T. V. Misnikevich

“Main” text and version as a translation problem

(“L’ombre des arbres dans la rivière embrumée…”
in the creative dialogue between Fedor Sologub and Paul Verlaine)*

The specificity of Fedor Sologub’s translation principles has been paid much attention to, both from the poet’s contemporaries and later researchers of his works. It is obvious that this specificity should be considered in the context of Sologub’s original works since the approaches the poet adhered to when creating his own texts and the features of how they were systematized are largely similar for both his own and translated poems.

In particular, the texts of Sologub’s translations, like those of original poems, were composed and formed gradually, which produced numerous versions. As is known, Sologub treated new stages of his original works differently: as a version or as a new piece. In addition, he accepted various forms for publishing poems with several versions, such as “consecutive” form that represented the text as it was being created, “reverse” form, when the latest version was published first, and “parallel” form, when different versions were published together. The text of the poem existed in the author’s creative consciousness as a dynamic variable, so determining the “main” (understood as final) version of Sologub’s poems seems to be a highly complicated issue.


Similar forms of the author’s attitude to text versions and representations can be traced when it comes to translated texts. Sologub could regard his text as a traditional, original-based translation or as a genuine work, the criteria for this distinction being rather illogical at first sight. However, if one treats translated text as a translation as such, Sologub was consistent in perceiving each fresh version as a new piece of work. This can be backed by the fact that in his bibliographical card indices (chronological index and index of translations) the poet registered a new version of translation with only one date — that of the immediate creation of this version, without referring to earlier dates.
 This correlates with the examples of original poems, when transplanted texts were interpreted as independent works. Moreover, Sologub published different versions of translations of the same poem inside one book: in the first edition of translation from Verlaine they are placed in the main corpus.
 In the second edition that appeared in 1923 the main corpus contained mostly new versions of Sologub’s translations of the 1920s, the sections “Versions” being created and the number of those increased.


The question arising is which criteria Sologub followed when marking the versions of his translations as first, second and third in Verlen-1908 and respective ones in Verlen-1923, as well as whether the notion of the “main text” existed for him at all.

In A. B. Strel’nikova’s work “F. Sologub — perevodchik poezii P. Verlena” (section “Iavlenie variativnosti v perevodcheskoi praktike F. Sologuba”) it is noted that in Verlen-1908 the first, second and third translations are represented as equally valid and important versions of the text, their position being clearly regulated: the “first” translation is the last that was created. However, as Strel’nikova points out, this chronological approach of positioning versions of translations is inconsistent. It can not be applied, in particular, to the translations of the poem “L’ombre des arbres dans la rivière embrumée…” from the collection “Romances sans paroles” (1874).


We are going to compare the translations of this poem created by Sologub in the 1890s
 and establish which general structural features of his poetic system influenced the way the author positioned his texts.
	Original version
	Literal translation

	L’ombre des arbres dans la rivière embrumée


Meurt comme de la fumée,

Tandis qu’en l’air, parmi les ramures réelles,


Se plaignent les tourterelles.

Combien, ô voyageur, ce paysage blême


Te mira blême toi-même,

Et que tristes pleuraient dans les hautes feuillées

Tes espérances noyées!

Mai, juin 1872
	Ten’ derev’ev v tumannoi reke

Umiraet/gasnet/ischezaet kak dym,

V to vremia kak v vozdukhe, sredi zhivoi/nastoiashchei listvy/vetvei,

Zhaluiutsia gorlitsy.

Naskol’ko/kak, o puteshestvennik/strannik, etot mertvenno-blednyi/tusklyi peizazh

Otrazilsia v tebe, takom zhe mertvenno-blednom,

I kakie grustnye/zhalkie plakali v vysokoi listve

Tvoi utonuvshie nadezhdy.


	Translation 1
	Translation 2
	Translation 3

	S reki tuman vstaet, kak dym.

I tonet ten’ derev za nim,

A v vetkakh ptitsy tam i tut

O chem-to zhalobno poiut.

Kak eta noch’ tebe rodna,

O, strannik blednyi, kak ona!

Kak zhalko plachet nad toboi

Tvoikh nadezhd pogibshii roi?

March 5, 1893
	Vstaet tuman s reki, i ten’ derev’ev tonet,

Kak v dymnye strui,

A naverkhu, v vetviakh, roi gorlits grustno stonet

Pro bedstviia svoi.

O, strannik, bleden ty, — bledna vokrug dolina,

Kak zdes’ na meste ty?

Kak plachet nad toboi v vetviakh tvoia kruchina

Pro mertvye mechty!

July 2, 1894
	Teni iv pogasli za tumannoiu rekoiu,

Kak za dymnoi pelenoiu,

Mezhdu tem ty slyshish’, tam, vverkhu, na etikh ivakh

Pen’e gorlinok tosklivykh.

Kak tebe on blizok, etot vid prirody, blednoi,

Kak i ty, o strannik bednyi!

Ne tvoi l’ nadezhdy plachut tam, v listve vysokoi
Nad toboiu, odinokii?

June 18, 1896



In Verlen-1908 the first text was chronologically second, the second was chronologically third, while the third one was chronologically first (Verlen-1908, 61—62). In the “Versions” section of Verlen-1923 the texts are positioned in the same way (Verlen-1923, 99—100). The second translation / version only was published by Sologub in periodicals.
 Of significance is the fact that the versions of translation created at different moments were not dated in either Verlen-1908 or Verlen-1923. By the time Verlen-1908 (presented as the 7th poem collection) was published Sologub had been avoiding dating his poems. In the preface “Ot avtora” to the first volume of his works that appeared in the “Shipovnik” publishing house Sologub noted: “Po nekotorym soobrazheniiam ia ne reshilsia raspolozhit’ eti stikhi v khronologicheskom poriadke, i ne razdelil ikh na otdely; ia ogranichilsia tem, chto razmestil ikh v poriadke, kotoryi dlia vnimatel’nogo chitatelia pokazhetsia ne sluchainym”.
 This autocommentary demonstrates that when organizing his texts the poet engaged in a conscious game with his reader instead of revealing to him the secrets of his creative laboratory. There is no doubt that Sologub composed his first collection of translations with an eye to his original works and the experience of publishing seven poetic books.

Such caution is obviously connected with the attitude of the Silver Age poets to creative translation.
 It is rather logical that precise reflection of the original text did not seem to be most important to Sologub as a poet and translator. The degree to which the translations agreed to the original, however, might have affected the way Sologub organized his texts in Verlen-1908 and Verlen-1923. Here will be considered the three translation versions of the poem “L’ombre des arbres dans la rivière embrumée…” in terms of their “preciseness” and “latitude” as understood by M. L. Gasparov,
 with the count of the number of words that refer to different types of verbal correlation between the literal and creative translations (the total number of categorematic words in the literal translation is 24).

The total number of categorematic words in translation I (24) is the same as that of the literal translation, 11 of which are precisely rendered: “s reki”, “dym”, “ten’ derev’ev”, “v vetkakh”, “kak” (two times), “strannik”, “blednyi”, “plachet”, “nadezhdy”; 3 words are replaced with same-root synonyms — “tuman”, “zhalobno”, “zhalko”; 7 words are replaced with synonyms: “tonet” (instead of “umiraet”), “tam i tut” (instead of “v vozdukhe”), “ptitsy” (instead of “gorlitsy”), “poiut” (instead of “zhaluiutsia”), “noch’” (instead of “prirody”), “rodna” (instead of “otrazil”), “pogibshikh” (instead of “utonuvshie”). The collocation “v vysokoi listve” is omitted, but its meaning is replaced with the pronoun “nad toboi”, which creates the same spatial controversy (up-down), as in the original. Besides, the definition “zhivoi/nastoiashchei” is also missing. 2 words are added — “vstaet” and “roi”. The “preciseness” rate of this translation is 45.8 %, that of “latitude” is 8.3 %, so in this formal respect it can be called “precise”.

The total number of categorematic words in translation II is 28. 10 words from the literary translation are precisely rendered: “ten’ derev’ev”, “s reki”, “v vetviakh” (two times), “gorlits”, “strannik”, “bleden”, “bledna”, “plachet”; 2 words are replaced with same-root synonyms: “tuman”, “dymnye”, 8 words are replaced with synonyms: “tonet” (instead of “umiraet”), “naverkhu” (instead of “v vozdukhe”), “stonet” (instead of “zhaluiutsia”), “dolina” (instead of “peizazh”), “na meste” (instead of “otrazil”), “v vetviakh” (instead of “v listve”), “mertvye” (instead of “utonuvshie”), “mechty” (instead of “nadezhdy”). 7 words are added: “vstaet”, “strui”, “roi”, “pro bedstviia”, “vokrug”, “zdes’”, “kruchina”. The “preciseness” rate of this translation is 41.7 %, that of “latitude” is 25%, so in this formal respect it can also be called “precise”.

The total number of categorematic words in translation III is 27. 10 words from the literary translation are precisely rendered: “teni”, “pogasli”, “za tumannoiu rekoiu”, “gorlinok”, “blednoi”, “nadezhdy plachut”, “v listve vysokoi”. 1 word is replaced with a same-root synonym: “dymnye”. 6 words are replaced with synonyms: “vverkhu” (instead of “v vozdukhe”), “na etikh ivakh” (instead of “sredi zhivoi/nastoiashchei listvy/vetok”), “vid prirody” (instead of “peizazh”), “blizok” (instead of “otrazilsia”). 6 words are added: “pelenoiu”, “slyshish’”, “tam”, “pen’e”, “tosklivykh”, “odinokii”; 3 words are omitted: “zhaluiutsia”, “grustnye/zhalkie”, “utonuvshie”. The “preciseness” rate of this translation is 41.7 %, that of “latitude” is 22.2 %, so in this formal respect it can also be called “precise”.

This calculation shows that in all his translations Sologub tried to render the lexical and semantic features of the original rather accurately, therefore it is unlikely that the criterion of “preciseness” / “latitude”, as well as the chronological approach to creation of versions, was decisive in defining the order of those translations, the most precise one being the last in the chain. What mattered to Sologub is the exactness of intonation, sound, rhythm, phonic system and stylistic nuances that conveyed the features of Verlaine’s poem. It is possible, however, that the text order was also defined by how Sologub assessed the role of each version in the process of formation of his lyrical world, where translation practice and work on creation of his own poems complemented and enriched each other.
 Here, we will consider translations in the context of Sologub’s original works.

The year when the first version of translation appeared was highly important for Sologub as a “new school” poet. The 4th issue of the magazine “Severnyi vestnik” featured the poem “Tvorchestvo” (signed “F. Sologub” for the first time), a sort of poetic manifest. There is no doubt that the shaping of Sologub’s creative style was based on his ever-growing interest towards Verlaine’s poetic legacy. In 1892 Sologub translated only one Verlaine’s poem (“Nebo tam nad krovlei…”, September 24) — “Le ciel est, par-dessus le toit…” (from the collection “Sagesse”, 1880); in March 1893 his translations from the French poet started to appear more regularly. The materials of Sologub’s notebook registered as “3rd (poem notebook) — January 5, (18)92 — December 21, 1893”,
 demonstrate that the road towards creating translations from Verlaine, which the poet’s contemporaries considered to be among the best, was by no means easy. Sologub tried to recreate the contents of Verlaine’s poems, their stylistic tone and at the same time the “music” of his verse.
 The autographs of the translations that Sologub was working on in March 1913 are accompanied with literal translations and different Russian equivalents of the words from the original.
 On the one hand, it can prove the fact that Sologub had not reached total freedom in French by that moment. On the other hand, this may be a sign of the poet’s utterly careful attitude to choosing the shades of meaning that would most exactly correlate with the context of the poem and Verlaine’s concept. The search for “precise” word, rhythm, stanza division, which revealed itself in the variation of most texts of this period, was intrinsic to Sologub’s own creations.

Such quest can be traced in the early autograph of the first translation of the poem “L’ombre des arbres dans la rivière embrumée…”, which is placed in Sologub’s notebook among other translations and original works from March 1893; the source of translation is not given.
 The autograph is clean, with immediate and subsequent corrections;
 the date was probably added later in pencil. In addition, the same page contains the first (crossed out) draft of the translation: “Na reke tumannoi, slovno iz-za dyma, / Ten’ derev nezrima”. The second (clean) autograph of this translation is written on the back side of the autograph of the version dated July 2, 1894, not dated; it is entitled “Iz P. Verlena” and refers to the source (below the text, in brackets) “Romances sans paroles, Ariettes oubliées, IX”.
 The text of translation from the second autograph is the same as that in Verlen-1908 and Verlen-1923. The typewritten autograph also has a link to its source and contains the handwritten epigraph from “Cyrano de Bergerac”, which preceded the original poem and which accompanied the “first” translation in Verlen-1908, as well as the date of the original: “Mai, Juin, 1872”.
 In the author’s bibliographical index of published translations from Verlaine the poem is registered on a separate card with the date (May 5, 1893), publication note and reference: “Stikhi. 7. „Epokha”. 27 marta 1922. Verlen. Izd. 2”.
 In the chronological index the translation is registered by its first line with the same date and the note “Verlen”.


Sologub must have felt that this translation, being rather precise from the formal point of view, did not convey the features of the original. He did not manage to reflect the tendency towards dematerialization and decompression of reality, which was typical for Verlaine and his “Romances sans paroles” in particular.
 Verlaine’s original poem is first and foremost an impressionist sketch. He uses the epithets that create an extensive, visible and audible picture embracing both the surrounding environment and the inner world of the hero. The main motive of the poem is that of reflection, the reality being portrayed as an ever-eluding phenomenon. Sologub’s translation adds dynamism to the picture: he removes a number of epithets and adds the verb “vstaet”; the comparison “kak dym” is replaced with another action subject. While Verlaine’s world and hero slowly “ischezaiut” sliding into oblivion, Sologub makes them impetuously “oprokidyvat’sia”. The translation shows a clear transition from the tone of sorrow to that of melancholy and anxiety. Sologub replaces Verlaine’s “mertvenno-blednyi peizazh”, which “otrazilsia” in “takom zhe mertvenno-blednom” “strannike”, with “noch’” and uses the non-verbal form “rodna”. The intonation pattern of the line refers to the poem “without verbs” by A. A. Fet “Chudnaia kartina, / Kak ty mne rodna…” (here and further on italics ours. – T. M.), while the open masculine rhyme “rodna” — “ona” (paired with the preceding word “noch’” and the word “roi” from the last line) does so to A. S. Pushkin’s “Besy”: “Mutno nebo, noch’ mutna. / Mchatsia besy roi za roem / V bespredel’noi vyshine, / Vizgom zhalobnym i voem / Nadryvaia serdtse mne…” This rhyme connects the image of “pogibshie nadezhdy” with Fet’s poems: “I chem iarche igrala luna, / I chem gromche svistal solovei, / Vse blednei stanovilas’ ona, / Serdtse bilos’ bol’nei i bol’nei” (“Na zare ty ee ne budi…”).

In addition, by no means did the energetic rhythm of the iambic tetrametre with masculine endings correspond to the metric and rhythmic structure of Verlaine’s poem with its alternating line length. By using certain poetic metres Sologub tried to convey the lyrical melody of Verlaine’s poetry.
 The copies of Verlaine’s poetic collections from Sologub’s library contain numerous notes indicating the number of syllables in different lines.
 In particular, in the collection “Romances sans paroles”, opposite the first line of the poem “L’ombre des arbres dans la rivière embrumée…” Sologub wrote “13”, opposite the second — “8”.


The earliest version of translation was probably published as the third translation (Verlen-1908) and the third version of translation (Verlen-1923), as in many ways it turned out to be a tryout to master Verlaine’s legacy. It is characterized by a shade of immaturity that Sologub had not overcome yet, which revealed itself in his orientation on the poetry of his predecessors, Pushkin and Fet in particular.
 Sologub might have regarded this translation as a free interpretation, a poem based on Verlaine’s original and due to this not have indicated the source of translation.

Of chronologically second translation there is one autograph, which is also situated among other similarly dated original and translated poems.
 The autograph is clean, with a few corrections;
 the title — “Iz Polia Verlena” — is written in pencil. The upper layer of the autograph is the same as the text in Verlen-1908 and Verlen-1923. There are two typewritten copies, the second of which has a handwritten reference to the source of translation: “Romances sans paroles, Ariettes oubliées”, the epigraph from “Cyrano de Bergerac” and the date of the original: “Mai, Juin, 1872”.
 In the author’s bibliographical index of published translations from Verlaine the poem is registered on a separate card with the date (July 2, 1894), publication note and reference: “Stikhi. 7. „Epokha”. 27 marta 1922. Verlen. Izd. 2”.
 In the chronological index the translation is registered by its first line with the date July 2, 1894, the note “Verlen” and reference to the source of translation: “Romances sans paroles, Ariettes oubliées, IX”.


The date of the second version of translation may have defined its position of the “first” translation in Verlen-1908 and the “first” version in Verlen-1923. Sologub once again addressed the text of the poem “L’ombre des arbres dans la rivière embrumée…” when he was intensely working on translations from Verlaine: from June to August 1894 he translated 21 poems of the French poet.
 This surge of interest towards translations matched with Sologub’s laborious work on his own poems, where he used Verlaine’s vocabulary and style. However, Sologub started to strike a clearer difference between the “own” and the “alien” constructing his own text in a conscious rather than spontaneous manner, which implied using the material of his contemporary soulmate poet. On June 13, for instance, Sologub translated the first stanza of Verlaine’s manifesto poem “Art poétique” from the collection “Jadis et naguère” (1884):

De la musique avant toute chose,

Et pour cela préfère l’Impair

Plus vague et plus soluble dans l’air,

Sans rien en lui qui pèse ou qui pose.

Muzyka, muzyka prezhde vsego!

Stikh prevoskhoden nechetnyi, —

Taet on ves’, bystroletnyi,

Tiazhkogo, grubogo v nem nichego.


The first version of the translation of lines 2 and 3 had a certain “scholastic feel”: “I potomu predpochti stikh nechetnyi, / Tak chtoby taial on ves’, bystroletnyi”, while in the poem “Tertsinami pisat’ kak budto ochen’ trudno?…” (July 10, 1894) Sologub outlined his poetic programme.


His work on the new translation of the poem “L’ombre des arbres dans la rivière embrumée…” based on the principle of parallelism could in particular stimulate his interest to such structures in his own works. In 1894 Sologub created a number of poems with this layout, part of which were later included in the cycle “Paralleli”.
 It is noteworthy that its eighth poem (“Pod gul, zateiannyi miatel’iu”, July 7, 1894) is entitled “Plot’. Na motiv Verlena” in Sologub’s notebook.
 The poem is a free translation of the third and fourth stanzas of Verlaine’s poem “Luxures” from the collection “Jadis et naguère” (1884). It was important for Sologub to juxtapose himself with the French poet, simultaneously connect and separate from him. Sologub planned to publish this poem among his own works and translations created in July and August 1894: “Iunoi schastlivitse” (“Zolotogo schast’ia kubok…”, July 24), “Chut’ lokhmot’iami prikryto…” (August 4), “Kto ponial zhizn’, tot ponial Boga…” (August 4), “Odinok ia, i beden, i slab…” (<May 17, 1890, before August 11, 1894>), “Iz Propertsiia” (“Zachem vplelis’ tsvety v kaskad tvoikh kudrei…”, June 27), “Sonet. Iz Lekonta de Lilia. (Poemes Barbares)” (“Ugrium, kak dikii zver’, obvita tsep’iu vyia…”, July 17), “Upal kumir, razrushen khram…” (July 20), “V gamake” (“Sladko mne mechtaetsia…”, July 23), and the translation of Verlaine’s poem “S golubykh nebes…” (“La bonne chanson”, June 13, 1893).


V. E. Bagno supposed that the poem “Kacheli” (“V istome tikhogo zakata…”, July 9, 1894), which is also based on the principle of parallelism, originated from Verlaine’s poem “Je devine, à travers un murmure…” from the collection “Romances sans paroles” translated by Sologub on August 6—7, 1893 (“Mne krotko grezitsia pod shepotom vetvei…”).


Creative insight into Verlaine’s poetic world contributed to increased Sologub’s professionalism, intensification of impressionist devices and “decompression” of his original poems. In his review on Sologub’s first poem collection “Stikhi, kniga pervaia” (SPb., 1896) A. L. Volynskii quoted the poem “Kacheli” noting that it is “vyderzhano s nachala do kontsa po forme i mysli. Eto — prelestnyi nabrosok, ozarennyi mudrost’iu neposredstvennogo poeticheskogo nastroeniia. Vse slova na svoikh mestakh i ni edinoe iz nikh ne razdrazhaet tonkikh chutkikh nervov”.
 Another reviewer, S. I. Povarnin, singled out this poem as one of the most successful examples of “liubimogo avtorom” “parallelizma v stikhotvoreniiakh”, when “pervaia chast’ predstavliaet kartinu, obraz; vtoraia — izobrazhenie sub”ektivnogo sostoianiia avtora”.


In turn, mastering Verlaine’s creative devices and transplanting them into original works allowed Sologub to complement his translation from Verlaine with his genuine “spirit”. The “first” translation / version of the poem “L’ombre des arbres dans la rivière embrumée…” was most true to the original in terms of its phonetic, rhythmic and metric features. But the permanent striving for “intertwining” translations and original poems also helped Sologub find suitable lexical equivalents (for example, Sologub replaced the neutral word “kartina”, a synonym of “peizazh”, with “dolina”, which regularly occurred in his poems in the second half of 1894). In addition, in this version Sologub managed to convey the key motive of the original — the motive of reflection — through parallelism in line 5: “O, strannik, bleden ty, — bledna vokrug dolina”.

The imagery of the translation was also used in Sologub’s original poems written afterwards. For instance, see the lines from the poem “Vnov’ listopad menia tomit…” (July 9): “I plachet iva nad rekoi, / Vetviami gibkimi kachaia / I neotstupno dokuchaia / Bessil’no-tuskloiu toskoi”.

Therefore, chronologically second translation witnessed the period of closest interaction with Verlaine’s poetry, unique symbiosis with the artistic world of the French poet, naturally becoming the leading translation in Sologub’s inner hierarchy. This may be the reason why this translation was published in Verlen-1908 with the epigraph from “Cyrano de Bergerac” in French.

Chronologically third translation is situated in the chronologically organized set of poems created in June and July 1896; the text goes under № 5 with the source stated in the title: “Paul Verlaine. Romances sans paroles. Ariettes oubliées, IX, p. 16”.
 The autograph is clean and is the same as in Verlen-1908 and Verlen-1923. Of the third translation there is also a typewritten copy without date.
 In the author’s bibliographical index of published translations from Verlaine the poem is registered on a separate card with the date June 18, 1896, publication note and reference: “Peterburgskaia zhizn’. 1896. № 205. 6 oktiabria. Stikhi. 7. “Epokha”. 27 marta 1922. Verlen. Izd. 2”.
 In the chronological index the translation is registered by its first line with the date June 18, 1896, and the note “Verlen”.


The “second” translation / version of the poem “L’ombre des arbres dans la rivière embrumée…” was the last one made by Sologub in the 1890s. In 1895 he translated only one Verlaine’s poem, four in 1896.
 Of significance is the fact that the text received an index number among Sologub’s original poems, which gave the translation an “official” status in the chain of his works. Dense lyrical stream, which blended original and translated texts, was divided into separate elements. Such mixture in Sologub’s notebooks is not rare. Among the translations made in January and February 1896 one can find both translations of different level of precision and the poem “Vdali, nad zatravlennym zverem…” (February 1—2, 1896) based on free translation of Verlaine’s poem “Une Sainte en son auréole…” from the collection “La bonne chanson” (1870) — “Sviataia v nebesnom siian’i…” (January 16, 1896).


In his new version of translation Sologub to a certain degree smoothed over the “parallelism” of the worlds of the wanderer and nature by uniting them: the wanderer, unlike in the original, is present in the first stanza of the poem (“ty slyshish’”). The unification of the worlds of nature and lyrical hero can also be found in other similarly dated Sologub’s poems, in particular, in the one registered under № 4 and entitled “Skoro solntse vstanet…” (June 16—17, 1896): “Duma v greze tonet. / Na podushku klonit / Golovu moiu. / Predo mnoi dorogi, / Reki i chertogi / V golubom kraiu”.


Translations 3 and 2 might have had an intermediary text. The experience Sologub had accumulated while working on translations and the “stock” of imagery and stylistic devices were freely and with no hesitation used in his original works. The poem “L’ombre des arbres dans la rivière embrumée…” might have been the basis for another Sologub’s poem dated May 14, 1895, which also had three versions.
	First version
	Intermediary version
	Final version

	Etot mglistyi tuman, chto vstaet nad rekoi

V odinokuiu noch’, pri pechal’noi lune,

Otravliaet menia neponiatnoi toskoi, —

Nenavisten on mne, i zhelanen on mne.

V etu zybkuiu mglu ia tikhon’ko vkhozhu,

Ia ugriumo zabyl pro dnevnuiu krasu,

Ia chego-to boius’, i puglivo drozhu

I pechali moi odinoko nesu.

May 14, 1895
	Serebristyi tuman, chto vstaet nad rekoi

V odinokuiu noch’, pri pechal’noi lune,

Otravliaet menia neponiatnoi toskoi, —
Nenavisten on mne i zhelanen on mne.

Ia ugriumo zabyl pro dnevnuiu krasu,

V serebristuiu mglu ia tikhon’ko vkhozhu,

I pechali moi odinoko nesu, I chego-to vse zhdu, i puglivo drozhu.

May 14, 1895
	Etot zybkii tuman nad rekoi

V odinokuiu noch’, pri lune, —

Nenavisten on mne, i zhelanen on mne

Tishinoiu svoei i toskoi.

Ia zabyl pro dnevnuiu krasu,

I vo mglu ia tikhon’ko vkhozhu,

Ele vidimyi sled napriazhenno slezhu,

I pechali moi odinoko nesu.

May 14, 1895




The original poem and the translation are obviously similar in their image and motive structure:
 “odinokii” hero / “strannik bednyi” is immersed in an emotionally close state of nature; “tuman”, “noch’” naturally replace “dnevnuiu krasu”. Besides, Sologub exploits the topic of fear, which is established in the epigraph to Verlaine’s poem — the hero is afraid to cross the border between the real and “reflected”, other world: “Le rossignol qui du haut d’une branche se regarde dedans, croit être tombé dans la rivière. Il est au sommet d’un chêne et toutefois il a peur de se noyer. Cyrano de Bergerac” (“Solov’iu, kotoryi s vysoty vetki smotritsia v reku, kazhetsia, chto on v nee upal. On na vershine duba i vse-taki boitsia utonut’”); Sologub’s version is: “Ia chego-to boius’, i puglivo drozhu” (A), “I chego-to vse zhdu, i puglivo drozhu” (B), “Ele vidimyi sled napriazhenno slezhu” (C).

This imagery and motive set are highly typical for Sologub’s works of the 1890s in general. Poetic texts are paralleled by prose, such as the short story “Lel’ka”: “Ia vyshel na obryvistyi bereg reki. Otkosy drugogo berega nachinali teriat’ svoi iarko-puntsovye kraski; tol’ko verkhi krutykh obryvov eshche sverkali temno-krasnoiu, kak med’, glinoiu. Vnizu slegka dymilsia tuman, eshche pochti ne vidnyi, zametnyi lish’ po tomu, kak skradyvalis’ im ochertaniia berega: slovno pril’nula reka blizko-blizko k obryvistym beregam i, taia, tselovala ikh, i taial ugriumyi bereg, tseluia zhurchashchuiu vodu. <…> Bereg ponizhalsia. V prozrachnoi polumgle, kotoruiu laskovo brosali na menia ivy s poniklykh vetvei svoikh, menia obnimala nezhnaia prokhlada; vozdukh vlivalsia v grud’, kak sladkii napitok, vozbuzhdaiushchii trepet sil i zhazhdu zhizni, navevaiushchii otradnye mechtaniia”.


There are two autographs of the original poem.
 The text of the first version (A) is extracted from the lower layer of the autograph 1; the poem belonged to the chronological poem set under № 20. The absence of separation into stanzas emphasizes the unity of the lyrical hero with the world plunging into mist and nightly gloom of nature. In the second version, which is the first publication of the poem in the “Peterburgskaia zhizn’” magazine,
 the text is divided into two stanzas, which accentuates the motive of attraction-alienation: “nenavisten” — “zhelanen”. In the third version published in two editions of the collection “Plamennyi krug” and the first volume of Sologub’s works
 the text was abridged: it reminds more of an impressionist sketch, the verbs being removed from the first stanza (“vstaet”, “otravliaet”). Another change concerned the epithets that accompanied the motive of mist (“mglistyi” — “serebristyi’ — “zybkii”), which was the most significant image defining the mood and aspirations of the lyrical hero and connecting the original poem with the translation.

The similarity between the imagery and motive structure of the original poem and the translation is reinforced by the same approaches to translated and original texts. In both cases Sologub was gradually and carefully selecting the most suitable form in order to realize his concept and convey the necessary spirit.

Sologub developed chains of original and translated texts not only in his notebooks, but also in author’s publications: that of translation 3 of the poem “L’ombre des arbres dans la rivière embrumée…” in the “Peterburgskaia zhizn’” magazine took place right after the second publication of the original poem based on it. It may be of no coincidence that in this version of translation Sologub made significant changes to the line 1 (“Teni iv pogasli za tumannoiu rekoiu”) by removing obvious similarity with his own text (“Serebristyi tuman, chto vstaet nad rekoi”; translation 1: “S reki tuman vstaet, kak dym”; translation 2: “Vstaet tuman s reki, i ten’ derev’ev tonet”).

Defining the order of versions of translation in Verlen-1908 и Verlen-1923 reveals both formal history of text development and the story of how Sologub perceived Verlaine’s poetry. Briusov noted that Sologub was able to “nekotorye stikhi Verlena v bukval’nom smysle peresozdat’ na drugom iazyke, tak chto oni kazhutsia original’nymi proizvedeniiami russkogo poeta, ostavaias’ ochen’ blizkimi k frantsuzskomu podlinniku”.
 Sologub managed to penetrate Verlaine’s inner world, blend and “integrate” into it. He expressed the feature of the collection “Romances sans paroles” spotted by Zinaida Vengerova: “Etot nebol’shoi sbornik, v osobennosti v pervom ego otdele “Ariettes oubliées”, sostoit iz serii malen’kikh stikhotvorenii, simvolicheskikh po zamyslu i ispolneniiu. Oni risuiut nastroeniia vne vsiakikh chuvstv, vyzvavshikh ikh, i otrazhaiut zhizn’ dushi samoi v sebe i v otnoshenii lish’ k tainym istochnikam vsekh chelovecheskikh poryvov. Tikhaia poeziia intimnykh nastroenii vyrazhena v svoeobraznykh obrazakh i otsutstvie vsego chastnogo, opredelennogo sozdaet primiritel’nye akkordy v etikh “pesniakh dushi”. Verlen otrazil v nikh blizost’ chelovecheskoi dushi k tikhim golosam prirody, k bessoznatel’noi zhizni trav i vod v impressionisticheskikh kartinkakh <…> V to vremia kak romantiki protivopolagali cheloveka prirode i dlia poeticheskikh tselei nadeliali prirodu chelovecheskimi svoistvami, Verlen naprotiv slivaet cheloveka s obshchei mirovoi zhizn’iu…”


It was to a great extent thanks to Verlaine that Sologub’s lyrical hero coalesced with the life of the world, which was realized in the French poet’s lyrics.
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