.
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embraces nineteen stem repetitions: five in the proper noun, nine in the abstract
noun (a few, though cognates, are unrelated), four verbs, and one adjective.
Kostetsky adds to this sonnet two other Shakespearean figures of ambiguity:
syllepsis, where an unrepeated word has two meanings, and a f»aronomasia,

where repeated words are approximate in sound:61

KOTPIVIChH — nosiana, a 1061 — mo Binas,

I «Binnp» — JO#ATKOM Hall ZOCTATKOM BOJIb;

Ce x s 60, XTO B CJaxzy TBOIO JIO3BiJiA

Baina' sig cebe Kinmbka NIPUKPUX L0JIE.

Y T 2K, YMi BOJIHHA HENOeMHI,

He 3B0J3101 BOJIIO BEOJIITA MOIO?

Yu copasBhi BOJI B iHIIMX Tag Hp4eMHi,

A x — pobposinaa — cBiTia He Aaw?

CniB3HauHe Mope BOZHOMY BZLOBIJIIO,

A Bce x Gepe i1 3 JI01IiB OO IIEPTH XBWJb;

Tak, NOBHOBINBHA, T TH TBOeMy Biazmio

Jait 36imemmTic Tebe 1te X0y Ha-«Bisnnb».
He My mi 3/mix, Bi qobSpux y cBasiam;
Bogxiit & oguiM npueinai Beix — mpy Bimui,

For someone-—-contentment, but for thee--to Will,
And "Will" in addition to the abundance of wills;
For it is I, who in the sweet of thy leisure
Imparts from the self a few troublesome lots.
¢ (understood,
- _ (unsatiated
/wilt/ not be willing to fulfill my will ?
Is it really the wills in others are so pleasant,
I-~goodwill--do not give light ?
The sea is synonymous to water's abundance,
And even so takes from the rains to the brim of waves;
Thus full-of-will art thou, too, to thy Will
Let /fe7 increase thee, still at least with "Will".
Do not torment neither the evil, nor the good in

But thou, whose wills are no

wantonness;
(Will into one abundance all Qn the presence of
(Prefer ———  (including Will.

61The definitions for the figures of ambiguity are from Sister Miriam
Joseph, Shakespeare's Use of the Arts of Language (New York: Hafner Publishing
Company, 1966), pp. 165-166. ’
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A reconstruction of the quatrains according to devices facilitates the
description of Kostetsky's use of the figures of ambiguity. The leading

quatrain may be summarized as follows:

1 dovillya do Villya
2 "vill™ (do(d)atkom nad do(st)atkom) vol’
3 do(z)villya
4 vVdiLya kIL 'ka doL.'.

In the first line Kostetsky creates a word antanaclasis in using three words--
the two-word combination is homonymous with the single word. In the second
line, the major figure is the stem antanaclasis formed from the English proper
noun and from the Ukrainian abstract noun 'will'. The secondary figure is the
intervening paronomasia, and the paronomasia type rhyme (11. 1, 3). The
fourth line is in parallel construction to the second in that another stem
antanaclasis is formed and placed in a symmetrical arrangement with the
second. An assonantial link separates and unites this stem antanaclasis.

The second quatrain is dense in stem -antanaclasis constructed upon
a traductio involving the abstract noun 'will'. There is a striking rebound and
anaphora on 'chy', and an assonantial blending throughout the passage 62 In
addition, the first line contains a syllepsis in the final word, while the last

line contains an aural syllepsis;®3 in the removal of the dashes, the line

would mean 'And I do not give the light of good will ?'

6?'I‘he stem antanaclasis is underlined and the assonance capitalized.

63t a poetry reading, for example.
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5 CHY tYzh CHYyi volINNya NEpoyemNI,

6 NE zvolysh volyu vvolyty moyu

7 CHY spravdi voli v INshykh tak pryyemNI,
8 ya zh -- dobroVillya ~- sVItla NE dayu?

The third quatrain introduces still more devices for word play.
There are four words which are of the main antanaclasis link, the first two
are unrelated, and the last two are a traductio pair involving the proper noun.
An audio syllepsis is obtained in'the first line: 'vodnomu' (to water's) may
sound like 'v odnomu' (in one). The rebound of the second line is striking,

since in itself it means 'rain' and thereby supports the substantial aspect of

the line:
9 VODnomu /57 ODnomE7 VDOvillyu
10 DOSHCHiv . DO SHCHerty
11 povnovil'na villyu
12 ”Yi]‘]_""‘

Kostetsky intensifies the stem antanaclasis in the couplet; the four words of

the chain are unrelated, in the last pair, three words combine to produce, also,
a word antanaclasis. Moreover, the final line contains two true syllepses--in
the first, and the last words. It, also, contains an audio syllepsis in that

'v odnim pryvilli' (in one abundance) sounds like 'v vodnim pryvilli' (in water's
abundance); this syllepsis has an inverse relationship to the one appearing in the
former quatrain. The row of negatives and the epiphora in the first line add to
the homophonical emphasis of the couplet:

13 ne much ni zIYKH, ni dobrYKh u svavilli;
14 voliy v odnim /vodnim/ pryvilli vsikh--pry villi.
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Thus, Kostetsky, in incorporating the name 'Will' into the Ukrainian language,
constructs an antanaclastic stem chain of nineteen words using this name, the
Ukrainian abstract noun 'will', and a few of its cognates. The main group of
this chain originates from the traductio of the Ukrainian abstract noun. In
addition to this main stream, Kostetsky achieves a few other vital under-
currents: a secondary, short stem antanaclasis, two cases of triple-word
antanaclasis, two cases of paronomasia, three cases of true syllepsis, three
cases of audio syllepsis, two striking rebounds, and an excellent homophonical
blending th'roughout which can be attributed largely to the o-i vowel alternation
of the stem antanaclasis.

Palamarchuk's translation is also complex in figures of ambiguity.
A stem antanaclasis, with more true traductio than in Kostetsky, adds up to
twenty repetitions: seven in the proper noun, seven in the abstract noun, four
in the verb, and two adjectives. This translator, also, employs syllepsis and

paronomasia:

Amxes, pomnTE soni Bei Mo Binumi-—
To sx Binas mMaTu cepnesi me rpix.
Hexali site niqno Gyne Tinuke Binas B @iv
Jonagelo o Beix BoainL TBOIX.

Ywm tu, Tuix ponins GesymesxEa cria,
He ppomum pexi — xait pogas Bimnn?
u, Mose, IHDINM COPIA TH BRIANIA
I pinvEO Binst BoTHCEYTH BigTins?

Beauessme Mope 70 ¢BOTO upnninns
IIpmiisa it gomii B conome 08O XBRIIE.
To m Gyns i & npaxwnunima go Bimsn

1 nnacay pomo ynennw Ba «Bimins.

He Bigmornait Meni i cepmen carinant
Binuait yei erol noaimaa Bimmen!
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Indeed, to gv-ﬁ_i_llflill a will we are all at will --

Therefore, to have Will is not a heart's sin.
Let forever be only Will in it
In addition to all your wills.

Would you, whose unbounded strength of wills,
Not fulfill the will--let Will beseech ?

Or perhaps to others you have divided your heart
And willingly push out Will from there?

The boundless sea into its abundance

Receives also rain into the salty bosom of the waves.,
Then be you, too, kinder to Will

And your own will exalt on "Will".

Do not deny me and with courageous heart
(Unite

(Crown 21 your wills with Will.

A quatrain-by-quatrain analysis, illustrates Palamarchuk's merits in the use of
the rhetorical figures of ambiguity:

1 avZHEZH volyty voli vsi my vil'ni, -~

2 to ZH villya maty sercevi NE hrlKH.

3 NEKHay ZHE Vlchno buDe tIL'ky vill' V nim.
4 DODacheyu DO VsiKH volin' tVOY1KH.

Besides the six words which belong to the apparent traductio chain, or stem
antanaclasis, Palamarchuk forms two additional, genuine pairs: 'vsi-vsikh'
(all-to all), and 'dodacheyu-do' (in addition-to). There is a syllepsis involving
the first word of the antanaclastic chain. The emphatic particle is repeated
thrice anaphorically. The rhyme (11. 1-3) is of the paronomasia type.
Alliteration and assonance are blended into the main stream, as well as the

epiphora 'IKH', which flows also into the next quatrain:
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5 CHY tY, CHYyikh voLIN' bezmEZHNa syla,
6 Ne vvolYSH voLI--khay volaye VILL'?
7 CHY moZHE, INSHYm sertsya ty VDILyLa
8 I VIL'No VILLya VyTysNuT' VIDTIL'?

In addition to the seven words of the antanaclastic stem chain, there is an
anaphora and rebound in 'CHY'. Assonance and alliteration continue to provide
homophonical emphasis. The word 'bezmezhna' (unbounded) (1. 5) serves as a
secondary bond with the next quatrain due to the traductio built upon it:
9 bezMezhNE More DO SVOhO PRYvillya
10 PRYyma y DOshchi V SOLONE LONO KHVYL'

11 to zh bud'i ty PRYKHYL'NIsha DO Villya
12 i VLasNu VOLyu uVeLych Na |\ ViL.L'".

A play on sound, in addition to the play on stems,is characteristic of this
quatrain. Palamarchuk creates a triple rebound with 'PRY’', and also with
'DO'. Assonantial units approaching paronomasia are found in 'khvyl'-
'pry_l_&__hll’nisha', and 'solone-lono'. The new alliterative 'M', further, combines
with the 'N' unit in the couplet:

13 NE VIDMovLYAY MENI I SertsEM SMILyM
14 VINchAY uSI SVOYI VOLINNya VILLEM!

The couplet continues the stem play on two words, and a syllepsis occurs in the
first word of the latter line. The play on sounds is an accomplished blending of
the two nasals which give the couplet a humming quality; the epiphoric 'AY'
resounds in an echo.

To Palamarchuk's figures of ambiguity, then, belongs the stem
antanaclasis of twenty words, two syllepses, and three paronomasia. Inter-
twined with these are three pairs of traductio, two triple rebounds, two

epiphorg, and a variety of other alliterations and assonances, all of which enter
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the translator's exquisite play on sounds.

Zuyevsky's sonnet is very different from the other two. In puristic
fashion this translator does not incorporate the English name into his sonnet,
but builds, rather,a comparatively conservative traductio chain of five items
on the abstract noun. A sixth interlocking link is formed on a verb that is

similar in stem but unrelated in meaning.. Zuyevsky's density in sounds is

€
especially notable in the first and third quatrains. The most striking elements

in this respect are the four repetitions of the word 'DO' (to) and its fivefold
assonantial counterpart. The 'ACH' assonance (1. 9), as though an onrush of

waves, establishes well a nexus of sound and meaning:

X10 6 Boal He naexas, TU Maew TedxC,
Moe is’s wodenv, 00 Habpudarnus.
Ta xail § 8 HadAipi — 8 npazny s8ce a¢
Hodarxor craru Q0 T8020 OAHCUHHA.
A Tu, 8 xiM 804N GinbWO0 3pOCAQ,
He dauuut 8 ®ilh npuryaxy oas xoei?
Yu nepesazu inwux Ges uwucaa
Tenep 3seaucst Ha Gopo3i 8 Hei?
Henave mope neznaunuil pywail
‘IIpulinae 8 cebe, do cso0 po3zdoaaqd,
Tax Tu 00 BAGCHUX 80.4b #0710 Codail,
I supocre 8 106 we biavula 8o,
Baazarw, ne sbusail smoix nadid
PaditTu nawus 8oass ax o0niw!

Whoever would not nurture will, thou also hast

My name, daily, to repugnancy.

But be it even in excess--1 yearn anyway

To become addition to thy wishes.

And thou in whom will has increased,

Dost not see in it a haven for mine?

Have the assets of countless others

Now arisen in its path?

As though a sea, an insignificant brook

Receives within itself, to its allotment,

So thee to thine own wills add mine,

And within thee shall grow an even larger will.
I beseech, do not kill my hopes T
5‘01;7 our wills to rejoice as one!
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Sonnet CXXXVI is even more audacious in word play. Besides the
sevenfold antanaclasis on 'Will', thrice a proper noun, thrice an abstract

noun, and once a verb, there are a number of other repetitions: 'thy soul’,

1

'thy', 'that I', 'fulfil', 'one', 'number', 'nothing', 'thee', 'me’', 'hold’,

'my name', and 'love'. The first two quatrains are linked with the play on
"fulfil-fulfil-fill-full', the second and third quatrains are linked with 'number-
one-nothing', while the couplet emphasizes 'my name', and 'love's

If thy soul check thee that I come so near,

Swear to thy blind soul that I was thy 'Will, '

And will, thy soul knows, is admitted there;

Thus far for love my love-suit, sweet, fulfil.

'"Will' will fulfil the treasure of thy love,

Ay, fill it full with wills, and my _El_lgie_

In things of great receipt with ease we prove

Among a number one is reckon'd none:

Then in the number let me pass untold,

Though in thy store's account I one must be;

For nothing hold me, so it please thee hold

That nothing me, a something sweet to thee:
Make but my name thy love, and love love that still,
And then thou lovest me, s, for my name is 'Will.'

In this translation Kostetsky creates his main stem antanaclasis on fourteen
items in a manner similar to his former sonnet. As the original, Kostetsky's
first two quatrains are tightly bound by the repetition of 'will', while the third
and fourth are tightly knit by new repetitions. Here, Kostetsky acquires three
units of traductio involving 'number', 'nothing', and 'one', a word antanaclasis
is attained by combining three words 'nishcho ta' and 'nishchota', and the
original internal rhyme 'one-none' (1. 8) is attained in 'nishchyts'-odynyts''.
Besides three links of the stem antanaclasis chain, the couplet contains a

traductio pair:
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AKX 30nuzbka s Aywii TEoIl He B CMax,
Yit nprearnw, coiniit, wo a — TBik Bins,
1 B3nmae — «Binnawp» ce BinwHit BOKI 3HaK:
JI1000BHMX BOJIIO BBOJIMTH 3YCHUJIb.
«Binme» 3af0Blyb 3BOJIB TBOIM HyTTSM,
Tax, 6yhn ce BONA 3 BOJb TBOIX CKapOHMLS,;
Te mgino BeamuxonpubyTHe, TanM
B uyeni HInmUE paxyHKK OLJHMIIL:
Toxk Xaii B uneJl 4MCAeHHUX A HidiM —
Xou B cymi AK OFyHKa — IIepeiiny;
Mait 3a miuo, Ta Syan HIIIOTA TIM,
Ifo xou y yomych facThb TobOL coazkay:
3mobu iM'a auni, eosio Mixk 6e3Binsb,
I TuM MeHe IOJIOOMIN: 3ByCHA X — Biaib.

If /when/ near, I am not to thy soul's taste,

Swear to it, /the/ blind /one/ that I--thy Will,

And /_t7 will know——nW111” is a sign to free will :

To fulfil the will of love's efforts.

"Will" to satisfaction fulfilled thy feelings,

Ay, be this the will of the wills of your treasures;

Where a deed /is/ highly profitable there

In the number of nothings account of ones:

So let /it be/ in the number of numbers I 5n_1_7 nothing--

At least in the sum as one--I will pass;

Consider as nothing and be /it/ nothing by that,

That at least in something will give thee sweet:
Come to love my name only, will amongst lacks of will,
And thus thou wilt love me: Iam called--Will.

Palamarchuk's stem antanaclasis involves nine items. Although this trans-
lation seems to be simpler in word play than his former one, the chain is very
complex in its construction: (a) the largest group of five items on the name
'Will' is placed antimetabolically, (b) the second group is a traductio on
'liberty' (voleyu-volyu), (c) this second group is also sylleptical inasmuch as
the meaning could be 'will', (d) the third group is a traductio on 'will'
(volinnyam-volin'), (e) both (b) and (c) are a further syllepsis since they appear

also as proper nouns synonymous to 'Will' (1. 3), and (f) the word 'volin' (1. 6)
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is again sylleptical in that it could mean 'will' or 'preferences'. Three minor
bonds exist in addition to this major one; they unite, respectively, the latter
two quatrains and : the lines of the couplet. For Shakespeare's repetitiveness in
the third quatrain, Palamarchuk substitutes a density of sound: three rebounding

jingles of the paronomasia type (1. 10), as well as alliteration and assonance:

fIx BopmaBes A gymi Tno'ié'x HeMILTHM,
Sanprcsaren Hevyaiil i cainii,

Mo 3Bych 1 Bonew, Bominesmy, Bimaew,
To i a0 sammmaTics npn Hill

JlOnmOBENBIIT TBOrO YYTTH cKRapHOiIio,
B wmcaui Boxinpb Tooix xait §yze it Bixas.
He pasxnTs Tam miYOro offunuinsg,

Ile MEOMecTRO 3ifimnoca sBigycins.

Xaft 6yno b seaemogaiy Tyl ToMY
Binnp, MoB Kyriap cepel TOKIBLIX 3iab,
AGa B o9ax muwens i B cepmi TRoMY
IMocs Baus Tolt Manonprmitamnit Bimas.

JIrbm e nosmio — it mepex cniToyM mimmm
Merge moburumerd, 6o 38ych g Biamest.

If I appear unpleasant fo thy soul, _
Swear to the insensitive and blind /ong_/ ,

That I am called (liberty Wwill, 'will',

(willingness,

And thus I have fo remain in it.

In having filled thy treasure of feelings,

(wills let there also be Will',
(preferences

One bears no weight there,
‘Where a mulitude has gathered from everywhere.

In the number of thy

Let, in that populous crowd

Will be as though a flora-bell amongst useful herbs,
So that in thy eyes at least and thy heart

Bore some weight your unnoticeable Will.

(will
(liberty
You will love me, for I am called 'W_il_l_'.

Love only , and before the whole world
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Thus Kostetsky and Palamarchuk achieve in the 'Will' sonnets a word

and sound play par excellence. Their success stems from the nature of the

receptor language: in the unique system of vowel alternations, which welcomes
the English proper noun into its base, and in the inflectional system, which
permits the construction of numerous traductio links with relative ease. Their
success stems, too, from their individual resourcefulness and ingenuity,
particularly in the attainment of a diversified stem antanaclasis inasmuch as the
antanaclasis of the source language is unattainable in the receptor language,
and, as regards Kostetsky, the compounded word antanaclasis through the
combining of three words that sound like the repetitions of two. It is question-
able, however, whether the translators truly render Shakespeare's style in
these sonnets, for they employ word play more excessively than does the author
and incorporate into their two quatorzains other figures of ambiguity--syllepsis
and paronomasia--that are not found in the original poems. The result is an
even greater audacity and ostentatiousness of repetitiveness than in
Shakespeare. In Kostetsky's sonnet CXXXV, especially, the content is drowned
in the maze of repetitions. Palamarchuk, in comparison, employs his figures
with a relative simplicity and naturalness.

Zuyevsky's sprinkling of traductio and the touch of stem antanaclasis
in sonnet CXXXV, is quite sufficient for word play; these do not drown

the content, and serve very efficiently to underscore 'will', the main
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theme of the sonnet. This translator's loss of half the Shakespearean
repetitions results simply in the puristic nonadmission of the English proper
noun into the Ukrainian language.

The relatively inconspicuous play on 'will' in the couplet of sonnet
CXLIII is excellent in both Kostetsky's and Palamarchuk's stem antanaclasis,
but again, the former uses the figure to excess. The less noticeable forms of
Shakespeare's antanaclasis, as the rather common employment of 'for’, is

unattainable in Ukrainian and, hence, must be disregarded in translation.
Homophony

To the foregoing gamut of repetitive word and stem structure belong
also repetitive sound patterns which, in stri'king a harmonious chord, render
rhetorical effects to the sonnets. Shakespeare achieves this homophonical
emphasis primarily by the use of the rebound, assonance, and alliteration.
The rebound, an extended form of assonance in which a syllable is repeated, is
employed to attract attention to important concepts, and to bind certain words,
as 'strange-strangle' (LXXXIX, 8), 'chance-changing' (XVII, 8), or 'captive-
captain’ (LXVI, 12). This figure sometimes even has a punning quality, as in
the latter example.

The function of Shakespeare's assonance is comparable to that of the
rebound. In addition to rhetorical accentuation, the repetition of identical

vowels may serve to bind certain words together as in 'beauteous roof to
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ruinate' (X, 7), or to bind an entire sonnet, as the major i - e units through~
out XL.II, as exemplified in the couple(::64

all days are nlghts to sEE till I sEE thEE,
and nIghts bright days when drEAms do show thEE'‘mE.

This example indicates that Shakespeare's assonance may intermingle or
alternate with alliteration. The major assonantial units of the couplet are
interspersed with minor alliterative units. They are also separated and
regulated by intervening vowels which, in the important role of modulators,
aid in attaining the exquisite harmony of these lines.

But most extensive, and most diversified in function, as well as in
the method of utilization, is the repetition of consonants. Alliteration may
connect important words within a line, as in the following case where it joins
with assonance to perform its role:

Beggar'D of BLOOD to BLUsh through LiVeLy Veins ?
(LXVII, 10)

Alliteration may help to underscore certain words within a line; as the primary
unit in:

the Mortal Moon hath her eclipse endured
(CVl, 5)

It may serve to correlate sound and meaning, as the puisating 'w' pattern

(IX, 1-11) which with its onomatopaeic quality correlates to the theme of the

It would be preferable to transliterate the homophonical illustrations
from Shakespeare, but, because we can not know the exact pronunciation of
Shakespeare's vowels, this discussion rests on their approximations, and there-
fore, transliteration is hardly feasib}e.
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wailing of a widow. Shakespeare strikes a chord with especial forte between
the first two quatrains and thus binds them tightly; a secondary 'l' unit moves
the lines fluidly:

4 the WorLd WiLL WaiL thee, Like a makelL.ess Wife;
5 the WorLd WILL be thy WidoW, and stiLL. Weep

There is an onomatopaeic pulsating ticking produced by three alliterative
units in the onset of sonnet XII:
.

when I do CounT THE CloCK THaT Tells THE Time.
These illustrations, respectively, reveal that Shakespeare may utilize
alliteration to link line halves, or use it in one line half only, or bind alliterated
line groups and quatrains, or employ different consonantal patterns in two line-
halves. The sonnets are, therefore, compoged with a constant unity and division
of sound by which Shakespeare achieves his rhetorical emphasis and melody, a
bharmony between theme and sound. 69

In the translations of the sonnets into Ukrainian, Shakespeare's homo-
phonical principles can be readily applied. There is a considerable difference,
however, in the melodic base of the English and Ukrainian sonnets. This
difference is in alliteration and assonance: whereas English poetry depends
more on the repetition of consonants than it does on vowels, Ukrainian poetry
depends primarily on assonance which is combined with alliteration to form

homophonical units. These peculiarities in the melodic bases of the two

65The basic sources for phonetic structure are Booth, An Essay on
Shakespeare's Sonnets, pp. 66-79, and Ulrich K. Goldsmith, ""Words out of a
Hat? Alliteration and Assonance in Shakespeare's Sonnets,'' Journal of
English and Germanic Philology, XLIX, 1950, pp. 33-48. _-
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languages lie in their differing vocalism. The English vowel system contains
nine simple vowels which undergo various changes in differing positions,
while the Ukrainian vowel system contains six simple vowels which retain
their basic and distinct tonal or acoustic identity in all positions.

In view of the multiplicity of Shakespeare's phonetic organizations as
well as the diversity of functions and the effects therein, and in view of the
differing phonetic structures of the source and receptor languages, it is
feasible to observe the homophonical characteristics of each translator in turn
and compare his mastery of the musical potentialities of the Ukrainian language
to Shakespeare's mastery of the musical potentialities in his language. Thus,
in this survey the Ukrainian translations precede Shakespeare's passages and
appear in a transliterated form. They are followed by the literal translations.

Among Shakespeare's translators, Palamarchuk is a master of melody
and sound effects. This translator's sonnets contain a skillful homophonical
blending of the various repetitive patterns of the original. They are character-
ized by three main features. Firstly, they are distinguished by their harmony
of sound, which is attained by a well-balanced unity and division of repetitive
sound patterns and by a meticulous vowel modulation. This harmony results
in their exquisite melodiousness and sustains the poetry in a constant state of
flux. Secondly, Palamarchuk's sonnets are distinguished by a subtle harmony
between sound and meaning; from this they gain their rhetorical impact. Thirdly,
notwithstanding the intricacies involved in their harmonious patterning,
Palamarchuk's sonnets are in a simple, direct, and natural manner of

expression,
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A most intricate homophonical blending is exemplified in these seem-
ingly simple lines. Intermingled here are two antimetabolic and one parallel
traductio pairs; the rebound of the second line replaces Shakespeare's anti-
metabole; vowel modulation separates and unites the sound patterns for the pur-
pose of harmony; whereas an alliterative n-link serves primarily to bind the lines
tightly together. This complexity of homophonical figures befits the situation

LY

described;;e’6

turbOty dNya--1I pO NOchakh zI mNOyu
I NICH I dEN' pryhNICHuyut' mENE

The troubles of the day--and in the nights with me
And night and day oppress me.

When day's oppression is not eased by night
But day by night, and night by day, oppress'd?
(XXVIII, 3-4)

In the following lines, truth and beauty are brought to the fore by two dividing re-
bounds, and united with a binding assonance. The first major rebound takes the
place of the original traductio of the same line, while the latter major rebound is
in place of the original traductio in a subsequent line. The minor rebound

replaces Shakespeare's word repetition:

V oPRAVi PRAVdy y chySTOty YASnoyi
dlya nAS KRASA pryVAbnishA STOKRALt.

1-2 In the frame of truth and purity bright
For us beauty is a hundredfold afttractive.

665ince the original translated excerpts are not included here, the
punctuation marks remain intact in the transliterated passages for the purpose
of contextual coherency. Any apostrophe appearing in the translation is removed
so as not to confuse the mark with the apostrophic transliteration of the "soft
sign"',
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1-4 How much more beauty beauteous seem
By that sweet ornament which truth doth give!
The rose looks fair, but fairer we it deem
For that sweet odour which doth in it live.

(LIV)

This quatrain is linked together by a major assonance. The second line contains
a rebound which embodies also Shakespeare's pun as well as the prime assonance.
The final line flows toward the conclusion of the couplet with a different
assonantial unit, which is, nevertheless, bound to this quatrain by rhyme:
VYnuVachem yaVYVshysya na sud,
zaSTUPnykom ya raptom VYSTUPaYU.

nenavVYst' i lYUbov moya--tviy blud
VYpravduYUt' iz muzhnistYU odcha¥YU.

As a defendent having appeared at the trial,
In defence I suddenly step forth.

My hatred and love--thy fault

Justify with the masculinity of despair.

For to thy sensual fault I bring in sense—-
Thy adverse party is thy advocate--

And 'gainst myself a lawful plea commence:
Such civil war is in my love and hate,

(XXXV, q. 3)
Two major assonantial units make an appropriate division in this couplet. The
most significant part of the statement receives unity and emphasis by a homo-

phonical blending of a rebound, traductio, and assonance:

POKIYAvsYA b YA, shcho vRODa zRODu chORNa,
a shcho NE chORNE, te POvik POtvORNE.

I would swear, that beauty from birth is black,
And what is not black, that is always monstrous.

THen Will I sWear Beauty herseLf is Blaek,
and ALL THey fOUL THat THY compLlexion Lack.
(CXXXII)



199
In this couplet, too, the structure of sound patterns supports the contextual
division. The final alliterative 'm' serves, also, to link words separated by a
grammatical comma:

METavs' MYTets' i Malyuvav, shcho Mih,
lySHe do sertsya ne znaySHov dorih.

The artist darted about and painted what he could,
But to the heart he did not find paths.

Yet eyes this cunning want to grace their art,
They draw but what they see, know not the heart.
(XXIV, 13-14)

In another couplet, Palamarchuk achieves his primary binding through an
epiphorically formed rebound contained within the pronouns. The anti-
metabolic alliterative units 'ya' and 't' serve to underscore the thematic
division and unity of the two parts 'I' and 'thou'. A most unique pattern reveals
itself in that the assonance 'ya' means 'I', and 'ty' means 'thou', thus the anti-
metabolic arrangement of the pronominal-phonetic elements achieves the

described unity and division of one single whole:

1 YA, TvoYA vidTorhnuTa chasTYna,
khvalyu TEbe, moYA lyubov yedyna.

And 1, thy severed part,
Praise thee, my love.

And that thou teachest how to make one twain,
By praising him here who doth hence remain!
(XXXIX)
The same unique support of contextual unity and division are apparent by the

antimetabolic alliteration in the following line; the mid-word serves as a con-

sonantial link between the two parts:
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yoHo SnaHa STaye Tvoyeyu Tezh.
His strength becomes thine also.

THou mayst call THine when THou from youTH convertest.
(XTI, 4

Palamarchuk's repetitive sound patterns aid in producing desirable
effects. These lines, concerning a stately petition, attain the appropriate
strength and grandeur from the alliterated 'p'. The final seven-syllable word
is not characteristic of this translator, yet, in this legalistic content it is aptly
used; the word contains no consonantal clusters to impede the reading, on the
contrary, the assonantial units result in a smooth and rapid flow:

mlIY ZIr 1Z SerTSem PIdPySav PaPIr
na PODannya vZayeMODOPOMOhy.

My eye and my heart signed a paper
In petition for mutual-assistance.

Betwixt mine eye and heart a league is took,
And each doth good turns now unto the other;
(XLVII, 1-2)

Another instance to which p's impart pride, as in Shakespeare's '"Proud-Pied

P

aPril' (XCVII, 2), for example, is the tsar image of the following couplet,
wherein a meaningful unity and division of seund, also, eceurs:

ya buv tsarem, PosivSHY PYSHNYY troN,
ta ZNyklo vSe, koly SkiNchyvSya SoN.

I was a tsar, having taken the splendid throne,
But vanished all, when the dream ended.

THus HAve i HAD THEE, as a DrEAm Doth fLAtter,
in sLEEp a KING, but waKING no such matter.
(LXXXVI)

Assonance and alliteration, with the aid of the fluid '1' results in an effective
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swift movement of the following line:
I LITa MYT' MYhne L.'Ysh nad zEMLEyu.

And summer's instant will but flash over the earth.

And summer's lease hath all too short a date:
(XVII, 4)

The repetitive voiceless sibilant, the voiceless t's and 'p' render the feeling
of fatigue described in this line,* while the fluid 'l', as in the original, aids in
motion of the steady descent:
SviTyLo STomLene ide na Spad,
The light, feeble, goes to descent,

Like fEEbLe age, hE rEELeth from the day,
(Vi, 10)

It is extraordinary that Palamarchuk is sometimes able to reconstruct some

of ShakeSpea;'e's alliterative sound patterns, as the sibilants in the following
couplet. The translator's rhyme is built on a rebound, which produces the
described chorus-like effect, in opposition to a solo, and replaces Shakespeare's

rebound:

I Zvuky TI beZ SLIv prOHOLOSyly:
"v tvOYIm zhyTTI ne maye SOLO Syly".

And those sounds without words announced:
"In thy life a solo has no strength'.

whoSe SpEEchleSS Song, bEING many, SEEmING one,
SINGS THIiS to THEE: 'THou SINGle wilt prove none'.

(VIII)
More remarkable is his reconstruction of homophony throughout sonnet XXX.
As Shakespeare, Palamarchuk composes his alliterative units on sibilants,

nasals, stops, and the echo-like diphthongal derivations of 'w', with the main
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link 'ow'. Palamarchuk uses the trilled 'r' in his fourth line (Shakespeare
alliterates 'r' in the last line), which produces the tearing and irritating
effect introduced into the poem by the translator. A comparison of the first
quatrain and the couplet suffices to illustrate Palamarchuk's homophonical
reconstruction. Indeed, every sound in these lines is assonantial or
alliterative:

koly na SUD beZMOVNo~-Tykhykh DUM
vSTayuT' DAlekykh SpoMyNIV TUMaNy--
prykhoDyT' ZNOV DAVNO ZaSNUlyy SUM,

i SeRTSe Rve, i yaTRyT' DAVNI RaNy.

Ta lySH Tebe pobaCHu ya Na MyT', --
i SUM ZaSNe i SeRTSe Ne SHCHeMyT'.

When to the trial of the speechless--silent thoughts
Arise the obscurities of distant remembrances ~-—
Comes again the long-ago sleeping sorrow,

And tears the heart, and irritates the old wounds.

But only thee I see for a moment, --
And the sorrow is asleep and the heart does not ache.

wheN To the SeSSioNS of SweeT SileNT THoughT
i SuMMoN up reMeMbraNce of THiNgS paST,
i Sigh the lack of MaNy a THiNg i SoughT,
and WiTH Old WOES NEW Wail My Dear Time'S WaSTe:
buT if THe while i THink on THee, DeaR fRienD,
all 1oSSeS aRe ReStoRed and SORROWS enD.
Palamarchuk is not as successful in producing the wailing effect in sonnet IX;
whereas Shakespeare employs a strong w-link, the translator uses a relatively
weak n-link. In other instances, however, Palamarchuk's 'n' gains much
impetus; it appears with a pulsating, tolling rhythm throughout the poems that

are concerned with the aspect of time. In sonnet XII, for example, particular

resonance is attained in the first line and the couplet by the use of the echoing
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double 'n'. Unlike the original poem, which proceeds with ticking regularity,
the translation proceeds primarily with a chiming regularity that results from
the n-link. The secondary phonetic organizations--the stops and sibilants,
the expertly patterned assonances and alliteration, and the o-i vowel alter-
nation provide the ticking effect to the background. There is hardly any sound
here that does not receive a chiming echo:

koLy hoDyNNyka poDZvINNYA SoNNI
ZvISTuyuT' DNYA pomerkLoho vIDkhID,
koLy beZzhal.'No SNIh LYAha Na SkroNI

I oSypayeT'SYA fIYALky TSvIT;

o NI! Ne ZNyshchyT' YIkh koSa oSINNYA,
koly vID Nykh roZSIyeT'SYA NaSINNYA.

When the clock's weary tolling
Announces the fading day's departure,
When pitilessly snow lays on the temples
And the violet's blossom falls down;

Oh no! The autumn's scythe will not destroy them,
When from them seeds will be sown.

wheN I do CouNT THE CLoCK THaT TeLLS THE TIme
and See THE brAve dAY SuNk IN hIdeouS NIghT;

wheN I beholL.d the vioLeT PasT Prime

and SabLe ¢URLS aL.LL SILvER'd O'ER with whiTe:

ANd NoTHING 'GAINST TIme'S SCYTHe cAN mAKE defENCe:
SAVE BREEd to BRAVE Him WHEN He tAKES THEE HENCe.

A similar rhetorical impetus is gained by the translator in the latter part of
sonnet LVI. His third quatrain begins:

SHCHOB Ne ZaZNaTy ZBAyDuzhiNNya RaN--
v SHCHODeNNoho poBACHeNNya khvylyNy

So as not to know the growing indifference of wounds
In the minutes of daily meetings
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Let this sad interim like the ocean be
Which parts the shore, where two contracted new

Palamarchuk employs an anadaplodic alliteration as he proceeds into sonnet
LVII in the same vein; his traductio and rebounds are especially striking in
their resonantial effectuation:

tviy vil'Nyy rab, LaDEN ya DEN' pry DNI
tobi yeDYNiy sluhuvaty virno.

Thy free slave, I am prepared day by day
To serve thee, /my/ only, faithfully.

Being thy slave, what should I do but tend
Upon the hours and times of thy desire?

Utilizing the n-link, Palaz.narchuk similarly produces the passing of minutes
in sonnet LX. In the first quatrain, word repetition, traductio, and rebounds
add to the harmony. The liquid '1', in conjunction with its constant assonance
unit, moves the verse along like the movement of the waves, while the
sibilants ch, sh, zh, produce the sound of the waves in the background. The
alliteration in the couplet is equally masterful. The primary sibilant pattern,
in conjunction with the plosive stop 't' and the nasal 'm' make a powerful
stand in defence against Time. The phonetic organizations here are very
similar to Shakespeare's:

yAK khvYLi mCHAT' NA uzbereZHNu riN’,

TAK vNebuTTYA i NASHi mCHAT' khvYLYNY:

oDNu pohLYNE viCHNoSTi hLYbiN',
NA zmiNu yiy uZHe NASTupNA LYNE.

TA virSH miy proTy SMerTi SMiLo STane
i ZakhySTyT' Tvoye LyTSe kokhane.
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As the waves rush on the littoral sand,

So into nonexistence also our minutes rush:
The depth of eternity swallows one,

In its place already another flees.

But my verse against death shall boldly stand
And defend thy face beloved.

Like aS the wAveS mAke towaRDS the pebbL.eD shoRe,
So Do ouR miNuteS hASteN to theiR eND;

eaCH CHANgiNg pLACe with that whiCH goeS befoRe,
iN SequeNT Toili aL.L foRwaRDS Do coNTeND.

and yeT To TIMES in hope MY verSe SHall STand,
praiSing thY worth, deSpITe hiS cruel hand.

Equally beautiful is the translation of sonnet LXXIIT where the homophony of
the first quatrain produces all the sound effects associated with the context.
Here, in conjunction with Time's n-link is the humming emanation of a song;
the multiple repetition of 't' produces the sound of trembling leaves:
Toy Misyats' roku bachysh Ty v MeNi,
koly bahryaNyy lysT TreMTyT' Na viTTi
pid viTroM zlyM, yakyy pryyshov po 1iTi
Na khory, de zaMovkNuly pisNi.
That month of year thou seest in me,
When the purple leaf trembles on the bough
Beneath the evil wind, which came after summer
To the choirs, where songs became silent.
THat time of year THou mayst in me behold
when yeLLow Leaves, or none, or few, do hang
upon thOSe BOUGHS which shAke agAinst the cOld,
BaRe Ruin'd choiRS, wheRe late the Sweet BiRdS Sang.
Palamarchuk's mastery of sound is further exemplified in sonnet CXXIX
where he reproaches lust. Anger is transmitted by ""harsh'" consonants,

primarily the sibilant and plosive type, and by the rare combinations of

these consonants, as kht, dzh, 1zh, dst, rst. The phonetic organization of
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the first quatrain is also reminiscent of Shakespeare's:

o KHTyvoSTe, SHCHo honySH PLoT' u SkaZ,

STRaSHnyy nySHCHyTelyu DuSHi SLaBoyi,

DZHeRelo LZHi, i piDSTupu, y RoZBoyu,

TuPa, SLiPa y ZHoRSToka voDNoRaZ.

O, lust, that drives flesh into rage,
Horrible destroyer of soul feeble,

The source of evil, and deceit, and robbery,
Dull, blind and cruel simultaneously.

the eXPenSe of SPiriTF in a waSTe of SHame

iS 1uST in aCTION; and till aCTION, luST

iS PERjURED, mURDEROUS, BLOODy, fULL of BLaMe,

SavaGe, eXTReMe, RUDE, cRUEL, noT To TRUST.

These characteristic examples from Palamarchuk's sonnets reveal
this translator's expertness not only in the attainment of homophony but also
in his employment of the figure to achieve important subtle effects. His
phonetic structure serves as a harmonious accompaniment to his lyrics and
it is, therefore, not surprising that some of his sonnets have been set to
music.

Kostetsky, too, incorporates all of Shakespeare's repetitive
patterns into his sonnets, but this translator concentrates more on the
incorporation of rhetorical figures than in the attainment of harmony and
subtlety therein. Kostetsky's highly complex phonetic organizations fre-
quently appear to be of a superficial and pompous design; they often attract
attention to themselves, as means, more than they do to the substantial
aspect of the sonnets, or as means toward an end. Furthermore, because of a

recurrent consonantal clustering and an insufficient modulation of sounds, this

translator's lines often result in cacophony, rather than in homophony.
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Kostetsky is exceptionally resourceful in the creation and utilization
of rebounds; he is very adept in substituting this device for the original
traductio, and thus maintains effectively Shakespeare's rheto_rical overtones
in those particular lines. A further illustration of Kostetsky's utilization of
the rebound will serve to characterize his peculiar features with respect to
homophony.

A relatively simple and melodious quatrain is achieved in sonnet
LXXV, 9-12, by the combination of assonance, alliteration, traductio,
ploce, and a triplet rebounc}. Kostetsky incorporates the original 'or' unit in
his assonance and also the original ploce. The rebounds are used for
Shakespeare's homophonical blending of 'possessing or pursuing/or'. Thus the
translator achieves the required musical and rhetorical aspects of this passage:

ya ROZkoshuyu v ZORakh Vashykh Vich

i RaZ-u-RaZ holodnyy ZORiv tykh,

z _rE'Eh DANoho i ZHDANoho oprich
ne posiDAyu ZHADNYKH bil'she vtikh.

I take pleasure in the stars of your eyes
And by and by hungry for those stars,
From them the given and awaited except
I do not possess any more delights.

SoMe TIMe aLL FuLL with FeaSTING on your SIghT,
and bY and bY cLean STaRved fOR a Look;
PoSSeSSING OR PuRSuING no deLighT,

Save what iS had OR MuST fROM you be Took.

Sometimes Kostetsky substitutes rebounds for traductio in different
lines than the traductio appears in the original. In the introduction to XVII,
for example, rebounds are used for the omission of two traductio pairs from

the second quatrain and the couplet. "These rebounds embrace the assonances
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and alliterations of the original, but the translator does not achieve the
required homophonical balance; the latter part of his lines is dense in the

'vi' pattern:

V mayBUtNIM VIRy VIRshu khto zh POyMe,
BUd' Vashykh TSNOt VIN I PO VINTSya POVEN?

In the future the faith of the verse who will understand,
Even if it is filled to the brim with your virtues?

who WILL beLieVe mY Verse In TIMe To coMe,
IF IT WERe FILL'd WIth youR mosT HIgh desERTs?

In sonnet XXXVI (q. 3) Kostetsky uses rebounds for Shakespeare's
word repetition. The first is a pun equivalent to Shakespeare's play on 'honour’.
Kostetsky's rebounds are excellent in themselves, but the complexity of the
sentence results in a quatrain that is difficult to understand, in ambiguity that
is not in the original:

zo mnoyu znatys'—-ulyahty han'bi

z-za moho borhu, shcho, khoch plach ne splachen,

mene vitaty--buv by tym tobi,

na CHEst' moyu, tviy chyn imennya vfrachen.

To know me——_/_i—s_.7 to fall into shame

On account of my debt, which is not paid, cry as one may,
To greet--in doing this would be for thee,

For my honor thy rank robbed of name.

I may not evermore acknowledge thee,

Lest my bewailed guilt should do thee shame,

Nor thou with public kindness honour me,

Unless thou take that honour from thy name.

Shakespeare's punning rebound is attained also in this line, but only in

reference to the original can the reader grasp the substance:
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yaka miy dovh--ne dovhyy rozum-~vkazhe.
Which my debt--not a long intellect--will show.

To witness duty, not to show my wit.
(XXVI, 4)

Kostetsky adds a punning rebound to sonnet XXVII (1. 2). In having created this
figure the translator finds an archaic word to harmonize with it. Yet it is
questionable whether the unity and division of sound in these lines function to-
ward the desired end. First, an assonantial pattern aids in describing a
weary person, then an alliterative unit aids in communicating the person's
hastening to bed, but subsequently, the translator reverts to the former
"weary' assonance in describing a comfortable bed:

DOKRayu ZMOREN, LyNu v LiZHko ya,
ZDORO ZHENomu DOROAE vsTOKROt'.

Completely tired, I flee to bed,
To the traveltired dear a hundredfold

WEARy With Toil, I haSTe To mY bed
the dEAR REpoSe foR limbS With TRavel TIRed.

At times Kostetsky constructs complex phonetic units which divert
attention from the meaning. The extreme redundancy of sound patterns attained
by the ploce, the rebound, and the assonantial blending, obscures the substance
in this line. Notwithstanding, the supremacy of sounds in this particular case
serves well in substitution for Shakespeare's ambiguity in the word 'from':

skArb CHASu vklASty pozA CHASu CHASt'?

Time's treasure to place beyond Time's boundary ?

shall Time's bEST jewel from Time's chEST lie hid ?
' (LXV, 10)
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On occasion, however, Kostetsky's complex phonetic organizations
are detrimental, as in the bombastic passage of XLIV, 7-10. Here the trans-
lator immerses the reader totally into a strangeness of sound; the constant
repetition of the units 'vya' and 'sl'' in proximity to other consonantal clusters
results in difficult articulation. In his footnote to this sonnet, 67 Kostetsky states
that the alliteration herein is in accordance with Shakespeare's 'l'. But the
original lines, unlike the translation, are smooth and fluid; they are devoid of
any tongue twisting units:

bo mysL' pLyha kriz' morYAy sushi YAV

tak prudko, YAk toy YAV sobi VYAVLYA.

ta, LelLe, mysL’', shcho YA--ne mysL', vbyva
chOMu, MOv MysL' ne Mchu v tviy slid YA MyL'.

For thought leaps through seas and land of imaginations
So quickly, as that imagination to itself imagines.

But, alas, the thought, that I——@m7 not thought, kills
Why, like thought do I not rush in -t—hy footstep's miles.

but, ah, thought kills me, that I am not thought,

to Leap Large Lengths of miLies when thou art gone,
but that, so much of earth and water wrought,

i MusT aTTend TiMe's Leisure with My Moan.

Similarly the following line lacks an equilibrium of sound. The extreme density
of the 'ni' pattern in contrast with the sounds in the final word 'dmukh' results in
dissonance:

NI, aNI VIN aNI NIchNyy toy dmukh

No, nor /;ﬁ-eithei7 her, nor that nightly puff

No, NEItheR He, NOR HiS compEERS BY NIght
(LXXXVI, T)

Very often, Kostetsky, in disregarding the euphony rules of the

‘6_7-'Cf., p. 141.



211

Ukrainian language, attains cacophonous units. His consonantal clusters,
which are alien to the language, greatly adulterate his lines. Some phrases
are truly tongue twisters: 'pozhal'sya zh zvitu', 'zostan'sya zh sam’,
'vdovol'sya zh skryys'', 'sonm ozdob'. Besides such cacophonous units,
Kostetsky makes an abundant use of separate words which contain unpleasant
consonantal clusters, as: ‘'vzavtra', 'chuvstv', 'gmakh’, ‘sknaro', 'grunt'. In
addition, long words are used by the translator. Alien to Shakespeare's
sonnets, and homophony, as well as to the Ukrainian language, and poetry,
is the nine-syllable word in the following line. Again, there is an extreme
density of the repetitive 'a', as well as 'n':

sey NAyNAbAl'sAmovANishANyy chAs

This the most balsam time

Now with the drops of this most balmy time
(cvi, 9)

These illustrations are not to demonstrate that Kostetsky's sonnets
are entirely devoid of harmony. Kostetsky does achieve beautiful assonantial
units when he heeds vowel modulation, as 'bezkOLOsykh LOn', 'SHCHYroho
SHCHYtY', or lines as,

TU pORU ROkU Ty v meni zORysh

That time of year thou seest in me

THaT Time of year THou mayst in me behold
(LXXII, 1)

Similarly melodic alliterative units are achieved when these units are inter-

spersed with various vowels:
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shLE v ZELEN' LUK tsiLUnKy ZoLoti,
Sends into the green meadows kisses golden,

KiSSing with Golden faCe the meadowS Green,
(XXXIII, 3)

Here, alliterative and assonantial divisions aid in underscoring the contextual
division:

ta LeLe! Lysh ODNU hODyNU DNya
POTOmu zh vyd POkhmuryvsya y POTakh.

But alas! Just for one hour of the day ‘
And then Zhi_g_/ face grew gloomy and extinguished.

But, out, alack! -he was but one hour mine,
The region cloud hath mask'd him from me now.
(XXXTI, 11-12)
A very ingenious pun is attained through an internal paronomasia in the
following line, where Kostetsky constructs homonymous units by combining

two words which sound like another single word:

nuzhdennist' pidpyra hin z-pid pera, .

Misery supports impetus from under the pen,

Lean penury within that pen doth dwell,
(LXXXIV, 5)

Kostetsky achieves a certain degree of harmony between sound and
meaning. In the first quatrain of sonnet XII, for example, an n-link serves as
an onomatopaeic chime of bells. Three stressed monosyllabic words ending
in the palatalized 'n' render an additional echo effect. The 1-link regulates the
fluid movement of the verse in accordance with the movement of time. A

further evidence of Kostetsky's appreciation of phonetic complexities lies in
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his first thyme pair, or paronomasia, which can be regarded as a pun in that

the adjective 'navisni' (ill-boding) in parallel construction to 'po vesni' (after

spring) can be interpolated as the adverb 'navesni' (in spring):

koLy Lichu ti dzvoNy NavisNi,

shcho deN' SHLyakhetNyy SHLyut' u Nochi khL.aN',
koLy zoRyu fiYALku po vesNi

i v CHoRNykh kuCHeRYAkh sRibLYAstu vYAN'.

When I count those bells, ill-boding,

That send the noble day into night's abyss,
When I see the violet after spring

And in black curls the silver fading.

wheN I do CouNT THE CLoCK THaT TeLLS THE TIme,
and See THE brAve dAY SuNk IN hldeouS NIghT;

wheN I behol.d the vIoLeT PasT PrIme,

and SabLe cURLS aLL SILvER'd O'ER with whiTe.

The nasal link produces a similar echo effect in sonnet LXXI (q. 1). The

alliterative 'd' and rebounding assonances come to its aid. The rebound (1.

is aptly used for Shakespeare's word repetition; the traductio blends
assonantially with words in its proximity:

Ne Dovshe plachte sMErt' Moyu, azh DzviN
DavatyME kvasNyy, poNuryy zNak,

shcho z yuDOLi ya zNYk NYz'kykh DOLYN

v SHCH e NYZHCHI, De hospoDarem khrobak.

No longer mourn my death till the bell
Will give a sour, sullen sign,

That I from grief vanished the low depths
Into still lower, where the worm is lord.

No IONgER mOURN fOR me wheN i am dead

thaN you shaLL heaR the SuRLy SuLLeN beLL

give WARNING to the WORLD that i am FLeD

FROm this vil.Le WORLD, With vil.est WORms to DWeLL.

Repetitive sounds are symbolic of their meaning also in Kostetsky's sonnet

3)
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LX, 1-4. The assonance containing 'sh' represents the rushing of the waves,
the 'r' and 'n’' units suggest their tearing on the shore, while the rebounds
and traductio denote their successive movement:

mov RyNom khvyl' NA uzbeRezhNu RiN'
spiSHYt' NA kRay bih NASHYkh sykh MINut,
zMINyvSHy poperedNyu, v vyr stReM1IN',
V Rukh NApeRed VoNy Vsi RVut'sya tut.

Like the break‘ of waves on the littoral sand

The course of these our minutes hastens to its end,

Having changed the former, into a whirlpool of aspirations,
Into a motion forward they all tear here.

Like aS the wAveS mAke towaRDS the pebbLeD shoRe,
So Do ouR miNuteS hASteN to theiR eND,

eaCH CHANgiNG pLACe with that whiCH goeS befoRe,
iN SequeNT ToiL aLL foRwaRDS Do coNTeND.

Kostetsky attains a harmonious quatrain at ttlle beginning of éonnet XXX by the
use of epiphora, assonance, and alliteration. The epiphora and assonance of the
first two lines aid in communicating the poet's melancholic state, while the
reverberating assonantial "u' of the other two lines is suggestive of the past
sorrow. This latter unit arises from Shakespeare's repetition of the retracting
diphthong in 'old woes new wail':

yak Do zasiDan' MYLYKH tYKHYKH DUM
rechey MYNULYKH spoMYN ya PozvU,
Nestach zidkhNU, stryvozhU davNiy sUm
i VskarzhU VtratU chasU v Nim NovU:

When to the sessions of sweet silent thoughts
Things of past remembrances I summon,

Lacks I will sigh, I will shake the old sorrow
And make complaint of the new loss of time in it-

wheN To the SeSSioNS of SweeT SileNT THoughT

i SuMMoN up reMeMbraNce of THiNgS paST,

i Sigh the lack of MaNy a THiNg i SoughT,

and WITH Old WOES NEW Wail My Dear Time'S WaSTe.
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In general, however, Kostetsky's talent lies more in the utilization of other
rhetorical devices than in the attainment of a homophonical effect. The frequent
lack of harmony in his translations is due to the lack of vowel modulation and the
application of euphony rules. When the translator does take these into account
he achieves the desirable consonance, as in the above passage of sonnet XXX.
In this same poem, in the third quatrain, further consonance is atfained
«

primarily by the repetitive rhetorical figures, traductio and the ploce, rather
than by the requirements of harmony in themselves. It is these passages that
stand out in Kostetsky as exceptional in their rhetoricism, as well as in
homophony:

todi v pereyshlU ya vzhuryus' zhuru

i tyazhko z mUK do mUK vchyslyu aKtyv

pechaluvanu tU pechal' starU,
splatyvshy znOV, mOV dosi y ne platyv.

Then at foregone grief I will grieve

And heavily from torment to torment I will count into activity
That old despaired despair

Having paid again, as if I had not paid till now.

Then can I grieve at grievances foregone,
And heavily from woe to woe tell o'er
The sad account of fore-bemoaned moan,
Which I new pay as if not paid before.

Franko is very skillful in the achievement of homophonical emphasis.
This translator accomplishes an equilibrium of sound as well as an equivalence
of sound and meaning. In comparison to the excellent foregoing translations of
the opening quatrain to sonnet XXX, Franko's is best in that his alliterative
and assonantial units aid in achieving the melancholic and peaceful tone of the

original. He thereby renders most accurately the poet's tranquil state expressed
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in this stanza. Palamarchuk's retracting diphthongal 'w' variations, and the
trilled 'r' produce a louder echoing effect, as does also Kostetsky's assonantial
'00'. Franko's sound units, on the other hand, with his background scattering
of sibilants--sh, ch, s, z--result in a quality of pianissimo. His echo,
achieved by rhymes, by 'v' and 'd' units in the latter line, and by vowel
alternation, is softer and more tranquil in comparison to the echo of his

4
counterparts:
kOLY v sOLOdkiy tYshi LyubYkh dum
ya spoMYNY MYNuLOhO zbYrayu
chYMALO strAt opLAkuye miy sum
DO DAVNikh sliz NoViyi DOLYVAyu.
When in the sweet silence of dear thoughts
The remembrances of the past I gather
Many losses my woe bewails
To old tears new I /add/ pouring 68
His third quétrain is equally artistic. Shakespeare's strophe contains three
traductio pairs and a ploce. Franko attains three traductio pairs in different
positions)and replaces the ploce with an epiphoric pair and minor assonances
and alliterations. He attains rhetorical emphasis as well as a sound and
meaning equivalence, in a natural manner of expression:
ya vVAZHko MUchUsya MYnULYM horEM,
i ZHAL' DO ZHALYU DODAYU raptovo;

kolyshNiy sUM bUshUye NOvYM MOrEM,
sheho splacheNO DAvVNO plachu NaNOvo.

Iam heavily tormented by past grief,

And sorrow to sorrow I add hastily;

Past woe storms in a new sea,

What is paid /cried/ before, I pay _/_Zr_y__/ again.

The excerpts from Shakespeare for this and the following illustration
are above with these same illustrations for Kostetsky.
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Sonnet XXVIII, 5~6, is another exemplary illustration of Franko's association of
sound and meaning. Here an intricate intertwining of assonantial units supports
the contextual joining of night and day:

koLY vrahy VIAVICHNI NICH I deN'’
ZVYAzal.Ys', shchob VYALYT' meNe strazhdaNNyam;

When the enemies eternal, night and day,
Have joined to enfeeble me with forture;

And each, though enemies to either's reign,
Do in consent shake hands to torture me;

The accumulative assonance in the finale of this sonnet conveys the mentioned
accumulation of sorrow, whgn the original traductio pairs cannot be maintained:

i kozhNa Nich yoho SHCHE tyaZHCYm CHYNyt'.

And every night makes it more difficult.

And night doth nightly make grief's strength seem stronger.
The trilled 'r', the plosives 'd' and 'p', the sibilants intermingled with
assonances, convey the angry spirit in LXVI, 10-11. A traductio and rebound
emphasize the bitterness:

a DURen' mUDRomU viDmiRyuye PRAVA,
i PRAVDA sPuhaNA, bezPomichNA DURiye,

And the fool for the wise /one7 measures out laws
Also truth is frightened, helpless, goes mad,

and foLLy, DoCToR-LiKe ConTRoLLing SKiLL,
and SimpLe TRuth MiSCaLL'D SimpLiCiTy,

The homophony in Franko's paraphrase of sonnet CXXX is also noteworthy.
Franko uses the nasal link to endow his adapted song with a humming quality.

The nasal link increases toward the conclusion of the poem until it ends in a



218

peculiar type of a musical epiphoric rebound in the last stanza:

shcho Muzyka pryyeMNishe
hOMONyt' MOyiM ushaM.

yak boh¥YNI khodyat' ts'oho
ya ne bachyv ANI V SNI;
Moya pANI, yak I VSI My,
khodyt' prosto po zeMli.

That music more pleasantly
Hums to my ears.

How goddesses walk, this

I have not seen, even in dreams;
My mistress, just like all of us
Walks ordinarily on the ground.

Zuyevsky is conservative, but very meticulous, in his organization
of repetitive sound patterns. This translator's unity and division of sound
expertly establish sound and meaning equivalence in sonnet CII, 11-14. The
fluid "1', intermingled with assonances and the epiphoric endings, pours the
music steadily in accordance with the context; the release of those units and the
'sp' alliteration in the penultimate line serves to restrain that flow, while the
nasal units)and the rebounding assonance of the last line result in reverberation:

LYSH muzYKA rozLYvSHYs' po hILKAkh

v usIkh dovkILLyakh, robyt'sya bayduzha.

tak chasom ya SPyNayu vLasNyy SPIv
shchob vIN dlya NAs NAbrydlym NE bryNIv.
But the music, having poured over the boughs
In all the surroundings, becomes indifferent.
Thus sometimes I restrain /my/ own song
So it would not to us, tiresome, resound.
But that wild music burthens every bough,
And sweets grown common lose their dear delight.

Therefore, like her, I sometimes hold my tongue,
Because I would not dull you with my song.
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Another echo is achieved with the n-link as well as by a suitable epiphora 'oyu’
in LXXI, 2.

NIzh poky dzvIN pechal,'NOYU LUNOYU

Than till the bell with a sullen echo

thaN you shal.L hear the SurLy Sul.LeN beLL.
In sonnet LX (q. 1) the n-link an a traductio transmit the chiming sound of a
clock. A weaker r-link, a linear alternation of a minor 'm' with a minor 'b'
alliteration, and a rebounding 'pro’ in alternating lines regulate the passing
of the hours; while the sibilants in the background produce the sound of waves.09
The multiple epiphora in the couplet is particularly effective in producing the
resonance discussed by the poet:

NENAche v Mori khvyli NEstryM ANNI,

hODyNy proBihayut' NAshykh DNIv

ODNA po ODNIY v revNoMu zMAhANNI
proBytysya DO vlasNykh Berehiv.

It 'kY vIrsh MIY rYMaMY dzvINKYMY
ilY obraz vId zahladY bErEhtYME.

As though in the sea the waves unrestrained,
The hours of our days pass by

One after the other in zealous contention

To break through to ﬂhei_z7 own shores.

And only my verse with rhymes resoundin

Thine image from destruction shall spare. 0

69Similarly in CXXXV, 9, the 'Will' sonnet.

7OShakespeare's excerpt cited in discussions on Palamarchuk and
Kostetsky.
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Hordynsky's sonnet LX is equally masterful in its association of sound
and meaning. As the other translators, Hordynsky uses an assonantial n-link to
render time's passing. The second major assonance 'er' associates with the
breaking of waves upon the sand, and the sibilants in the background produce the
sound of waves. The pair of rebounds in the first two lines, and the traductio of
the third line add to the homophonical emphasis; while the 'p' alliteration of the
fourth line, serves to convey the ;nentioned act of aggression. In Hordynsky's
third quatrain the major assonantial 'n' and 'r' links,and the sibilants acquire new
strength, which is further underscored with a traductio:

yak khvyli RYNut' NA RINYstyy bEREh,

tak do kINtsya khvylyny NASHi mchat',

odNA za odNoyu mINyayut' SHEREh,
ta vsi vPEREd u NAstuPI sPISHat'."

VIN.lomyt' kVIty, daNI yuNIY vRodi,

i RYye RYSY NA choli KRASY,

SAm zhyvyt'syA NAYKRASHCHym u pRYRodi
i vSe SHCHo ye-~1ySH dlya yoho koSY.

As the waves break on the gravelled shore,
So toward the end our minutes rush,
One after another they change rank,
And all forward in aggression hurry.

It breaks the flowers given to youthful beauty,
And burrows features on beauty's brow,

Itself it feeds the most beautiful in nature
And all that 1s—-/1s/ only for his scythe.

Like aS the wAveS mAke towaRDS the pebbLeD shoRe,
S0 Do ouR miNuteS hASteN to theiR eND,

eaCH CHANgiNg pLACe with that whiCH goeS befoRe,
iN SequeNT ToiLi aLL foRwaRDS Do coNTeND.
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time doTH transFix the Flourish set on youTH
and deLveS the paraLLeLS in Beauty'S Brow,
feedS on the RaRitieS of natuRe'S tRuTH,
and noTHing StandS ' but for his SCyTHe to mow.
(qq. 1 and 3)

The remainder of Hordynsky's translations are not as striking in their sound
effects, except the two following illustrations. A good finale is attained in
CVII by the use of a rebound:

tRYvkisha, nizh HeRBY y HRoBY vladYk.

Stronger than crests and graves sovereigns'.
When tyrants' crests and tombs of brass are spent.
In XLVIL 5-6 the unity and division of sound harmonizes with the context of
the poem and is reminiscent of some of Shakespeare's lines:

TViy Obraz OkO Vyklykaye VmyT'
i na BarVysTyy BenkeT Sertse proSyT',

Your picture /:mz:/- eye summons in an instant
And to a colorful banquet bids /my/ heart,

With my love's picture then my eye doth feast
And to the painted banquet bids my heart;

Occasionally, however, Hordynsky disregards euphony rules as, for example,
in his compound word zmertvykhvstannya (Lv, 18). Similarly, consonantal
clusters adulterate the following line:
i kplyat' avgury z vlasnykh vishchb nayivnykh,
And augurs mock their own presages naive,

And the sad augurs mock their own presage;
(CVIL, 6)

A constant orchestration of sounds characterizes the sonnets by
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Slavutych. Two examples suffice to show this translator's musical merits
attained by a constant phonetic unity and division:

POHIdNE 1ITo pROMYNE MYHtsEM,
okVITTya ROzh VITrIV POHIYNE Pashcha.

Fair summer will pass by instantly,
The blossoms of roses the wind's mouth will swallow.

rough winDS Do shAke the DArling bUDS of mAY,

anD SUmmer'S leaSe hath all Too shorT a DATe:
(XVI, 3-4)

MALyy AMur nedBALO zAdriMAV,
pOKLAVshY zBOku smOLOskYp LyuBOvY.

Little Cupid carelessly fell asleep,
Having lain to the side the torch of love.

the LittLe Love-god Lying once asLeep,
Laid by his side his heart-inflLaming brand,
(CLIV, 1-2)

Karavansky creates harmony through assonantial units, with due respect to
vowel modulation; as in XIV (q. 1):

PRO viyny, hOl0d, POshesti, POzhar
vNOchi PO zORYAKkh YA NE vOROzhu,
YA NE VIshchUN, NE MAh i NE VId'MAr,
shchob zNAty dolyu vIAsNU i chUzhU.

About wars, starvation, epidemics, fires,

At night by the stars I do not predict,

I am not a soothsayer, not a magician, not a sorcerer,
To know fate, my own and others.

Not from the stars do I my judgement pluck;
And yet methinks I have astronomy,

But not to tell of good or evil luck,

Of plagues of dearths, or seasons' quality.

The above amplificatory repetitions in the word 'not' are very characteristic

of Karavansky. These ellipticisms effect power and pathos, as well as melody.
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Another such case appears in the same sonnet:
6 chy bude doshch,_chy viter, hrad chy snih,
Or there will be rain, or wind, bail or snow,

Pouring to each his thunder, rain and wind,

Karavansky's assonantial units are often of the rebound type. In sonnet XVIII,
the first quatrain contains rebounds in 'KRAshcha-stoKRAt-KRAdut''. The
second quatrain contains a line constructed on this type of assonance.in
accordance with Shakespeare's use of this figure:

8 vid PRYmKkh PRYrody ta hRYznl stYKhIY;

From the whims of nature and threats of elements;

By chance or nature's changing course untrimm'd;

In both of his translations, Onufriyenko achieves rhetorical emphasis
through anaphoric amplification, the ploce, traductio, and rebounding
assonance, as in XI, 10-14:

koho pryRODA ne DALA DLYA pLODu;

pohLYAn', komu DAry vona DALA, —-

ty musysh DAr sviy povernuty~-~vRODu,

ty-~znak pryRODy, ty--pechat' yiyi,
IYSHYty musYSH viddruky svoyi.

Whomsoever nature did not give for posterity.
Look, to whom she gave glfts, -

Thou must return your g]ft——beauty,
_’.[_‘_h_gl_l_——art the mark of nature, thou--its seal,

Leave _/_'tb.og_/ must thy prints.




224

haRSH, FeaTUReless and Rude, baRRenly peRiSH:

Look, whom she best endow'd she gave the more;

Which bounteous gift thou shouldst in bounty cherish:
She carved THee for her seal, and meant THereby
THou shouldst print more, not let THat copy die.

Tarnavsky's sound patterns are relatively sparse, and, therefore,
less striking. A few scatterings of assonantial and alliterative units link or
divide line halves, as in the three lines of sonnet XVIII:

3 BruN'KY travNeVI VIter Buynyy sKYNe,

9 TVoye zh NE zNaye VichNE LITo TLINI,

13 . yak Dovho lyuDY DYshut', baCHat' oCHI,
The buds of May the wind strong will remove,
But thy efernal summer knows no decay,
So long as people breathe, eyes see,

Rough winds do shake the darling buds of May,

But thy eternal summer shall not fade,

So long as men can breathe, or eyes can see,

Tarnavsky's rhetorical emphasis is attained mainly by traductio or by
quatorzain word repetition. But especial impetus is gained homophonically

in CXVI (q. 2). The phonetic elements are well blended and aid in transmitting
the meaning. The constancy of true love is conveyed primarily by the constant
n-link, as well as the reverberating assonantial and alliterative units:

o, NI lyubov--tse ToY POSTIYNYY zNak,

shcho buRI zuSTRIchaye NEPOkhyTNo,

tse pROVIANA zORya, NEMov Mayak
dlya chovNA, shcho VITRyla VypNE.

O, no! love--this is that constant mark,
That tempests meets steadfastly,

Thls is the guiding star, like the lighthouse,
For the boat, that stretches its sails.
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0, no! it is an ever-fixed mark,
That looks on tempests and is never shaken;

It is the star to every wandering bark,
Whose worth's unknown, although his height be taken.

Of Slavinsky's two sonnets, CVI is most melodic because of anaphora,
epiphora, and assonance, as exemplified in these paraphrased lines:
3-4 pro lytsariv blyskuchYKH hordopyshnYKH,
pro nizhnYKH dam, vablyvu yiKH krasu;
7-8 v Ochakh vOLOiSt', mLOSnUyu rOSU,
SOLOdkU vnadU rUkhiv nepOSpishnykh.
About knights, brilliant, proudly-arrogant,
About tender dames, their charming beauty;
In eyes a moisture, heavy dew,
A sweet habit of motions slow.
And beauty making beautiful old rhyme
In praise of ladies and lovely knights,

I see their antique pen would have express'd
Even such a beauty as you master now.

Hrabovsky in his paraphrase of sonnet XXIX departs swiftly with
an epiphoric type of assonance. The 1-link moves his quatorzain along at a
rapid pace:

na saMOtI v MOYI LYKhIY nevOl.l,
rydayu ya ta bILYY svit kL.Enu,

In solitude in my evil bondage,
I weep and curse the bright world,

when, in diSgraCe with fortune and men'S eyeS,
i aLLL al.one bEWEEp my ouTcaST STaTe,

In conclusion, each of the translators possesses his own peculiar
merits in respect to homophony, each composes a different kind of music, and

each in some way is reminiscent of the melodic features of Shakespeare.
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Franko and Palamarchuk are truly virtuosos in the implementation of homo-
phony for both melodic and rhetorical effects, in the establishment of a
harmony between sound and theme. Hordynsky and Zuyevsky are relatively
conservative in their play on sounds, but are particular in their organization
of repetitive sound patterns for the purpose of attaining a sound and meaning
equivalence. Karavansky and Onufriyenko achieve homophonical rhetoricism
mainly through assonance of the ;'ebound type, with regard for vowel
modulation. Slavutych and Tarnavsky establish phonetic unity and division
through the intermingling of assonance and alliteration; a centinuous play

on sounds marks Slavutych's passages, whereas a modest interspersal of
repetitive sound patterns distinguishes Tarnavsky's., Slavinsky and Hrabovsky
obtain melodic effects mainly through assonance and epiphora. Kostetsky's
resourcefulne:ss lies particularly in the creation of rebounds, but these,
integrated with similar assonantial units are detrimental when used excessively.
Because of its vocalic system, the Ukrainian language lends itself more
readily to assonantial groupings than does English, thus vowel modulation is
more consequential in the patterning of Ukrainian phonetic elements than it is
in English. It is the lack of this modulation that often offsets the balance of
sound in Kostetsky's passages and results in a mere reverberating redundancy
with no positive consequences allocated to the passage. Discordancy in
Kostetsky often results, also, from consonantal clusters which hinder,
moreover, the fluidity of his lines. Many of Kostetsky's passages are
euphonic, however, and, attimes, this translator is successful in accomplish-

ing a correspondence between sound and meaning.



From this comparative cross-section of the individual trends in
the use of Shakespeare's rhetorical figures, it is evident that the majority
of the translators are both assiduous and proficient in rendering this vital

source of stylistic energy and beauty of the sonnets. For these same trans-
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lators the complete fulfillment of Shakespeare's rhetorical figures is curtailed

by linguistic limitations set by the differing structures of the source and
receptor languages, usually, in conjunction with formal limifations set, for
the most part, by the confines of the pentameter line.

Lexically, the Ukrainian language is not as predominant in
monosyllables as English; this, eoncurrent with the pentameter line,
affects the total transference of Shakespeare's repetitive stem and word
structures-~the ploce, lexical and syntactic antimetabole, traductio, and the
short variants of parallelism and antithesis.

Morphologically, the inflectional system of the receptor language
affects, to some degree, the exact transference of Shakespeare's word
repetitions, as the ploce, and antimetabole, and hinders the attainment of
the original type of antanaclasis. Antanaclasis is the only figure that is
influenced by linguistic translatability alone. The Ukrainian category of
genders, too, can affect a transfer, inasmuch as gender may interpolate the
apostrophe by exposing the sexual identity of the objects addressed by

Shakespeare.
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Phonologically, the Ukrainian vocalic system, which lends itself
more readily to assonantial structures than does English, can contribute to
the translator's accomplishment of the musicality and fluidity of the sonnets,

The formal limitations of translatability, besides the bounds of the
pentameter line, include rhythm, which influences, by and large, those
rhetorical figures acquired through grammar. Rhythm may not always allow-
for the original arrangement of grammatical elements in the short forms of
parallelism and antithesis, and the syntactic antimetabole. = Rhythm can affect,
also, the exact transference of the lexical antimetabole and anadiplosis when
these figures must be rendered with words composed of more than one syllable.
Dependent upon the limits set by rhythm, therefore, parallelism, antithesis,
antimetabole, as well as inversion are interchangeable rhetoric devices in
translation. Antimetabole is the most difficult figure to render inasmuch as
its limits are set by the linguistic aspects, lexical, as well as morphological,
and the formal aspects, the pentameter line, as well as rhythm.

In comparing the translations of the individual sonnets with the
original it is found that the translators who tend toward paraphrasing make the
furthest departures from the rhetorical devices of the original and that such
departures stem mainly from the translator's choice, rather than from the
linguistic and formal limitations of translatability. This is clearly evident
from the deviations of Shakespeare's use of apostrophe made by Hrabovsky in
his single translation, by Slavinsky in his two translations, and by Karavansky
in a majority of his ten translations. This can be concluded, also, from

Karavansky's departure from Shakespeare's anaphora and short forms of



229

parallelism, as well as apostrophe, in the "tired" sonnet LXVI, and his
tendency toward rhetorical hyperbole throughout his translations.
Karavansky retains, nevertheless, some of the original short and long forms
of antithesis and traductio. This translator acquires melodiousness chiefly
through the blending of assonantial units with the rebound. Both Hrabovsky
and Slavinsky obtain musicality mainly through the use of an epiphoric
assonance. Hrabovsky achieves ;ome of the encountered cases of Shakes-
peare's parallelism, and Slavinsky renders his encountered traductio and
syntactic antimetabole.

The remainder of the translators of the individual sonnets attain a
much higher degree of stylistic accuracy in the transference of the original
oratorical emphasis by adhering very closelgr to Shakespeare's use of
rhetorical figﬁres‘. These translators, for the most part, surmount the
obstacles of formal and linguistic limifations by accommodating Shakespeare's
rhetoricism, through the interchange of Shakespeare's own devices., Every
translator of the separate sonnets renders his rhetorical lines with a natural-
ness of expression.

Zuyevsky, in his nine franslations, is exceptional in his rendering
of the original apostrophe; it is noteworthy that this translator always conceals
the sexual identity of Shakespeare's objects of address. Zuyevsky encounters
and retains the semantic antimetabole, the short form of antithesis, and
traductio. Although this translator exhibits moderation in his play on sounds

and words, he employs homophony for the purpose of establishing a nexus
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between sound and meaning, and is exemplary in the attainment of antanaclasis
in the 'Will' sonnet, CXXXV.

Franko, who accomplished eight translations, is faithful to the
original rhetorical style even in his two adaptations, one of which (XCV]) is
illustrative of the methods used by this translator in accommodating
Shakespeare's rhetoricism through the interchange of rhetorical devices.
Franko displays especial resourcefulness and ingenuity in his implementation
of Shakespeare's traductio, and in the use of homophony for the attainment of
a harmony between substance and style. Franko transmits many cases of
short and long forms of antithesis and parallelism. Antithesis is skillfully
applied in the "tired" sonnet LXVI, although the apostrophe and anaphora
therein undergo some change from the original.

Hordynsky, in his eight translations, is particularly adept in trans-
mitting the encountered anaphora, traductio, the semantic and syntactic
antimetabole, the linking anadiplosis, and the short and long forms of
parallelism. Hordynsky's translation of the "tired" sonnet LXVI is out-
standing in the utilization of parallelism, although the apostrophe in this
particular translation is altered. Homophony is best attained by this trans-
lator in sonnet LX.

The four sonnets translated by Slavutych are striking in their
melodiousness. Although this translator does not transmit his encountered
instance of complete antimetabole, Shakespeare's apostrophe, traductio, and

the short form of antithesis are retained,
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The four translations by Tarnavsky include the original apostrophe,
the short form of antithesis, and traductio. Tarnavsky's assonantial and
alliterative units impart melody and fluidity to his lines.

Onufriyenko, in his two sonnets, incorporates Shakespeare's short
form of antithesis, traductio, and apostrophe. This translator makes a
skillful use of assonantial units and rebounds for the attainment of homo-
phony.

In comparing the complete translations of Shakespeare's sonnets with
that of the original, Kostetsky retains a very high percentage of rhetorical
figures. Kostetsky must be.commended for his very sincere and painstaking
efforts in trying to attain a stylistic accuracy; with the exception of homo-
phony, this translator attains more instances of each rhetorical figure than
does Palamarchuk. Kostetsky is especially adept in the rendering of Shakes~
peare's apostrophe; only twenty-eight of his sonnets reveal the sexual identity of
the objects addressed. The intimate and formal pronouns remain intact, too,
although it can be argued that only the intimate form, as in Palamarchuk, and
a majority of the translators, should be used, since there is no precedent in
Ukrainian love lyrics for the formal pronominal form.

Although in his introduction to the sonnets, Kostetsky states that he
did not encounter difficulties with monosyllables as did the translators of

Shakespeare's dramas, 71 it is this which hinders the translator's attainment

Cfc, ppu 9"'100
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of even a greater accuracy in the rhetorical transfer of the stem and word
repetitions-~traductio, anadiplosis, antimetabole, and the short forms of
parallelism and antithesis. It is this that forces the translator to a dis-
cretionary choice of the most pertinent words for repetition, and,
simultaneously, the omission‘of those that are of secondary importance.

It is this, again, that often forces the translator to use uncommon mono-
syllables, and compels him to sho;ten words which results in unusual con-
structions and, often, harsh and unmusical sounds.

Although Kostetsky retains a large proportion of Shakespeare's
rhetorical figures, he is not always as successful in attaining the rhetorical
effects of the original as are the translators of the individual sonnets. This
is due to Kostetsky's overabundance of ornate linguistic complexities which
hinder the translator's conveyance of meaning,

Palamarchuk surpasses Kostetsky in this respect. Even though this
translator attains fewer instances of each rhetorical figure, these instances
are always rendered with a simplicity and naturalness of expression, with a
poetic diction and a laconic precision that sharpen the clarity and deepen the
meaning of the lines. This is particularly evident in the comparisons of the
translators' implementation of traductio, antimetabole, anadiplosis, and
antanaclasis.

Both translators reveal their ingenuity in the inventiveness of stem

antanaclasis and the use of other figures of ambiguity in their encounter with

Shakespeare's antanaclasis in the 'Will' sonnets; but both utilize their figures,
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perhaps, to excess. Palamarchuk, again, in his comparatively natural
manner of expression is more successful in conveying meaning, as is
Zuyevsky in his moderate repetitiveness.

Palamarchuk, however, is much too liberal in paraphrasing. He
interpolates, to a very great extent, Shakespeare's apostrophe, and is
neglectful of the short forms of parallelism, and, to some degree, of the
short antithesis. Palamarchuk is a master of homophony; his euphonic
passages, through a careful manipulation of sound, result in an exquisite
musical design and beauty of harmony that serves to accompany the thought
and feeling of the sonnets.

Inasmuch as rhetorical art is one of the most distinguishing
features in Shakespeare's style, this comparative analysis of the translators'
utilization of Shakespeare's rhetorical figures is quite representative of each
individual's general performance in the art of translation. Throughout the
study incidental comments are made as to contextual interpolation and para-
phrasing, and the quality of poetic expression in the translations, In an
endeavor to attain a complete representation of each translator's performance
in his art, these aspects are brought together in the following chapter, which

focusses upon a discussion of the translators' skill in recapturing the imagery

of the original sonnets.,



CHAPTER IV
.IMAGERY

Whereas the foregoing discussions on structure and rhetorical figures
concentrate upon the stylistic accuracy of the Ukrainian translations of Shakes-
peare's sonnets, this chapter combines the stylistic and the contextual aspects
of the translations. The discus;ion herein is based upon the third fundamental
element of Shakespeare's poetic style--his rich and distinctive use of
figurative language, in particular, his utilization of sensuously evocative
figures, or imagery.

In this chapter the translators' reprqductions of imagery are compared
with the original in order to investigate further the translator's skillfulness in
the transfer-ence of Shakespeare's style, as well as to ascertain the trans-
lator's proficiency in conveying the meaning of the sonnets, and the degree of
accuracy accomplished in the rendering of the content and the spirit of the
original. The selection of sonnets for this comparative analysis is based upon
the incorporation of the largest number of translations for a given sonnet, and
also upon as representative a number of works from each translator as
possible. The chapter is subdivided in accordance with this selection, which
includes, respectively, sonnets XVIII, CXXX, LX, XLVI, XXIX, and XI, It
Incorporates six translations from Kostetsky, and Palamarchuk (i.e., all the

above), two examples from each of Franko (CXXX and XXIX), Hordynsky (LX

and XL/VI), Slavufych (XVIII and XLV]), Tarnavsky (XVII and CXXX), and
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Zuyevsky (CXXX and LX), and one example from each of Hrabovsky (XXIX),
Karavansky (XVII), Onufriyenko (XI), and Slavinsky (XVIII).

This selection is representative also of Shakespeare's stylistic
approaches to imagery, or image schemes. It includes, respectively, the
sonneteer's use of associative imagery, accumulative imagery, image
clusters, the extended image, %nd the brief image, and, finally, a sonnet
based on concept rather than percept.

The Shakespearean sonnets range from the poem which in its figurative
language is austere in imagery and dependent upon conceptually related
events, to the poem which in its figurative language is extremely complex or
clustered with imagery and dependent mainly upon perceptually related events.
The illustrations in this comparative analysis encompass this range.

Because Shakespeare's imagery differs in nature and his image
schemes differ in type, a somewhat different approach is taken in the
analysis of each of the sonnets under discussion., Similarly, because of the
individual problems encountered by the translators in their task, differing
approaches are sometimes taken in the comparative analysis of the trans-

lations.
Sonnet XVII
Sonnet XVIII is particularly illustrative of Shakespeare's images

derived from nature's scenery. Settings from spring and summer, and

depictions of the sun are often used by the poet in association with beauty
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and youth, Summer, the sun, and one of Shakespeare's outstanding villainous
personages, Death, are brought together in this poem to express the main
theme of the sonnet--the immortality of verse.

The organization of imagery in this sonnet is based u.pon an associative,
connective, or comparative link as befits the comparative method by which the
sonneteer develops his theme. Picture images are depicted within the first
two quatrains and are carried over to the third, only through the process of
associatio_n, This structure of imagery distinguishes further the octaval
remnant of the sonnet:!

Shall I compare thee to a summer's day?

Thou art more lovely and more temperate:

Rough winds do shake the darling buds of May,
And summer's lease hath all too short a date:
Sometime too hot the eye of heaven shines,

And often is his gold complexion dimm'd;

And every fair from fair sometime declines,

By chance or nature's changing course untrimm'd;
But thy eternal summer shall not fade,

Nor lose possession of that fair thou owest;

Nor shall Death brag thou wander'st in his shade,
When in eternal lines to time thou grow'st:

So long as men can breathe, or eyes can see,
So long lives this, and this gives life to thee.

1

Shakespeare begins by proposing a simile within a rhetorical question,
which intimates that a comparison is to be made between the hero of the poem
and a 'summer's day' (I. 1). A resolution to the question is immediately set

forth: the hero indeed is 'more lovely and more temperate' (I. 2). The basis

1gee the discussion on structure, p. 44.
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for this resolution constitutes the remainder of the poem and begins by the
introduction of a scene from summer that illustrates summer's mortality and
the instantaneous stripping of summer's beauty: 'Routh winds do shake the
darling buds of May' (l. 3). The epithets 'rough' and 'darling', furthermore,
help to set apart in very compact terms the perfect and the imperfect of
summer. The quatrain ends with a reference to summer's short tenure which
indicates that the poet is speak;ng of the summer season; 'summer's day' at
the outset of the poem is used figuratively as indicative of the fleetingness of
summer.

The second quatrain introduces new images that depict the imper-
fections of summer in relation, firstly, to summer's intemperance as an
implicit comparison to the temperance poss.essed by the hero; summer is
either too h(‘)t, or cloudy. Summer's imperfections are further depicted in
relation to its mortality in that it 'declines' in and is ‘untrimm'd' of beauty
'by chance' or during the course of time. This "untrimming" of beauty is
associated with the foremost image of the wind stripping the May buds.

The third quatrain makes a reversal to the hero of the poem; the
hero's immortality is compared with summer's mortality through an
association with the images of summer which were depicted in the octave.
The leading statement 'But thy eternal summer shall not fade' (. 9) is
associated particularly with the dimming of the sun (1. 6). The following

statement 'Nor lose possession of that fair thou owest' is associated with

"fair' 'declines' (L. 7), 'untrimmed' (. 8), and, finally, the May bud . 3).
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The new, and less picturesque, image 'Death' (1. 11) completes the chain of
images conn(‘ected with summer's mortality. The couplet extends, from the
latter half of the third quatrain, the statement of the theme of the immortality
of verse and of the hero contained in the verse.

It can bé said that the sonnet is filled with imagery, yet, in actualify,
Shakespeare provides only three graphic illustrations; the ill-tempered
wind shaking the May buds, and the intemperate sun--now brilliant, then dim.
It is by the process of association that this sonnet is imbibed with imagery;
each new s.tatement, which follows a depicted image, refers back to an image,
particularly to the first and most significant '"Rough winds do shake the darling
buds of May'. The second half of the poem is relatively image-free, yet, the
former pictures, through the process of association, or comparison, are
recapifulated in the third quatrain,

In this sonnet, therefore, the imagery is constructed in such a way as
to effectuate a constant backward and forward motion of the reader's mind.
An octave is imminent in that it contains the picture images and points forward,
and, in that there is a constant overlapping, or pointing forward and backward,
within the first two quatrains themselves. The "sestet", in opposition to the
octave, points backward. At the same time, however, the perpetual backward
and forward motion overrides the octaval division and thereby establishes a
further stylistic paradox as inherent in the overall structure of the sonnet.

There are six translations of sonnet XVIII-~by Karavansky, Kostetsky,
Palamarchuk, Tarnavsky, Slavinsky, and Slavutych. In the following

illustrations of the translations of this sonnet the translators' alterations,



239

omissions, and additions .are brought into relief within the literal trans-

lations provided for this study. The translators' alterations are indicated by

the underlining of the modified units, their omissions are indicated by

parentheses, and their additions by parentheses containing the additions.
The translation which is the closest to the original as regards

imagery and the transference of content is that of Tarnavsky:

J1o aiTHbLO1 TeGe piBHSATH ABHHU?

B 1061 € Ginble JariIHUX MPUKDAC,
Bpyubku TpaBHeBi Bitep OyHHuUM cxuHe,
Ta-t JiTO — BUHAIM HA KODOTKUIH ac.

He6ecHe 0KO 4acoM NMpPUIIKAE,
TO B XMapax TONHTb 30J0TO CBOE.
Ta Bix xpacu Kpaca 110pa3 BTIKAE
y 3Mminax, uio nNpHpoaa 3a3Hae.

TBOE ) He 3Hac Biude JXiTO TaAiHI,

He BTPATHIU TH KPacH CBOE€I TexX

i CMmepTs He BTiWIMILINO B 11 fimem Tini,
60 B BiuyHHX cTpO(ax MOHAM Yac POCTEHI.

SIx mosro oM AHUIYTb, 6ayaTh Oui,
Tak nOBro »xuTb To01 Leil Bipi! XacTb NOYHH,

To a summer's day to compare thee?

In thee there are more gentle adornments.

The /~ _7 buds of May a wind rough shall remove,
and also summer--a lease for a short time,

The heavenly eye sometimes burns,

or else in the clouds melts its gold.

And from fair fair ever escapes

/- 7 in changes, that nature undergoes / /.

But thy eternal summer does not know decay,

thou shalt not lose thy fair neither

and Death thou shalt not delight, that in its shade thou goest,
for in eternal strophes beyond time thou growest.

As long as people breathe, eyes see,
so long to live for thee this verse shall give initiative.




240

The above indications show that most of Tarnavsky's deviations from
Shakespeare are in the alterations of metaphorical verbal elements. Because
the majority of these occur at end-line positions they can be attributed to
rhyme. As mentioned in the discussion on apostrophe, the phrase 'In thee
there are' (1. 2) is necessary in order to conceal the sexual identity of the
hero of the poem. Other deviations are caused by rhythmic and spatial
limitations. The third quatrain departs somewhat from the spirit of the
original because of a shift in tenses which results, also, from rhyme;
Shakespeare's futurity gives a stronger quality of determination than does
Tarnavsky's present tense. In keeping with the imagery and content of the
original sonnet, Tarnavsky's associative image links develop in the same
complex manner as Shakespeare's,

Kostetsky departs somewhat from the imagery and the content of the

original sonnet:

YW x nita pHIO BIOKOGIO Baury MOCTL?

Trift obpas nariguiur i me mumin:

Birpi mopcTki cTpscalors MalichKy OpocTsh,

I miTa cTpOK — XOpOTKMIT BuHAM JIII:

Yacavn eefo OKOM axk Ieye,

A yacoMm ~— CyMPUTE JMK 30JO0TOIIKID,

I wacom kpacHe xpacHoro Breue,

Bniprysui Bunazxom B 1Ipupoan Bup;

Ta B BiuyiM JiTi He Ha Tebe THiHE,

Hi Bpoay nmap e 36iinue B 3ry6i Tex,

Hi cmepT 1ebe B B0 He Bropxe Tilib —

Ty B Biyewx Bipmax Yac nepepocteur:
A foxu 3ip B ouax, UM B JIIOFAX IAUX,
Tak ROBro MUMTUMEII B PAXKAX OTHX.
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Shall to a summer's day I compare /Your Grace?/

/Thine image/ is gentler and still lovelier:

Winds rough shake the / _/ May bud,

And summer's term--a short lease only:

At times the heaven with its eye even burns,

But sometimes--fades the face golden-skinned,

And sometimes fair of fair shall escape,

Having plunged by chance into Nature's vortex;

Yet in eternal summer not on thee decay

Nor beauty's gift shall pale in loss neither,

Nor death thee in its shade shall enfold--

Thou in eternal verses Time shalt outgrow:
As long as sight in eyes, or in people breath,
So long shalt thou live in those lines.

As Tarnavsky, Kostetsky makes a few minor modifications of the
metaphorical verbal elements because of rhyme and rhythm, while linear
space causes the omission of the epithet 'darling’'. As mentioned in the
discussion on apostrophe, the phrase 'Thine image' (L. 2) functions well in
concealing the sexual identity of the hero of the poem.

More of Kostetsky's alterations are of his own choice rather than of
formal limitations, as the inversion of the epithet 'rough' (1. 3), the change
from the subject 'eye' to 'heaven' (L. 5), and of 'fair' to 'beauty's gift' (. 10).
More pertinent is the translator's introduction of the cluttered action image

'fair of fair shall escape/Having plunged by chance into Nature's vortex!'

(1. 7-8) which evokes the visual impressions of fleeing, falling, and whirling.,
These lines are heavy, also, from the use of the past participle in conjunction
with the future tense; 'shall escape' replaces the present tense of the preceding
line in order to attain rhyme. A rhyming appendage is found, too, in the
translator's addition 'Your Grace' (. 1). As mentioned earlier, this archaic

formal furn can impart a satirical tone to the sonnet. Another linguistic fault
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in this translation is the use of extinct short adjectives--"lahidnish' (gentler)
and 'mylish' (lovelier) (I. 2). These could be mistaken for adverbs inasmuch
as these forms, which are not active in the language, follow also the formation
of short superlative adverbs, active in the contemporary language.

In remaining close to the content of the original sonnet, this translator,
also, retains the complexities of Shakespeare's image scheme. Even though
Kostetsky alters one of Shakespeare's images, he does not break the original
associative link from the primary image of the May bud, for the fleeing, the
falling, and the whirling of the new image can be appropriated with the flower

in the wind,

Palamarchuk, on the other hand, departs considerably from the

original images and in the method of their portrayal:

PiBaaTb Tebe po aitunol mopu?

Tir cramimuli, Yapisrimmult pig gel.
Becianmit upir 2ipsyrs aoxi sitpw,
I mita uMuTH MOrHe AT HaJ 3eMIIEI0.

HeGecne oko poiscuua jrapins,

A TO CXOBA€TLCA B YACH HETONHI,—
I ma xpacy xpacu nsrae tims

B MiganpocTi OpOMxanEol nDpHpOH.

Trocyy 2 niTy B ocins He BBifiTH,

Porayr xpacn reoei e siTeprm,

I creeprh TeGe Fe rogna mocartw,—

B moix cromax Tir ne migeaagmmit caepti.

At IoKn pmryTh n10xy, 529NTh 3ip —
B moix cwonax TH sRiTHMem, noBipl

To compare thee to the summer season ?

Thou art more constant, more charming than it.

Evil winds shall pluck the spring blossom,

‘And summer's moment shall but flash over the earth.
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The heavenly eye spills smoulders,
Orelse it hides in times of foul weather,
And upon fair fair's shade lies down

[~ 7 In the change of capricious nature.

But for thy _/_.. / summer into autumn not to enter,
For the years th fair not to erase,

And death thee cannot reach, -~

In my words thou art not subject to death,

As long as breathe people, sees sight-—
In my words thou shalt live, believe!

Although Palamarchuk begins with 'the summer season', he takes the
reader through spring, summer, and autumn. Spring is introduced into the
sonnet through the translator's misinterpretation of Shakespeare's 'May’
which is considered to be a part of summer. Palamarchuk establishes
association in a manner different from the original. The idea of inconstancy
which prevails in the second quatrain develops the statement of the hero's
constancy in the resolution (1. 2). The autumn motif and the immortality
theme of the third quatrain point back to the fleetingness and mortality of
summer depicted in the images of the first quatrain (1. 4, 5). None of the
imagery of the second quatrain is recapitulated in the third, however;
consequently, a sharper break occurs at Palamarchuk's octave than at
Shakespeare's. Thus, whereas Shakespeare develops the temperance and
immortality motifs simultaneously, and with an overlapping of images,
Palamarchuk develops them separately and individually in a quatrainic
structure. This simplification of the original image scheme results in a
marked loss of the backward and forward thrust of the sonnet.

Palamarchuk tends to vivify Shakespeare's images and thereby
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intensifies the feelings evoked by images. Whereas the original finale to
the first quatrain makes only a reference to summer's short tenure, the
translator provides a vivid impression: 'summer's moment shall but
flash over the earth'. The second quatrain grows in intensity as the
vivification of images mounts; the 'heavenly eye' and 'fair's shade' become
actors upon the scene; the former 'spills smoulders', and the latter 'lies
down' (1. 5-7). Whereas Shak;speare's nature scene is progressively
"fading" with the figures "dimming", "declining", and "untrimming",
Palamarchuk's scene becomes more alive in the flashes of 'capricious
nature'.

The translator tends, also, toward particularization and explicitness,
which result in further intensification and départure from tﬁe spirit of the
original. Shakespeare's "fading of summer" becomes 'autumn', 'eternal
summer' and 'time' become 'years', 'eternal lines' becomes 'my words’.
The theme is made concretely explicit: 'In my words thou art not subject to
death' (1. 12). The theme becomes even more explicit and more emphatic
by the anaphoric expansion of 'In my words' into the couplet. The intensity
of emotion reaches its peak in the final word, the exclamatory rhyming
appendage 'believe!',

Despite Palamarchuk's interpolation of images, the basic theme of
the original sonnet remains intact in his translation, The remaining three
translators, on the other hand, interpolate to an appreciable amount the

content and deviate from the original theme. In Slavinsky's paraphrase the
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imagery unfolds into a different line of thematic development from that of

Shakespeare:

Hpexpacra su, ax 2iTHill dewsv... Ta ni, —
Muaiwae it aeeidsiwe 8w, 6o aiTos
Bysac — Oypesill Tpinoue xeiroM,

A uacom — COHUe 8ce Hesos 8 021l
TopuTv-nasae Had zosaiaus c8iTon,

A notia epas — 3axmapeniz OHi,

I eca xpaca TO HUKHE 8 TYMANE,

To po3ysira’ mi0 CONAWHUM NPUEITOAL.

Ilpexpacre AiTO 8u, ase He Te, —
Bubausicrvy sawua C104d, HeMINUBQ,

I #e crpawma 8eM HOBITL CMeV?b 3PAOAUBT,
Bo 8 sac acinouicry siunas uegire, —

I noxu acUTUMYTD Ha csiti aroou,

Bona aise wux i 3 Husu scuru Gyde.

Beautiful you are, like a summer day . . . [ﬁ_qt no/
Lovelier and gentler you are, /for in summer/

It happens--a storm shakes the flower,

And sometimes——the sun /ent1re7 as if in a fire
/Burns--blazes above the languid world7,

And then suddenly--beclouded days,

And all the beauty now fades /T the fog/

/Then blossoms beneath a sunny greetmg/

Beautiful summer you are, _/_But not thai7, -
Charm yours is constant, unchanging, -

And not frightful to you even death /perfidious/,
Because in you femininity eternal bTooms, _—
And as long as shall live in the world people,

It amongst them and with them shall live,

Slavinsky's continual shift of images in the octave projects the idea
of the inconstancy of summer's beauty, in contrast to the image-free sestet
which, by association, develops the concept of the constancy of the heroine's
beauty. The final line of the octave, in resurrecting the beauty of summer,
eradicates the original theme of summer's mortality. The theme of the
immortality of verse is not preseat in this translation. The theme, which

emerges in the final tercet, is the immortality of the heroine's femininity.
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This idea is not fully developed, however. According to the couplet, the
immortalization is dependent upon people, but the method of this immortaliz-
ation is not stated. Perhaps it is the abstract idea of femininity itself that

shall exist eternally.,
The development of Slavinsky's sonnet is in the Petrarchan tradition.

The first quatrain offers a statement of theme, and the second develops it; the

first tercet makes a turning point by theme opposition, and the second offers
the resolution. Other devices serve to distinguish further the two main
divisions of the poem. The octave opens with an assertion made through a
simile, the sestet opens with the same assertion made through a metaphor;
the octave employs a simple syntax, the sestet employs inversion; the
octave applies the direct epithet, the sestel:'applies the post-epithet; the
octave contalins,picture images, the sestet contains figurative language.
Slavinsky's octave-sestet division, therefore, is much more pronounced
than Shakespeare's.

Slavutych, in his development of imagery, departs still further from
the original theme:

Yu nopisusio i3 AMMHEBIM AHEM

Tede, w0 B Mackax cTpuMamima fi kpama?
Iloriane aito mpomnze Murmge,

Orpi1Tt pO:R BiTpis moranye mama.

Bysae, oko weda Tak neve,

Iifo no.mae 30a010 ¥ XMapi.

Npaca spacy goaae rapade

B upupomit aMinax, BiL1aHRX sarapi.

Troc ik Bigpivne naito ne 3B'snThH
Hige i mivint, — Bouo B T00I ACKpic,
He cramne cMepth ¥ saTiHOK MAlNTL
Tede, ar sxificmnn T ocTanu Mpiio,

Jonorn xie anxir, Gawurs 5ip, —
Todi wnrra gasatuyyTs 603 Mip.
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Shall I compare with a July day

Thee, who in graces art more temperate and more lovely ?
Fair summer shall pass momentarily,

The flowers of roses the mouth of winds shall swallow.

It happens, the eye of heaven burns so.

That it fades the gold in the cloud.

Fair fair conquers fervidly

/ _/Innature's changes, surrendered to sunburn.

But thy eternal summer shall not wither
Anywhere nor in any way.,z--it in thee shines.
Death shall not begin to lure into the shade
Thee, if thou shalt realize the final dream.

As long as functions breath, sees sight, -~
To thee life they shall give without bounds.

Slavutych focusses-upon a July day. The first quatrain establishes

the fleetingness of summer, the second depicts the mercilessness of a

scorching July day, and the third makes a reversal to the heroine's

temperance and immortality. Associative links are aptly established by

the translator in the comparative depictions of a July day and the heroine.

The heroine's 'eternal summer shall not wither' (l. 9) as does nature from

the sun (g. 2). The phrase 'it [t-hy eternal summe£7 in thee shines' (1. 10)

points back to the temperance theme set forth in the resolution and serves,

simultaneously, as a contrast to the concept of intemperance and graceless-

ness of the sun (g. 2). The most pertinent line as regards the theme of the

sonnet, however, is interpolated in such a way that the essence of

Shakespeare's poem is completely lost: 'Death shall not begin to lure into

2 . .
In Ukrainian the negatives are used: 'Nowhere and noway'.
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the shade/Thee, if thou shalt realize the final dream'. Nor is Shakes-

peare's theme recaptured in the couplet which simply states that 'breath’
and 'sight' will give 'life' to the heroine. Because Shakespgare's
'eternal lines' is omitted, the reader must guess as to how the heroine's
immortality shall be accomplished; Slavutych's thematic development is,
therefore, incomplete.

The entire translation undergoes many changes from the original.
The admissible alterations which do not result in a departure from the
spirit of the original are: the extension of the rhetorical question to incorpor-
ate the resolution (Il. 1-2), the line inversion for the sake of rhyme (1. 3-4),
the 'flowers of roses' in accordance with a 'July day’, and the metaphorical
verbal 'lure' in the personification of death (1. 11),

Slavutych makes two additions of personification, however, which
intensify the emotionality of the sonnet. In the first quatrain, Shakespeare's
relatively delicate image of the 'rough winds' takes on a ""personified"
picture through the imparting of animal qualities to the winds, who with their
'mouth' (literally 'jaw'") 'shall swallow' the 'flowers of roses'. In the second
quatrain, beauty becomes personified by a somewhat military quality in
'conquers'.

Even more marked in the departure from the spirit of the original is
the depiction of the nature scene in the second quatrain. The heat or passion
of the sun progressively intensifies through a descriptive line-by-line

catalogue which further heightens the emotionality of the passage. This
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intensification continues to mount in the following quatrain by the
impassioned stylistic phrase 'Nowhere and noway' which receives its force
from the row of negatives: 'shall not wither', 'nowhere', 'noway'; the
phrase, however, does not substantiate the significant reversal of this

quatrain, but is employed, rather, as an expletive for its rhetorical value

alone.

The line in the development of imagery in Karavansky's paraphrase

does not encompass the original theme of the immortality of verse:

Uy Moxcel! TH HassaTMCh MiTHIM gHem?
Tu kpawa | npueiTHiWa cTOKpar.
Heropm 30 3 TyMenamu 5 polliem
Kpagytt v nita 6nuck Horo npuHag:

Bysae — cneka nanute Hebeca,

A yacom X BRpUBaAS XrMapHLy Pin,

| MepkHe pHs noroxoro paca

Bipg npumx npupopm Ta rpUzHi CTHXIN;

Teoe ¢ xriTyue nito xmap ve 3Hg,
boaai Ha MiTb HE TPETHIWL TH Kpack,

| HasiTs cMmepTe ans Tebe He cTpailHa
B vBoemy pyci uepes el vacu:

I pown Byayre moan — byneuws Tw.
Tobi i sxutv Biyno | LElCTH.

Canst thou be called a summer's day?

Thou art lovelier and kinder /a hundredfold/.
Foul-weathers evil with fogs and rain -
Steal from summer the splendor of its charms:

It happens--heat burns the heavens,

But sometimes a swarm of clouds covers them,

And vanishes the clear day's fair

From the whims of nature and the wrangles of the elements;
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Thy florid summer knows not clouds,
So that even for a moment thou dost not lose fair,
And even death to thee is not frightful
(stirring
In thy (movement through all times:
(revolution

And as long as there shall be people--shalt be thou.
For thee to live forever and to bloom.

Karavansky's first two quatrains develop the concept of the fleeting-
ness of the beauty of summer, rather than of summer itself. The remainder
of the poem establishes the idea that the heroine is not subject to such
fleetingness of beauty and that as long as there are people she will be immortal
and continue to flourish. Whatever synonym one uses to interpret the signifi-
cant word in Karavansky's thematic line (12), whether 'revolution', 'stirring’,
or 'movement', each leads to the assumptic'm that the translator makes refer-
ence to national struggles, i.e., Ukraine's perpetual struggle for freedom.
Thus Karavansky propounds the theme of the immortality and the continual
flourishing of his motherland.

Unlike Shakespeare, Karavansky, throughout the octave, depicts
images which illustrate only the negative traits of summer with the primary
focus on clouds in the associative link 'fogs and rain' (1. 3), 'clouds’' (. 6),
and 'wrangle of the elements' (1. 8). These "unkind' attributes of summer
are associative with the heroine's kindness as stated in the resolution (1. 2).
Karavansky, however, does not make the original associative link in regard
to the notion of immortality as does Shakespeare. Consequently, the second
half of the third quatrain makes a reversal from the foregoing concepts and

results in an element of surprise.
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In addition to the associative imagery, which progresses forward
in a stairlike manner, Karavansky uses the extended image inasmuch as
the cloud imagery is carried over into the third quatrain in the comparison
"Thy florid summer knows not clouds' (. 9). This extension of imagery, in
addition to the forward thrust of the associative image scheme, unites the
quatrains tightly in their quatrainic structure and thereby eradicates the
octaval division of the original ‘and the stylistic paradox of the original

image scheme.
Sonnet CXXX

Shakespeare's appeal to the senses is strong throughout the sonnets.
Sensuously evocative figures are drawn fror.n movement and life, the sun,
color, color change and contrast, music, the song of birds, the human voice,
stillness and noise, pleasant and unpleasant odors and tastes, and the texture
of substances. In the sonnet of false comparisons CXXX, the poet appeals to
four of the senses--sight, smell, hearing, and touch--and evokes antithetical
images for satirical purposes, to poke fun at the deifications made by the
contemporary poets in writing about their mistresses. This sonnet is built
upon an accumulation of images according to the quatrainic pattern with a
minor octaval indicator. The accumulation of images effectuates a forward

motion of the sonnet?
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My mistress' eyes are nothing like the sun;

Coral is far more red than her lips' red:

If snow be white, why then her breasts are dun;

If hairs be wires, black wires grow on her head.

I have seen roses damask'd, red and white,

But no such roses see I in her cheeks;

And in some perfumes is there more delight

Than in the breath that from my mistress reeks.

I love to hear her speak, yet well I know

That music hath a far more pleasing sound:

I grant I never saw a goddess go,

My mistress, when she walks, treads on the ground:

And yet, by heaven, I think my love as rare
As any she belied with false compare.

Every line of the first quatrain contains a comparison of two images.
With the exception of the leading line, however, it is not the images that con-
vey the comparisons but the colors that they carry. Whereas the color change
is swift, the movement from one sense to another is gradual. The first
quatrain rests primarily on the visual sense; the last line appeals also to
tactility as regards the texture of the wire-like hair.

Two comparisons are contained within the second quatrain; the first
continues its appeal to sight in the comparison of 'roses' and ‘cheeks', and
also in color. The 'roses damask'd' may be associated with the image of the
patterned damask material, as well as with the soft texture of damask silk,
and of the rose petals; thus the appeal to tactility is continued from the pre-
ceding line. The appeal to olfaction begins, also, with this image and pro-

gresses into the next comparison--the scent of 'some perfumes’, as

contrasted to the 'breath' of the mistress.
The third quatrain, the octaval marker, makes a complete break

from the former senses as it progresses to the auditory perception: the
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mistress' voice is compared to the 'pleasing sound' of 'music'. The
second comparison continues to incorporate sound in the "treading" of the
mistress' walk, and also, makes a reversal to the visual sense in the com-
parative gaits of the 'goddess' and the 'mistress'. The word 'ground', in
association with the opposites 'mistress' and 'goddess', evokes the idea of
the directional opposite "heaven', an associative image which is then
extended into the couplet with t;e seemingly useless expletive 'by heaven'.

This sonnet opens, proceeds, and ends in the element of surprise.
With each additional sensuously evocative comparison the denigration of the
charms of the mistress becomes more intense, until the climactically
surprising logical reversal in the couplet confirms that the sonnet is not at
all a denigration, but rather, a repudiation of false comparisons.

Eacil of the five translators of this sonnet--Franko, Kostetsky,
Palamarchuk, Tarnavsky, and Zuyevsky-~takes a somewhat different

approach to this poem. The most vivid as regards imagery is the adaptation

by Franko:

¥ moel mazi oui

He Taxni, sr courne, ui,
1 xopani uepsonimi
Big nypoypy yer il

Houn 6immit cuir, 1o mesro,
o cverasea B Hel IpPyab:
Koau ponoc—apit, To B Hel
Jpornn wopmil pocTyTh.

Bauus s peinawi pomi —
I wepsoui it Giai Tesx,

Ta Takux ma auuxy B Hel
Pom tn mesuo ne maiipemn;

1 Gararo poskimmiwmx
Ilaxomis maM Bupocra,
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AHimx 11, AruMI JULyTH
Mol muaol yera.

A mobao 11 posnoBy,
Xo9 ponaamHuo 3HA0 CAaM,
Oo myanka mpuemuilue
IoMoHUTE MOIM yImam;

fAr Goruui XopATs, nBOro
fl e Gauup aui B cHi;
Moa maui, s i sei »u,
Xopurs IpocTO IO 3€MIll.

My mistress' eyes

Are not like the sun, no,
And corals are redder
From the purple of her lips.

If snow is white, then it is sure
That her breasts are dark:

If hair--wire, then on her
Wires black grow.

All kinds of roses I have seen--
And red and white also,

But such on her cheek

Roses thou certainly shalt not find;

And many more delightful
Perfumes for us grow,

Than those with which breathe
My beloved's lips.

I love her speech

Though precisely I know myself,
That music more pleasantly
Hums to my ears;

How goddesses walk, this

I have not seen even in dreams;
My mistress just like all of us,
Walks ordinarily upon the ground.

Particularly vivid are the color contrasts in this folkloric poem.

Franko's 'corals' refer to a string of crimson colored beads traditionally
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worn with the Ukrainian national dress. Crimson is compared with another
highly perceptible color 'purple'. Similarly, the 'white' of 'snow' as com~
pared to a dark-toned skin makes an impact in the folkloric verse because
of a Ukrainian folkloric esteem for the white complexion. Although Franko
omits the appeal to sound in the 'walk' of the mistress, his foregoing
imagery on sound adds the image ‘ears’, which not only underscores the
auditory impression of that particular quatrain, but evokes, also, a visual
impression. Throughout the poem imagery is accumulated in the gradual
manner of the original.

The couplet is abandoned in this translation, Rather than incorpor-
ating the theme of false comparisons, Franko ends his poem with a justifi-
cation of the foregoing raillery of the mistress. She, after all, is an
ordinary human being who 'like all of us/Walks ordinarily upon the ground',
i.e., lives on earth, is a physical reality, and not a 'goddess' that cannot
be imagined 'even in dreams'. Franko's adaptation, by its trochaic rhythm,
is reminiscent of the Ukrainian dance song, the kolomyka. Like
this song, it is mellifluous, pointed, bright, and witty, and contains a
pleasantry touched with satire as antithetical comparisons are made for a
comical effect.

Tarnavsky adheres very closely to the original imagery, but is

unsuccessful in rendering the couplet:
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Moei nani oui — He aK corue;

Bix ry0 il uepBorHi 6iAbll KOPaAb.

Sk 6iamit — cuir: rpyas B Hei cipa 4om ue?
Sk Bosoc — gmpit: TO B Hel 3Bil cnipadib.

Sl 6auuB woDK TPOSHI: uepBOHUiL, Oiaui;
He 6ayy poX< LHX Ha I1 ILOKaX.

MNapdpymis zanax Ginbiuie MeHi MHIHH,
HDK BIZEUX, UIO ZUMHTL B 1I yCTax.

JI1o6aio, K DO3MOBJASI BOHA, XOW 3HAI0,
110 MY3MKa Ja€ L€ KpauwlHH 3BYK;

He GauyuB s1 OOTr¥Hb, K XOAATHL B palo,
MO&l XK maHi Xig — He3rpaGHHIT CTYK.

.
Ta Bce M HE3BHUHE LE MOE KOXaHHA,
cnoraneHe Bix danblly MOpIBHAHHA.

My mistress' eyes--not like the sun;

from her lips more red is coral.

If white--the snow: her breasts are gray, why is this?
If hair--wire: then her winding is of spirals.

I have seen the silk of roses: red, white;

Ido not see these flowers /roses/° on her cheeks.
The perfumes' scent is more pleasant to me,

than the breath that reeks in her mouth.

Ilove when she speaks, though I know,

that music gives a still more lovely sound;

I have not seen goddesses when they walk in paradise,

my mistress' walk--an awkward noise.

But yet rare is this my love,
befouled from the falseness of comparison.

Tarnavsky's sensory appeals are rendered with exactitude., This
translator retains even the appeal to tactility of Shakespeare's 'damask'd
roses' by the transfer 'silk of roses'. He retains, also, the sound of the
mistress' walk, although through the hyperbolization 'an awkward noise'.
Tarnavsky's modifications include the omission of the color 'black! in the

reference to hair: 'her winding is of spirals', the modern interpretation of
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'reeks' which stems from the word "smoke", the use of an interrogative
either from interpretation, or because of rhyme (1. 3), and the addition
of 'paradise' for his omission 'ground’' (1. 11, 12).

Even though Tarnavsky brings 'paradise' into relief for Shakespeare's
implied image "heaven', he does not extend the image into the couplet.
Tarnavsky's finale makes a complete release, too, from the 'mistress’
inasmuch as his rendering of 'my love' is interpreted sooner as an
abstraction than a reference to the mistress. This lack of extension results
in a couplet which is a mere appendage. Tarnavsky, furthermore, mis-
interprets the message of the original:

But yet rare is this my love,
befouled from the falseness of comparison.

The most expert treatment of the couplet is in the sonnet by
Zuyevsky., This translation, however, is based more upon concept than
percept:

He conue — noraapg y moel nasi,
A 1you B Hel — He KopaniB LBiT.
3eMmicra TPYAb — He CHIr y nopisHaaui
I BoJioCc B'eThCA Hibu wopmint apir.

CrpidyaB pgavMackKi poski a: ansa sropm
Ix Baps uyxe nuue ii micue.
Hapdhymr KoxHi Olablie racomomm
JawTs, AK 3allax, U0 Bix Hel TxHe,

I xou mobmo & cniB i1 — excrasy
Cuabriury 36ypaTh ropauni madii.

He 6aymB a borunue Xomm Hi pasy,
Moa xk Jl:060B crynaec 1o 3emii.

Opndaxk A mesed, 1O B Takiil onpasi
Poua rapmimza, Bi:xX y J2xkubiil caagi.

Not the sun-~the glance of my mistress,

And her lips--not the coral bloom.

Her earthen breasts—-not snow in comparison
And hair winds as if black wire.
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I have met damask roses: as to the harmony

Of their colors her wan face is foreign.

All perfumes more delight

Give, than the scent, that from her reeks.

And though I love her singing--a stronger ecstasy
The little turtle doves will awaken.,

Not once did I see the walk of goddesses,

Why my Love steps upon the ground.

Anyway I am certain that in such a setting
She is lovelier, than in false glory.

In the opening quatrain neither color, nor objects receive the main
attention of the translator, but rather the concepts compared--not the
'eyes' of the mistress, but her 'glance' is compared to the 'sun', 'her lips'
are compared to 'coral bloom', 'earthen breasts' are compared to 'snow'
on the antithetical principles 'earth' and 'snow'. A more perceptual image
is evoked, however, in 'hair winds as if black wire', which appeals to
sight and touch. 'Black' is the only color applied by Zuyevsky.

Similarly in the first comparison of the second quatrain, the
evocation of perceptions, although in the same combination as the original,
is not as strong as in Shakespeare; the 'harmony' of the 'colors' of 'damask
roses' are compared to 'her wan face'; the colors themselves are not
brought to the fore as is the idea. The olfactory appeal is more powexrful,
however. ZuyevsKy hyperbolizes 'some perfumes' to 'all perfumes', and
uses the word 'reeks' in its modern negative connotation; the choice of this
word 'tkhne', as regards its unpleasant sound, is appropriate in this
satirical context. Similarly the auditory appeal of the third quatrain is

more pungent than in the original as 'her singing' is compared to that of
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the 'little turtle doves' who 'awaken' 'a stronger ecstasy'. The latter part
of the third quatrain--the 'walk of goddesses' in conjunction with 'ground'--
evokes, as in the original, the idea of the implied opposite ""heaven':

Not once did I see the walk of goddesses,
Why my Love steps upon the ground.

Zuyevsky's imagery from these lines, as in the original, is extended into

the couplet. Because Shakespeare's expression 'by heaven' has no equi-
valent in Ukrainian, the translator must approach this image problem from a
different standpoint. Zuyevsky does this through an associative link which is
the opposite to Shakespeare's. Whereas Shakespeare's 'by heaven' relates
to the 'goddess' and is an extended associative link to the implied "heaven",
Zuyevsky introduces the phrase 'in such a setting' which relates to the
'mistress' and is an extended associative link to 'ground'. Thus, having
brought his 'Love' down to earth in the final quatrain, the translator explains
in the couplet:

Anyway I am certain that in such a setting
She is lovelier, than in false glory.

Noteworthy, too, is Zuyevsky's employment of an involuted syntactical
structuring and enjambement in the first two quatrains. This elegant style
of expression contrasts with the image of the mistress and thereby imparts to
the sonnet an additional touch of humor.

Palamarchuk's paraphrase is the furthest digression from the
original as regards imagery; nevertheless, this translator is successful in

transmitting the essential message of the original couplet:
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11 odeit o conna me pivHamMI,
Kopaa nisuionit 3a ii yera,
He 6itocnimkni naiv i1 oeann,
MoB 3 gpoTy HopHoro, koca rycra.

Tposrg Garato aycrpigas a e,
Ta ua 11 oGumdi 11e crpivas,

1 juime Tak BOHD, AR MUY TH JTI0;(H,—
A ne xousazil MK JHKNX TpaB.

I romocy pisuars 11 He Tpefa

Jlo aryauru, msrimoi semi,

e sua10 npo xoxy Gords i3 Hela,
A xporat Mol — Rinkoy semui.

T Bce 3 BoRA — BAUIRPAINA FTOMiK TITMIL,
Ilo craBneni MOXBA.IAMII TYCTIMITL,

Her eyes have not been compared to the sun,
Coral is more tender than her lips,

Not snow-white the ovals of her shoulders,
Like from wire black, her braid thick.

Roses many I have met everywhere,

But on her face I did not meet any,

And breathes she, as breathe people, —-

And not the lilies of the valley amongst the wild grasses.
And her voice there is no need to compare

To music, more pleasant to me,

I do not know about the walk of goddesses from heaven,
But the steps of my beloved--are entirely earthly.

And yet she--is the most lovely amongst those,
Who are glorified with praises empty.

Palamarchuk interpolates considerably the content as well as the
style of the original sonnet. In the first quatrain the shift in sensory
evocation is very abrupt, with each line appealing to a different sense. Color
is not the common denominator as in the original, and different impressions

are evoked from that of Shakespeare. The reference to 'shoulders', rather
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than 'breasts' is similar to the Russian translation by Samuil Marshak:
'Not snow-white the skin of her shoulders'.3

This quatrain, as well as the opening of the third, is stated object-
ively, rather than subjectively. Because Palamarchuk's ob;iective state-
ments point toward the theme of false comparisons they strip the sonnet
of its surprise element. The concluding statement, then, does not function
as a logical reversal of the sonnet as it does in the original; it is simply a
completion of the statement of theme, which began its overt development
in the first quatrain, was extended into the third, and finally, into the last
line of the sonnet. This, ;:he translator's impersonal approach, moreover,
causes a marked loss of the original satirical quality. A further satirical
impoverishment is made in the second quatrain in the vagueness of the com-
parison of the mistress' "breathing' to that of the 'lilies of the valley
amongst the wild grasses’,

Palamarchuk, in his tendency towards explicitness and simplification,
makes Shakespeare's implied image "heaven'' explicit in the closing of the
third quatrain:

I do not know the walk of goddesses from heaven,
But the steps of my beloved--are entirely earthly.

Having incorporated this image within these lines, the translator makes a
simple conclusive statement in the couplet without further extension of any

directional imagery:

SFrom his complete translations of Shakespeare Sonety Shekspira
(Moscow: Sovyetskiy pisatel', 1949), p. 148,
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And she--is the most lovely amongst those,
Who are glorified with praises empty.

The most unusual approach to this sonnet is that of Kostetsky, who
attempts to underscore Shakespeare's satire by a macaronic medium of
expression. In his footnote to this translation, Kostetsky explains that
since the poem is a subject of parody he aims to render the parcdy and a
comic effect with the aid of the elements of a Ukrainian Polonized Baroque
of the sixteenth and seventeenth centuries.4 He proceeds by constructing a
type of linguistic antithesis in which the lines are divided antithetically into
the Baroque medium and Modern Ukrainian, with the exception of lines
8, 10, 12«14, which are entirely Ukrainian. In regards to imagery,
Kostetsky adheres quite closely to the original perceptual design, but is

not successful in the extension of the original images into the couplet:

OJ1 coouus HI B ouax Moel naHi,
Kopane pyxaneup porxesiiu of ry0,
Krmac eoHiexr ect 6anuM — B Hel nepea ToMAH!,
Krouzx Bnoc ect nporem -— 3 ApoTy B Hel uy6:
Jamacnui pvzki, 6iai i yepsowHi,
3ace BUAIBEM — He B Hel Ha H[OKAX,
1 8inbur npmemHi suIesnbKi iHHe BoHI,
Hixx nmomixy wmoel’ nmaui max.
JIxobmo a cayxaTH, Kras pO3MOBIILET,
Xou MyzuKa MM 3BYKHM TUe:
He 3piscM, Ak GOriHs noxomKaer —
Mos ¢ 60 mani, jimoBuUDA, IPYHT TOBYE:
Ta, npobi, fKopozEy MOIM KOXaHHAM,
Ak Ta aAxace — GpexaMBMM NOPIBHAHHAM,

4ct. pp. 191-193.
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From the sun there is nothing in the eyes of my mistress,

The coral blush is rosier than her lips,

If snow is white--her breasts are dark,

If hair is wire--from wire is her tuft:

Damask roses, white and red,

Indeed I have seen--not on her cheeks,

And more pleasant are all other perfumes,

Than the scent of my mistress' breath.

I love to listen, when she speaks,

Though music more pleasant sounds weaves:

I have not seen, how goddesses walk--

Why my mistress, while going, pounds the ground:
But, by God, I esteem my love,
As that someone--false comparisons.

Except for his use of relatively imperceptible colors 'blush’',
'rosier’, and 'dark’, this translator evokes the same images, and appeals
to the same senses in the gradual manner of the original. A hyperbolization
is made in the second quatrain in 'all other perfumes' for Shakespeare's
'Some perfumes'; the metaphorical verbal elements in 'music . . . sounds
weaves', and 'my mistress . . . pounds the ground' are used for a
humorous effect, as is the image 'from wire is her tuft'.

Kostetsky is not successful in extending the original image into the
couplet. Firstly, his expletive 'by God' or 'for God's sake! has no real
functional role, because in Ukrainian the expression is in such an abbrevi-
ated form that it has lost its referential element pertaining to God, and can-
not evoke the desired image that does Shakespeare's 'by heaven'; secondly,
Kostetsky's abstractive 'my love' makes a logical reversal from the mistress:

]

and thirdly, the original message does not permeate the vague couplet:
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But, by God, I esteem my love,
As that someone--false comparisons.

Prosaic words, and words with unpleasant sounds, as 'huby' (lips),
'shchoky' (cheeks), 'grunt' (ground), and 'tche' (weaves) have found an
acceptable place in this sonnet inasmuch as they add to the humor of the
poem. It is questionable, however, whether Kostetsky, in dividing his
lines into two different linguistic mediums, achieves the effect for which
he strives. Firstly, a reversal from one language to another can hardly
produce a comical effect; secondly, a Baroque medium does not consist
of delineating languages at opposite poles; thirdly, there is nothing in the
original sonnet to suggest a macaronic medium of transfer; and fourthly,
every reader of Shakespeare can understand the sonnet, while a very

select few of Kostetsky's readers could find his sonnet comprehensible.
Sonnet LX

Some of Shakespeare's sonnets contain metaphorical language
which evokes various images at the same time. Extremely elaborate in
this regard is sonnet LX wherein images are accumulated with tremendous
rapidity; the images move from one system of relationship to another, each
system of relationship expresses the same main idea, and all are held

together by association. In this poem the images are formulated in
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accordance with the formal pattern, or quatrainic division:®

Like as the waves make towards the pebbled shore,
So do our minutes hasten to their end;
Each changing place with that which goes before,
In sequent toil all forwards do contend.
Nativity, once in the main of light,
Crawls to maturity, wherewith being crown'd,
Crooked eclipses 'gainst his glory fight,
And Time that gave doth now his gift confound.
Time doth transfix the flourish set on youth
And delves the parallels in beauty's brow,
Feeds on the rarities of nature's truth,
And nothing stands but for his scythe to mow:
And yet to times in hope my verse shall stand,
Praising thy worth, despite his cruel hand.

Shakespeare begins with a simile which progresses metaphorically
throughout the introductory quatrain. The first image is one of 'waves'
coming 'towards the pebbled shore' (1. 1). - Then, 'minutes' are likened to
the waves (1. 2), and both notions unite in the still clear visual and auditory
impressions of the energizing motion of the waves breaking upon the shore
1. 3-4).

A new subject, 'Nativity', introduces the second quatrain:

Nativity, once in the main of light,
Crawls to maturity, wherewith being crown'd,
Crooked eclipses 'gainst his glory fight,

The subject is personified by the verbal metaphor 'crawls' and evokes various

SIn this analysis of the original sonnet the main source is Stephen
Booth, An Essay on Shakespeare's Sonnets (New Haven and London: Yale
University Press, 1969), pp. 130-143. The commentaries used are Ingram
and Redpath, (eds.), Shakespeare's Sonnets (New York: Barnes and Noble,
Inc., 1965), pp. 140-141, and Barbara Herrnstein Smith, (ed.), in William
Shakespeare, Sonnets (New York: Avon Library, 1969), p. 114.
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impressions: in abstract terms--birth, and, as the sonnet progresses--sunrise;
in concrete terms--a newborn infant, and, as the sonnet progresses-.the sun; to
the Elizabethans it bore, also, the astrological meaning of the time of birth in
relation to the conjunction and position of the planets. In the clause 'once in the
main of light' the word 'main' points backward to the image of the sea, but per-
tains to its adjunct 'Nativity'. Thus 'the main of light‘6 identifies the sun whose
nativity is sunrise, and 'Crawls to maturity', i.e., to its full height, at which time
it is 'crown'd’, is in‘its 'glory’, but 'Crooked eclipses 'gainst his glory fight'.
The sun's daily journey is symbolic of man's journey in life. The infant 'once in

7

the main of light', or the sphere of independent existence,! 'Crawls to

maturity' at which time he is 'crown'd’, i.e.

; reaches his prime in life, but,

'Crooked eclipses 'gainst his glory', or prime, 'fight'. 'Crooked' suggests old
age in the logical development 'crawls-crown'd-crooked'. The identity of the
sun in the context of 'eclipses' introduces, also, the concept of planetary move-
ment and,thereby,astrology. The final line of the quatrain is image free: 'And
Time that gave doth now his gift confound'. It serves as a summary of the fore-
going events: Time is the subject of the poem from the very beginning; Time was
first likened to the waves, and then was reflected in the journey of the sun and
man's journey in life. The two quatrains suggest a constant struggle through the

diction: 'toil', 'contend’', 'crawl', and 'fight'.

6 Smith defines the 'main of light' as: orbit of heavenly powers; ocean
of light; center of brightness.

TIngram and Redpath, p. 140.
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Time, through the description of its destructive acts, becomes the
personified subjeet of the third quatrain. Firstly, 'Time doth transfix the
flourish set on youth'. The literal meaning of 'transfix'--'fix across'--points
backward to the intersection of the heavenly bodies in 'eclipses’; its direct object
is 'flourish', which is associated with 'crown'd' and 'glory', or the prime of
life, thus, the image 'eclipses 'gainst his glory fight' is reinstated in different
terms 8 Simultaneously 'flourish' as "flowering", and the word in
juxtaposition-~'set'--carry a gardening connotation, which is extended to the next
line as the idea 'delves the parallels' in the earth is merged with the idea of
wrinkles on a face: 'And delves the parallels in beauty's brow'; this gardening
context receives a further extension in 'scythe' in the last line of the quatrain.
The 'parallels' can be linked also with warfare in the context ''gainst his glory
fight', as well as in the context of 'flourish' which can suggest the waving of a
weapon as is pertinent to the preceding line '"Time . . . doth . . . confound', and to
the final line of this quatrain pertaining to Time's 'scythe’.

The remaining image of this quatrain, 'Feeds on the rarities of

nature's truth', is less demanding of the faculties of perception; it suggests

the delicacies, or perfections, exacted by Time. Imagery is relinquished in

8Glossarists are not in agreement about the meanings for the
individual words 'transfix' and 'flourish’. The usual gloss for 'transfix' is
'pierce through' as suggestive of 'Time's dart' and also, 'transplace' or
'remove'; while the usual gloss for 'flourish’ is 'a bloom', 'an ostentatious
ornament laid on'in the art of calligraphy. Cf. Ingram, pp. 140-141, Smith,
p- 114, and Booth's exposition of glossarists' definitions, pp. 140-141.



268
concluding couplet which asserts the immortality of the hero in verse.
Four translators--Hordynsky, Kostetsky, Palamarchuk, and Zuyevsky--
render this complex sonnet. The most expert transference of Shakespeare's

elaborate imagery is that of Hordynsky:

Sx xeuuti pEHYTH Ha pinucTHiI Geper,
Tak A0 XiHIA XBUJHMHHA HAUIl MUYaTh,
OnHa 32 04010 MIHAIOTH IIeper,

Ta Bci Briepey; y vacryni cnimrarhb.

Hapopuuy, y nosui Benmuasiii,
IToBayTe y 3pinicts, 1o BiHYoe ix,
11 aGopoTy saTeM4 HUyTL AyKasi

I Yac papin He nuzuae cpoix.

Bin nomuTts KBiTH, Hani rowniit sponi,

I pue pucHa Ha 4oJii KpacH,

CaM #(UBUTECH HaHKpaIuuM y IpHpoai
I Bce, 110 € — Jmuur A HOr'o KOCH.

A pce x Tobi uei pipm mil, y magii
Ha maiibyrTsa, a Yac — xall ckaxeHie.

As the waves break on the pebbled shore,
So toward the end our minutes rush,

One after another changing rank,

And all forwards in aggression hasten.

(full moon
(fullness
Crawls to maturity, which crowns it /Eativity7,
To conquer it /maturity/ go eclipses malign
And Time does not acknowledge his own gifts.

Nativity, in majestic,

He breaks the flowers given to youthful beauty,
And burrows features on beaul:y's9 brow,
Himself feeds on the most beautiful in nature
And all that is--only for his scythe.

But yet for thee this verse of mine, in hope
For the future, and Time--let him go mad.

1 4

9Hordynsky uses two different words for 'beauty' in lines 9 and 10.
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Hordynsky's first quatrain contains the basic imagery of the original.
The 'waves' and 'minutes' are likened figuratively and homophonically:
'khvyli (waves)-khvylyny (minutes)'. A vivid auditory-and-visual image of
the impetuousness of the waves and minutes is evoked through 'break' as well
as by the military qualities with which these images are endowed through the
diction 'rank' and 'aggression'.

The nativity scene in its abstract and concrete notions is retained by
Hordynsky. A skillful formulation of still another image occurs in the pre-
positional clause which can be interpreted as 'in fullness' or 'in full moon
majestic'. The first meaning links with the original idea of the sun in full
day, as well as the underlying idea of the independent existence in the life of
the man; while the second, 'in full moon', in developing further the notion of
the orbit of heavenly bodies, points backward to the tide and forward to the
'eclipse', The idea of conflict in the first quatrain is extended into the second
in the word 'conquer’.

In the third quatrain Hordynsky merges the idea of the prime in life
with that of the gardening context: 'He breaks the flowers1? given to youthful
beauty, /And burrows features on beauty's brow'. Shakespeare's 'rarities in
nature' is adequately transferred as the 'most beautiful in nature'.
Hordynsky's idea of conquest continues in this quatrain in the violent acts

of Time and is summed up in the final line--all things that exist are subject

10The idea of flourish as a 'bloom' originated with Pooler, 1918,
Cf. Booth, p. 141.
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to 'his scythe', the instrument by which Time 'breaks the flowers' and
'burrows features’.

The last line of the sonnet begins in the spondaic rhythm of the
original, but Hordynsky's couplet is not clipped as the origi;rlal; the final
line receives an extension due to the rhetorical rhythm--four spondaic
feet, a break, one iambic foot, a break, and four spondaic feet. Even
though the statement in the couplet is concise, the rhythm effectuates a
redundancy.

Hordynsky, then, masterfully incorporates all the images formul-
ated by Shakespeare; in th.e first quatrain~-the simple image of the waves
and minutes; in the second quatrain--the mixed imagery pertaining to the
abstractions birth and sunrise, and the concrete images of man and sun,
as well as the skillful inclusion of the associations of the moon in the
planetary concept; in the third quatrain-~the bgtanical context, and the
warfare confext which is extended in Hordynsky throughout the sonnet, as
is extended Shakespeare's idea of conflicting forces and struggle.

Palamarchuk's paraphrase undergoes a simplification of Shakes-
peare's imagery; nonetheless this translator is successful in retaining

the spirit of the original:



271

Ax xBnai muats na ysdepedny pinb,
Tax B HeQy T4 1 HA] MYATEH XBICITHH;
Onny moraiHe BiYHOCTI rAubis,

Ha anminy iit y/re BacTynHa JuHS.

Hapop:icene iy GamcroM ocsiinin
o conna unetned, 3pirodi HeapiIMo.
A TaM BCTa€ 3QTOMECHIA HAR HINM,
1 Yac papn cBoi ctiBa Ge3 BTpOMY:

IsiT 1080cTi Geananbuo obpnna
1 nroTo GOPOSHITE U010 1PACIH,
I Bce UBE ITATAE, MOB TpABa,

Ha nayr seyToMyzenHol xoc.
&

Ta pipmr Milt npoTn cyepri cMino cTane
1 saxmeTHTL TROC A1 KOXAHL,

As the waves rush onto the littoral sand,
So into nonexistence also our minutes rush:
The depth of eternity swallows one,

In its place already the next one flees.

The born underneath a splendor shining
(clamber
(aspire
And there arises an eclipse over it,

And Time his gift cuts down without restraint;

Towards the sun * maturing invisibly

The flower of youth [_he7 cruelly tears
And angrily furrows be—auty's brow,

And all that lives lies down, like grass,
On the plough of the unweary scythe.

But my verse against death shall boldly stand
And defend thy face beloved.

Palamarchuk maintains the basic images of the first quatrain; the
'waves' and 'minutes'are likened not only figuratively, but also homophonically:
'khvyli (waves)~khvylyny (minutes)'. This homophonical link is further
extended in 'pohlyne (swallows)-hlybin' (depth)-lyne (flees)'. The entire
stanza reveals the translator's mastery in the use of sound as the visual and

auditory impression of the continuous energetic flow of the waves is evoked.
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Palamarchuk makes additions in imagery, however: he likens metaphoric=-
ally 'the littoral sand' with 'monexistence': 'As the waves rush onto the
littoral sand, /So into nonexistence also our minutes rush' (Il. 1-2), This
same mixed image 'the littoral sand', which is 'nonexistenc;e', receives
another extension to 'depth of eternity' in 'The depth of eternity swallows
one' (L. 3).

The imagery in the second quatrain is oversimplified. All things that
are 'born underneath a splendor shining/Towards the sun clamber', or
laspire', -‘maturing invisibly'. The 'splendor shining''l (I. 5) can be associ-
ated with the light of 'the s.un' (. 6) towards which 'the born' 'clamber'. This
verbal metaphor is suggestive of a plant which, in its struggle for the 'sun'
or its fulfillment, is 'maturing invisibly'. The adverbial metaphor suggests
that it is unaware of its own maturity. When the plant (or man) attains the
sun, i.e., the heights, or fulfillment, 'there arises an eclipse over it, /And
Time his gift cuts down without restraint'. There is an ambiguity in 'it', which,
in Ukrainian, can refer to 'the sun' or to 'the born'. In any case, the 'eclipse'
suggests the plant's or man's doom.

Palamarchuk extends the plant context into the third quatrain where the
'flower' and the human being are blended metaphorically throughout the stanza;
first in the phrase 'the flower of youth', secondly, in 'furrows' and 'beauty's

brow', and thirdly, in ‘all that lives lies down, like grass, /On the plough of the

117This interpretation of 'the main of light' is similar to the gloss
"center of brightness''. :
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unweary scythe'. 'Plough' links with the verbal elements 'cruelly tears'
and 'angrily furrows', whereas the scythe links with 'cuts down' of the
second quatrain, and with 'all that lives lies down, like grass' of this
quatrain. Shakespeare's 'rarities of nature's truth' is completely changed
to remain within the garden context. A battleground image is evoked, too,
through "furrows' and 'all that lives lies down'. Death is also suggestive in
this latter line. An interesting stylistic feature is found in Palamarchuk's
use of the short verbs 'styna' (cuts down) (l. 8) and 'obryva' (tears) (1. 9);
this snipping of the word accompanies the image of the snipping and the
tearing of plants.

The mixed images of this quatrain, i.e., the plant image which is
metaphorically blended with the human being, the battleground image, and
the concepthof death all unite in an extension info the couplet. The 'flower!'
and human being merge in the reference 'thy face'; the diction 'shall boldly
stand' and 'defend' points backward to the battleground context, and 'death'

is the result of the foregoing actions of Time;

But my verse against death shall boldly stand
And defend thy face beloved.

This couplet which ends the sonnet in a decisively determined manner is one
of the most beautiful finales by Palamarchuk. The laconic precision, the
clarity, and the homophony, particularly as regards the sibilants and the
plosive 't', together acquire a tremendous strength to 'boldly stand' 'against
death' in the defence of the beloved's 'face', or the immortality of the beloved

in verse:
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Ta virsh miy proty smerti smilo stane
I zakhystyt' tvoye lytse kokhane.

Palamarchuk maintains the spirit of the original even though the com-
plexities of Shakespeare's second quatrain are disentangled in his sonnet.
Whereas the translator fails to reproduce all the images of the second quatrain,
he is successful in incorporating all the required imagery in the third. The
original concept of struggle is maintained throughout the quatrains; first, in
the struggle of the waves and minutes, then in the "clambering" towards the
sun, and finally in the specifics of Time's conquest. The development of
imagery in Palamarchuk can be summarized as follows: in the first quatrain
Shakespeare's simple image of 'minutes' and 'waves' is refained with the
additional mixed image in the metaphorical link: 'littoral sand-nonexistence~
eternity'. In the second quatrain there is a merging of the concrete images of
plants and human beings and the abstraction life. The sun's course is omitted
from the imagery, but the sun receives a goal image to which all life aspires;
the eclipse is retained to symbolize the doom of the living. The botanical con-
text, as symbolic of man, is extended into the third quatrain which incorpor-
ates also the battleground image and the concept of death. All these contexts
then merge in their extension into the couplet. Thus Palamarchuk's formu-
lation of imagery is based more on the relatively simple extended variant, with
the primary botanical image introduced in the second quatrain being carried
through to the end, rather than on the elaborate cluster of images found in the
original sonnet,

Zuyevsky, in his translation maintains the spirit of the original son-

net more through a conceptual, rather than a perceptual, approach to imagery:
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Hencue 8 mopi xreuai HecrpuManmi,
TFodunu npobizaroTe nawuxr JInis
Oodna no oonith 8 pesilony nazanui
IlpoGutuca 0o saacHux Gepezie.
I sce napodacere 8 obnosi cairaan
ITos3ze 0o spinoctu — i oxpac,
Aaxc noxu siud HadwepSurven PosKeiTal
I dand ¢80 po3ib’e wWedpud wac.
Bin tonocTu 2auye PBLiitHi aeTu,
Bpi3a€ 3MODWKU HOL 100 SICHE,
Hailcpauii 8 €8iTi HUWUTL DApUTETU, —
Vtozo noca Mri020 He stumne.
I Tinvru sipuwt Ml praasy O38INKUMLY
Teitl 06pa3 810 3020a0U GepezTUAMC,

As though in the sea the waves unrestrained,

The hours of our days pass by

One after the other in zealous contention

To break through to their own shores.

And all that is born in the revival of light

Crawls to maturity--its /maturity’s/ ornaments,

Until flourishing might becomes chipped,

And generous time breaks his gift.

He restrains the impetuous flights of youth,

Carves wrinkles upon the fair brow,

Destroys the most beautiful rarities of the world, --

His scythe shall not miss anything.
And only my verse with rhymes resounding
Thine image from destruction shall spare.

Zuyevsky's first quatrain progresses in a comparison of the passing
of the 'hours' to that of the 'waves' with the aid of associative imagery: 'As
though in the sea the waves unrestrained, /The hours of our days pass by'. The

post-epithet 'waves unrestrained' is associative with the hours, which proceed

'One after the other in zealous contention/To break through to their own shores’.
The image 'shores' pertains to 'hours' and is associative with the 'shores' of the
comparative 'sea'.

In the second quatrain Zuyevsky tends more toward the development
of a semi-abstract notion of birth, and does not develop the sun image: 'And all

that is born in the revival of light/Crawls to maturity--its ornaments'. The
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metaphor 'ornaments' for Shakespeare's 'crown' is apparently drawn from the
glossarists' definitions of Shakespeare's ’ﬂourish".12 Zuyevsky follows up the
'ornaments’ with 'flourishing might': 'Until flourishing might becomes chipped, /
And generous time breaks his gift'. An associative link is thus formulated between
'ornaments-chipped-breaks’'.

Having established the prime of life as 'flourishing might', Zuyevsky
extends this concept into the third quatrain to 'impetuous flights of youth'. Thus
in the translation, 'impetuous flights' is appropriated to 'flourishing might' and
'ornaments'; as in Shakespeare, 'flourish' is appropriated to 'crown'd' and
'glory'. The third quatrain contains, besides, an extended image of Time, since
Time's act of breaking 'his gift' (1. 8) receives a continuation: 'He restrains the
impetuous flights of youth', 'Carves wrinkles upon the fair brow', and 'Destroys
the most beautiful rarities of the world'. The verbal metaphors 'carves' and
'destroys’ are further appropriations of the ornament image. Zuyevsky escapes
an interpretation of Shakespeare's 'rarities' by applying the Latinate term
'rarytety'. The image of Time's 'scythe' is retained in the final line of the
stanza: 'His scythe shall not miss anything’.

Zuyevsky's finale is in the spirit of the original:

And only my verse with rhyme resounding
Thine image from destruction shall spare.

The resounding rhyme as well as the resounding epiphora, assonance, and

120riginating with Schmidt, 1874. Cf. Booth, p. 141.
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alliteration is a strong accompaniment to the idea expressed:

I til'ky virsh miy rymamy dzvinkymy
Tviy obraz vid zahlady berehtyme.

In Zuyevsky's sonnet the main idea of struggle is maintained through-
out the quatorzain by the use of metaphorical language which does not always
evoke concrete sensuous images; the original botanical and battleground
impressions are not incorporated into the main stream of thought. There is
much association and extension in Zuyevsky. In the first quatrain the image-
evoking comparison between the hours and the waves is established by
association. In the second quatrain the Shakespearean mixed image of birth and
sunrise, the infant and the sun, is limited to a simpie semi-abstraction based
on the relatively concrete concept 'the born'; the sun image is not developed.
Zuyevsky's basic imagery lies, rather, in his development of the notion of the
prime of life through the term 'ornament', which comes to the fore in the second
quatrain and is extended through an associative 1ini< into the third quatrain
together with the extended concept of time. This image necessitates a blending
of the perceptual with the conceptual; only through the process of association
with the main term 'ornaments' can one imagine the concepts of the chipping of
flourishing might, | the breaking of time's gift, the restraining of impetuous
flights, or the destruction of rarities.

Kostetsky is less successful in developing the elaborate imagery of
the original. This development is greatly impaired by the complexities of

this translator's syntactical structure:
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MOB purOM XEUIBL Ha y30epexxHy PiHb
Cninmers Ha xpait Oir Hammx cux MIiHyT,
SMIHMEUDL TIOTIEPELHI0, B BUP CTPEMJIIND,
B pyx nanepen Boun Bci pByTSCA TYT.
Te, 110 BPOMIB CEiTNANMI oxeay,
Brnos3zae B 2pimicts, mae B8 HIJT Bigens,
Toxni 6'¢ B HiMO 3aTeMHeHL ATAraH,
I Yac cBiit naTox 3807MTIb HAHIBCIE.
Yac neperHe xBiTyuii oHL Banck
1 epuc piznobir mixk 6pis kpacwy,
Cromxite cins 3emani cobi Ha 3MCK,
I e mume mingo Jtore xocw,
I Bce xx moa xsana Tobi Tpuska,
Bescnsia B Hi jforo IHIopcTEa pykKa.

As if by the break of waves upon the littoral sand

The course of these our minutes hastens to the end,

Having changed the former, into an impetuous current
of aspirations,

Into a motion forward they all tear here.

That, to which the (ocean of light
’ (brilliant ocean

Crawls to maturity, possesses in it a crown,
Then beats into the nimbus of eclipses a yataghan,
And Time his gift reduces to nothing.
Time shall cut through the florid splendor of youth
And shall burrow a parallel between beauty's brows,
Shall feed on the salt of the earth for his gain,
And his scythe shall not miss anything.
And always my praise for thee is lasting,
Weak within it is his rough hand.

gave birth,

Kostetsky opens with a slightly different conceit than Shakespeare:
'As if by the break of waves upon the littoral sand/The course of these our
minutes hastens to the end'. Whereas Shakespeare likens the minutes to the
waves, Kostetsky moves the 'course of these our minutes' by the waves. As
this conceit progresses, a tremendous impetuosity of the minutes is perceived

from the description of the movement of the waves: 'Having changed the former,

into an impetuous current of aspirations, /Into a motion forward they all tear

here'. Although this powerful force of the vehicle 'waves' has the potential of
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propelling the sonnet onward, the translator's syntax, unlike Shakespeare's,
retards the forward motion of the reader's mind. The energy already
established in the first line of the sonnet comes to a complete halt after the
first word (the predicate) of the second line as the reader begins to grope for
the subject and meanings in Kostetsky's following word order: 'Hastens on 1?27
the edge running ﬁ:acg-j /_EBursej of our these minutes'. Having found the
subject 'minutes’', the reader searches for the phrase that belongs with the
genitive, as well as the meaning of 'the edge'--"the end'. The remainder of the
quatrain is‘equally perplexing as the reader, again, gropes for the subject:
'Having changed the former, into an impetuous current of aspirations, /Into a
motion forward they all tear here', and finally, for the meaning of the last
word 'here'. Kostetsky, undoubtedly, uses this convoluted syntax in association
with the constant struggle of Time, as likened to the impetuous struggle of the
waves, but, without reference to the original, the reader can hardly grasp the
essence of the stanza. Kostetsky, furthermore; is the only one of three
translators to use the Latinate term 'minut' for 'minutes’.13

The second quatrain of the translation begins with an imperceptible
subject 'That'. The 'main of light' is rendered as 'the ocean of light', and
could also be understood as 'the brilliant ocean'; it 'gave birth' to the subject,

which is unknown at this point, but may be linked to the first quatrain as 'waves'

13 Zuyevsky states that the normative variant 'khvylyn' would give
this line a "prosaic tone'. Cf. his article "Pryntsyp 'absolyutyzatsiyi' v
perekladakh I. Kostets'koho," in Thor Kostets'ky, Zbirnyk do 50-richchya.
(Munich: Na hori, 1963-64), pp. 215-216.
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or 'minutes'. As the reader proceeds to the next line he is still uncertain as to
the subject: '"That' 'Crawls to maturity, possesses in it a crown'; although
'crawls' and 'crown' evoke images, the "actor' himself is unknown; the first
link 'waves',or ‘minutes’, i.e., 'Time' cannot be perceived to crawl or possess
a crown. If the reader turns to the interpretation 'the brilliant ocean gave birth’',
the concrete notion of sea animals is evoked, and thus the abstract notion of

the theory of evolution, which was unknown to Shakespeare, or the period of
Ukrainian Baroque that Kostetsky desires to reflect in his sonnets. The problem
as to the subject 'That' is further compounded by the syntactical structure of the
subsequent line: 'Then beats into the nimbus of eclipses a yataghan'. Although
'yataghan' is the subject in this line, the placement of the predicate 'beats' is
such that it is first associated with the main subject of the quatrain, i.e., its
placement is parallel to the preceding predicatives, which describe the main
subject 'Crawls to maturity, possesses in it a crown/Then beats into the
nimbus. . . .' The 'yataghan'--a slightly curved Turkish sword, suggested to the
translator by the epithet 'crooked eclipses'--is personified, inasmuch as it
'beats into the nimbus'; it is a new subject in the poem, and yet, the main
subject is still unknown. A new image arises from 'the nimbus' which is con-
nected to the former 'crown'. The reader, at this point, returns to the
beginning of the quatrain to search, again, for the main subject; '"That' reaches
mafurity whereupon it receives the crown of life which is associated with 'the
nimbus', but a 'yataghan' destroys this crown. The 'vataghan' becomes

associated with 'Time' in the final line of the quatrain: 'And Time his gift
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reduces to nothing', therefore, 'Time' is in possession of the 'yataghan'.
One can only guess that the main subject "That' must be anything that has
life; this abstraction, then, is not formulated into concrete images, as it is
in the original. Still another difficulty results from the line: 'Then beats into
the nimbus of eclipses a yataghan', which could also read: 'Then a yataghan
of eclipses beats into the nimbus'.

A very beautiful quatrain as regards linguistic expression follows,
but Kostetsky shifts from the present tense actions of Time in the second
quatrain, to the future tense in the third quatrain. An excellent transference
of Shakespeare's 'rarities of nature's truth' is found in Kostetsky's 'salt of
the earth'. This latter concept remains, furthermore, within the garden
context of the preceding lines in the diction 'florid' and 'burrow a parallel’,
as well as the 'scythe' of the final line of the quatrain, There is a discrep-
ancy in the word 'scythe', however, if in the preceding quatrain it is Time who
possesses a 'yataghan',

Kostetsky's couplet is simple and concise, but flaccid, and not at all
reassuring, as compared to the finale of the original:

And always my praise for thee is lasting,
Weak within it is his rough hand.

It is enfeebled by the word 'weak', as well as the contradiction that this word
evokes, for the foregoing description of Time is not at all 'weak'. The epithet

'rough hand', furthermore, is not sufficiently powerful to describe the agent

which has committed the violent acts of the preceding quatrains,
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As regards imagery, Kostetsky's sonnet retains the main concept of
struggle. In the first quatrain this concept, in the coalescing of the waves and
minutes, receives more turbulence from Kostetsky because of his accumula~
tive descriptions of the motion of the waves. The imagery of the second
quatrain is not established since the image of the main subject 'that' is not
evoked.14 The third, and most successful, quatrain is based upon a botanical

context.
Sonnet XILVI

There are a few sonnets in Shakespeare that contain extended mixed
images; in these, for the most part, a personified element consists of a word
for some faculty of body or soul, particularly the heart and eye, as in XLVI.
In this sonnet the personified image is extended throughout the quatorzain as
the theme focusses upon a dispute held by the eye and heart. The dispute is
brought to court, and the courtroom scene provides for the second extended
image of the poem. This structure of imagery overrides the octave
established by the logical structure:

Mine eye and heart are at a mortal war,

How to divide the conquest of thy sight;

Mine eye my heart thy picture's sight would bar,
My heart mine eye the freedom of that right.

144, Zuyevsky's opinion of this translation "every image of the
original . . . retains its completeness, naturalness, and indefatigable
charm of expression.'" In his article "Pryntsyp 'absolyutyzatsiyi' v
perekladakh I. Kostets'koho,' p. 215.
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My heart doth plead that thou in him dost lie,

A closet never pierced with crystal eyes,

But the defendant doth that plea deny,

And says in him thy fair appearance lies.

To 'cide this title is impanneled

A quest of thoughts, all tenants to the heart;

And by their verdict is determined

The clear eye's moiety and dear heart's part:

As thus; mine eye's due is thine outward part,
And my heart's right thine inward love of heart.

The opening of the sonnet by the words 'mortal war' and 'conquest’
evokes a battleground image. The second quatrain, however, by the appli~-
cation of legal terminology--'plead' (1. 5), 'defendant', 'plea deny' (I. T)~-
makes a transition to a courtroom image. This legal terminology becomes
particularly dense in the third quatrain which turns from the pleas of the
heart and eye to a jury; the couplet is a statement of the jury's verdict. Thus,
even though Shakespeare evokes the image of battle at the outset of the sonnet,
the prevailing legality through the extended courtroom image establishes
that the 'war' at the outset is only in reference to a dispute brought before a
court of law.

Shakespeare, having begun with the terms 'heart and eye' maintains
these throughout the quatorzain, whereas each of the four translators,
Kostetsky, Hordynsky, Slavutych, and Palamarchuk uses 'sight' and 'eye'
interchangeably, thus being inconsistent in the development of the abstract
and concrete image. One of the reasons for this shift may be rhythmical,
since 'sight', in Ukrainian, consists of one syllable in its undeclined form,

and 'eye' is a two~syllable word. The most accurate of the translations is

that by Hordynsky:



284

Miit 3ip i cepue — B soTii GopoTsbi,
Xro 3 Hux To000 BOJOAITH Mag,
HKanibue oxo TsarHe BCe cobi,

A cepue oxy BHI TBIX 3aKpHBac.

ToBopiiTh ceplue: TH HabBiKH B HiM,
Y exori, fle He cATHe OKZ NPOMIHB,
BoHo x, y 3aIepeyenHi cBOiM,

Bneprsae: TH B Horo BHTa&W AOMi.

o6 BupimmuTH cmip, sifitancs Ha CYR
JopalHHKH — MYMKH, 11O B cepill B HalimMax,
Ix cnpasa: 4iTKO BH3HAYHTH TYT

He dacTka oKa il cepnd YacTKa, TAHHA.
L

Ix npucyn: oxo o6pa3 BizbMme ThIf,
A cepiuio — cepue nis a000BE 1 Mpif.

My sight and heart--in mortal battle,

Who of them is to possess thee,

The avid eye draws all for itself,

And the heart for /from/ the eyes thine appearance bars.

Says the heart: thou forever in it _/_Elr{1_7,

In concealment, where the eye's ray does not reach,
But.it, in its defence,

Assures: thou dost reside in its home.

To resolve the conflict, assembled at court
Counsellors--thoughts, who to the heart are tenants,
Their case: clearly to determine here

Where is the eye's part and heart's part secret.

Their verdict: the eye thine image shall take
And for the heart--/thine/ heart for love and dreams.

The two original long extended images are well established by
this translator. Hordynsky's abstraction 'sight' (1. 1) is immediately
concretized (1. 3), and continues to appear in its concrete form through-

out the remainder of the sonnet. At one point (1. 7), however, the
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translator substitutes the pronoun 'it' where the noun would accomplish
better the desired personification. Hordynsky's legal image begins its
development in the second quatrain with the word 'defence' (1. 7),

reaches its full development in the third quatrain where a chain of
legalistic terms appears, and is extended into the couplet. By association,
then, the legal imagery is extended backward into the second and first
quatrains. . This extension is further enhanced by the word 'conilict' (1. 9)
which is appropriated with 'mortal battle' (L. 1).

This translation is commendable in its contextual accuracy and in
the stylistic devices used by the translator to enhance the meaning.
Especially complementary to the entanglement which the jury must
settle is the antimetabolic line: 'Where part eye's and heart's part
secret' (1. 12), as opposed to the disentangled terse couplet which lends
to the clarity of the jury's verdict.

Slavutych digresses somewhat from the original in content

as well as in the organization of imagery:
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Miit aip i ceprie — w npuerpacuift nifini:
sWagac Kosvtie HOBHOBIATIO MATH

Tsow ysary it worasau caitui,

Hlo6 mmmt ki §t nonuo paonati,

TosopuTnh cepile ~~ B HLOMY TH JRIBCIN,
Jlo nLoTo 30BCiM OKY Lie eArac.

Ta upucaracroes Mift 3ip 6c3 Mem —
B fioro obaajy Ti B.aATIA JIOEpAL.

Tipuesarai BuUpoR BROHecal TBCPRIi.
JyMEH cnpiuuBnul UPABOCYA MM ¢HIH,
100 cepue it aip me Bigaan Himr,

ix Gaarouecuo ft MyapO HOMMDHIAT:

Moexy 30py — sormEimnLI Kpaca,
A cepiin — cepist cXopamHa scd.

My sight and heart--in an impassioned war:

Each yearns to possess supremely,

Thine attention and glances bright,

To live by / through/ them and fully acquire paradise.

Says the heart--within it / hJ.m/ thou dost live,

To it /Elm7 the eye does not reach at all.

But'swears my sight without bounds--

In its /hlS/ property thou hast settled completely.
Jurymen determined a firm verdict

Having ratified /their/ thoughts by the powers of justice
In order that the heart and sight would come to no harm,
Them piously and wisely reconciled:

For my sight--outward beauty.
And for lml/ heart--heart's hidden salvo.

Slavutych, in his extension of the personified mixed images, uses the
abstraction 'sight' in all instances, except once, where the heart indirectly
makes reference to the 'eye' (1. 6), and thereby establishes the feeling that
'sight' is used in the formal sense, and 'eye' in the informal. This trans—
lator aptly remains within the "personified declension' for the subjects

'heart' and 'eye' (q. 2).
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The legal image does not receive extension by Slavutych. It is
manifest only in the third quatrain in a very vague link with the second
quatrain through the word 'swears' (I. 7). Therefore, the s_econd quatrain
is associated with the battlefield context evoked at the outset of the sonnet.
This organization of imagery distinguishes the octave more than does
Shakespeare's.

The translator makes a further demarcation of the octave by a shift in
tenses. Whereas the first two quatrains proceed in the present tense, the
third quatrain is an expository account of a court action which has taken place
in the past. This results in a very abrupt logical shift and thereby an impair-
ment of a progressive development,

This translation loses much of the semantic value of the original for
the sake of attaining perfect rhyme. The entire first quatrain departs con-
siderably from Shakespeare, the rhyme 'without bounds' (L. 7) is merely an
expletive, while the omission of the idea that the jury consists of 'thoughts'
who are 'tenants to the heart' (I. 10) results in an impartial verdict, unlike
Shakespeare's.

Palamarchuk, in his paraphrase, departs considerably from the

original:
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Miit 3ip i cepme MpyTL Ha noxi Goio,—
3a 1cbo srylma iife ons niiina.

Bo ckap6, ne ginaur momizk cofoio,
IlocicTr Dparke KoKHA CTOpPOHA.

I yyio ceprs cTyK: «BoHA B MeEi,
Kypu He nponnxaors oui mumis.
Metmysea 3ip: «Hacayxazuces Gpexmil
Hasik Boiia ppifilaa B Mol 3iuIOiN.

o6 Tift vifini norIacTu xpait nasasnie,
Hapnaxenrepn gy sifinruicn 3a cTia

I MmEpy Mmygporo piftmnm, HOKIABINIL
Komropuuit ¢kap6 po3maiopaTh HABNLT.

Ogay — I{0 BXONNTL 30POBE COpHiIMaRNs,
A copreri — cepaeuAWIT AN — KOXANHA.

My sight and heart perish on field of battle, -~

Over thee this mortal war is waged. _ _

Because the treasure, in not dividing /it/ amongst themselves,
Each side yearns to conquer.

I hear the heart's beat: ''She is in me,

Whither the eyes do not pierce through'.

Darted sight: '"We have heard enough lies!
Forevermore she has entered into my pupils''.

To put an end to that war forever,
Parliamentarians of thought assembled at the table
And a wise truce reached, having decided:

The precious treasure to divide in half.

For the eyes--whatever the perception of sight will grasp,
And for the heart--the heartfelt passion--love.

Rather than the single extended concrete image 'eye', Palamarchuk
carries Shakespeare's concept through the quatorzain by an extended
associative link 'sight-eyes-sight-pupils-eyes~sight' (1. 1, 6, 7, 8, 13 and 13,
respectively). The heart image is once interceded with the 'heart's beat'.

An additional mixed image 'treasure' is extended throughout the sonnet
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and receives associative links with references to the heroine whom the
'treasure' represents.

Having begun with the battlefield context, Palamarchuk extends this
image through his entire paraphrase. The third quatrain consists of
peace negotiations with the assembling of parliamentarians, instead of
the original courtroom proceedings.

Palamarchuk's imagery depictions cause distinctive breaks between
the quatrains. The first depicts a battlefield, the second exposes a clash
in the form of a dualogue as well as dramatization, and the third depicts
parliamentarians at a tablc;o Thus a clear quatrairic structure is maintained
by this translator.

This translation, which departs in content and spirit, as well as in
style, is not one of Palamarchuk's best poems. It is impaired by the constant
interchange of synonyms for 'eye', the very sudden shifts in imagery, the
vagueness in the meaning of 'treasure' (1. 2) which hampers the logical
development, and the use of alternating F endings and an FF couplet for a
poem which should march forward in a masculine martial step.

Kostetsky, also, extends the context of war throughout the

quatorzain:
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MIM 3ip i3 cepueM Mas cMepTenbHMIL I'epIlh,
3a Tebe Ax 3a 3xc0iy BiBHIM CHIp;
3ip TBepamMB — 3’ABa TO HE CHpPaBa ceplb,
Kazano cepue Tyt He B npari zip.
Kazamo cepue — B HBOMY TH, MOBJAB
(¥ cxoBi, i1 Tam KpUIuTane oyeit — TyIii),
Ta moxas TOM — 3aXUCHMK CIIPOCTYBAaB
I pik, mpo B zim - npekpacuuit o6paz TBi.
ITo6 mpunmuuiaach BpewiTi cd BiiHA,
Cyn cepus ciayr — ZYyMOK — y35BCHb H0 XiJj
I mogin mpucyzmB Toro matmia
Mix Bipue cepue it ymeTiit 3ip HaBIHI:
A came: npaBo 30py — 30BHA YacTh,
TROE 3X KOXaHHA — MOIO CepUA BJIACTE.

My sight and heart had a mortal battle,
Over thee as over spoils having led the conflict;
Sight affirmed--appearance /apparition/ is not a matter of hearts,
Said the heart here sight is not in the right.
Said the heart--in it /him/ art thou, so to say
(In concealment, even there the crystal of the eyes-~dull),
But that argument--the defender rectified
And said, that in him--thy beautiful image.
So that finally this war would cease,
The court of the servants of the heart--of the thoughts-~took to action
And-decreed a division of that property
Between the faithful heart and pure sight in half:
As thus: the right of sight-~the outward part,
And thy love--my heart's supremacy.

In Kostetsky's principal image design the abstraction 'sight' receives
an extension throughout the quatorzain, except in the bracketed instance (1. 6),
where 'eyes' appears; this bracketing imparts a tone of disparagement to the
concretization. The battlefield context is extended throughout the sonnet with
a legal court presiding over the affairs of war in the third quatrain.
Kostetsky describes action in the past whereas the original is in the present.

This translation, in its manner of expression, results in a prosaic
reading, while the syntactical complexities turn the reader to the original

source. The logical development begins to falter in the second half of the
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first quatrain where no connection is made between the statements of the
second and third lines. In addition to this the translator's lexical choice
'appearance' (1. 3) connotes an "apparition' and perplexes the reader as to
its meaning until a link is made at the end of the second quatrain in the
phrase 'thy beautiful image' (1. 8).

The awkward construc ti:)n of the first part of the second quatrain
stunts the further development of the sonnet. The expletive 'so to say', in
the important rhyming position, results in a dangling line, while the
brackets confuse further, since the expletive does not unite with the inter-
locking line,

Similarly the third quatrain is impaired with an awkward line (10)
which contains an accumulation of genitives. Without reference to the
original sonnet, one can hardly decipher the subjects belonging with the
genitives; the syntax is structured in the following manner: "The court of
the heart of the servants--of the thoughts. . . .' The couplet, on the other
hand, is an excellent integral unit as regards poetic expression; the court's
decision is stated in a terse and natural manner.

Besides the confusion imposed by the word "apparition', Kostetsky
makes inadequate choices of several other lexical items. An archaic word
is used for 'battle'--'gerc''-~which in its sound is devoid of beauty and
elegance. To rhyme with this word, moreover, the translator must incorp-
orate the plural 'hearts', a generalization, where the poem is concerned

with one specific heart. Kostetsky is inconsistent, also, in his choice of
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the stylistic level of the verbs for 'speak'. He begins with the regular
word 'kazalo' (said), follows this with a prosaic expression 'movlyav' (so to
say), and subsequently uses the very bookish Old Church Slavonic word

'rik' (said).
Sonnet XXIX

In sonnet XXIX, at the most momentous turn in the development of
the poem, Shakespeare introduces a brief and simplel5 concrete image,
one of a singing lark soaring to the heavens, to help express the poet's
feelings of exaltation upon reflecting on his beloved. This image aids in
underscoring the octave division established by logic, syntax, the shift to
the use of address, and metrical and rhythmical variations:16

When, in disgrace with fortune and men's eyes,

I all alone beweep my outcast state,

And trouble deaf heaven with my bootless cries,

And look upon myself, and curse my fate,

Wishing me like to one more rich in hope,

Featured like him, like him with friends possess'd,

Desiring this man's art and that man's scope,

With what I most enjoy contented least;

Yet in these thoughts myself almost despising,

Haply I think on thee, and then my state,

Like to the lark at break of day arising

From sullen earth, sings hymns at heaven's gate;
For thy sweet love remember'd such wealth brings
That then I scorn to change my state with kings.

15A brief image, as opposed to extended; and a simple image (as
opposed to a mixed image) where there is no mixing of metaphorical and
unmetaphorical elements).

16gee the discussion on structure, p. 38.
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The editors of Shakespeare's sonnets have encountered problems in
the punctuation of the three lines which contain the lark imageol'7 The
Quarto places line 11 in parentheses:

Haply I think on thee, and then my state,

(Like to the lark at break of day arising)

From sullen earth, sings hymns at heaven's gate:

Some modern editors make a stop in line 11 by parentheses, or a comma:

Haply I think on thee, and then my state,

(Like to the lark at break of day) arising

From sullen earth sings hymns at heaven's gate:

Other modern editors close the parentheses or use a comma in line 12;

Haply I think on thee, and then my state,

(Like to the lark at break of day arising

From sullen earth) sings hymns at heaven's gate:

According to Ingram and Redpath, the Quarto punctuation should not be

applied, as neither the lark's nor the poet's song eomes 'from sullen earth',

and parentheses should be avoided because they are heavy in a modern

recension. In order that the lark image receives the fullest development

a comma is used after 'earth' and no stop is placed after 'arising'.l8
Of the translations by Franko, Hrabovsky, Kostetsky, and

Palamarchuk, Franko accomplishes the fullest possible development of the

lark image and retains best the spirit of the original:

17.¢cf, Ingram and Redpath, p. 72.

lsgld.o
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Henacrosl 1a meme wacra it sop,
I Ha ceitt cram 8, xe niny, Tav nuaauy,
B rayxee neGo i y piacii rpymu

W

3Bopran 3ip, wacuy c¢yasdy depaty.

Baxiato 6yre Gararuiny Ha Hagio;

Aw ceii — O0yrp rapunM, Ar Toll — ApYy3iB MaTH,
Or nuoro Xiier, OT TOrO BHACTH AICTATH,

Bee Tum me pay, wmo mawo i mwo Bmio.

A caM ropmry cobowo 3a ti xndul
Ta Ax rede srapao, 3 MOCO cepld,
Mosp sxaitpoponor i3 maigmol ckndn,
‘Jo meba Bpanni moa micHA B'E€TLCAL

fAx som TBOIO 110008 COJNIOARY Haraparo,
Coci poni s ii 3a Tpon me saminAlo,

Unkind to me are fortune and people,

And upon my state, wherever I go, there I weep,

Into the deaf heaven and into my own breast

I turn my sight, curse my fate worthless.

I wish to be richer in hope;

As this /one/-—to be fair, as that /one/--fr1ends to have,
From this /one7 art, from that /’ne7 power to get,
Always discontented with that which I have and which I know,
Until I even pride myself for those shortcomings!

But when I think of thee, from my heart,

Like a lark from the fertile glebe,

To the heaven in the morning my song soars.

As soon as thy sweet love I remember,
My lot I even for the throne will not change.

In Franko's translation the poet's song, like the lark from the
fertile glebe, soars to the heaven in the morning. Franko's modification
of 'sullen earth' to 'fertile glebe' serves to intensify the exalting powers of
the thoughts concerning the beloved in that they become the inspirational
source for the poet's song. This entire translation is rendered very
accurately. Even the original number of epithets (q. 1) and the entire list

of the original comparative items (q. 2) are incorporated by the translator.
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In Hrabovsky's paraphrase, the lark image undergoes absfraction:

Ha camoti, B moiit anxiit vemonai,
Punaro a1 Ta 6ianil (sit Kaeny,

Beim sazaputu Ta crapmutmcs mouny,
o ue sazuas ni yacta, adi goal;

B ripxux cabosax sampawo Atori GoAi
I aymomsxy aeairc norakny:

o6 matu xuct i Bpoay uapisuy,

I apysaxis, i Bcsxux BTIX ZOBOAL..

A anm Ttebe, o zope cBiToBa,
Bragaio a: fywa, Mos fOTalika 3paHa,
Beceanii rimu no ueGa sacnisa;

B t06i, moa r0\y60beo KoXaHa,
Tov pafl, 110 I caM opoab ue 3gobyna,—
I B:xe Toxi meva nag sene nanal

In solitude, in my evil bondage,

I weep and the bright world curse,

I begin to envy all and complain,

That I have known neither happiness, nor fortune;

In bitter tears I bathe /my7 severe pains

And a secret thought I “cherish:

To possess art and beauty charming,

And friends, and all kinds of joys abundant . . .

But only thee, o star universal,

I recall; _/_my_/ soul, like a bird early in the morn,

A joyous hymn to heaven begins to sing;

In thee, my little dove beloved,

/Is/ that paradise, which even the king himself does not conquer, -~

And already then there is no lord above me.

In this translation the poet's soul is likened to a bird that in the mormn
sings a joyous hymn fo heaven. This abstract image of a songbird evokes only
the feeling of cheerfulness. The state of being exalted is forfeited by the

concrete image and the idea of soaring. Instead of imagery, Hrabovsky uses

the apostrophe to achieve rhetoricism and thereby the spirit of the original.
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Both of his tercets begin with direct turns in his address of his beloved.
Rhetoricism is further achieved in these particular lines by the use of
post-epithets.

Hrabovsky's paraphrase, formally and in thematic develop-
ment, is Petrarchan. The quatrains are more tightly bound thematically
than they are in the original in that the translator does not shift from inner

LY

reflections (q. 1) to a comparison of his fate with others (q. 2) as does
Shakespeare. This sonnet, furthermore, is of a Ukrainian coloring. The
translator uses a number of traditional epithets, as 'evil bondage' (1. 1),
'bright world' (. 2), 'bitter tears' (l. 5), 'severe pains' (L. 5), and 'little
dove beloved', (1. 12). The translator makes use also of diminutives, peculiar
to the Ukrainian language, for endearment: 'dumon'ka' (a little thought), (1. 6),
and 'holubon'ka' (little dove) (1. 12).

Kostetsky maintains the Quarto parentheses in his translation:

KOJIM Henona it mocekMit Bpox sMeHe 6o

CroiTxkaloTh Tax, U0 NJIo4y f, i3roii,

I rpuxoMm Topraio HeuyitHe Hebo,

I yain milt xneny Hezzasnit Toit,

Baxario macrs bararioro s Haginx,

Voro mmua, foro 3a06yTUx APy KO,

Ywmigs jioro #, ax B inunmx — uini B aisx,

Bix moni, speruroio, KOHeYHMUX Cay>:B;

Koan i1 cebe a 3xeparkaio HapiTs,

Bpas — T B aymxax, i nxe Toni Hecy

(MoB xaitzop, 1110 HACTAHHA GHMHIM CJIABUTE),

IOgmoni rpiy, mo emunix Bpam scy;

Bo T — Toro comonxwmit criomiH paro,
Ilo a 5t Ha MAPCHKMIT paii He MPOMIHAIO.
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When Misfortune and human evil eye me do

Befall so that I cry, banished,

And with cries I tear the insensitive heaven,

And that useless lot of mine I curse,

I wish the successes of /one/ richer in hope,

His face, his acquired friends,

Abilities his, and, as in others--purpose in actions,

From fate, finally, the necessary services;

When I even myself disgrace,

Suddenly-~thou art in my thoughts, and already then I carry

(Like a lark, that praises the coming of day),

Of valleys away, to the gates on high a salvo;

For thou--the sweet remembrance of that paradise,
Which I even for an imperial paradise will not change.

In this translation the lark image loses its impact completely because
of linguistic complexities, particularly in Kostetsky's use of the archaic
phrase 'yudoli prich' (1. 12), which can be translated in three ways: 'valleys
away', 'of valley away', 'to valley away'. None of these fit the context.

The impact of the lark image is lost also because of the linguistic
shortcomings, prior to this quatrain, which not only impede the development
of the sonnet, but, also, destroy the spirit of the original poem. Some of
these shortcomings concern Kostetsky's choice of rhyming words. In line 1
the emphatic particle 'bo', inasmuch as it carries no semantic value,
effectuates a dangling line, In line 4 the least significant word, the
demonstrative adjective 'that! is placed in rhyming position and effectuates
another unnatural tagged-on ending. Other shortcomings are in the trans-

lator's choice of words which are often expressionistically-toned, as the

connotfations of some words in line 3: 'And with shouting cries I tug the

insensitive heaven'. Not at all in the category of poetic diction is the word

'nezdalyy' (useless, good-for-nothing) (I. 4). Still another shortcoming is
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in the conveyance of meaning in line 8, which, moreover, contains an
expletive 'finally', The couplet, on the other hand, unlike the body of the

sonnet, is expressed clearly and elegantly.

Palamarchuk's lark image does not produce the same effect as the

original, because of structural changes in the translation:

Suesaskennit i gomer, f NOALMM,
TinaneM TpuBosKy meleca XapeMue,
Crasonnnie BipeycHOTO TCMIeE,
Knsuyun, oOMiBalocs caizsMy,

Hapiama GaraTmiuM oparsy 6yTs,
Minataces gonero rovosnii 3 TuMa,
XT0 pY3sM3I OTOUCHIIT NATKBMY,
KoMy Jarga n uacTeRTEI-KPaDia Ny Th,

Toui, sragapiuit panToM f Upo Tele,
Raprao cay cefe 3a caabicTs TY.
Bix xvypol sexcd y Brncory

I rinma, siw pxaillBOPOH, Hecy 0 Hefa.

S1 ppoxMinaTh HikoNN § He XOTiB
Tuoto 110602 Ha CilaBY KOPOIiE.

Disgraced by fortune, and by people,

With weeping I trouble the heavens in vain,
The dark state of the renounced,

Cursing, I bathe myself with tears.

I yearn to be richer in hope,

To change fortune ready with those,
Who with fervid friends are surrounded,
For whom in art a better path has lain,

Then, having recalled suddenly about thee,

I reproach myself for that weakness.

From sullen earth into the heights

I, a hymn, like a lark,19 carry to the heaven.

I should never want to change
Thy love for the glory of kings.

19This is not a syntactical error in Ukrainian.
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In this translation the poet, from sullen earth into the heights,
carries, like a lark, a hymn to heaven. The soaring quality is inherent
in the phrase 'into the heights'. In omitting 'oreak of day', however, the
translator does not recapture the association between breaﬁng light and
the breaking of emotional despair. Because of the structure of his quatrain,
Palamarchuk's lark image does not perform the original role of exaltation,
Linear inversion, syntactical breaks, and the resulting reduction of the main
idea to a position of secondary importance, places the focus on the poet's
reproaching of himself. The lark image appears, therefore, not in the con~
text of thoughts on the beloved but, rather, is misplaced into the context of
the act of reproaching.

The first two quatrains in Palamarchuk establish well the original
emotional state of despair. In paraphrasing, the second quatrain, however,
undergoes a marked shortening of Shakespeare's comparative list. Beginning
at the third quatrain the sonnet is composed of three sentences which are
logically disconnected. The new syntactical and logical beginning at the
couplet resulfs in an integral unit removed from the lark image, inasmuch
as the condensed couplet omits the original reinstatement of the third
quatrain and admits only Shakespeare's revision of the foregone attitudes

of the octave.
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Sonnet XI

Some of Shakespeare's sonnets, although not devoid of figurative
language, are relatively free of graphic illustrations and thus are dependent
primarily upon concept rather than percept. An example of this type of
sonnet is XI, where Shakespeare propounds the theme of procreation:

As fast as thou shalt wane, so fast thou grow'st

In one of thine, from that which thou departest;

And that fresh blood which youngly thou bestow'st

Thou mayst call thine, when thou from youth convertest.

Herein lives wisdom, beauty, and increase;

Without this, folly, age and cold decay:

If all were minded so, the times should cease

And threescore year would make the world away.

Let those whom nature hath not made for store,

Harsh, featureless and rude, barrenly perish:

Look, whom she best endow'd she gave the more;

Which bounteous gift thou shouldst in bounty cherish:
She carv'd thee for her seal, and meant thereby
Thou shouldst print more, not let that copy die.

Besides Kostetsky and Palamarchuk, Onufriyenko translated this
sonnet. The most accurate transference is that of Onufriyenko. The trans-
lator's modifications are indicated by underlining, while parentheses indicate
his omissions:

dig’smem ImBHAXO Tak ke, AK i 3pic,
1 suom spocrem B zammweniv creOpiHHi,
I cBiy Kpor, axy flomy npusic,
IJasBein ¢BOGIO B THXOMY cTapimxi.

YV uwosty saier i myapocrm, it KpacH,
Hemae 1yt ®i cyeprn, ni crpaxirra.
Konz 6 He me — cnmmmanch 60 uacu
I cBiT 62 BHMED B moOCTe NECATLIITTA.
Xaf ruHYTS Bei Gesnmuki, MoB imua,
Koro npmpoga me pana 1uia NIJ0AY.
florsaub, KoMy HapH BOHa fana, —
Tr Mycam pap ceift TIOBEPHYTH — BPOAY.
TH — 3HaK IPHLOIH, TH — TIEYaTh i,
JInmuTH MycHn BIIAPYKH cBO.
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Thou shalt wane as fast as thou hast grown,

And again thou shalt grow in the left-behind creation,
And fresh blood, which to him thou hast bestown,
Thou shalt call thine in u1et ageing.

Herein is the substance of wisdom, and beauty, / /
There is here, neither death, nor horror, / /

If it were not for this-~the times would cease

And the world would die out in the sixth decade.

Let perish all the / / featureless, /~ 7 like fog,
Whom nature hath not made for procreatlono

Look, to whom / / gifts she gave, ~-

Thou must, return thy / / gift-~-beauty.

Thou~~the mark of nature, thou—~-its seal,

Leave Lﬁog? must thy prints.

Onufriyenkos's translation has the ease of original ecomposition, the style
and manner of writing is the same in character as that of the original, and
the translation gives a complete transcript of the ideas of the original son-
net. The very minor modifications made by Onufriyenko are the result of
spatial limitations. These, nevertheless, are carefully treated as to main~
tain stylistic accuracy. Lines 6 and 7, for example, lose one noun each,
but they are stylistically accurate in that parallelism is attained. In line 9,
two epithets are omitted but the relatively vivid image in the simile 'like
fog', which is in apposition to 'featureless', refers to this epithet as well as
to 'perish' and serves, thereby, to establish the required rhetorical
accentuation.

Kostetsky retains the style and manner of the original, but is unsuc-

cessful in conveying meaning:
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fAK npyaxo B mepb, Tak npyaxo figeiw i B 3picT
B opxuim 3 TBOIX — BiXR TOrO, IO T BMCNAB,
I ceixka xpos, 1o 3'Ha #ap it BmicT —
TgBoa, 4K OHOCTHM OCTAHHII BMCHIE.
B rim myapicTs, ninoTa 1 Mmorora,
Bes Toro — rayvnereo, ctapicts i 3arrenan;
Be3 Toro 6 gymxa crpumaa jira,
I cBir — B omuiil xori poxis 3aHerban.
Xait riacepdbur Ilprpomt mepeixyTh,
Bezsuai, Heobrecani — Oe31ti o,
Ta rases, Koro 3mobura — Ti IBITYTH:
Aruit xe pap rexaTit mycy rizeo!l

1i pispba — neuars JiMa TBOTO:

He wmy Toit BigburTox, ApyKyit itoro!

As fast into wane, so fast thou goest also into growth
In one of thine~~from that, which thou sent out,
And fresh blood, that from youth thou gav'st to it contents—-
Is thine, as a final expression of youth.
In that is wisdom, beauty and increase,
Without that--folly, age and / _/decay;
Without that thought would restrain the years,
And the world--in one threescore of years would be neglected.
Let.the stepsons of Nature pass by,
Featureless, coarse / _/--barrenly;
But look, whomever she loved-~those bloom:
What a _/_- _7 gift thou must cherish worthily!
Her carving--the seal of thy face:
Do not destroy that imp'ressic;l_,_f)rint it!

Kostetsky remains within the contextual bounds of the original sonnet, yet,
his translation is devoid of Shakespeare's theme. This is due to the
inadequate lexical choice 'sent out' for Shakespeare's 'departest' (leave
behind) at the outset of the poem (l. 2). The subsequent lines, therefore,
become meaningless. Further confusion arises in Kostetsky's misinter-

pretation of Shakespeare's phrase 'If all were minded so, the times should

cease' (I. 7). The translator's rendering of this line is 'Without that

thought would restrain the years'. 'Thought' becomes the subject without

any logical connection with the foregoing or subsequent statement,
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Although the remainder of the sonnet receives an adequate- transfer, the
progeny theme bypasses the reader's attention because of the inadequacies
in the first two quatrains.

In comparison with the preceding examples of Kostetsky's trans-
lations, sonnet XI shows a relative ease of composition and naturalness of
expression. Archaic words, and grammatical constructions peculiar to
Kostetsky are limited; the syntax is more straightforward-~the syntactical
units are shorter with no unnecessary inversions; and the rhyming words are

well chosen,

Palamarchuk's paraphrase is a simplified version of the original. In

this instance only that which is retained from the original is underlined:

Igyan B ymepd, Tin B cunoni pocrem,
1o maBec®i DAEKAB KOAICh OpH cobi.
Bin rBiif BOrOHE Hece B ¢Bolil ocobi,
Iloro cmara cTac TBOEIO TeiK.

e myapocri sarow, axnii ctoiTs
OcHOBOIO YCIX OCHOB Ha3aBiIe.
Borows a1 Ge3 nnoro, Bignanapmmn,
Hasix 61 3rac 3a micTh NeCATAIITE.

Xait 6e3moTOMHO H1yTh ¥ HeSyTTH
Beammni # muni uacep6n npupoamn.
Tobi s BOHA He MIKOIYBaZa BPOAM,
T Mycnmy 10 NIPOTORMATH SRITTS.

Bona Tebe pissbina na nevars,—
Hopa ke it pigdunaTica DoyaTe.

Going into wane, thou in a son growest,

Whom in the spring thou tended once in thy presence.
Thy fire he carries in his person,

His strength becomes thine also.
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This is the law of wisdom which stands

As the base of all bases evermore.

The fire of life without it, having burned out,
Forever would be extinguished in six decades.

Let without descendant go into nonexistence
The featureless and base stepsons of nature.
To thee she did not begrudge beauty,

And thou must prolong life.

She carved thee for a seal, -~
It is time already to begin printing oneself.

In addition to the use of simple language and syntax, Palamarchuk's
simplification lies in his concretization and explicitness. The theme is
made explicit by the concrete words 'son' (1. 1), 'descendant' (1. 9), and
'stepsons' (L. 10) as well as by the statement 'thou must prolong life' (1. 12).
Further explicitness is made by the extension of the translator's fire image
from the first to the second quatrain. Thus, Palamarchuk conveys the theme
and meaning of the original sonnet with ease, but the style and manner of
composition is not of the same character as Shakespeare's.

This comparative analysis , for a majority of the translators, repre-
sents fairly adequately each individual's performance in the art of trans-
lating. A true representation is, perhaps, not made in the case of Zuyevsky.
In both of the foregoing illustrations, CXXX and LX, this translator com-
bines the notions of concept and percept, and thus departs to some degree
from Shakespeare's stylistic approach to imagery in these particular per-
ceptually based sonnets. Notwithstanding, Zuyevsky's other translations
which contain images, LIX, XIX, CII, and the perceptually based sonnet

XXIV, wherein extended images are found, are rendered with exactitude.
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Sonnets LXXI, LXXXI, and CXXXV, in which the figurative language is
austere, are transferred, also, with accuracy. Zuyevsky's approach to
sonnet CXXX, as concerns the rendering of the spirit of the original, is
particularly effective. This translator is especially meticulous in incorpor-
ating all of Shakespeare's finer elements into the couplet of this sonnet.
The couplet in LX, as in the rg,maining of his seven translations, is an
exemplary transfer.

Karavansky, who accomplished ten translations, is represented
only by one sonnet, XVIII; nevertheless, this illustration serves to reflect
his approach to translating in general. Karavansky is particularly liberal
in paraphrasing. In sonnet XVIII modifications of imagery and content
result in a theme different from Shakespeare's. In addition, the translator's
image scheme changes from the original, and, in turn, alters the overall
structure of the sonnet. Karavansky's nine remaining translations undergo
many modifications as well. It is as if this translator's procedure is to
draw an outline of the original sonnet and then construct his own poem from
this outline; the original abstract images become concrete, the concrete
become abstract, one image may be omitted, while the next is amplified. As
the patriotic theme is propounded in sonnet XVIII, so Karavansky's experi-
ences in an autocratic system of government emerge in XIV (. 2), and
particularly in XXV (q. 3), where the translator changes Shakespeare's
'prince' images to 'tsar' images. The entire "tired" sonnet LXVI, is an
expression of the translator's current experience; the line which touches

the translator himself is: 'Where a brilliant mind is in shackles forged" (. 6)
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for Shakespeare's; 'And purest faith unhappily forsworn' (. 4), or 'And
right perfection wrongfully disgraced' (1. 7). Of the translations by
Karavansky, sonnet LXVI, which is austere in perceptual imagery, is the
closest to the original inasmuch as it best remains within the conceptual
development of Shakespeare's sonnet.

The foregoing examples of Hordynsky's translations illustrate the
proficiency of this translator in the transference of imagery, image schemes,
the theme, the content, and the spirit of the original. In the sonnet of
greatest complexity, LX, Hordynsky is the only one of the translators to
incorporate all the elaborateness of the original and is, again, closest to the
origiual in the second illustration, the sonnet of extended images, XLVI.
Hordynsky's work is as commendable in his remaining six translations.

From Franko's translations of sonnets XXIX and CXXX (especially
from the latter inasmuch as it is an adaptation) it is evident that this trans-
lator utilizes Shakespeare's images to their fullest potential in order to re-
establish the spirit of the original. In all his eight translations, Franko is
very meticulous in reconstructing the figurative language of the original;zo
it is noteworthy that this translator, in his endeavor to achieve contextual
and stylistic accuracy, makes an attempt to incorporate even the original
number of epithets into his poems.

Slavutych is rather liberal in paraphrasing; his translation of

20-cf, also M. S. Shapovaloy in the article "Pro Frankovi pereklady
Shekspira, " in Ivan Franko, Statti i materiyaly, (Lviv: L'vivs'ky
univergytet, 1949), p. 55. B
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sonnet XVIII undergoes image modifications and contextual interpolation
which result in a different basic theme from that of the original. In the
second illustration, XLVI, Slavutych remains within the original thematic
development; although his contextual transfer is in some lines inaccurate,
he captures adequately the Shakespearean long extended mixed image, and,
to some degree of accuracy, the legal image. Of his remaining two trans-
lations, CLIV and LXXI, the latter, which is image-free, receives the
most accurate transfer.

Tarnavsky renders with exactitude the imagery and content of son-
net XVII. In CXXX, Tarnavsky reproduces the original imagery most
accurately throughout the quatrains, but in his misinterpretation of Shake-
speare's couplet does not capture the essence of the poem. His two remain-
ing sonnets, CIV and CXVI], Tarnavsky renders with accuracy.

The two sonnets translated by Onufriyenko are relatively free of
imagery. The foregoing illustration, XI, as well as sonnet VIII, are
exemplary in the accomplishment of stylistic and contextual accuracy as
well as in their naturalness and ease of expression.

In the case of Slavinsky, paraphrasing and modification of the
original images in sonnet XVIII result in a different theme from Shake-
speare's. His second paraphrase, sonnet CVI, on the other hand, remains
with the original thematic development and is more accurate in its contextual

transfer.

The one sonnet translated by Hrabovsky, XXIX, is a paraphrase with
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an accurate transfer of the main ideas and theme of the poem. Although
this translator makes abstract Shakespeare's concrete lark image, he
retains the spirit of the original poem by a focus upon rhetorical devices
which function in a role comparable to the original image.

In the six illustrations of Kostetsky's translations it is found that
this translator is usually unsuccessful in his thematic and image transfer..
This is the result of Kostetsky's manner of expression, his linguistic
complexities, lexical as well as syntactical, which stunt the natural
development of image and themes. These complexities, moreover, impede
the required forward thrust of the sonnets, and minimize or obliterate the
effects or impact inher:ent in the original imagery. Of the preceding
illustrations, the most successful transference is that of sonnet XVIII,
but even here minor linguistic faults hinder the forward motion of the poem,
and result in some departure from the spirit of the original. In LX and
XXIX the original themes are imminent, while the transference of imagery
falters. Sonnets CXXX, XLVI, and XI fail to convey any theme. Sonnet
CXXX contains the original images throughout the quatrains but falters in
the development of imagery in the couplet; sonnet XLVI, as the original,
receives an extension of images, but with the battle, rather than the
original legal, context prevailing; sonnet XI, on the other hand, remains
close to the figurative language of the original.

Palamarchuk maintains a naturalness of expression throughout his
works, but is very liberal in altering the content and the imagery of the

original. This translator tends (a) toward the simplification of imagery,
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as best exemplified in sonnet LX, his most successful poem of the fore~
going illustrations, (b) toward the concretization of Shakespeare's
abstract images, (c) toward the particularization of original generalities
through the introduction of new images, and (d) toward making explicit
that which is implicit in the original, as seen in both the development of
imagery and themes. There are several instances throughout
Palamarchuk's work where th; translator is closer to the Russian trans-
lator Marshak, than to Shakespeare. Besides the cited example in CXXX,
this is striking in sonnets XXXMI, LXXIII, LXXXVI, CXVI, and CXXVI
as well. In most instances Palamarchuk's incorporation of the original
images is such that it simplifies not only Shakespeare's main logical
development, but also the main structural design, as in sonnet XVIII,
where the -original associative link is lost in a quatrainic division of image
schemes, in XXIX, where short syntactic units not only modify the formal
design, but result in the loss of the impact inherent in the original image,
and in XLVI, where new imagery is introduced into each quatrain.
Palamarchuk favors the extended image, as is evident from sonnet XL VI,
where the translation is based upon the battlefield setting, from LX, where
the translator adds new extensions into his couplet, and from XiI, where
the translator's own metaphor 'fire' receives extension. Despite the para-
phrasing, this translator always retains the basic theme of the original,

From this comparative analysis of imagery in the original and

translated sonnets it is evident that the translator's reproductions of



310

imagery, contextuallyand stylistically, depend largely upon his method
of translating. The free translators tend toward the modification of
Shakespeare's images and image schemes and frequently interpolate the
content of the sonnets; several free translations contain even different
themes from those in the original. The translators who adhere to the
principles of accurate translating, on the other hand, generally retain
the original imagery and image schemes and give an accurate transcript
of the content and ideas, and the spirit of the original. It is evident,
moreover, that the translator's successfulness in the utilization of
Shakespeare's images to their fullest potential, in conveying the content
and meaning, and in rendering the spirit and character of the original
depend a great deal upon his manner of composition. The use of a
selective vocabulary, the stylistically elevated sentence, and a beauty
of language with a naturalness and ease of expression distinguish the

superior translations.



CONCLUSIONS

The translating of Shakespeare into any language is by no means an
easy task. Elizabethan English is not the English that we know today, "almost
every word has suffered some change of meaning, nl thus, "one cannot often
say accurately what a word means in a Shakespeare sonnet. "2 The
Ukrainian translator faces, besides this, the problem of the widely dﬁfeﬁné
structures of the source and receptor languages, and thus the dilemma of a
highly selective approach: he must condense the content, transfer it in
different words, reconstruct the sentence, and invent devices which would
serve to function toward the same end as those in the original. Nonetheless,
the majority of the Ukrainian translators have shown their ingenuity in over-
coming these difficulties with the result of translations that are of an
exceptional quality in respect to the standards of appraisal set in the
beginning of this discussion,3

Of the early translators of Shakespeare's sonnets, Hrabovsky and

Slavinsky adhere to the theory of free translation popular in their time and

Im. c. Bradbrook, Shakespearean Elizabethan Poetry (London:
Chatto and Windus, 1951), p. 79.

2Stephen Booth, An Essay on Shakespeare's Sonnets (New Haven
and London: Yale University Press, 1969), p. 138,

3Cfe ppo 12"'139
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thereby sacrifice the contextual and stylistic accuracy of the sonnets
translated by them. Hrabovsky, in his one translation, sonnet XXIX,
departs from the characteristic features of Shakespeare's style. In
structure, Hrabovsky's sonnet is in the true Petrarchan tII‘adition; the
imagery encountered undergoes the translator's individual interpretation;
and the rhetorical figures are essentially of a traditional Ukrainian
coloring. Nevertheless, Hrabovsky is successful in recapturing the main
idea and the spirit of the original sonnet, and by his ease and naturalness
of poetic' composition imparts an aesthetic quality to his poem.

Slavinsky ingenfously combines the Shakespearean and Petrar-
chan structural designs in both his translations to incorporate the
Shakespearean logical, syntactical, and fqrmal stylistic paradoxes.

Sonnet XVIII, however, digresses completely from Shakespeare's

imagery as well as Shakespeare's theme and in the method of versification
reflects still a very young poet. Sonnet CVI, on the other hand, is a more
successful translation in its aesthetic quality as well as in its transference
of the content and style of the original.

Unlike his contemporaries, the early translator Franko adopts the
theory of accurate translation based on the principles of contextual and
stylistic accuracy. In accordance with the standards of translating set by

him, 4 Franko accomplishes accurate transferences of the content and spirit,

4Cf. p. 9 of this study.
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the ideas and images, and the syntax and lexical items of the original. He
departs somewhat, however, from the prosodic features of the original in
employing his own rhyme patterns for a majority of his eight translations.
Notwithstanding, Franko utilizes rhyme ending variants in accordance with
Shakespeare's paradoxical design, and maintains, for the most part, the
interrelationships between the formal, logical, and syntactical structures
of the original sonnets. In addition to his excellent reproduction of
Shakespeare's imagery, this translator shows exceptional adeptness in the
application of Shakespeare's rhetorical figures. Franko's translation of
sonnet XXX is most outstanding in the achievement of a metempsychosis,
This translator shows, furthermore, his skillfulness as an adapter; his two
adaptations are exemplary as regards the method by which a translator
can preserve the content and spirit of the original even when the original is
remoulded info a different form.

Of the contemporary translators, Karavansky approaches his ten
translations by the method of free translating. Karavansky's verse is very
much his own creation with only an inherited relationship to the original
through the adoption of Shakespeare's ideas. Karavansky is similar to
Shakespeare in the overall logical, syntactical, and formal framework and
maintains the original invariable rhyme scheme as well as the masculine
rhyme endings. These rhyme endings, though, in conjunction with the
translator's virile iambic beat, resultin a departure from the grace and

ease of Shakespeare's rhythm. Karavansky digresses to a great extent from
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the Shakespearean rhetorical figures by adding or substituting his own devices
in order to intensify the oratorical tone of his sonnets. Shakespeare's
imagery, image schemes, and themes receive the translator's original
treatment and interpretation as well. The most characteristic feature of
Karavansky's sonnet is its extraordinary strength and spiritedness, a
characteristic which must be sought in biographical elements that can only
be touched upon in this study. In view of the writer's twenty-five year
imprisonment by the Soviet authorities, one can sympathize, for example,
with his eﬁlbittered attack upon Time in sonnet XIX; with respect to his
endurance of the current injustices, one can understand the spirit of
determination and perseverance with which he imbibes Shakespeare's
"tired'" sonnet LXVI, or his inclusion of the patriotic theme in sonnet XVIII.
The nine sonnets translated by Zuyevsky are remarkable in their
reflections of Shakespeare. Particularly noteworthy in Zuyevsky's
translations is the use of a selective vocabulary, the stylistically elevated
sentence, and the resounding and purposeful rhyme. Zuyevsky
reestablishes completely the Shakespearean relationships between the
logical, syntactical, and formal structures, including the "appearance" of
Shakespeare in the stanzaic form which, besides having a psychological
impact on the reader, aids in the attainment of the desired sense of move-
ment of the sonnet. Zuyevsky is equally skillful in the utilization of
Shakespeare's rhetorical figures; his rendering of the 'Will' sonnet CXXXV

is commendable. This translator is as adept in the reproduction of
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Shakespeare's imagery and in the inclusion of Shakespeare's image schemes.
It is apparent that Zuyevsky favors the conceptual approach to imagery over
the perceptual, but always accomplishes the complete transference of the
ideas and the spirit of the original.

Hordynsky's eight translations are exceptional in their represent-
ation of the original author. Even though this translator's sonnets appear in
the quatrainic division, he reestablishes with exactitude the logical,
syntactical, and formal interrelationships of the original. Hordynsky is
especially proficient in the employment of Shakespeare's rhetorical figures
and in the interchange of devices when met with linguistic and formal
limitations of translatability. Hordynsky, in his retainment of the structure
and a vast number of rhetorical figures in the "tired" sonnet LXVI, provides
an extraordinary representation of Shakespeare in this poem. This trans~
lator is unsurpassed in the reproduction of Shakespeare's imagery and
image schemes; his translation of the elaborately complex sonnet L.X is
outstanding in this regard. Hordynsky's sonnets contain a selective
vocabulary, and a grammatical construction that imparts to the sentence a
particular elegance. Hordynsky, thus, is successful in the accomplishment
of the five desiderata of translation as ouflined by his mattre Zerov: the
original stylistics of the word, tropes and figures, metrical peculiarities,

euphony, and a beauty of language with a naturalness and ease of expression.5

5S¢, p. 10 of this study.
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Slavutych in his four translations combines the principles of both
accurate and free translating. Slavutych reflects Shakespeare in his
rhetoricism, in his choice of words, in the composition of the sentence,
as well as in the stylistics of sound. Paraphrasing, however, resulfs in
the change of the imagery, image schemes, and, as in the case of sonnet
XVIII, the interpolation of the ttieme of the original. This translator's
simplification of Shakespeare's structural designs results in a loss of
conflicting energy and the Shakespearean sense of movement. Of the
translations by Slavutych, sonnet LXXI receives the most accurate
contextual and stylistic transference.

Tarnavsky's four translations reveal this translator's faithfulness
to the style and content of the original. Although Tarnavsky's sonnets
appear in the quatrainic division, the translator adheres stricfly to the
main logical, syntactical, and formal design of the original sonnets, The
Shakespearean rhetorical figures, imagery, and image schemes are
incorporated accurately and successfully. Tarnavsky's translations show
an ease of composition and a language which is marked by clarity. This
translator's renderings of sonnets CIV and CXVI are particularly
excellent accomplishments of metempsychosis and are unsurpassed not
only in their stylistic and contextual accuracy but in their aesthetic impact
as well.

Onufriyenko in his two translations is successful in representing

Shakespeare. Of particular noteworthiness is this translator's strict
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adherence to the structure of the original sonnets; his fourteen~lined
homostrophic unit, in addition to the reestablishment of Shakespeare's
logical, syntactical, and formal designs, accomplishes fully the
Shakespearean structural paradox. The attainment of perfect rhyme is
not a difficulty for this translator. Onufriyenko incorporates successfully
the original rhetorical figures, as is evident in the case of sonnet VIII,
where traductio plays a signific;nt role in the poem. The sonnets
translated by Onufriyenko are relatively image free and are observed as
such by the translator. Onufriyenko's translations are exemplary in
stylistic and contextnal accuracy combined with a naturalness and ease of
expression,

Kostetsky's collection of the Shakespearean sonnets reflects the
original autl-lor considerably but not completely. Kostetsky is outstanding
in harnessing the energy of Shakespeare's structural paradox; except for
Shakespeare's rhyme ending variants, the original logical, syntactical,
and formal designs are carefully reconstructed. This translator's pains-
taking endeavors in the utilization of Shakespeare's rhetorical figures are,
also, clearly evident. Kostetsky's development of imagery and theme,
on the other hand, falters, attimes, as a result of the translator's unusual
schemes of words and of grammatical constructions. This is not to say that

Shakespeare's schemes are not unusual, but that the author of the original,

in applying them, maintains a poise and balance, possesses a mastery and
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easy control, achieves a swiftness of movement; these qualities are often
lacking in the translator's composition. Kostetsky's reader frequently
becomes caught within such a maze of cumbersome technicalities that the
content and ideas of the translated sonnet cannot be fully grasped. 6 This
unnatural and uneasy manner of expression is one of the factors which

leads to the loss of the aesthetic impact in many of Kostetsky's translations.
There are, nonetheless, a number of sonnets in Kostetsky's collection that
are rendered with a naturalness and an ease of composition;’ many of
Kostetsky's couplets, unlike the body of the sonnet, are characterized by

a poetic elegance.

The second factor which results in discrepancies between
Kostetsky's and Shakespeare's sonnet must be sought in the objectives set
by the translator. This is in the individualistic approach to translating,
or, as termed and defined by Kostetsky, the "egocentric' approach, with
a broad exposure of the translator's own individuality, a method whereby
the translator perceives the original in his own way and brings it into a

different focus, revitalizes it.8 In this process of revitalization Kostetsky

6Cf, the reviews by Svyatoslav Hordyns'ky, ""Shekspirovi sonety v
ukrayins'kykh perekiadakh, ' Kyiv, 1959, No. 1, p. 20, and Volodymyr
Bezushko, "Sonety Shekspira v ukrayins'komu perekladi, ! Literatura i
mystetstvo, Nov. 8, 1969, p. 3. - -

"Some of these are XIX, XX, XXI, XXIV, XXX, XXXIX, XLI, XLII,
XLV, XLVI, XLVII, LXXVI, CI, CXIV, CXX, CXXI, CXXII.

8Cf. p. 11 of this study.
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tends toward the intensification of certain elements of the originalo9 This
intensification enters not only Kostetsky's overburdened sentence, it
penetrates also Kostetsky's unbalanced sound, and, particularly
Kostetsky's hyperbolic and distorted diction. This intensification, more-
over, is found in Kostetsky's use of rhetorical figures, as is seen

from this translator's gamut of inventions to serve for Shakespeare's
antanaclasis in the 'Will' sonnets CXXXV and CXXXVI. Kostetsky's
tendency tc_)ward individualistic extremities, the unusual, the elaborately
complex, inequilibrium, hyperbolization and dislocation would perhaps have
found its appeal among theﬁreaders of the Baroque period; to the contem-~
porary reader this tendency is suggestive of an Expressionist, rather than
of Shakespeare. Thus, Kostetsky is successful in realizing his own
objective as a translator, for he, indeed, has brought some elements of
Shakespeare into a new focus.

In regard to the second task set by Kostetsky in his approach to the
sonnets, the task of "costuming' the translations with antiquity, he is,
again, successful. The value of his assiduous attempt must be assessed,
however, in terms of the original. If the archaic language of an original

work is not a poetic device in that work and is not included in the objectives

9cf. Oleh Zuyevs'ky, "Pryntsyp 'absolyutyzatsiyi' v perekladakh
I. Kostets'koho (Fragmenty z dysertatsiyl), in Ihor Kostets'ky, Zbirnyk do
50-richchya (Munich: Na hori, 1963-64), p. 212.
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set by the original author, then it should not be re-created.19 The value of
Kostetsky's endeavors must be assessed, further, in terms of the con-
temporary reader. Kostetsky's extractions from the past are perhaps
interesﬁing to the select reader who is well versed in the antiquities of the
language; according to Slavutych, for example, Kostetsky's 'language is
fluent, the vocabulary well chosen, and the expression is rich in archaisms
and words of an earlier time resurrected from their obsolescence.l For
the majority of readers, however, these sonnets, no doubt, are discouragingly
outdated. The methods used by the other translators--the sprinkling of older
forms of the language which are currently recognizable, as short verbs, long
adjectives, former prefixion, an archaic word--are sufficient in bridging the
temporal gap. The translator must bear in mind that "a translation must be
such as may be read with ease and pleasure . . . if itisnot . . . it will

never be read . . . ."12

The complete collection of the Shakespearean sonnets by Palamarchuk

is distinguished by an exceptional beauty of verse which lies in the translator's

10Oleksiy Kundzich, Tvorchi problemy perekladu (Kiev: Dnipro,
1973), p. 242.

11y, "Shekspirovi sonety, " Shakespeare Quarterly, 1959, Vol. X,
No. 1, p. 109.

127 heodore H. Savory, The Art of Translation (London: Jonathan
Cape, 1968), p. 52.
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extraordinary melodiousness, laconic precision, and aphoristic sounding
couplet. Palamarchuk's translations, however, do not give a complete
transcript of the ideas of the original, and the style and manner of writing
is not of the same character as Shakespeare's. The characteristic feature
of Palamarchuk's collection is simplicity. In structure, this translator
favors the very clear quatrainic, division with the formal, logical, and
syntactical patterns coinciding., Besides the distinct logical and syntactical
breaks after each quatrain, simplicity is attained by the use of short
internal syntactic units within the quatrain. The majority of the couplets
are, also, completely independent syntactical units. Palamarchuk's
simplicity extends to the stylistic level of the sentence and to the stylistic
level of the word. This translator is adept in the use of Shakespeare's
rhetorical figures; frequently, though, paraphrasing results in their
limitation or substitution. The apostrophe, in particular, is interpolated.
Palamarchuk is unsurpassed, however, in his implementation of homo-
phony, in the achievement of the complexities of a harmony between
substance and sound. This translator's accomplishment of an antanaclasis
in the '"Will' sonnets, CXXXV and CXXXVI, is equally commendable.
Shakespeare's imagery is simplified by Palamarchuk by altering the
abstract to the concrete, the explicit to the implicit, the general to the
particular. Shakespeare's image schemes become disentangled, usually
to coincide neatly with the translator's preferred quatrainic structure.

Nevertheless, as a free translator, Palamarchuk shows a remarkable
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ability in the retainment of the main concepts and themes of the original,
even if these do become overclarified. Palamarchuk represents
Shakespeare best in the "tired" sonnet LXVI, his translation which is
closest to the original stylistically, and in the 'Will' sonnets where
Palamarchuk strives to re-create the effects of the original antanaclasis.
The incorporation of structural complexities in his rendering of sonnet
CXXIX enhances this translation as well.

The Ukrainian translations of Shakespeare's sonnets, then, offer an
interesting study in the reflections of style. They encompass a broad range
of methods, from the principles of free to accurate translating with
individual approaches within each of the theories, separate from one
another, and combined. In view, particularly, of the absence of any final
universally ;Lccepted standards in the art of translation the results achieved
by these men are commendable. The translators who have maintained the
principle of faithfulness to the original author in both the stylistic and con-~
textual transference have provided the Ukrainian reader with translations of
superior quality, for they have given the reader a true representation of
Shakespeare.

The translators have not only laid the foundation in the development
of the Ukrainian translations of Shakespeare's sonnets and therefore in the

enrichment of Ukrainian literature with the works of a World Master, they

represent, as well, an exemplary School for future translators of the
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sonnets. Each of the translators' methods of approach to his art is worthy
of study as is each individual's confrontations with the difficulties inherent
in translation in general, the translation of Shakespeare in particular, and

in the diversities between the two languages.
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ABSTRACT

It is the purpose of this thesis to determine the quality of the
Ukrainian translations of Shakespeare's sonnets. The investigation incorpo-
rates eleven translators, the two translators of the complete collection of
the poems--Thor Kostetsky, and Dmytro Palamarchuk--and nine translators
of individual sonnets from Shakespeare's collection--Ivan Franko, Svyatoslav

.
Hordynsky, Pavlo Hrabovsky, Svyatoslav Karavansky, Vasyl Onufriyenko,
Maksym Slavinsky, Yar Slavutych, Ostap Tarnavsky, and Oleh Zuyevsky.

In accordance with the general guideline to the art of translating--
that the translator, with the ease of original composition, should retain the
ideas and the style and manner of the original work--and by a comparative
analysis of the translated and original sonnets, as regards Shakespeare's
fundamental ‘stylistic features--structure, rhetorical figures, and imagery--
this study concludes that the Ukrainian translations, for the most part, are of
a high standard.

It is found that of the three basic features in Shakespeare's style,
the transference of the original rhetorical figures is the most difficult task for
the Ukrainian translator of the sonnets. This is accountable to the structural
differences between the English and Ukrainian languages. Notwithstanding,
the majority of the translators are very adept in accommodating these
difficulties.

It is concluded finally, that, of the various valuable approaches

taken by the translators toward their art, the most successful in reflecting



Shakespeare in their poems, are the translators who adhere to the principles
of contextual and stylistic accuracy inherent in the current theory of
translation. These translators are Franko, Hordynsky, Onufriyenko,
Tarnavsky, and Zuyevsky.

The Ukrainian translators of Shakespeare's sonnets, with their
diverse range of methods and objectives in translating, provide an excellent"
School for the future translator of the Shakespearean sonnets, as well as an

attractive study for literary criticism.



