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Y cmammi npeocmasneno aumaniz nepexknaoie giputy "The Arrow and the Song"
I'enpi Jlonegpennoy na yKpaincobKy, MOH2OIbCLKY MA 8'€EMHAMCHKY MOBU MA iX 360POMHIl
nepeknao Ha aHeniucbLKy MO8y (Kpim YKpaincbkoi moeu). Mema aemopa noaseae 6 momy,
Woo Oi3HaAMUCH, AK 00U, WO HANEeHCAmb 00 PIZHUX KYIbMYp, PO3YMIIOMb OPUSIHATbHUL
mexcm, SKI 3ac00U 80HU BUKOPUCMOBYIOMb OJIsl aKmyanizayii 3micmy JimepamypHo20
meopy, sIK 0COOIUBOCMI HAYIOHATILHO20 Xapakmepy 6i000padiceti 8 nepekiaoi, HACKiIbKU
sascnusi cumeonu miei yu inwoi kyromypu. I nobanvri kamezopii mexcmy (gpaxmu, nooii,
VuacHuxu cumyayiro, yac, npocmip, oyinka ma O0esiKi inuil) donomazaroms 3'sacysamu yci
yi ocobausocmi.

Knrwouoei cnoea: 2nobanvHi kamezopii mekcmy, XYOOXuCHIU NpOCMIp, KapmuHa
ceimy, noodii, oyiHKa.

B cmamuve npeocmaenen ananus nepeeoooe cmuxomeopenusi "The Arrow and the
Song" ['enpu Jlonweghennoy Ha yKpauumckuil, MOH2SONbCKUL U BbeMHAMCKUL SA3bIKU U
00pamublll nepesod HA AHRIUUCKUL A3bIK (Kpome VKpauHckozo s3vika). Llenv asmopa
cocmoum 6 mMoM, umMoObl GbIACHUMb, KAK 00U, NpUHAdIexcawjue pasiuiHbim
KYIbMypam, NOHUMAIOM OPUSUHANILHBIL TMEeKCM, KaKue cnocobbl OHU UCNOAb3VIOm O0/id
aKkmyanuzayuy  CMulcia — IUMepamypHo20 — Hpouzeeoenus,  Kak — 0CcOOeHHocmu
HAYUOHANbHO20 XAPAKmMepa OMmpaddCceHvl 8 nepesooe, HACKOIbKO BANCHbI CUMBOIbL MOU
unu unou Kyremypul. I 106anvhvie kamezopuu mexkcma (¢paxmol, cooOvlimus, y4acmHuKu
cumyayuu, 6pems, HNPOCMPAHCMEO, OYEHKA U HeKomopvle oOpyaue) HoMOo2aiom
YCMAaHo8umy 6ce 2mu 0COOeHHOCMU.

Knwuegvie cnosa: 2cnobanvuvie Kamezopuu  MeKCma, — XyO0HCeCMBEHHOE
NPOCMPAHCME0, KAPMUHA MUPA, coObImMus, OYeHKd.

The article presents the translations analysis of the poem "The Arrow and the
Song" by Henry Longfellow into Ukrainian, Mongolian, and Vietnamese and back
translation into English (except Ukrainian). The author's aim is to find out how people
belonging to different cultures understand the original, what means they use for the
actualization of the literary work meaning, how features of the national character are
reflected in the translation, how much importance is given to symbols of this or that
culture. To find out these specific features the author concentrates her attention on
global text categories (facts, events, participants of the situation, time, space, evaluation
and some others).

Keywords: global text categories, literary space, image of the world, events, and
evaluation.
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1. Introduction

Text 1s usually treated as an independent linguistic object with specific
features of its semantic and structural configuration. Any literary text may be the
main element in foreign language acquisition: students practice its pronunciation,
learn topical vocabulary, find grammatical constructions, etc. Students may learn
the text by heart, but it does not mean that they understand its contents, especially
if we deal with a poem and when we have students belonging to different cultures.
I am interested how Vietnamese and Mongolian students understand and interpret
the poetic text, how they react to literary text idea and how they understand
expressive means contained in the poem. The idea to see how other cultures are
reflected in the mirror of translation may also be interesting for Ukrainian students.
For this reason I have added translations of this poem into their native language.

I also have the purpose to determine what volume of textual information was
preserved and what new information was added; how students' nationality
influenced their translation and what features of their national character and culture
were reflected in it. But before I present the results obtained let us discuss poetic
text peculiarities, global text categories and then the reflection of some of them in
the original and in the translation.

2. Poetic text: its peculiarities and information structure

I have chosen a poetic text as the object of my research because in poetry in
a condensed form the author's self-expression, one's world outlook, the level of
spiritual culture is displayed more vividly and in a compressed form [8]. Literary,
semantic and aesthetic information is encoded by the author in one of the textual
levels: morphological, lexical, phonetic, syntactic, etc. Readers decode this
information according to their erudition, personal tastes [5, p. 23], and their
cultural background is of paramount importance.

As far as we are going to speak about information contained in a poetic text,
very briefly I will touch upon the basics of information theory, which may be
regarded as a branch of cybernetic theory of communication by signal.
Communication is an activity, in which information is transferred from one system
to another by means of some physical embodiment. Every act of communication
has six parts: encoding of the message, its transmission, its realization as a signal,
channel of receiving and transmission, its reception, and its decoding [1; 19].

The author has encoded the information and sent it to the reader. This
information 1s transformed by the system of images, characters, plot, which is
encoded by language means and stylistic devices (lexical and grammatical
expression). But we must not forget that there are ideal and hindered channels for
sending information. In the first case, information is transmitted undistorted.
Literature 1s the channel where hindrances are inevitable. Social, historic and
cultural changes the text goes through, modify the implication of the text. The
reader may be of quite different social, political, and educational background. The
reader decodes not only the factual material but its emotional and aesthetic content
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[6], one can't be passive when reading, one can explain the information received,
compare it with the information one received earlier and one can form one's own
attitude towards the text. But there may be distance between the writer and the
reader, like in our case. The poem "The Arrow and the Song" was written by
Longfellow in 1845, the time-delay is more than one century. Thus, there may be
misinterpretation or different interpretation of the information contained in the
poem.

As M. Volkenshtein claims, informational content of the poem is
considerably wider than a content of any kind, because every element in a poem
bears information: vocabulary, images, rhythm, instrumentation, meter, rhymes.
All this makes a holistic system and only in integration the poem has complete
aesthetic value [4, p. 72]. It means that in translation some of the elements are lost;
this holistic system is been damaged and disintegrated. We see that adequate,
"correct" translation is very closely connected with adequate, "correct" text
interpretation.

3. Problems of poetic text translation, understanding and interpretation

Correct interpretation and translation of the text depend on many reasons.
The reader must be prepared for this process and have special thesaurus, adequate
preliminary information stock in the recipient's conscience, which is not a simple
sum of knowledge, a card index of everything that has been read, seen and heard,
but all intellectual and emotional wealth of the recipient, including the ability to
co-authorship [4, p. 73].

A.A. Kalyta has offered an interesting approach to the translation process, a
cognitive one, which includes specific stages of information processing that can be
applied either to the written or oral text [6] and has outlined perspectives of
translation studies [7].

The poem and its translation can be treated as informational system (in
details see 4 and 10), which expresses the flow of information from the writer to
the reader. If we compare the English original and its Ukrainian, Mongolian and
Vietnamese translations we see that adequate translation is impossible, because
these languages differ greatly, and information contained in rhythm, rhyme, some
means of stylistic syntax, metaphor, etc. is lost.

E.g., Mongolian has vowel harmony and a complex syllabic structure that
allows up to three syllable-final consonants. It is a typical agglutinative language
that relies on suffix chains in the verbal and nominal domains. While the basic
word order is subject — object — predicate, the noun phrase order is relatively free,
so functional roles are indicated by a system of about eight grammatical cases.
There are five voices. Verbs are marked for voice, aspect, tense, and epistemic
modality/ evidentiality [12]. In translations below we will see that in some cases
subject, obligatory for English, is missing. It is reconstructed in square brackets
like [, 1t], etc.
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Vietnamese is an Austroasiatic language. Like other Southeast Asian
languages, it has a comparatively large number of vowels; all of them are
pronounced with an inherent tone, which is indicated by diacritics written above or
below the vowel. Word order and tone switch change the meaning of the phrase.
Vietnamese, like many languages in Southeast Asia, is an analytic (or isolating)
language. Vietnamese does not use morphological marking of case, gender,
number or tense (and, as a result, has no finite/non-finite distinction). Vietnamese
syntax conforms to subject—verb—object word order, is head-initial (displaying
modified-modifier order) [21]. All these peculiarities influence greatly students'
translations.

Very often experienced translators using various methods do not only render
necessary volume of information, but try to reflect in their translation features of
national character, linguo-cultural peculiarities, symbols of this or that culture. The
translator creates "new" inner text world, recreating inner form of the original. And
this world 1s a flexible unit, which correlates with the world of reality, with the
world of cultural traditions of the receiving language [2, p. 5-6]. Thus, as result of
the translation act the dialogue between two contacting cultures is been
conducted, where culture-receptor is being enriched by new ideas and
concepts, new spiritual values [3, p. 35].

In our case, we do not have professional translators; these students are not
even future translators. We have students belonging to different cultures; we have
more than one century distance between the writer and the readers, hindrance
channels, communicative noise and many other difficulties. A question arises: how
to unite all these things and to interpret the new appeared text properly? I guess it
will be easier to analyze students' translations using global text categories (GTC),
which can be found in the original and in the translation, which are connected with
the image of the world in general and poetic image in particular.

4. Language image of the world

Language image of the world is one of basic notions of cognitive linguistics.
For the first time this term was used by Gerts in 1914 as a set of internal images of
the external objects, which serve for the deduction of logical judgments concerning
behavior of these objects. Language picture is a complete image of the world,
result of cognitive activity of the person. It has many synonyms: cognitive world
model, image of the world, mental representation, mental model, language
worldview and some others. Scholars make a subdivision between language and
conceptual worldview as basic ones and single out other types, such as national,
evaluative, mystic, satiric, worldview of colour, author's worldview, etc. [15].

My aim is to clear out how image of the world is reflected in poetic
translation, 1.e., how poetic images of the world are formed. I find it important to
say that my research is based on linguo-cultural approach to translation. Culture
studies are very closely connected with national image of the world that depends
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on the whole set of concepts, which are the basis of national thinking. National
image also depends on social-historic and cultural factors.

Language image of the world includes words, word combinations, word
building formants, syntactic constructions, etc., typical of different languages and
reflecting knowledge about the world. It is the language, which ensures purposeful
passing of the individual and social experience from one individual to another,
from one generation to another. Each language worldview has its own structure.

I have chosen the most popular translations of the poem into Ukrainian done
by outstanding translators and poets. My students have translated it into their
native languages, then later a Mongolian student has made eight back translations
from Mongolian into English. As far as many students have taken part in
translation of the poem, I give translator's name in brackets. Vietnamese versions
were translated into English by professional translators. Of all the Ukrainians
translations of this poem I have chosen, as it seems to me, the best ones, done by
V. Kykot, V. Maratch, and M. Vasylenko, which are available on-line.

S. Global text categories in the original and in translation
from cultural point of view
For my research, | use GTC suggested by A.F. Papina [9]. She singles out
five ones: 1. participants of the communication act, of events and situations; 2.
events, processes, facts; 3. category of real and unreal literary time; 4. literary
space and 5. evaluation. This is the poem under consideration.

THE ARROW AND THE SONG by Henry Longfellow

1 shot an arrow into the a I breathed a song into the air. Long, long afterwards, in an o
It fell to earth, I knew It fell to earth, I knew not whe [ found the arrow, still unbrok

where. For who has sight so keen « And the song from beginning
For, so swiftly it flew, strong, end,

sight That it can follow the flight ¢ I found again in the heart ¢
Could not follow it in song. friend.

flight.

In this poem we may single out such GTC as event participants (the hero
and his friend), event itself (shooting and finding the arrow, breathing out a song),
time (events which took place later — long, long afterwards), space (the direction
of the arrow and the song and their location later), evaluation of the hero's act. In
this article I will focus on such GTC as event itself (shooting and arrow, breathing
out a song), and its instruments (an arrow, a song), space (the direction of the
arrow and the song and their location later), and evaluation of the hero's act
(friendship, finding unbroken arrow and the song in the friend's heart), because
other categories have already been discussed [16; 17].

103



3A0BYTKHU TA IIEPCIIEKTUBU PO3BUTKY CYYACHOI'O MOBO3HABCTBA

Now let us see how these GTC are reflected in Ukrainian, Mongolian, and
Vietnamese translations.

5.1. Event itself and its instruments

By event in this poem I mean shooting / finding the arrow and breathing the
song. In the source text the lyrical hero shoots the arrow into the air; it means that
it has no definite aim. In Vietnamese translations the air is also mentioned, but in
Ukrainian translations, other directions of shooting are identified: All these GTCs
are interconnected. Here the event (shooting / finding an arrow) leads us to literary
space (air or something else and the oak or something else), which is discussed
below.

Arrow. Either in Ukrainian or Vietnamese translations the arrow is
mentioned only as the instrument of shooting. In Mongolian it is a poetic image
created by different linguistic means: lexical, phonetic, stylistic, etc.

Such an instrument as an arrow appeared to be very important for Mongols,
as the bow was the primary weapon of the Mongol forces (the early 1200s) that
were highly disciplined, superbly coordinated and brilliant in tactics. It was a
reflex bow made from composite materials (wood, horn, and sinew), and at the
time unmatched for accuracy, force, and reach. The reflex geometry allowed
making it relatively small so it could be used from horseback. Targeted shots were
possible at a range of 80 or 100 m, which determined the optimal tactical approach
distance for light cavalry units. They used a wide variety of arrows, depending on
the target and distance. Plate armor could be penetrated at close range, using
special heavy arrows [13]. Thus the arrow and its flight is described in details:
Mapmazocan cym xypomaiizaap nuci?» — The forgotten arrow flew rapidly
(Enkhmunkh); hu cymaa canxu 3ycyynan maevnaa / Taecan cym yn m303x 2azap
ayy oonoo / Thp cym xypomaiizcaap xapaauo yi 2yuys3e0sx 3amxapaaa / Toniciu
cym xauwaa Hucdx ya xapazoana — 1 let go the arrow (or bowstring) so that it
speed-dragged through the wind / The stray arrow... / That arrow faded
rapidly... / Where this wandering arrow flying to is insensible (Munkhtugs);
Maw xypomaii xapeanaa — [I] shot off strong (Bud); Hyyzanman wiypzanan
Hucn’d — [It] flew, soaring and aviating (Batjargal); Xapsacan cym xapeyiio
wiyneunanaa — Shot arrow hissed in the darkness (Solongo); Ipuum cymaa 6u
maHedp Ayy xapsanaa / Xapax HyO0IHO y33203xeyil Xypoaap / XanuH uwiyHeau
HucciIn oonoxoop — 1 shot my spry arrow.../ With a speed invisible to an
eyesight / Because it flew buzzing and soaring (Narantsogt) [17].

Song. In every culture a song is an important part of folklore. In our
translations it is described in a specific way. These are fragments of Ukrainian
translations: Ilocnaé s nicuiwo 6 doanv 6esxparo (V. Maratch), Ilpomuana nicenvka
mos / I 3nuxna (M. Vasylenko). In the second translation we find the word "song"
with the diminutive suffix, which has the meaning of something simple, easy and
not serious.
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In Mongolian translations we see detailed description of the song. The
Mongolian folk song is one of the most ancient forms of musical and poetic art of
the Mongols. History books recorded their wolf-like melodical singing in the time
of the Hsiung-nu. Mongolian folk songs could be classified according to function
as songs of everyday life, ceremony and dancing. As for their genre they are
divided into lyric melodies, narrative songs for performing art, response songs, and
tragic melodies, humorous and festive songs. There are two basic forms: short
songs and long songs [18].

Analyzing this instrument of the event we see from the translations that it
can be characterized in the following way.

How it was performed and why: Xuuosou 6atioic oyyacan map H3esn oyye —
The song that I sang meticulously (Nomin); /364 caspaac macpan anea 6o:1x1c
opxunoo — propulsed from the ground and fled away (Munkhtugs); Xou nacnuii
UTI29DCOIH MIPXYY MIOPIMIUCULE MIOIPCadp 1/ [[yveaa Oyyacan yuemsd 6HOOX
XyHUtie doompoocoo xaunaa /Xaanaac u oatican map Oyye X3H Oyyic batieaae
Ma0can 1 batiecaa — 1 kept sensing this feeling, which someone sent me, /And I
kept singing my song and searched for a person from the inside (Uyanga).

Where it was performed, where it was sent to: Touespm 6u oyy oyyinaa —
In the sky I sang a song (Batjargal); Aeaapm 6u oyyeaa oyyrnaa — 1 sang in the
air (Solongo); 23eyti mano sasaxoaa uunuii myxati 0yy 3oxuonoo. — I composed a
song about you as I walked through a steppe (Narantsogt).

Who the addressee of the song was and what it was about: X5 n32om nb
COHCCOH 1 batieaa / XoH H32OH Hamatie 23¢3H XyH Hb — Someone must have heard it.
/ Someone who cares about me (Nomin); Opunoneutin xaana 4 wom Xypnss /
Mawiuo xyccon xsu H329HO0 /Maeao xypu ma0u3 mop 0yy muns — It reaches
somewhere in the world / To someone whom eagerly wanted / My song might
reach (Solongo); Ouxpuii uamoaa concevé 2v0ic xycasu / DHO9C MuHuil Oyy
XIPXOH Yamo Xypu,/ Dendweyu xatipvie Munb undadx ounzs? — Although [I] wish
you would hear it, / How would my song travel to you, and / Express my
colossal love to you? (Narantsogt).

In Vietnamese translations we have one interesting line, when the idea of the
song is rendered metaphorically: Trong héi thé cé tiéng hdt — There's singing
sound in the breath (Bao Long).

5.2. Literary space
Literary space in this poetic song is connected with two very important text
images — the sky, the oak tree (the direction of the arrow and the song and their
location later). In Ukrainian translations this image is missing or the object of
shooting is not identified: Ilycmue cmpiny s 6 odanv 6Oe3xkparo (V. Maratch),
Ilycmue a cmpiny y wupoxee nebo (V. Kykot). We may also mention the heart of
a friend, which is closely connected with evaluation and will be discussed later.
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Blue Sky. We speak about the sky because in most Mongolian translations
the direction of the arrow has been specified and "the air" has been substituted by
"the sky". In Ukrainian the sky is specified as "wide", though this word looks like a
dialectism: Ilycmue s cmpiny y wmupokee nedo (V. Kykot). In Mongolian culture,
the earliest record about the sky being divine object dates from the thirteenth
century. Munkhtengerism, or the eternal sky philosophy, is a monotheistic notion
[14]. Even nowadays numerous rituals held to the sky, relating to the patriotic
actions of government take place. E.g., the president goes to several big mountains
and performs rituals to the sky, mountains etc. In 200 BC, Khaan of Hunnu empire,
Modun haan had a custom to bow three times for the Sun and Moon. The religion
was called Buu, shamanism, but it is still the philosophy of loving the Nature [20].
In Vietnamese the translations are very close to the original, only Tran Dinh Tranh
specifies the direction: Todi baén mudi tedn vaoo trong khodng gian xa tit — 1 shot
an arrow far away into the air.

The tree. In the original the arrow was found in an oak, in some Ukrainian
translations (V. Kykot) the oak is being substituted by the pine tree: 3raiiuios s
cmpiny, wo cmpumina 6 cocui. As far as this tree, the oak, is not very popular in
Mongolia, it is substituted by the tree in general or a forest: Ypmaac ypm yapc
Mo00biH yaanaac — From beneath the longest trees — (Uyanga); Ancein mapmaosx
moonooc — From the trees far away (Solongo); Hunssu xyeauaa enzcepcenuil
dapaa oticooc — from a forest (Munkhtugs). Here we have specification of size of
the trees and their distance. Only a skillful archer may reach the target, which is far
away. And in one translation the arrow is found in the steppe: 33zeyu mano scon
MaHO0 x26madxc batinaa — It lied in steppe, safe and sound (Narantsogt).

In Vietnamese translations the oak is preserved, but in Tran Dinh Thanh's
translation no tree is mentioned. Instead, we have an elegant metaphor: Vao ladu
laém vea sau, tredn con thuyean néoi modc maic / Todi tim thady mudi tedn, vaan
vein toaon voong vaong khodng tan voo — And far in the future, on the plain boat
of life / I will again find out the arrow, in its original shape without any damages.

5.3. Evaluation of the hero's act (friendship)

Friendship is important for Ukrainians, Mongolians and Vietnamese. Let us
have a look how it is reflected in some translations: Ukrainian 4 ¢ cepui opyza, wio
imoes, I nicnio 3 padicmio 3nauwos (M. Vasylenko), A nicnio s, cmepuu minvtion
nioowos, Ycro 0o kinys e cepui opyea suauvuios (V. Kykot); Mongolian One
M6HXe0 Haomau xamm Oauix Hauzwvieaa onnoo — 1 found my friend that would be
with me eternally (Nomin). The song sent by the hero now belongs to his friend:
OHD Hb m229x33p Hauzwvin xatpwvin 0yy — Therefore, this i1s friend’s song
(Enkhmunkh); A#0 nauizeln maanv comesnd wunedscHutie oaxc m30133 — |
discovered it has been absorbed into my friend’s soul (Solongo); it helps better
understand the friend: Ono Hb Hatizvin comeanutie otineoooe — This understands
friend’s soul (Munkhtugs); it is performed by a friend when they meet: Suxpuui uu
MUHb HAOMat yya3axoaa / IXH33¢ Hb 0yyCcmal Ho 0yye MuHsb 0yyadic e2noo — When
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you, my dear, met me / Sang my song from A to Z (Narantsogt); Vietnamese 7odi
fiad tim laii fiooic tinh yedu too tinh bain chadn thaonh trong cuodc soang — 1 feel
the love again from true friendship in my life.

Friendship is so important for Mongolian culture that it is reflected in their
national flag as two lines. In the Soyombo (the national flag), these two lines are
understood to be an appeal, "May the whole nation be bound together by ties of
friendship turning it into an indestructible stone fortress." [11].

6. Discussion and conclusion

For this research I used information theory and wanted to see what would
happen to the volume of information contained in a poem. Notwithstanding such a
large gap between the author and the reader the students understand the general
idea of the poem: weapon is doomed to be lost — the song lives forever in a friend's
heart. Now we may claim that translations have much more additional information
and they are of cultural character.

From the examples presented above we see that GTC are reflected in
translations in a different way. For Mongolians, the sky as the part of ancient
religion and philosophy becomes more important in translations as the target of the
arrow substituting the air from the original. The bow is a national Mongolian
weapon and the skill in handling it goes back to ancient times. Traditions of using
the bow are preserved in Mongolia till nowadays. Along with horse race and
wrestling archery is favourite sport in Mongolia. All Mongolians young and old
alike and now, as long time ago, are fond of archery and this great art is an integral
part of Mongolian culture.

The source text is very simple it its structure. In several translations some
stylistic devices appear: hyperbole Ukrainian A nicuio s, cmepuwiu minviion
nioowos, / Ycio 0o kinya 6 cepyi opyea 3uatimos (V. Kykot); personification
Ukrainian I7i3uiw, sk aic exce 6 cuiey wiyoi / Jlpimae, 3nativios cmpiny s 6 0yoi (V.
Maratch), Vietnamese Todi baén muoi tein vaoo trong khodng gian xa tit / Nou
caum nhadn soi bao la cutia baau trooi vae vuit madat khotii taam tay — 1 shot an
arrow far away into the air / It felt the infinitive sky and disappeared (Tran Dinh
Tranh); epithet Ukrainian Ilycmue s cmpiny y wupoxeec nedoo (V. Kykot),
Mongolian Mapmazocan cym xypomatieaap nucnzo — The forgotten arrow flew
rapidly (Enkhmunkh), Opuut cymaa Ou Tt3HrHp nyy xapBanaa — | shot my spry
arrow into the sky (Narantsogt); Vietnamese Trong hdi thé cé tiéng hdat — There's
singing sound in the breath (Bao Long).

My research vividly shows how important cultural aspect is in solving
problems connected with text understanding, interpretation and translation done by
people belonging to different cultures.
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