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Emigré Eye. An Analysis of Ivan Bunin’s Short

Story Graffiti

88— Kmyune peun:
style, register.

f one is to simplify the whole shooting

match and boil stylistics down to the pho-
netical, grammatical, and lexical features
which distinguish a text, register, genre,
or situation; if one is to argue that the
whole debate hinges on the understanding
of appropriateness or appropriacy, and that
for everyone, the translator included, the
choices that are taken have to incorporate
criteria of situation, occasion, subject matter
and audience, then one could do far worse
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OBaj pap mpezicTaB/ba MOKYIIIAj /ja ce
aHaMM3Mpa CTUINCTNYKA JUXOTOMMja
uHgueugyante uszsegbe y OfHOCY Ha
KOneKWU6HY cuciiem, IocMaTpaHa IpeMa
reorpadcKoj TOKaIWju U UMEHY MecCTa.
Ysumajyhu onacky ITonarana Ceudra o

‘oprosapajyhnum peunma Ha ogrosapajyhum

MecTrMa’ Kao MOJIa3Hy Ta4uKYy, IMTambe CTUIA
Ce pasMarpa y OGHOCY Ha CTBAPHU IPOLIeC
4nTaka u (YHAIpes CTBOPEHO) 3Hakbe Koje

je dMTaal; CTeKao U3 CIO/bHUX M3BOPA.
ITpumepu cy ysern us necme Ensappa Tomaca
Adlestrop 1 xpatke npude VBaHa Bywuna
Ipaduitiu, M3 OpUTMHATIA U U3 jefHOT IIPEBOJA
Ha eHI/eckn. AyTop ce Hazia fia he oBum
pazmom nopuhn cBect 0 3Havajy reorpadcKux
B/IACTUTHUX MIMEHNIIA Y IPEBOY U HUXOBE
‘crwmctiyke’ pyHKumje.

than take Ivan Bunin’s short story Nadpisi
(in English Graffiti) as an example of the
problems, both temporally and linguisti-
cally in locating one’s audience, and of pro-
viding them with a sense of situation and
occasion.

That geographical orientation is not the
easiest of things for the reader, whether in
translation or not, is borne out by J. R. R.
Tolkien’s Trilogy — The Lord of the Rings,
where both the author and subsequent
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Middle Earth scholars and enthusiasts have
attempted a graphical representation of the
Shire and Frodo's wanderings to Mordor -
something that recognizes the complexities
of ‘visually’ locating oneself in a totally fic-
tional setting. Nobody is asking the transla-
tor to draw maps, or even rough sketches,
but Swift’s remark on proper words in proper
places can be taken to mean more than
the business of politeness and register. It
is of interest to consider the question of
place names and translation. In the way that
no particular work is devoid of a certain cul-
tural and stylistic rooting, then equally little
of world literature is so ‘universal’ in mes-
sage to have no backcloth, no geograph-
ical markers, in short no setting. Novels
unfold somewhere, and this in essence rep-
resents no problems, the reader of literature
in translation invariably is looking for that
very exotic reference point — Last Tango
in Preston not being quite the same thing.
With the translator of literature attempting
to convey that very stylistic thing - Last
Tango in Preston being definitely not the
same thing.

Nadpisi is reflection upon the supposed
banality, and pettiness, of ‘ordinary’ scrib-
blers; upon those who have chosen to
deface walls, mirrors, railway carriages to
leave ‘their mark, to escape the spatial and
temporal limits of their existence to extend
themselves beyond the ‘stylistic’ categoriza-
tions of their class and background. The
story raises the interesting question as to
whether style is linked to place; whether
it is part and parcel of the physical loca-
tion of the protagonists and their scribbling
(here the mindless epitaphs of tourists) and
whether there is any stylistic difference be-
tween the way something is written, where
it is written and when it is/ was written.
Iliana Vladova has pointed out in Essential
features and specific manifestations of histori-
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cal distance in original texts and their transla-
tions that

Like authors and translators readers
are also connected to a concrete histori-
cal medium and concrete conditions
that have shaped their consciousness,
their aesthetic tastes and reactions and
therefore also their ability to grasp a
certain original produced within defi-
nite temporal parameters (Vladova in:
Zlateva 1993: 16-17).

This is a problem of style and register,
and one that ultimately boils down to class.
As Bunin points out:

Imsa VIBaHnoBa, HamMcaHOe Ha MO-
TWIbHOM KpecTe, KOHEYHO, 3BYYMT
MHaye, YeM TOIZIa, KOIa OHO HaIlMICAaHO
Ha CafIoBOJ CKaMellKe /M B pecCTOpaHe.
A Beflb, B CyLITHOCTH, BCe Ye/IOBEYeCKIe
HAIUCK CYTb aMuUTadUM, IOCKONbKY
KacaloTcsA MOMEHTa YK IIpOIIeflIero,
YaCTUILBI XXUSHU YXKe yMmepureit (Hao-
nucu: 326).

Of course, the name Ivanov on a
gravestone has a different ring from
when it’s written on a garden seat or in
a restaurant. But, you know, at bottom
all human inscriptions are epitaphs, in-
asmuch as they refer to moments which
have already gone, to particles of a life
which is already dead (The Gentleman
from San Francisco and Other Stories:

99).

And when one examines it, if the mes-
sage is the same and it is only the medium,
in terms of the register and ‘style’ adopted,
that alters meaning, that the message is all
but identical, how is the translator, especially
given the complications linked to he him-
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self belonging to a particular age and style,
choose a stylistic medium to convey the
strength of ‘moments which have already
gone, [...] particles of a life which is already
dead’? In graphically categorizing ‘style) one
could initially think of the uncomplicated
‘black’ and ‘white’ division of style and usage
into positive and negative blocks:

Positive (+) Negative (-)

bad, poor,
crude, vulgar,
sloppy, slovenly

good, rich,
elegant, refined,
careful, precise

Yet this division into ‘good’ and ‘bad; into
‘high) ‘middle’ or ‘low’ is rather complicated
when both temporally and spatially the
translator, and subsequently the reader, is
alienated from the original. For Bunin the
matter is clear:

OHU TO [/IHHBL, TO KPATKH, TO TOPTbI,
TO CKPOMHBI, Ja)Ke Ype3MEPHO CKPOMHEI,
TO IBIIIHBL, TO IIPOCTHI, TO 3aTaOYHBL, TO
KaK He/b3s 60j1ee TOYHBL, TO 6e3 BCAKUX
JIaT, TO C JaTaM, TOBOPALLUMU He TOTIbKO
0 MecsIie U TOJE TOTO VI UHOTO COObI-
TUSA, HO Ja)ke O 4uCiIe, O 4ace; OHU TO
TOIIUTBI, TO USYMUTE/IbHBI 110 CUJIE, [Ty~
61He, 110931, BBIPA)KEHHO MHOTA B
KaKoli-H1OYb OfHOI CTPOKe, KOTOpas
BO CTO pa3 LjeHHee MHOTMX i MHOTUX TaK
Ha3bIBAE€MBIX BEJIMKNUX [IPOU3BENEHNI
CJIOBECHOCTH. B KOHel] ke KOHIIOB Bce
9TU HEeCMeTHBIE I CTOMb APYT Ha Apyra
HEMOXOKIe U€TOBECKIE CITefbl TPOU3-
BOZIAT IIOPA3UTETbHO ONMHAKOBOE BIle-
JaT/IeHue. Tak 4TO eC/m y>K CMesITCsI, TO
ClIenyeT cMeATbCA Haflo Bcemu. B Pume B
TaBepHe HaIMCaHO: “3/eChb ey 11 UM B
MIPOLIOM CTOJIETUM TTMCATeNb [Oromb u
XyIOKHMK VIBaHOB”, laieKo He CelbMOII,
KaK M3BOJIATE 3HATh. A He COXPaHMIOCh
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JIM HAJTIVCH HA TIOTOKOHHMKe B Mupro-
PO[ie 0 TOM, YTO B [O3AMPOILUIOM CTOJIe-
TUY HEKTO KYLIIA/I OFHKABI C OTMEHHBIM
YZOBOJICTBIEM JbIHIO? BecMa BO3MOXHO.
1, mo-Moemy, MeX/Y 9TUMU SBYMs Haf-
[MCaMI HET POBHO HUKAKON Pa3HMULIBL. ..
(Haonucu: 324).

They may be long or short, proud or
humble - even over-humble; they may
be magnificent or simple, enigmatic or
scrupulously precise; sometimes they
are undated, sometimes they have dates
which give not only the month and the
year of an event but even the day and
the hour; they can be banal or quite
astonishing in their power, depth and
poetry, which finds expression at times
in a single line worth a hundred times
more than many a so-called great work
of literature. In the end, though, all
these countless and so different human
traces produce a strikingly similar im-
pression. Consequently, if you're going
to laugh, then you ought to laugh at
all of them. There’s a taverna in Rome
with the words: “Here in the last century
Gogol the writer and Ivanov the painter
ate and drank” - not by any means your
Ivanov the Seventh, as indeed you all
know. And aren’t there inscriptions pre-
served on a window-sill in Mirgorod
to the effect that in the century before
last someone once ate a melon with su-
preme pleasure? It’s very likely. And in
my opinion there’s absolutely no differ-
ence between these two inscriptions...
(The Gentleman from San Francisco and
Other Stories: 96).

So where does the difference lie? In
taking Jonathen Swift’s remark upon ‘proper
words in proper places’ with an understand-
ing of ‘place’ as geographical location then
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we are nearing the crux of the matter. For
positive and negative evaluations of style
have as much to do with who said them
and where they were said as they have to
do with the dictionary charged meaning
of the word themselves. So where are we,
and how do we ‘access’ the stylistic import
of ‘place™?

The question appears at its most difficult
in the stylistic evaluation of obscure geo-
graphical markers. What is the reader, and
by necessity the translator to do with works
where there is an abundance of obscure
geographical markers, markers that are not
ambivalently thrown into a work to add
atmosphere, but rather constitute an impor-
tant historical, recollective, or geographi-
cal reference for the author? After all noth-
ing appears in a novel or short story by
chance. Writers do not simply ‘produce] they
polish, perfect, pick and ponder every word,
sentence, reference and possible innuendo.
And if something is not there directly, con-
sciously, then it refers to something un-
consciously observed, yet ultimately im-
portant. The shutter of one’s mind is not

‘randomly’ more or less open, those mo-

ments recorded are recorded, remembered
and subsequently recalled for a reason. In
a word nothing is left to chance.

He looked without interest in obe-
dience to a stranger’s direction, and it
seemed to him that no particular inter-
est attached to the squat grey-haired
man walking alone up Bond Street. He
couldn’t tell that this was one of those
occasions a man never forgets: a small
cicatrice had been made on the memory,
a wound that would ache whenever cer-
tain things combined - the taste of gin
at midday, the smell of flowers under
a balcony, the clang of corrugated iron,
an ugly bird flopping from perch to
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perch (Graham Greene The Heart of the
Matter: 13).

The question relates to whether the
reader should be ‘given’a secondary, subjec-
tive helping hand in unearthing the sig-
nificance of given ‘locations; and here the
translator’s only resort is to footnotes or
internal text elaboration, or whether the
reader himself is to be expected to refer to
dictionaries, encyclopaedias, atlases, if so
inclined. Or maybe it should be taken that
if one is ‘perverse’ enough to read literature
in translation, one should know where they
are talking about from the very start. The
potential reader - his needs, aspirations
and knowledge - is an extremely important
consideration when translating.

The author, the translator, and the
reader [...] all have their own concept
of the information that is not just em-
bodied in the original message, but in-
extricably bound to it. In the process of
communication they enter into different
relationships with regards to categories
of space and time (in: Zlateva 1993: 14).

The fundamental problem arises, how-
ever, in the actual process of reading. The
reading process can be paralleled to the proc-
ess of watching vehicles move along a busy
road. If one stands at a window that com-
mands a view of a busy highway and one
watches a car that passes one from left to
right one’s eyes appear to move smoothly
because they are focused on the car. If one
waits until there is no traffic and one pre-
tends to follow an imaginary car as it moves
from left to right then anyone observing
one’s eyes while one does this will say that
the eyes move in a series of small jerks. The
same is the case with reading. As one reads
a line of print, from left to right, one’s eyes
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make a series of small jerky movements. This
is caused by the eyes resting, momentarily,
upon each word or group of words. Called
‘fixations’ they last for approximately a third
of a second. Slow readers fixate upon every
word in order to understand, efficient read-
ers, however, have learned to widen their
‘eye span’ to take in written material more in
terms of groups than single words.

We read faster than we think, by which
I mean that our ability to process informa-
tion appears to be much faster than our
ability to reproduce, or retell that self same
information. What a reader does and what
a translator does are two totally different
things. Though both read a text the former
‘enjoys’ the content, while the other chews
over the said while juggling with form. The
translator is dealing with questions of not
simply what the author wrote, but has to
answer how and possibly why the author
wrote the said. One can easily read a pas-
sage written in a foreign language and con-

fidently feel that one has understood the en-
tirety, yet to transfer this actively, by which

I mean the process of finding equivalent
words in one’s own language — to actively
recount — is in no way as easy. This is where

the translator and the reader fundamentally
differ. Not so much in language competency,
but rather in the need to home in on detail.
The reader can miss things that the transla-
tor’s reputations rests entirely upon. Like a

sapper a translator can make but one seri-
ous mistake. He must fixate more carefully,
something that does not derive from ‘read-
ing inefliciency’ but from the need to con-
trol the temptation to see texts purely in

terms of wholes and parts.

An interesting example of a text where
not only are geographical markers impor-
tant, but in a way constitute the whole
purpose of the text, is Edward Thomas’
Adlestrop. A poem that was included within
the nation’s top one hundred poems in a
BBC poll conducted in 1996.

379

Adlestrop by Edward Thomas

Yes. I remember Adlestrop —

The name, because one afternoon

Of heat the express-train drew up there
Unwontedly. It was late June.

The steam hissed. Someone cleared his throat
No one left and no one came

On the bare platform. What I saw

Was Adlestrop - only the name

And willows, willow-herb, and grass,
And meadowsweet, and haycocks dry,
No whit less still and lonely fair

Than the high cloudlets in the sky.

And for that minute a blackbird sang
Close by, and round him, mistier,
Farther and farther, all the birds

Of Oxfordshire and Gloucestershire.

379
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Here we have but three geographical
labels: Adlestrop - a village just inside the
Gloucestershire border near Stow-on-the-
Wold, and the two counties themselves —
Gloucestershire and Oxfordshire. Granted,
obscurer poetry is invariably read by the
enthusiast, who on the whole has more than
a passing acquaintance with the country
and setting for a work, but can the transla-
tor take this for granted? Should not the
translator ‘add’ to the force of his translation
by explaining why Adlestrop, why Glouces-
tershire and Oxfordshire? Though one could
equally ask whether anyone knows what
Adlestrop means to an average Englishman
given that Thomas died 85 years ago. What
would an Englishman of today know about
the associations of name and rural setting?
Would he be able to list the characteristics
of Oxfordshire and Gloucestershire circa
Thomas? Would he even know necessarily
what a haycock is? And if he knew the name
could he conjure up the image?

Edward Thomas in composing his most
important work, for some a work that best
captures the innocence of the English coun-
tryside pre-World War One, chooses con-
sciously

His prose and poetry captures and
records this world - a world that was
to be destroyed for ever by the advent
of the First World War. Without con-
sciously prophesying, Thomas™ verse
senses the passing of this rural world
(The Works of Edward Thomas 1994: 10).

If the choice of countryside pre-World
War 1, and the selection of Oxfordshire,
Gloucestershire, and Adlestrop is para-
mount to understanding the poet’s mes-
sage then any potential translator should
supply additional information explaining
the said. In a word there would need to be
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footnotes if only to explain where Oxford-
shire, Gloucestershire, and Adlestrop are,
and the rural nature, especially true in the
era Thomas wrote, of the three. Without this
the rural significance of the names is lost.
As Thomas composed in the trenches of
Flanders awaiting an almost certain death,
so Ivan Bunin was to sit later in France
condemned to the irretrievable sentence
of exile. Both focused upon a world that
was lost, and because of its irretrievability
a world that was increasingly linked to the
concrete names and places of their youth.

Then one evening the new moon
made a difference ... At one stroke, I
thought, like many other people, what
things the same new moon sees east-
ward about the Meuse in France. Of
those who could see it there, not blinded
by smoke, pain or excitement, how many
saw it and heeded? ... it seemed to me
that either I had never loved England, or
I had loved it foolishly, aesthetically, like
a slave, not having realised that it was
not mine unless I were willing and pre-
pared to die rather than leave it...” (The
Works of Edward Thomas 1994: 11).

It is true that we read too quickly. To
the point whereby we fail to notice detail.
The translator reads slower, has to read
slower, should read slower; for he has to
make sense out of what appears to be to the
reader a rush of seemingly unimportant
detail. The job of the translator is to decide
when detail is important and when it is not.
Where to add emphasis and when to add
additional explanation. When one reads
a story, when one listens to a story, one
concentrates on what is being told, on the
content, while when a translator reads a
story he is concentrating on the content as
well as the form. In point of fact the transla-
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tor not only reads slower, but several times;
something endorsed by Nabokov who, in
Lectures on Literature, not only raises the
need to read a work at least twice, but asks
the reader whether he notices those ‘de-
tails’ that were certainly not ‘included’ ac-
cidentally. Among the works selected we
are asked questions to show the lack of ‘care’
taken while reading: what was the colour
of the poison taken by Madame Bovary?
And why is it important? Because Flaubert,
seemingly in passing, had listed prior to
her suicide the colours of the objects that
surrounded her together with their emo-
tional tone. Nabokov draws maps, plans,
sketches - in an attempt to visually ascer-
tain the writer’s intention: which direction
does Dr Jekyll take when walking down
his street as himself, and which in the
form of Mr Hyde? Does the second exit
exist beyond the first, or behind the second
corner, or could it belong to the property’s
facade? How far does Fanny’s trap travel
from Jane Austin’s Mansfield Park? What
are the colours, dimensions and degrees of
cloud that feature in Dicken’s Bleak House?
All in all we miss things. Things the transla-
tor cannot afford to miss. For

...translators must reflect the dialec-
tics of historical development, ideas, lan-
guage, and artistic devices (Vladova in:
Zlateva 1993: 15).

So how deep should the translator rum-
mage in search for meaning?

Bunin’s story Graffiti is the account of
reflections upon the need for man to leave
his mark in the banal form of etching his
initials, a message, Or some Vulgarism upon
the walls of the world. Its inclusion in a
collection of short stories translated into
English is of interest because it constitutes
the most ‘geographically cluttered’ of the

381

pieces. On the whole Bunin’s setting, be it
Marsaille or Moscow is secondary to the
romantically recollective description of all-
humanity. Yet here the names, and they
are obscure, not only awaken the reader
from the atmospheric induced sleep of sto-
ries like Sunstroke and A Cold Autumn but
makes him ponder about the deluge of
place references, both Western European
and Russian.

We have the Rhine and the reference
that:

yBCTBUTENBHBIN HEMEL] CBATO YTUT
9TM y3aKOHEHHbIe ITyTeBOAUTELIMM
‘MecTa C IpeKpacHbIM BULOM), schine
Aussicht. VI cunmtaeT HeIpeMeHHbIM
IOJITOM pachycatbcs 6bUT 1 TI060BaICS
Opun takoit-to (Hadnucu: 323).

“Every sensitive German religiously
honours these ‘places with a beautiful
view’ - schone Aussicht, as the guide
books categorize them - and consid-
ers it his inescapable duty to write his
name: ‘Fritz so-and-so was here” (The
Gentleman from San Francisco and Other
Stories: 95).

And then the geographical location
shifts:

Bce MblI 3acMesICh U, BCIIOMMHAs
HEKOTOpbIe KPBIMCKIE VI KaBKa3CKue
MecTa, 0COOeHHO M3MI06IeHHbIe pac-
nyuchIBaroIMucsa Visanossimu. .. (Hao-
nucu: 323).

We all laughed and, recalling various
places in the Crimea and the Caucasus
which are especially favoured by inscrib-
ing Ivanovs... (The Gentleman from San
Francisco and Other Stories: 95).
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And the Russian theme takes over:

Hapmmcu Ha KONOKoJIe B 3alITaTHOM
ropone YepHase (Haonucu: 324).

Inscriptions on a bell in the down-
graded town of Chernava (The Gentle-
man from San Francisco and Other Sto-

ries: 96—97).

Kapaky/nn kapaugamiom Ha rony6ie
BO3JIe OJHOTO CBSITOTO KOJIOALA B He-
nponasHoil ITyin Kep>keHCKUX j1ecoB

“Tlocutunu rpeurasin Epum u [packo-

»

Bbsa” (Haonucu: 324).

A penciled scrawl on the azurite
beside a holy well in the impenetrable
depths of the Kerzhenets forest: “visited
by the sinners Yefim and Praskovya” (The
Gentleman from San Francisco and Other
Stories: 97).

Telcs M MMEH M MHUIVMAJIOB Ha
CTapbIX AepeBbAX UM HAacKaMellKax B
ycagbbax u ropogpax, B Opne u Kucmo-
Bopcke, B llapckom Cerne u B Opeanpe,
B HeckyunoMm u B Bepcarne, B Beiimape
u Pume, B [Ipespene u [Tamepmo (Hao-
nucu: 324-325).

Thousands of names and initials
on old trees and on seats in country
estates and cities, in Oryol and Kis-
lovodsk, in Tsarskoye Selo and Oreanda,
in Neskuchny and Versailles, Weimar
and Rome, Dresden and Palermo (The
Gentleman from San Francisco and Other
Stories: 97).

S rnsapen Ha 9TH HafATpOOHBIE Iac-
CIIOpTa B CTENAX U IyCThIHAX, Ha Yep-

HaBCKOM morocTe u Ha KoHcTaHTMHO-
nonbckux [Tomax Cmepty, Ha BonkoBom
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KIanbuie u mox JJaMackoM, Tfie cpenn
[IECKOB CTOSIT HeCMeTHble poraTble Oy-
TOPKI U3 IINHBI B BUJIE CeJI/Ia, B MOCKOB-
ckoM JlonckoM MoHacTbipe 1 B Joca-
¢arosoil fonuHe mox Vepycanumom, B
[TeTpomnaBoBcKoM cobOpe 1 B KATAKOM-
6ax Ha AnmueBoit gopore, Ha 6eperax
BperaHn 1 B CUpMIICKUX KPUITAX, HAf,
mpaxoM [laHTe U Hafi MOTM/ION JYPOUKM
®enn B 3agoncke (Haonucu: 325).

I've gazed on these sepulchral pass-
ports in steppes and deserts, in the Cher-
nava graveyard and in the Constanti-
nople Fields of Death, at the Volkovo
cemetery and outside Damascus, where
countless saddle-shaped, horned hill-
ocks of clay stand out amid the sands,
in Moscow’s Donskoy Monastery and
in the Valley of Jehoshaphat near Jeru-
salem, in the Peter-and-Paul Cathedral
and the catacombs along the Appian
Way, on the shores of Brittany and in
Syrian Crypts, over Dante’s remains and
over the grave of an idiot called Fenya
in Zadonsk (The Gentleman from San
Francisco and Other Stories: 97).

Do we, the readers, need to know where
Chernava is? Is it of importance, and here
in relation to the philosophical message
behind Bunin’s story, to know the size, tree
type and climatic location of the Kerzhenets
forest? The English text provides no explana-
tion either in footnotes or a commentary
to aid the reader in geographically locating
himself. There is equally no explanation
as to where Moscow, Versailles, Dresden
and Palermo are. Maybe we should know,
or maybe it is simply not important where
they are. Bunin being fully aware that most
people have difficulty in writing in the
names of the major cities of their own coun-
try let alone those of Europe or the world.
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Yet is Bunin’s choice deliberate? Does it pos-
sibly contain the significance of the colour
of the poison in Madame Bovary? Is any-
thing ever random? Should the translator
take the trouble to track down these places,
to at least put his mind at rest that they
exist, or are merely the fictional fancies of
the writer? And it is Bunin himself who
asks the questions posed by this paper:

Kasanoce 6bl, 3aueM OHU pacmmca-
mucb? W uto mHe B atoi IIpackoBre B
atom Edume? (Haonucu: 326).

I might well have asked why they
wrote their names, and what that Prasko-
vya and that Yefim meant to me (The
Gentleman from San Francisco and Other
Stories: 98).

In the way that we might ask why Bunin
chose the names for his own short story.
Could the names have been replaced by
others? Can we start to talk of geographical
names in the same terms we do of realia?

Realia (from the Latin realis) are
words and combinations of words de-
noting objects and concepts character-
istic of the way of life, the culture, the
social and historical development of one
nation and alien to another. Since they
express local and/ or historical color
they have no exact equivalence in other
languages. They cannot be translated in
a conventional way and they require a
special approach (Sider Florin Realia in
Translation in: Zlateva 1993: 123).

And if we can then is there anything
that can be done to make them more acces-
sible to the reader in translation? Or does
it actually matter. The reader is invariably
reading at a speed that does not allow him
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to ponder the significance of detail. Instead
he merely registers that a name was foreign,
but how foreign, from where and what its
significance is, is lost with the next ‘fixation’
As Bunin’s hero notes:

Het, nagnucy Ha 3epkajax MeH:A
Y>KacHO Bcerfa Tporaan. Tporamum u
MHULIMATIBI HA CKaMeVKaX U IepeBbsX,
BBIpE3aHHbIE TOXKE II0 C/IyYal0 TOTO
4TO KOIZa-TO “OblIa uymecHast BecHa”
u “xopota u 671efHa, KaK 1ujest, B TOM
anyee crosuta oHa’. TyT omaTb TO ke
caMoe: He BCe /I PaBHO 4YbM MMeEHa
YbY MHUIMANDL, — [eTe win Opuia, Ora-
peBa wiu Enmxomosa, JIuser u3 “IBo-
PSIHCKOTO THe3fa” WM ee TOPHUIHOIM?
(Haonucu: 326-327).

I have always found inscriptions on
mirrors terribly moving! In the same
way as initials on seats and trees carved
to commemorate the fact that “It was
a wonderful spring, that “Like a lily,
white and fair, Among the trees stood she.”
Again that’s just the same. Does it matter
whose are the names or the initials -
Goethe’s or Fritz’s, Ogaryov’s or Epikho-
dov’s, Lisa’s (from A Nest of Gentry) or
her maid’s? (The Gentleman from San
Francisco and Other Stories: 99).

It is almost as if the geographical lo-
cations here constitute the style. The con-
trast between the lofty and the banal, the
high and mighty and the low and insignifi-
cant. That the reference to the obscure is in
contrast to the citing of well-known place
names. That in Bunin it is to display and
explore the very same questions posed by
use of synonym. Here place names consti-
tute the register of contrast for literary style.
The question is not whether the choice of
synonym or syntactic structure results in a
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change in meaning but whether the choice
oflocation does. A choice that results in the
same prejudices as the inappropriate choice

>

of word. As Bunin’s ‘little old senator’ asks:

Bac npuBoauT B HerogoBaHMe Ipo-
ABJIEHME TIOLJIOCTY OOBIBATEIbIVHbI
KaK FOBOPSIT B IIOJOOHBIX CIIy4asiX fiep-
30CTb MelllaHVHa IIPUKJIafbIBAIOIIero
CBOIO PYKY BCIOAy I7le OH HU CTYINT?

- B Herogosanue A He NPUXOXKY, —
CKa3ajia JaMa, HO YTO HA/IIICY 9T B JO-

CTATOYHOI Mepe MPOTUBHBI, HE CKPbI-
Bato (Haonucu: 325).

‘Are you aroused to indignation by
this display of banality, or vulgarity as
people call such things, by the impu-
dence of the ordinary citizen, putting
his mark wherever he goes?’

‘Pm not indignant, said the lady, ‘but I
won't deny that I find these inscriptions
rather repulsive’ (The Gentleman from
San Francisco and Other Stories: 97).

Opuentauys ynrtarens: ViBaH ByHuH u Ha6TI0IaTeTbHOCTh IMUTPAHTA.
AHanus KpaTkoro pacckasa Bynuna Haonucu

Cratbs mpefcTaB/sieT OO0 IIOMBITKY aHanu3a pacckasa VBana bynuna Haonucu B
CBeTe 3HAHMII TOTEHIMATbHOIO YUTATE/IS [0 Teorpadunt.

ABTOp CTaThy IIOKa3bIBaeT CIOXKHOCTD IIPOLlecca reorpaduueckoll OpueHTUPOBKY
YUTaTENA, BOCIPUHUMAIOIIETO — KaK B IIePEBOJE, TaK U B IOJIMHHUAKE — T€KCTHI,
A3BIK KOTOPBIX He AB/AETCA [/l HETO POTHBIM. ABTOP 3a/JaeTCsl BOIIPOCOM, KaKOBa
MOpaJIbHas OTBETCTBEHHOCTDb II€PEBOMUMKA 33 YKa3aHM, JaBaeMble YUUTATENIO, a
CJIeIOBATEIbHO — 3a TO, YTO OH BefleT YUTATE/IA B KAKOTOPOM OIIPEIeIeHHOM

HallpaBJIEeHNN.

ITyTeM aHa/M3a CaMOro IpOLiecca YTeHMsI, a TAKXKe POJIN, KaKyIo B paboTax
OTJIe/IbHBIX MePEeBOAYMKOB 1 IMTEPAPyPHBIX KPMPUKOB UTPAIOT IPUMEYaHUsA U KapThl,
aBTOp HafleeTCs yKasaTb Ha pasinyye MeX/y akTaMy YT€HUS PAJOBOTO YUTATeNs U
IpodeccrOHaTPHOTO MepeBONUMKa. DTO pas/indile IPUBOFUT IIOPOIl K HEOOXOAUMOCTH
Ce/IeKTUBHOTO MOAYePKIBAHMSA TOTO, YTO (€CTeCTBEHHO, CYyOBEKTUBHO) CUUTAETCS

TIEpEBOAYNKOM CYyIIE€CTBEHHBIM.

ITOT 0T6OP 3aMeTHO BIMsIET Ha CIIOCOOHOCTD YUTATE/S COCPENOTAINBATECSA 1
HabmonaTs. OH Tak)Ke MPUBOAUT MHOTAA K BOSHUKHOBEHUIO Pe3KO OTINYAIONINKCS
IPYT OT Ipyra BApMAaHTOB OIHOTO IIPOU3BENECHNUS.
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