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Abstract

The article highlights the key vectors of the literary and
translation activities of the famous Ukrainian translator Volodymyr
Mytrofanov, outlines the aspects of his reviewing skills as well as
discloses the motives for choosing literary works for translation.
The facets of Mytrofanov’s translation practice is represented in a
spatio-temporal perspective with the artistic world of a literary
work in the centre and a multiple receptive horizon opened to
transformation around it.

The conceptual dominant of Mytrofanov’s translation
practice proves to be the problem of comprehending the means the
translation addressed — applying to the reader, that provides him
with the opportunity to adjust his own perception of the work of art
chosen for translation as well as to find all meanings available and
decode the symbols hidden in it. It is the reader who comes for
Mytrofanov to be a constant in determining the semantic
continuum of a literary work, thus the fact of his response to a
certain literary phenomenon actualizes the problem of choosing a
text for translation. As the author of numerous works on
Translation Studies, he highlights its constitutive categories and
offers his own translation concepts with the view to attest to an
elusive sense implied by the author and provide an equal response
to his intent.

The translator’s literary, editorial and publishing activities
determine the general lines of his reviewing skills — to identify
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“errors and oversights” in the translator’s work (the use of
language stamps, outlining words and expressions not typical of
the Ukrainian language, unjustified ‘weighting the flow’ of the
original, ‘excessive bookishness’, ‘stylistic complexity’, etc.) and
thereby “contribute to the improvement and perfection of the
original text.

It is the improvement of the original text, the articulation
of the unspoken that disclose the internal and external parameters
of the functioning of the text created by the translator. The
decoding of the meanings and senses hidden by the author is
carried out by Mytrofanov through his skills, translation tact,
careful selection of linguistic means regulated by a sense of
measure and artistic taste, reproduction of the °‘spirit’ of the
original, adherence to the principle of equivalence with the
exclusion of possible different readings and ambiguities, which can
be traced in his translations of English and American prose, in
particular, E. Hemingway “A Farewell to Arms!”, R. Bradbury
“Dandelion Wine”. Literary texts reproduced by the translator
testify to his perception of a new artistic space in terms of the
depth of unfolding the fictional world, which proves to be
equivalent to the author’s intention when creating the original text.

Keywords: translation, literary work, means of addressing
translation, translation concepts, translation evaluation.

AHoOTANISA

Y crarTi BU3HAYEHO KIIIOYOBI BEKTOPH JITEpaTypHO-
MepeKIaaabkoi MPakTUKK BIJOMOTO YKpPaiHCHKOI'O IepeKiiagada
Bomomumupa  MutpodaHoBa,  OKpecleHO  acmeKTh  Horo
peLeH3IHHOI ~ MalCTepHOCTi, BUCBITIIEHO MOTHBH  BHOOpY
JITEpaTypHUX TBOPIB i mepekiany. [lnommHa nepekiaaamnbKoi
nisuteHOCTI B. MuTpodaHnoBa npeacrasieHa B IPOCTOPOBO-4aCOBIN
MEPCHEeKTHBI: y HEHTPI — XYAOXKHIH CBIT JiTepaTypHOro TBOpY,
HAaBKOJIO — MHOYKHMHHA 1 BIIKPUTA JI0 3MiH PELICNITUBHA IIJIOLIHHA.
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KoHuenTyanbHol0 TOMIHAHTOIO MEpeKIaNalbKoi MPaKTHKU
B. MutpodanoBa moctae mpobieMa OCMHUCICHHS  3aco0iB
azpecartii mepekiaay — Opi€HTAIlis Ha YWTada, SKa Hagae HoMmy
MOJKJIMBOCTI CKOPUTYBAaTH BJIACHE CHPUHHATTS OOpaHOro ISt
MepeKiIany XyJoXKXHBOTO TBOPY, BIAIITYKATH yCi HAasBHI 3HAYEHHS Ta
JIEKOIyBaTH IPUXOBaHI B HbOMYy cumBoiM. Came uuTad st
B. MutpodanoBa € KOHCTAaHTOIO y BH3HAUY€HHI CMHCIOBOTO
KOHTHHYYMY TBOpY, OTXe (akT Horo BiATYKy Ha TICBHE
JiTepaTypHE SBUIIE aKTyalidye MmpoblieMy BHOOpY Mepekiamadva.
ABTOp HM3KHM Hpamb i3 Teopil Ta NPaKTHUKH HEpeKIany, y SKHX
BHUCBITJICHO KOHCTHTYTHBHI MOTrO Kareropii i 3amporoHOBaHO
BIIACHI Tmepeknamanbki Koumemii, B. MwutpodanoB 3acBimuye
TOHKE BIYYTTS MOBH aBTOpa OPHUTIHANY Ta PIBHO3HAYHY PEAKIIiFO
Ha HOT0 IOKJIHK.

JliTepaTypHa 1  peNaKTOPCHKO-BUJIABHMUYA  JisUTBHICTH
MepeKiagadya BH3HAYWIA TeHepalbHi JiHII Horo pereHsiitHoi
MaiicTepHOCTI — BUSBUTH B poOOTI Tepekiagadya «IMOXWUOKH W
HEeJIOTJSIIN»  (BUKOPHCTaHHS MOBHHMX INTAMITIB, KaJIbKyBaHHS
HEBJIACTHBHUX YKpAalHChKidH MOBi CIiB i BUpa3iB, HEBHIIPaBIaHE
«OOBaXHEHHSI  IUIMHY»  OpHUTIHAy, «3aiiBa  KHIDKHICTBY,
«CTUIIICTHYHA KOCTPYOATICTh» TOMIO) W THM CaMHM CIPHSITH
«TIOJIMIIEHHIO 1 BIOCKOHAIEGHHIO TeKCTy». Came BIIOCKOHAJICHHS
TEKCTY OpUIiHANy, apTHKYJSILis HEBHMOBJICHOTO PO3KPHUBAIOTH
BHYTpIIIHI ¥ 30BHIIIHI TapameTpu (YHKIIOHYBaHHS CTBOPEHOTO
nepekiagadeM TeKcTy. JleKogyBaHHS NPUXOBAaHHX aBTOPOM
3HaYeHb 1 CMUCHIB 3HidcHIOEThCS B. MutpodaHoBUM uepe3
MalCTepHICTh, NMEPEKJIaJallbKHi TaKT, PETEJIbHUN 100ip MOBHHX
3ac00iB, periIaMEHTOBAHUHN MMOYYTTAM MIipH U XyJIO)KHBOTO CMaKy,
BIATBOPEHHS  «AyXy» OpHriHaly, MJOTPUMAaHHS MPUHLUILY
CKBIBAJIGHTHOCTI 3 BHKIIOUYECHHSIM MOXIHUBHX pPI3HOYMTAHb 1
JIBO3HAYHOCTEH, 10 TPOCTEXYETbCS y  3IIMCHEHHX HHM
nepekjagax aHrjioOMOBHOI  mpo3u, 3okpema, E. Xewminryes
«IIpomasaii, 30poe!», P.bpendepi «KynpbaboBe BUHOM.
BinTBOpeHi mepeknazavyeM JITepaTypHi TEKCTH CBLIYaTh TIpO
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CHPUMHATTS HUM HOBOTO XYJIO)KHBOTO TPOCTOPY 3a TIHMOWHOIO
posroprtanHs (IKIIIHOTO CBIiTYy, IO € PIBHOLIHHUM aBTOPCHKOMY
3aJ)yMOBiI B MOMEHT TBOPEHHS TEKCTY TIepIIODKepena.

KarouoBi cioBa: mepeknaj, JiteparypHuUdl TBip, 3aco0u
ajpecarii Tepekiangy, TNepeKiafanbki — KOHIEMIii, OIliHKa
MepeKyay.

Introduction

Literary translations have always been recognized as an
ultimate fabric to interweave cultures together. However,
traditional criteria to analyze the above-mentioned phenomenon
within the framework of translatability to preserve the author’s
original style necessitates further re-assessment not only in the
context of interpreter’s critical reflection, but also regarding the
issues of meaning-making as well as translator’s voices in their
respective literary environment. This comes to be the case while
studying literary translations in a broader rather than a narrow
perspective, in particular, as an artistic and powerful tool to impact
the target reader. In this regard, the emphasis is placed on the
translator’s holistic awareness of historical and socio-cultural
context of the original text that often uncovers its hidden senses
veiled by the author and, thus making translation versions function
as certain means of power. Imperative mission for literary
translations in Ukrainian comes to be especially crucial today, thus
bringing them closer to the target audience as well as articulating
Ukrainian voices via translation to the recipients in the West.

The article aims to provide an insightful overview of
Volodymyr Mytrofanov’s translation techniques that prove to
create the content of the original and represent the dynamic nature
of his translations. Mytrofanov’s translation and literary activities
have not been sufficiently studied and there is a relatively small
body of literature on the problem in question apart from archive
materials and very few accessible and relevant reports presented by
a young Ukrainian researcher A. Trygub, mainly regarding the

112



Pavlenko O. The Notion of the Unspoken in Volodymyr Mytrofanov’s Literary Translations

author’s reviewing practice (Tryhub, 2014) with some glimpses of
linguistic and stylistic aspects of his translations (Tryhub, 2015).
Hence, the key contributor to the problem investigated was
Mytrofanov’s wife Valentina who kindly provided first-hand facts,
data and evidence from the author’s letters as well as the study of
his prose translations.

Methodology and methods

The article represents an application of descriptive and
interpretive methods, as well as conceptual fundamentals of the
cultural turn in translation theory. In this regard, the extent of
openness of the original text is traced through its the projection on
translator’s aesthetic experience constrained within the frameworks
of his artistic choice

Results and discussions

The impact of various factors on the creation of aesthetic
canon of the Ukrainian prose in the second half of the 20th century
presented by a variety of genres and genre modifications
underlined the necessity of defining the role of literary translations
in Ukrainian cultural landscape. The growth of readers’ requests
and challenges in key areas of Ukrainian literary translations of the
period mentioned required immediate reconsidering of translator’s
status aimed to cultivate refined aesthetic values and artistic
preferences and thus, giving him greater freedom and
responsibility.

Sharing common theoretical and methodological grounds
with Ukrainian and foreign researchers, Mytrofanov suggests his
own approach to translation and presents interpretive content
analysis of Ukrainian translations of English prose by defining
genre scenes projections reflected in them as well as filling gaps by
identifying lexical and semantic correlations between source and
target texts. Mytrofanov’s recognition of a new status of translator
of the period in question, makes him closely aligned with scholars
and researchers who consider translation as “multiple and
constantly dynamic and creative” (Brodzki, 2007: 4) and “cultural
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communication in increasingly fragmentary world (Bassnett, 2013:
17). That gives grounds to reflect upon megapersonal character of
relationship between the reader (translator) and the author of the
original. In particular, there is an assumption articulated by U. Eco
that “a work of art created by the author organizes a flow of
combined impressions, so that each potential recipient could
understand in his own way its primary form, conceived by the
author (Eco, 2001: 526). In this sense, the author produces a closed
form to be used and understood as he had intended. At the same
time, translator’s deep penetration into the text array is not always
aimed at identifying his artistic experience with the author’s.
Hence, the meaning of the text comes no longer to be “the
intention of the author and the life experience of the writer, but
rather what the text means for those who carry out its instructions”,
i.e., “to interpret means to follow the path of thinking the text
opens and follow the way to it” (Eco, 2001: 523).

For Mytrofanov, the search for possible meanings and
ways to decode hidden symbols comes to be an utmost intrigue of
prospective translation. Consequently, he draws attention to the
assumption proposed by P. Toper: “the more the translator is
related to the work in its historical and cultural aspect, the more
multifaceted his ‘creative lens’ through which the primary
perspective of the original text is refracted” (Toper, 2000:127).
Gradually, in translation, it unfolds a contextually valuable source
of knowledge of a certain epoch, as well as leaves the space for
meaning-making translation initiatives. Hence, the translator
becomes a constant participant in determining the semantic
continuum of the original work, thus, the fact of his response to a
certain literary phenomenon articulates a new meaning, new
feelings and experiences, which in the process of translation
acquire clear emotional contours.

It is in this regard that we consider Mytrofanov’s creative
activity known for his brilliant translations of English and
American novelists. Some of the most noteworthy examples
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include “The Adventures of Tom Sawyer” by M. Twain, “The Old
Man and the Sea”, “The Snows of Kilimanjaro”, “A Farewell to
Arms”, “Eden Garden”, “Islands in the Stream” by E. Hemingway,
“Headless Horseman” by M. Reid, “All the Kings Men” by Robert
P. Warren, “The Dead Zone” by S.King, “The Grass Harp”,
“Breakfast at Tiffany’s”, “Cold Blood” by T. Capote, “Dandelion
Wine”, “One Timeless Spring”, “Any Friend of Nickolas Nickleby
Is a friend of Mine”, “The Utterly Perfect Murder”, “Farewell
Summer”, “Death Is a Lonely Business” by R. Bradbury “The
Pencil” by R. Chandler, “Peter Pan and Wandy” by J. Barrie,
“Uncle Tom’s Cabin” by H. Beecher Stowe and others.

Such a choice comes to be justified not only by the
translator’s aesthetic tastes and artistic preferences, but also by the
need to combine the textual material of the original with his own
receptive competence. According to Mytrofanov, “the translation
can be considered a certain perfection on the original, especially in
the context of the epoch’s requirements” (Mytrofanov, 1995: 2).
As the author of numerous works on the theory and practice of
translation (articles “For Creative Search”, “Invitation to Dispute”,
reviews of translations from English by I. Korunets, L. Solonko,
M. Kharenka, etc.), he offers his own interpretive concepts and
basic categories that testify to a subtle sense of the author of the
original’s language and an adequate reaction to his intentions.
Mytrofanov’s translations and editorial-publishing practice
determined the key vectors of his reviewing skills, that are
generally characterized by “identifying ‘errors and oversights’ in
the translator’s work (using language stamps, outlining words and
expressions not typical of the Ukrainian language, unjustified
‘weighting of the flow’ of the original, ‘excessive bookishness’,
‘stylistic complexity’, etc.) and thereby contribute to the
“enhancement and perfection of the original text” (Mytrofanov,
1981: 6).

Mytrofanov constantly warned against the danger of
mechanical recoding of a source text, regarding ‘dictionary’
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translation to be a philological limitation and a methodological
error. As he put it in his article “Invitation to Dispute™: “It’s time to
prove to someone what power and what an enormous impact the
printed word has on the reader. Therefore, it is clear that speaking
on the pages of the press, and especially on such delicate issues as
the issue of literary creativity, to which artistic translation has long
been included, it is necessary to carefully weigh every word and
every statement” (Mytrofanov, 1995: 2). On realizing that the
aesthetic dialogue within the limits of the author’s historicity —
literary work with vividly expressed author’s originality and
translator competent in the system of values the epoch —form two
equal components, Mytrofanov outlines the contours of this
communication in a more visible, extensive, and thus, in a
substantial time perspective, with imaginative world of a literary
work in the center, and a manifold receptive space opened to
obstacles and complications around it.

Such a perception was traced in his translations of
E. Heminway’s novels (“The Old Man and the Sea”, “The Snows
of Kilimanjaro”, “The Garden of Eden”, “Islands in the Ocean”,
“Farewell to Arms!”). In particular, on recognizing the ‘iceberg
principle’ introduced by the writer and projected on original text,
which he further reflected in the translation: the artist should not
say everything, most of the content should be embedded in the
subtext. Therefore, creating his own philosophies embodied in
artistic consciousness, the translator projects his own emotional
experiences onto the artistic reality implied by the author of the
original. These give him the opportunity to reproduce texts not in a
‘codified” language, but in one that has a wide range of
interpretations. In this regard, Mytrofanov defines the cognitive-
aesthetic mission of translation in the synthetic discourse of
cultural communication, where each object is “overgrown with the
living flesh of artistic endowment” ( Lisniak, 1991: 1), which
actualizes the idea of a balanced relationship between the original
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work and the translation on the ideological, contextual and stylistic
level. This is realized via:

1) rhyming and rhythmic addition of certain words and phrases («y
Minani, ®nepenuii, Pumi, Meccini, Taopmini... » — “Milano,
Firenze, Roma, Napoli, Messina, Taormina”; «xe Bu OyBaiu, 110
nopoOusin »? — “where did you go and what did you do?”’; «oram i
oTaM, a Terep OTyT i oTyT» — “there, and there... now over here and
here”, etc.);

2) decoding the poetic subtext of the original by reproducing the
imagery of the author’s language («Temni TOopum 3 OOpiIHOIO
3eJICHHIO Ha cxmiax» — “brown mountains with a little green on
their slopes”; «BUHOrpazHi JI0O3U MyCTUIX 3€€H] nariHmi» — “small
green shoots on the vines”; «BcisHe 30psMu HeOO», — “star-
powdered sky”; «rerimii yx cMaxkeHOro Ticta» — “the warm scent
of fried batter”; «0OBOAMB MOTJIAIOM, MOB MPOMEHEM MasiKa» —
“flashed his gaze like a beacon”, etc.);

3) contextual replacement and decompression of linguistic

elements (“said” — «MOBHB», «BIJKa3aB», <IPOIICIOTIBY,
TYKHYBY», «CKa3aB», «3allUTaB», «IPOOYPMOTIB», «3aKpH4aB»,
«IIOBTOPIOBABY, «BOJIABY, «IIPOMOBHBY, «IIPOCTOTHABY,

«TIOBIIOMHBY»,  «IOIHQOPMYBaB», «3ayBaXWB», «BiJ3HAUYUBY,
«TIOTIPOCUBY», «BiIpyOaB», «BHUIAIHMB», «3alEPEUUB», «BHU3HABY,
«0azikaB», «3a00pPOHUBY», «BUCIOBUBY», IPOIJUB Kpi3b 3yOm»;
«macTb T001 yocy» — “would fix my wagon”; «ue mic Tpamss, a
Mmicic Tpymromo» —“to be called Mrs. Something Another”;
«pO3uMHEHi Bepi craHuiiHoro Oydery» — “the open door into the
bar” etc.);

4) smoothing the level of disparity of expressive names and titles
(«Mamok dad¢i» — “Tiny Dufty”; «Jlacynunk Jlapcon» — “Sugar
Boy”; «llokomag»”— “Hershey”; «wicueBmii kiayo» — “the 4-H
Club” etc.);

5) reproducing the rhythm of the original combined with the
intonation determined by the order of words, logical emphasis,
punctuation, etc. («Kynas6abose BuHO» — “Dandelion Wine”, «Bce
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KopouiBceke Biiicbko» — “All the Kings Men”, «Bepmnuk 0e3
ronoBu» — “Headless Horseman”, «JIyroBa apda» — The Grass
Harp”, «Cuimanok y Tidpdani» — “Breakfast at Tiffany’s”,
«3 xomogaum cepriem» — Cold Blood”, «IIpomasaii, 30poe!» —
“A Farewell to Arms” Ta in.).

Insinuations, allusions and idioms that determine poetics of
the original have been skillfully decoded by the translator.
Mytrofanov reproduces the author’s neutral remarks in the novel
“A Farewell to Arms” as well as represents emotional dramas and
complex psychological state of the main characters using
expressiveness and brevity of Ukrainian words: «Komu s
MMOBEpHYBCS Ha (PpOHT, MH BCe I CTOSUIM B TOMY MicTi. Timpku
Terep B OKOJHWIN Oyno Kymu OiulbIle TapMar, 1 HacTraja BecHa.
JlaHu 3a3eneHITM, BUHOTPAAHI JIO3W IMYCTWIM 3€lieHi MariHij,
JepeBa Kpail IOpOrv BKPWIIMCS IpiOHUM JIHCTSYKOM, i 3 MOpS
MIOBIBaB JIETKWH BiTepenpb. S mMoOadnB MiCTO, a HaJa HUM CTapHil
3aMOK MIX MaropOiB, 3a SKHMH 3/iiIMaincs TOpU — TEMHI TOpH 3
OOpiJTHOIO 3eJIEHHI0 Ha cXWjax. Y MicTi MOOUIbIIaNo rapmar,
3’SBUJIOCST KIIbKa HOBHMX TOCIIITaNliB, HAa BYJIHIX TPAIUISIKCH
aHTTNII, a JeKkonmu ¥ aHrhidkW, Ta IMe TpPOXH OyJWHKIB
nopyHHyBano aptuiepiiicbkuM o0ctpisioM. [lenp OyB Terumi, mo-
CTPaRXHbOMY BECHSHHM, 1 SI MPOMIIOB Ti€X0 JOBrOK BYJIHIECIO
MTOMIX JIepeBaMH, BiT4yBalOYM TEIUIO BiJl HArpiTHX COHIIEM CTiH, i
mo0avymB, 110 MU JIOCI B TOMY caMOMy OYJIHHKY # 1110 BCE IOBKOJIA
Ma€ TaKWii caMuil BUIJIAN, SK 1 TOHI, KOJIM S Bim TKIKaB»
(E. Xewminryeii, 1985: 2). — «When | came back to the front we still
lived in that town. There were many more guns in the country
around and the spring had come. The fields were green and there
were small green shoots on the vines, the trees along the road had
small leaves and a breeze came from the sea. | saw the town with
the hill and the old castle above it in a cup in the hills with the
mountains beyond, brown mountains with a little green on their
slopes. In the town there were more guns, there were some new
hospitals, you met British men and sometimes women, on the
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street, and a few more houses had been hit by shell fire. It was
warm and like the spring and | walked down the alleyway of trees,
warmed from the sun on the wall, and found we still lived in the
same house and that it all looked the same as when | had left it»
(Hemingway, 1995: 8).

The internal strain the writer conveys through intonation
patterns or the break of the phrase, the ambiguity of pauses as well
as automatic repetition of one and the same expression, finds its
harmonious reflection in the translation, where in the moments of
the highest emotional pressure the hidden senses burst out,
highlighting every detail of the original text: «/le Bu Oynu, 110
mopobnsimu? 3apa3z ke po3kazyiTe mpo Bce». «Ckpizb OyB. Y
Minani, ®nopenmii, Pumi, Heamom, Bimna-Can-/I>)xoBaHHi,
Meccini, Taopmini... Bu Haue po3kian moi3nmiB 4yurtaere. A SKiCh
nikapi npurogu wmanu? Tak. Y Minani, ®nopenmii, Puwmi,
Heamnomi... ['oxi, rogi. A ckaxiThk mo nipaBmi, e Oyno Haikpamie? Y
Minani. Tomy o naiinepiie» (E. Xeminryeit, 1985: 2). — «Where
did you go and what did you do? Tell me everything at once». «I
went everywhere. Milan, Florence, Rome, Naples, Villa San
Giovanni, Messina, Taormina». «You talk like a time-table. Did
you have any beautiful adventures? » «Yes». «Where? » «Milano,
Firenze, Roma, Napoli». «That’s enough. Tell me really what was
the best». «In Milano». «That was because it was first»
(Hemingway,1995: 9).

Mytrofanov considers it essential to create the text that
would enable him to reproduce the communicative value of the
original in all its completeness and integrity. Reflecting on the
main layers of his own translation activities, he notes: “While
working on translation it is compulsory to reproduce the content
and form of the original as much as possible with the means
available in the native language”, <...> “uncovering to the reader
his search for truth and meaning, when the mind is so deeply
absorbed in the search that it does not need anyone’s involvement
and understanding” (Mytrofanov,1995: 2). In this regard, the
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translator noted that most critics, while analyzing linguistic
material of translations <...>, “completely forget about the first key
requirement: correspondence to the original in the broadest sense
of the word, viewing it as the norm to “consider the translation
being entirety detached from the original and subjectively ‘pulling
out' individual elements from the language texture and operating
with them as an evidence” (Mytrofanov,1995: 3). Mytrofanov also
claims, “this is most evident when translators distort not only the
Ukrainian language, but also the original (emphasis added by
Mytrofanov), with their conscious and consistent plastering, thus
creating not translations, but “variations on the topic, because after
giving the content, they ‘impose’ on the author their own style, that
is alien to him, ultimately deforming the very essence of the
translation as such, when the latter acts as art for art’s sake, and
therefore the coefficient of its positive effect equals zero, if not
integral” (Mytrofanov, 1995: 3).

For Mytrofanov, the study of the specifics of linguistic,
stylistic and cultural actualization of a literary work in a textual
translation comes to be a kind of a tour into the study of deep
processes of the mechanism of recoding the content of an artistic
piece of work in general. That is what distinguishes certain
components of the author’s concept which is in agreement with the
experience of representatives of the recipient culture. The events of
the novel “Farewell to Arms!”, directly related to the war, are
revealed through the prism of real facts from the life of the writer
himself. Based on this, the translator allegedly appropriates the
author’s experiences, which he uses not only as the basis of the
plot of the work, but also as a source that ensures the artistic
authenticity of the of the main characters’ inner world: «/Ipyroro
JHS I TIOBEpTaBCA 3 HAIIOTO MiJriPHOTO MOCTY i 3yIIMHUB MAaIIUHY
6imst Smistimento, e mopaHeHUX 1 XBOPHUX PO3MOIIISANN 3a TXHIMK
nanepamMy i 3amucyBaid iM MPHU3HAYEHHS 10 Pi3HUX TOCHITAaliB.
VYcro gopory s BiB MalllMHy caM, OTOX 1 TeHep CHJIB 3a KEPMOM, a
BOJIM, 1m0 OyB 31 MHOIO, IMIIIIOB BIAMITUTH AOKyMEeHTU. JIeHb OyB
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rapsunii, Hebo Hampouy[ sicHe W OnakuTHe, a gopora Oimrscra i
KypHa. Sl cuIiB Ha BHCOKOMY CHAIHHI «(piara», HI Tpo MmO HE
nymaioud. Jlopororo MpOXOAWB TOJK, 1 S JUBUBCA, SK 1AyTh
coinatu. BoHu reTh ympinu ¥ crmBanu motom. Jleski Oynu B
CTaJIeBUX KackaX, Ta OUIBIIICTh TMONPHYIINILIA iX J0 paHIIB.
Maibke y BCiX Kacku Oynm 3aBeiWKI W HaTa3mwId aX Ha ByXa.
Odinepn Bci WM B Kackax — iXHi macyBaiu kpaiue. To OyB oauH
3 nBOX moyKkiB basinmikarcekoi Opuramu. Sl BuU3HA4YMB 1€ 3a
CMYTaCTHMH YepBOHO-OimMMH meTmmisaMu  conmaTiB.  Ilomk
MIPOMIIIOB, ajie 3a HHUM II¢ AOBrO TATJIHCSA BiACTam — Ti, IO
3HECWJIUIM W BIMOWIIMCS BiJ CBOIX B3BOJIB. BoHU Oy MOKpi Bij
MOTy, 3amopolieHi i BuMopeHi. [leski mMamu 30BCiM KEIICHKHN
puran. OcTaHHIM 13 TUX BIACTAIUX IUICHTAB OOWH cojigar. Bid
CHJILHO HaKynberyBaB. Tolli CUHMBCS 1 ciB mpH A0po3i. S Buimi3 i3
MAIIIMHY 1 mifgidmoB 10 Heoro» (Xeminryeit, 1985: 6). — «I came
back the next afternoon from our first mountain post and stopped
the car at the smistimento where the wounded and sick were sorted
by their papers and the papers marked for the different hospitals. |
had been driving and | sat in the car and the driver took the papers
in. It was a hot day and the sky was very bright and blue and the
road was white and dusty. | sat in the high seat of the Fiat and
thought about nothing. A regiment went by in the road and |
watched them pass. The men were hot and sweating. Some wore
their steel helmets but most of them carried them slung from their
packs. Most of the helmets were too big and came down almost
over the ears of the men who wore them. The officers all wore
helmets; better-fitting helmets. It was half of the brigata Basilicata.
I identified them by their red and white striped collar mark. There
were stragglers going by long after the regiment had passed — men
who could not keep up with their platoons. They were sweaty,
dusty and tired. Some looked pretty bad. A soldier came along
after the last of the stragglers. He was walking with a limp. He
stopped and sat down beside the road. | got down and went over»
(Hemingway,1995: 42).
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Mytrofanov’s idea of harmonious translation is based on
source-centricity with a clear ethical dominant. That which gives
all grounds to talk about translation ethics closely related to
translator’s goal, when he is persistently guided by the principle of
careful selection of linguistic means in his search, and never for a
moment losing his sense of measure and artistic taste. This means
that imposing a categorical veto on some words, forms, and
inflections, the translator must overcome the illusion of a
multiplicity of options correlated with his emotional state, the
degree of creativity, the situation of perception as well as unfolds
this creativity as a kind of way of recognizing his own Self and the
world. Creating his individual metaknowledge, embodied in artistic
consciousness, the translator, projects “refracted emotional
experiences” (Mytrofanov, 1995: 3) onto the artistic reality implied
by the author of the original. This is what gives him the
opportunity to reproduce Ukrainian texts not in a ‘codified’
language, but in one that has a wide range of interpretations. At the
same time, Mytrofanov attached particular importance to a real
creative search, precisely aimed at rendering all the features of the
original, when <...> “it is not possible to do without completely
reliable and tested precedents”, as, according to him, “this is what
makes the translator’s work attractive when each new translation
appears to be a new search — a search for style, rhythm and a
search for a word... Without this search an artistic translation is
impossible — it is dead” (Mytrofanov, 1995: 4). Such
considerations encourage the translator to expand the
communicative paradigm of the original text (the new translation
versions come to be related to the study of the needs of a target
reader).

The latter can be most vividly seen in Mytrofanov’s
translation of R.Bradbury’s novel “Dandelion Wine”. The
translator changes the megatextual and architectural structure of
the original work, which can be traced both at the level of its
graphic structure (paragraph parcellation of the text, compression
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of the text array, compositional division of the text, etc.) and
graphic pattern (division markers, interline intervals, shifts above
baselines, bold lines and other selections in the text that signal the
presence of separate text fragments, etc.). As seen from the
material studied, graphic compactness of the translated text vs. the
extensiveness of the original, proves to be the result of
Mytrofanov’s exquisite translation skills. Neglecting the author’s
division of the text into subsections, as well as the deliberate non-
use of additional information (preface, epigraph, dedication, note,
comment, etc.) which does not affect the content of the main
message (the text of the original as such), focus the reader’s
attention on the adequate placement of semantic accents in order to
provide its integral comprehension.

The original version of the novel “Dandelion Wine” (1957)
by R.Bradbury include the main (text of the novel) and two
additional messages (preface, dedication, contents of the novel
with a register containing 40 chapters). The Ukrainian-language
version of “Dandelion Wine” reproduced by Mytrofanov, on the
one hand, expands the megatext structure of the original,
supplementing it with comments (local history realities, general
cultural phenomena, etc.: Tayep (the Tower) — an ancient fortress
in London, «Mapimba» (“Marimba”) — a cheerful dance melody;
«Loteria nacional para hoy» “Loteria nacional” (Spanish) —
national lottery tickets for today’s draw; «Bteua 3
[NencinpBanckkoi B s3HuI» “Escape from a Pennsylvania prison”
— the name of an American film, etc.) and on other — attests its
sound due to the registration of some components, in particular, the
preface and content. Removing these from the architectural
structure of the original, the translator clarifies their zero
communicative value. However, his opinion regarding the
informativeness  and  semantic  completeness  of  the
acknowledgement does not come in correspondence with
traditionally formed assessments about its low-slung content.
Giving preference to acknowledgement as a source of effectiveness
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of the communicative process, Mytrofanov harmoniously
reproduces this component of the text in the translation:
«YonrepoBi A. bpenbepi — He AIIpKOBI, i1 HE ABOIOPOIHOMY
OpaToBi, ane, mMo3a BCSIKMM CYMHIBOM, BHJAaBIEBI W JPyroBi»
(Bpenbepi, 2004: 3). — «For Walter 1. Bradbury, neither uncle nor
cousin but most decidedly editor and friend» (Bradbury :1).

The harmony of the translation and its formal equivalence
to the original comes to be recognized by Mytrofanov’s
preservation of writer’s narrative style, which can be traced, in
particular, in the consistent description of the facts and events of
the literary work: «O BocbMiii ToiHI PUIXaB JIiKap i, BAXOAIYH 3
oMy, 3HOBY xuTaB ronoBoto. O meB’sitii Tom, matu i 6aTbko
MMOCTaBUJIM HAABOPI Tix sOMyHEI0 CKIagaHe JIXKKO, 3HECIH
Jlyrinaca BHM3 1 NOKJIQIM CIaTH MpocTo HeOa. Jlo omuHaausTol
BOHM pa3 MmO pas3 BUXOOWIM OO XBOpPOro, a TOILi IIOCTaBUJIN
OyIWIEHUK Ha TPETI TOAWHY HOYi, MO0 yCTaTh i HAaKOJIOTH
cBixkoOro Jbony, i minutu crati» (Bpendepi, 1998: 46) — «At eight
o’clock, the doctor came and went again shaking his head. At nine
o’clock Tom and Mother and Father carried a cot outside and
brought Douglas down to sleep in the yard. Then they went back
and forth until eleven o’clock to wake them at three and chip more
ice to refill the packs» (Bradbury: 120).

Among other correspondences, it is worth singling out the
paragraph division of of the text, which emphasizes their
subordination to the expanded semantic blocks and at the same
time emphasizes the interdependence of the information units
contained in the text: «Hapemri B q0oMi CTaj0 TEMHO ¥ THXO, BCi
nocHyn. O miB Ha mepmy moBiku B Jlyriaca 3puUTHYITHUCS.
3iltmoB wmicsamk. | gech mameko xrock 3acmiBaB. CiiB Oyino He
poziopatn» — (bpenbepi, 1998: 119) — “The house was dark and
still at last, and they slept. At twelve thirty-five, Douglas’s eyes
flinched. The moon had begun to rise. And far away a voice began
to sing. You couldn’t make out the words” (Bradbury:20).
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Mytrofanov’s sophisticated artistic skill and translation tact
is also proved by the capitalization of the language message, which
has a certain aesthetic weight in the original text with its adequate
reflection in the translation: «OTXE, KOJIM TPAMBAI, 1
BPOJISITY, 1 BHAMIOM], 1 APY3I MOXYTb ITITU HA YAC YU
IIITN HA3ABX/U, ABO PO3BAJIMTUCH, ABO BMEPTH, I
KOJIN JHOﬂEIZ MOXYTb YBUBATH, 1 KOJIM TAKI JIFOAU,
K TIPABABYCA, IO MAJIM b XHWUTU BIYHO, TEX
MOXYTbh YMEPTH... KOJIN BCE IIE TIPABJA... TO I 4,
JOYTJAC CIIOJIAIHT, KOJIUCH... MAIO...» (P. Bpenbepi, 1998:
101) — “SO IF TROLLEYS AND RUNABOUTSAND FRIENDS
AND NEAR FRIENDS CAN GO AWAY FO A WHILE AND GO
AWAY FOR EVER, OR RUST,OR FALL APART OR DIE, AND
IF PEOPLECAN BE MURDERED,AND SOMEONE LIKE
GREAT GRANDMA,WHO WAS GOING TO LIVE FOREVER,
CAN DIE, <...> IF ALL OF THIS IS TRUE... THEN... |
DOUGLAS SPAULDING, SOME DAY MUST» (Bradbury: 171).

Thus, Mytrofanov’s ability to decode the author’s intention
is carried out via: 1) mastery (a sense of intuition, rather than
‘bare’ technique); 2) translation tact (refusal of any manifestations
of voluntarism and, hence, the so-called ‘gags’); 3) overcoming the
artificiality of the translation (organic sound with maximum
correspondence to the original, careful selection of linguistic
means regulated by a sense of measure and artistic taste); 4)
reproduction of the ‘spirit’ of the original (adherence to the
principle of equivalence with the exception of possible different
readings and ambiguities).

The translator’s conscious understanding of the artistic and
aesthetic experience of the author of the original provide him with
opportunities to create texts with the help of which the mental
representation of images takes place within the cognitive system,
thus forming a figurative and stylistic specificity for making
certain generalizations about the depth of reproduction of reality of
the original text as well as an intuitive sense of its axiological
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significance. Such ‘revival’ appears thanks to the individual
emotional activity of the translator, which indicates that his
ontological eagerness to perceive a new literary environment to
unfold the fictional world comes to be equal to the author’s
intention at the time of the creation of the original text. In other
words, Mytrofanov always makes sure to “be able to see the
original through the author’s eyes and to feel the flow of his
thoughts in each specific case” (Mytrofanov, 1995: 4), and only
then, if certain doubts or objections arise, to agree with them
through their own epistemological profiles with the author, <...>
“leaving the method of crude ‘operational’ intervention in the text
of the original for unqualified translations” (Mytrofanov, 1995: 4).
In this regard, the translator focuses on the need to generalize and
solve imperative issues of translation and editorial practice, and at
the same time, rejecting the assumption of “too subjective and
insufficiently substantiated conclusions, sometimes straying from a
debating tone to a kind of directive-circular manner (Mytrofanov,
1995: 4), which, as he claims, proves to be in contradiction with
the living, creative activity called artistic translation.
Conclusions

Mytrofanov’s creative activity proves that translator’s
functions are transformed and expanded: in addition to
understanding the actual content of the original, which
concentrates on the search for the primary meaning, there is a need
to study its further ‘attributes’, which in their entirety formed the
creative process of translation (choice of linguistic means in
accordance with the style of the original, situational vision of its
individual phenomena and events, arrangement of semantic
accents, optimal preservation of the architectural structure of the
original, explicit interpretation of relevant textual phenomena,
etc.). Cognitive-aesthetic mission of translation is defined as a
synthetic discourse of cultural communication.

At the same time, Mytrofanov outlines new aspects of the
original work through the act of translation, fitting it into general
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cultural, aesthetic and value context. On the one hand, it can be
recognized that the translator appropriates the textual structure of
the original, on the other, he assimilates created text into general
cultural and historical context, and therefore his own perception
becomes part of a complexly synthesized view of the source text.
In this regard, Mytrofanov persuasively claims that the presence of
a translator in the traditional chain ‘author — text— reader’ proves to
be communicatively relevant, and without him the long-term
functioning of a newly created text in the communicative space is
impossible. Thus, the translator’s mission is extremely responsible,
as it allows not only to keep a certain literary work in the space of
intellectual and aesthetic interest, but also to enrich and modify its
direct and hidden semantic nuances. In the oppositional structure of
the literary process, the phenomenon of the translator equally
belongs both to the constant-attributive factors, without which
literature cannot fulfill its purpose, and to the historical-variable
ones that make the work of art exist for long, and therefore make
the readers discover the cultural traditions and unspoken notions
embedded in it.
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