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Abstract
BIZITBOPEHHSA CUMBOJIIB MMOE3Ii JIOBOBI

AKAUMYYK B AHIVIIMCbKOMY IEPEKJIAII
(na nmpukaagi 30ipkn «Adpukocu londacy»)

Background. Although the translation of modern Ukrainian poetry has been
widely studied, the specific challenge of conveying symbols in Lyuba Yakim-

chuk's expressionistic poems has yet to be explored.

Contribution to the research field. The present study raises intriguing ques-
tions about the possibility of translating symbols in poetry, especially those

deeply culturally rooted.

Purpose. To analyse how the author uses various symbols in her poetry,
decipher their meaning and compare them with how they have been conveyed in

English with some conclusions about the equivalency of the chosen options.

Methods. This research applies descriptive-analytical and comparative me-

thods, with original Ukrainian poems selected using a sampling technique.
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Results. The poems in Lyuba Yakimchuk's collection “Apricots of Donbas”
are written in blank verse. However, this fact does not solve the problem of
conveying the form and meaning in the English translation since symbolism in
her works is sometimes expressed through graphic means, such as split words
and lines or phonological means (e.g., alliteration). The main peculiarity is the
contextual nature of symbols, as some are related to a particular place (the
author’s hometown, Pervomaisk of Luhansk Oblast) or the tragic historical
events that began in the east of Ukraine in 2014. All these peculiarities make
conveying such symbols in English quite challenging and allow us to conclude
about partial untranslatability in some cases.

Discussion. This research has shown that poems in the collection “Apricots
of Donbas” by Lyuba Yakimchuk are full of vivid and memorable symbols rep-
resenting her hometown Pervomaisk and her native Luhansk Oblast (apricots,
coal mines, earth, water, terricones, ashtray), war (caterpillar, Yum), family and
relations with them (blood, phone, cup), and symbolic colours (black, red,
white). Though many symbols used in the poems are deeply related to a specific
cultural and historical context, the translators mostly managed to convey their
meaning in English by using such translation strategies as domestication and
foreignization. Symbols tied to the phonological and morphological features of
the Ukrainian language presented significant challenges, resulting in a partial
loss of semantic load.

Future research will explore how symbols in contemporary Ukrainian po-
etry written after February 24, 2022, reflect the current events in Ukraine.

Keywords: symbol, expressionism, translation of poetry, Lyuba Yakimchuk,
the collection “Apricots of Donbas”.

Y emammi npoananizosano ocobrugocmi aHeiomMo8HO20 nepeknady cumMeo-
a8, npedcmasienux y noesisix 30ipku Jliobosi Axumuyk «Abpuxocu Jonbacyy.
3’scosano, wjo nepesasicua OiNLUICIL CUMBOILIE € KOHMEKCMYalbHO-00yMOo81e-
HUMU, MOOMO NO8 sa3anumu abo 3 2eocpagiunumu, abo 3 icmopuduHumu, abo
3 KYIbMYPHUMU OCOOTUBOCMAMU, WO 3HAUHO YCKAAOHUNO NPoyec ix nepexnaoy.
Oxpemi mpyoHOWi SUKAUKATU CUMBONU, WO OA3Viomvcsa Ha QoHocpadiuHux
0COOMUBOCMAX YKPAIHCHKOI MOBU, W0 3poduio ix maidce HenepekiaoHumu
3 noensidy popmu i npu3eeno 00 YACMKOB0I 6MPAMU CMUCILY.

KurouoBi ci1oBa: cuMBOJI, eKCIIpecioHi3M, nepekiaa noesii, JIroooB SAxkum-
4yK, 30ipKa «Abpuxocu Jlobacy».
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1. Introduction

Interest in Ukrainian history and culture has dramatically increased over
the past two and a half years. Though the events that have led to this interest
are more than tragic and disastrous, we cannot ignore that now Ukrainians
have more opportunities to promote their culture worldwide. One of the most
potent sources of telling the world about our history, worldview, lifestyle, be-
liefs, and values is literature, particularly poetry. Being a concentration of
bright images, influential stylistic means, and vivid symbols, poetry can ef-
fectively convey the author’s deep feelings and emotions and how they per-
ceive and speculate about the world, people, and events surrounding them.
Speaking about one of the biggest challenges in conveying these inner senses
and ideas behind symbols to people all around the globe, it is worth mention-
ing translation problems. As most present-day prose and poetry are translated
into English as the language of international communication, it can be ex-
tremely challenging to interpret and present the sense using English without
distorting it. Therefore, the present research focuses on studying the ways and
means used to convey the symbols and their meanings in the collection of
poems “Apricots of Donbas” by a prominent modern Ukrainian writer Lyuba
Yakimchuk.

2. Theoretical Background

Outstanding linguists (Ch. Peirce, E. Sapir, O. Potebnia, O. Selivanova)
and philosophers (E. Cassirer, C. Jung, A. Schopenhauer, H.-G. Gadamer)
have used the concept of “symbol” in their studies.

For this study, we consider a symbol a linguistic sign with a deeper mean-
ing than its literal interpretation. It is a crucial element for revealing the subject
matter of a piece of art, reflecting the culture and history with which it is con-
nected. As Carl Jung notes, “a symbol always stands for something more than
its obvious and immediate meaning” (Jung, 1964, p. 55). Symbols in Lyuba
Yakimchuk’s poetry perform not just a literary function; they reflect the politi-
cal and social realities in the text. Symbols in the “Apricots of Donbas” include
such lexemes as coal, water, earth, apricots, blood, earth, white, black, red, and
metal. Due to their contextual load, they verbalise the direct meaning and con-
vey deeper symbolic connotations, particularly the themes of war, death, loss,
and family. In his turn, E. Cassier believed that the ability to symbolise is a
distinguishing characteristic of a human being, and they perceive reality
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through specific symbolic meaning; therefore, symbols are both sensuous and
intellectual (The Philosophy of Symbolic Forms, Vol. I, 1953, pp. 107-111),
and H.-G. Gadamer stated that “symbol connotes (explicitly) what we recog-
nise implicitly” (Gadamer, 1986, p. 31).

However, the symbol in fiction can be confused with the similar concept of
an image. They are quite similar in structure and connect private and general,
as well as a concrete subject and an abstract idea. They are both context-relat-
ed, and the attempt to consider them outside the given cultural context will
lead to the loss of their meaning. Louis Cazamian says that “a symbol is an
indirect representation of a thing; not an image of the thing itself, but some
other image, whose power is such that when we see it, we do — or may
think — of the object... the recognition of a symbol is an intuitive inference”
(Cazamian, 1936, p. 520).

Symbols in Yakymchuk’s poetry have a stable, multilevel meaning that
goes beyond the limits of one text and represents cultural and historical pro-
cesses. Metaphors and images can be temporary and contextual means of ar-
tistic expression. Symbols, by contrast, are stable markers of culture that
should retain their meaning even when translated.

Oleksandr Potebnia pioneered linguistic anthropology, investigating the
interconnections between language, cognition, and symbolism. His work em-
phasises the function of symbols as intermediaries between reality and its ap-
prehension by a linguistic subject. Oleksandr Potebnia posited that symbols
are not merely elements of language but also an indispensable component of
cognitive processes. They act as a conduit between the external and internal
realms of a linguistic personality, enabling them to interpret their surrounding
reality through the lens of cultural connotations and emotional associations
(Potebnya, 1993, p. 45). This concept is exemplified by the use of symbols in
Lyuba Yakymchuk’s poetry, where the imagery of apricots and terricones not
only evoke the landscape of Donbas but also serve to symbolise fundamental
aspects of human experiences, such as life, death, and heritage.

In his work, Arthur Schopenhauer emphasised the role of volition and per-
ception in shaping the world. Schopenhauer’s concept of “will” as a driving
force can be employed to analyse the symbols in the poems. War and death are
depicted as elements of will that exert influence over individuals and their
destinies. Schopenhauer observed that the world can be regarded as a product
of our perception and volition, which inform our perception of the surrounding
reality (Schopenhauer, 1969, p. 78). In light of this concept, an analysis of the
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symbols in Yakymchuk’s poems is conducted not merely as representations of
external occurrences but also as manifestations of an intrinsic determination to
live, fight, and survive.

When discussing successful translation, we usually use the terms adequacy
and equivalency. However, the French philosopher Jacques Derrida introduced
one more concept, encompassing a broader spectrum of features characteris-
ing a successful translation. It is the modifier “relevant”. He states that “a rel-
evant translation would therefore be, quite simply, a good translation, a trans-
lation that does what one expects of it, in short, a version that performs its
mission, honours its debt and does its job or its duty while inscribing in the
receiving language the most relevant equivalent for an original, the language
that is the most right, appropriate, pertinent, adequate, opportune, pointed,
univocal, idiomatic, and so on” (Derrida, 2001, p. 177). If we are talking about
how symbols are conveyed in the other language, the concept of relevance
would be more appropriate since it is about the most accurate equivalent of an
original.

In addition to the traditional concepts of defining a symbol, contemporary
translation studies emphasise the importance of selecting appropriate transla-
tion strategies for culturally specific elements, namely symbols. Z. Gavrilovié
and O. Kurtes posit that when translating literary texts, it is imperative to uti-
lise strategies that consider the cultural load of symbols, particularly subject-
ing the text to the procedures of “domestication” and “foreignisation”
(Gavrilovi¢ & Kurtes, 2022, p. 23). M. Jurewicz states that while dealing with
symbols in translation, “the translator’s task is to guess the meaning of a given
symbol in a particular context in which the symbol acquires its meaning. This
is obviously connected with the need for interpretation, and thus there is al-
ways the problem of whether the assumed interpretation corresponds not only
to the translator himself but also to other people who are the receivers of the
symbol in a given situation” (Jurewicz, 2016, p. 142). In the context of trans-
lating Lyuba Yakymchuk’s poetry, this approach is of paramount importance,
as lexemes such as “coal”, “apricots”, and “terricones” are integral to the cul-
tural identity of Donbas and must be conveyed accurately in translation.

Speaking about Ukrainian war poetry as a new genre of Ukrainian literature,
the translators Oksana Maksymchuk and Max Rosochinsky say that “poets
shift our attention to the domain of the Self that survives, and the cost of its
survival. One mode of survival involves the reconstitution of identity in re-
sponse to symbolic changes” (Maksymchuk & Rosochinsky, 2022). The most
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challenging task in conveying the meaning of symbols is that their meaning is
usually contextual. It refers not only to the linguistic but also to the metalinguis-
tic context. For instance, a chestnut tree may mean nothing to a foreigner, but
most Ukrainians associate it with the capital city of Kyiv. The writer’s task is to
ensure that the setting, characters, and circumstances help them make their
symbols “speak” about the desired meaning. However, the reader may find
their associations depending on their experience and worldview, so the mean-
ing invested in the symbol by the poet may be misinterpreted.

Therefore, translators should be careful while dealing with symbols in po-
etry to avoid misleading the target audience. In this way, “the meaning of a
symbol cannot be deciphered as a simple effort of the mind; it exists in the
collective consciousness of a certain cultural group, including ethnic groups,
in a ready-made form and is withdrawn when needed” (Selivanova, 2010,
p. 646). The researcher states that a symbol is a stable, functional category of
culture and that its semiotic nature is quite complicated because it combines
different conceptual areas based on the underlying associations and holds cul-
ture in itself (Selivanova, 2010, p. 646).

This study employs a combination of descriptive and analytical, as well as
comparative approaches. The principal aim of this study is to examine the
symbols present in Lyuba Yakimchuk’s “Apricots of Donbas”, and to analyse
the methods through which they are conveyed in the English language. The
symbols for analysis were selected using a sampling method that involved the
identification of the most representative symbols, which were deemed to have
cultural, historical, and linguistic relevance in terms of the conceptual load of
the collection.

The following methods were employed to analyse the symbols in the
source texts and their English translations:

— a descriptive-analytical approach was applied to describe each symbol in
the original text’s context and to study its semantic load and cultural sig-
nificance;

— a comparative analysis determined the correlation between the original
Ukrainian symbols and their English equivalents.

3. Data

The research materials included 47 poems from the “Apricots of Donbas”
collection, published in 2021 and translated into English by Oksana Maksym-
chuk, Max Rosochinsky, and Svetlana Lavochkina. In total, 29 key symbols
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were selected for analysis, conceptualising themes and motifs of the collec-
tion, such as war, native land, family ties, and colours (black, white, red). The
selection was made using the criteria of frequency, relevance of meaning, and
difficulty in conveying meaning in the translated text.

4. Lyuba Yakimchuk’s expressionistic poetry

Olena Kytsan states that the poems of Lyuba Yakimchuk are bright repre-
sentatives of expressionism (Kytsan, 2017, pp. 36-37). She names such fea-
tures of expressionist poetry at the content level as expression equated with
‘explosion’; tragedy (loss and collapse of life); deformation and deconstruc-
tion of the world (the effect of chaos, ruin, apocalypses); poetics of screaming,
agony; dominance of the motifs of death, war and loneliness; symbolism; ir-
rationality, interest in mystical experiences, the inner world of man and the
painful manifestations of their psyche; aesthetics of the ugly; contrast of dark
and light colours, light and shadow (Kytsan, 2017, p. 38). These can be found
in Lyuba Yakimchuk’s poetry, represented in symbols with a unique emotional
significance.

Symbols of hometown and native land

The first part of Lyuba Yakimchuk’s “Apricots of Donbas” deals with the
descriptions of her hometown of Pervomaisk in Luhansk Oblast and the fate
and hard work of miners. The first poem, «Byrimnsa o6muuusy, contains the
symbol of a hard miner’s work imprinted in the face and character of the au-
thor’s father. In English, the title of this poem is “the coalface”. The definite
article here emphasises that the long poem (as the author calls it) will describe
a particular person. The tough work of miners is reflected in the form of marks
left on the face of the character’s father (1):

«ti020 obnuyus AK gyeinns — / i3 6I0muckom / noib08oco xXeoua dOnomonHozo /

POKAMU PO3MONMAHEY, «a WoKU 11020 pisuaxkamu / nopybanra waxmay (Yakimchuk,

2021, p. 36) — “his face, like coal — / with a print / of an antediluvian field

horsetail / trampled by years”, “his cheeks are trenches / chopped up by the mine”

(Yakimchuk, 2021, p. 37).

The translators have chosen such expressive verbs as “trampled” for
«postorntane», which means to step heavily on something or someone,
causing damage, and “chopped up” for «mopy6aia» which is unlike a typi-
cal “cut” has the meaning of dividing into pieces, i.e., damaging, destroy-
ing like hard labour destroys not only a person’s health but also life. These
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verbs may be used to describe the processes of coal emergence and coal
mining.

Another powerful symbol in this poem is a terricone (a slag heap). It is one
of Donbas’ symbols that can be easily recognised and seen from a distance.
Though the word “terricone” is absent in English dictionaries, in the poem, it
is a lacuna that has deep cultural meaning for the character. Besides, this word
is used to preserve alliteration of the sound [p] — [r] used by the author to
emphasise the might and danger (2):

(2) aodecv mam sucoko / cmoims mepukor / 2apuums mepukor / ax opakouy — “and
somewhere high up / there stands a terricone / the terricone snarling / like a
dragon” (Yakimchuk, 2021, pp. 36-37).

The translators found appropriate words with [r] to keep this stylistic de-
vice, though this sound is more distinct in English than in Ukrainian. It is im-
portant to note, however, that while the lexeme “terricone” is retained, its
symbolic resonance associated with Donbas and the identity of miners may be
less impactful for English readers unfamiliar with the cultural significance of
slag heaps. This example demonstrates the partial loss of symbolism due to
cultural barriers.

The terricone as a symbol of Donbas is also present in the following poem
called «Tepukonu rpyneit» — “The Terricones of Breasts”. The earth repre-
sented in the form of mine symbolises several existential notions such as
death, love, and motherhood. The descent into the mine is associated with the
inversion of time, a return to the mother’s womb, and deeper into the archaeo-
logical layer of memory. The earth in “Apricots of Donbas” does not symbol-
ise the birth of new life but rather a cruel underground creature that can “swal-
low” those who venture to disturb it. However, it is not only about the earth; it
is about underground and all the possible connotations of this word, i.e., hell,
the otherworld of dead ancestors, in which the memory of the earth becomes
a fern imprint on a piece of coal (3):

(3)  «akwo sanizmu Ha mepukor / i NPOGAAUMUCH UOMY Ni0 KOOpY / mMouHiue —
6 npsamy kuwky» — “climb up the terricone / and tumble under its blanket / namely,
down its colon” (Yakimchuk, 2021, pp. 42-43).

The translation has a very bright opposition, “up” and “down”, that is not
directly used in the original but adds up to the meaning in the translation.

In the other poem called «ka3ka Moei 6a0yci» — “my grandmother’s fai-
rytale”, we can see the mine as a symbol of motherhood and a lover at the
same time (4):



4)
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«ys waxma Kosmue mebe / ys KPACYHS 3 MEMHOI WIKIPOW / Kam SIHA...», «BOHA
Hapooums mobi mepmee mope / it manisi He wiicmoecam / a epyou 068uciu 00
nosica / He 3ax00b y Hei' / Modcell He NOBePHYmMUCs / MO8 OumuHa 6 mamepi / aka He
xoue Hapoodcysamuy — “this coal mine will swallow you / this ebony beauty / of

ERTS

stone...”, “she’ll give birth to a dead sea / her waist is not sixty / her breasts droop

to her midriff / don 't come inside / you might not return / like a child of a mother /

who doesn 't want to give birth” (Yakimchuk, 2021, pp. 48—49).

An unusual word is chosen for the Ukrainian «kpacyHs 3 TeMHOFO IIIKipOFO»
as it is represented in the text by the word “ebony” that has not only the mean-
ing of a dark skin but also the meaning of a tough dark wood of a tropical tree.
Since coal is hardened plants, including trees, this word seems to represent the
main idea of a mine quite well.

Water, unlike earth, also becomes a visible and recognisable symbol in this
cycle. At the deepest depths of this underworld lies the sea, which hardens to
salt and tears and concentrates in lumps of coal, being both itself and the
memory of itself because underground time lies in layers. The quintessence of
the earth — coal — contains the fluid memory of water ( Borysiuk, 2015, pp.
35-36). In the poem «xHura anreniB» — “the book of angels”, the sea sends
us back to prehistoric times, to the origins of coal, when there were no humans,
only angles (5):

«Konucy mym 06yno mope / pocia cicaHmuyHa mpasa / Ha Hitl KOIUXanucs aneenu /

mpaga cuyxana ixui pozmosu / 3anam ’‘asmosysana cioea /i npecyganacs 6 mopgp /

6iH UMUCKA8 3 cebe 80dy / cmasas cymmio 6cbo20» — ‘“‘once, here was a sea /
here grew gigantic grass / on it, angels swayed / the grass listened to their
talk / committed the words to memory / and pressed itself into turf / the turf

squeezed out its water / became the essence of the universe” (Yakimchuk, 2021,

pp- 52-53).

In the translation, we can see the specification of the word «Bchoro» as
“universe” that is more comprehensive and specific in meaning.

In the poem “The Terricones of Breast” we can see that water is poison-
ous (6):

CAKWO CHYCMUMUCS 8 WaxXmu / abo CKynamucsi 8 OMpyuHux 600ax 8i0CMIitIHUKIG)»

“if you go down into the mine / or bathe in the poisoned waters / of the sumps”

(Yakimchuk, 2021, pp. 42-43).

The past participle form of the word «orpyitHuii» — “poisoned” is used to
emphasise that it is not poisonous by its nature; it was poisoned by people who
work in mines. We can also see the dead sea («mepTBe Mope»), and the under-
ground sea («mig3emHe mope») in the poem “My Grandmother’s Fairytale”.




e-ISSN 2616-7115. Mosa: Kaciune — MoziepHe — mocTMozepHe. 2024, Bumyck 10 171

Both these seas symbolise death where no living being can survive. Still, min-
ers go down these seas, risking their lives with the possibility of no return.

In Lyuba Yakimchuk’s poem «AGpukocu y Kackax» — “Apricots in Hard
Hats”, dead miners become apricots; their yellow hard hats resemble apricots
so much. She writes about 20 young miners who tragically died in the mine.
The wilted apricot blossom symbolises their life that quickly ended (7):

(7)  «sioysinu abpuxocu Jonbacy / giominkamu neba ycima / abpuxocu 605eHyAU KACKU
/ munyna gecnay — “‘the apricot blossoms of the Donbas / wilted in all hues of the
sky / the apricots put on hard hats / the spring already passed by” (Yakimchuk,
2021, pp. 44-45), their death — “like uprooted apricot trees” — «ax abpuxocosi
depesa / eupeani 3 kopinnamy (Yakimchuk, 2021, pp. 44-45).

Their afterlife is embodied in apricot fruits and tales told by grandmothers
to their grandchildren (8):

(8)  «i menep babyci onykam / pozxazytoms kasky / npo abpuxocu /'y kackaxy — “and

now grannies tell / their grandkids a tale / of apricots wearing hard hats”
(Yakimchuk, 2021, pp. 46-47).

While the significance of apricots as a symbol of miners’ lives is accurately
conveyed, the socio-cultural context in which apricots are associated with life
and death is not as pertinent to English-speaking readers, resulting in a partial
loss of symbolic depth.

In one more poem of the cycle “Decomposition” called «IloBepranHs» —
“The Return” we will reencounter apricots as a symbol of hometown (9):

(9)  «mu nidemo i niwku, xou 6u OyAU boCcUMU / AK He 3HAUOEMO OOMY MaMm, 0e Mu
3anuwunu / nodyoyem oim nonad abpuxocamu /3 Heba CUHbO20, i3 XMaAp RUUHUX) —

“we will walk back, even with bare feet / if we don't find our home in the place

where we left it/we will build another one in an apricot tree / out of luscious clouds,
out of azure ether” (Yakimchuk, 2021, pp. 114-115).

The words used in the translation denote the sky and clouds, which
are poetic and elevated. They show high respect and appreciation for the
home and are willing to return in any case. The same apricots appear in the
poem «Tanens emirpanii» — “Asylum, a Dance” from the cycle «He6ini
Bipmri» — “Unfree Verses”. Here the apricot tree becomes a symbol of resil-
ience and a tight connection with the home where the character just tries to
survive (10):

(10)  «abpuxoca/cmoime cama-oOna nio mepukonom / a Konu npuiimac eimep / manyioc

3 YUM NPoUOUC8IimMom max / wo ocb-och 6idipsemuvcs 6i0 3emui / il emiepayis — ye

maneyb / GiOYaUOVWHUTL I pUUKOGAHUL / makuil dce 0082uil / K abpuxocoge



(11
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KOpiHHs / ik abpuxocoge acummsy — “she stands all alone by a slag heap / and

when the wind comes / she does her wild moves / as if she s ready to uproot herself,

to fly / away — to a better place/asylum, a dance / desperate and risky / as long as

an apricot tree root / as long as the apricot tree's / very life” (Yakimchuk, 2021,

pp. 130-131).

The translators choose not the simple international word, “immigration”,
but “asylum”, which, except for escaping the country because of danger, also
means a hospital for people with a mental illness. Staying in a dangerous place
and unwilling to leave may seem mad for some people. But still, the apricot
does not want to leave the place where her roots belong. The epithet used for
the wind (mporiaucBiTom) is absent in translation, though it is not the keyword
in terms of sense. The word “terricone” translated like this in the previous
poems has become just “a slag heap” in this work. This happens because it is
about neither coalmines nor miners in this poem, so the word “terricone” loses
its symbolic meaning.

The hometown and the home itself are represented by an ashtray in the
poem of the same name («nomninpHrYKa» in Ukrainian), the symbolic meaning
of which is disclosed in the appearance of the city destroyed by war (11):

«menep ye He OYOUHOK / menep ye He OiM... ye MibKu 8enuka / YopHua / Kkinmsea /

noninoHuukay — “no longer a building / no longer a home... now — a big / sooty /

ashtray” (Yakimchuk, 2021, pp. 126-127).

Two adjectives from the original become one comprising both meanings
“sooty”. The translators also emphasised at the poem’s beginning that the
words “no longer” show the changes and how the house used to be.

Symbols of war

One of the most striking symbols can be found in the cycle «Hsawm i
BiitHa» — “Yum and War”. Yum, as a symbol of war, has several meanings.
First, it resembles a toddler’s sound while learning to speak. In fact, in the
poems of this cycle, Yum is presented as a small child playing his horrifying
game of war. The second meaning of this exclamation is to express pleasure
at eating or at the prospect of eating a particular food. As an insatiable crea-
ture, the war tries to “gobble” everything around. As 1. Borysiuk states,
a strange “Yum” is a mythological childish figure creating a new reality. The
childhood represented by Yam manifests itself in his games with ‘tanks’ and
guns and in his search for his mother. Yum is the one who invents enemies,
the one who is afraid, the one who drops bombs on the city, and who hides
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under the covers. The ontological orphanhood in the Yam cycle is fundamen-
tally insurmountable, as it means a person’s self-lockedness in childhood
fears, adult confusion, pain, and transferred guilt, a schizophrenic illusion of
The Other Self, responsible for the collapse of the world (Borysiuk, 2015,
pp- 35-36).

In the poem «3’sBrsersest Havm» — “Yum Appears”, the author describes
him as follows (12):

«BIH He éMi6 po3MOGIAmMU / He 6MI8 NUCAMU-YUmamu ma 6ce [Hule 61acmuse

moouniy (Yakimchuk, 2021, p. 58) — “he didn t know how to talk/read or write or

anything else typical of a human being” (Yakimchuk, 2021, p. 59).

This description presents Yum as a creature with nothing to do with human
beings. The TV and dreams used in this poem also symbolise the new reality
that war brings and the attributes of Yum. Now he decides what a person will
see (13):

«— menep mu 6ydew ousumucs chu / a 60Hu 6e3 pexnamu / a nyibm s 3aIUuLy

cobi / 6ydy basumucvy — “from now on you’ll be watching dreams / free of

commercials / I'm keeping the remote for myself / to play with” (Yakimchuk,

2021, pp. 58-59).

The translation emphasises the duration of the process of watching dreams
or nightmares of war broadcast by Yum with the help of the preposition “on”.
The phrase “free of commercials” may hint at the word “freedom”, but it has
an entirely different meaning in this very context. Commercials on TV give
viewers some pause. There are no pauses, breaks, or time to catch your breath
at war. “Free” does not mean something positive here; it is a non-stop horror.

In the poem «moumHaeTscs BiliHa» — “war starts”, a game played by
Yum symbolises the war. The contrast between a child’s game and a fright-
ening game of war is striking. Some kids play ‘wars’, and at first glance, it
may seem that such a childish innocent game is depicted here. But the real-
ity is different (14):

(14)  «ramac asnvkam pyku-noeu / kuoae conoamuxie 00 KOMuny / i 6OHU 20psimb CUHIM

noym’sm / MaHyuKu 6UCMAssae noceped KiMHamu / CnpsimMosye 2apmMamu Ha 6ci
cmoponu ceimy» — “he breaks arms and legs on the dolls / throws soldiers up the
chimney / basking in their blue glow / he lines up tanks in the middle of the room /
and points their guns at all parts of the world” (Yakimchuk, 2021, pp. 60—61).

In reality, dolls symbolise civilians who become casualties during com-
bats; soldiers are “thrown” in the flame of war that is depicted as a chimney in
the poem. The translators add one more detail — the word “bask”, which
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means to lie or sit and enjoy the warmth. So, Yum destroys soldiers and enjoys
the process and the warmth of the flame of war.

The state of a complete loss of ordinary people who are adults but still
cannot figure out what is going on around them is symbolised by the game of
hide-and-seek mentioned in the poem «BuramyBanus Boporay — “Making up
the Enemy” (15):

«a 00poci ulyKaromo 1020 GUOYMKY / 3a3uparyu nio 1ixncko i 6 uwiagu / Hibu 00620

He Oynu e0oma i mam wocv MIHUAOCA / HIOU eparomy y nidemypku / i HiKonu He

Hacmae ixHs uepea xoeamucay — ‘‘grown-up search for his invention / under their

beds, in their wardrobes / as if they'd been away from home for a long time / and

something changed while they were gone / as if they 're playing hide-and-seek / and

their turn to hide never comes” (Yakimchuk, 2021, pp. 62—63).

Yum makes up the enemy, creating chaos all around, but people fail to find
at least any sense or reason behind the war that suddenly came and changed
their traditional world and lifestyle.

One more poem where the state of anxiety and fear of a person is described
is called «JIuctu ne mpuxoasate» — “Letters Don’t Come” (16):

«a cepye epumae-epumac sk 03urap yinuil / a noy3erapuk-miciyb, pO3copHymull

yawiero / i3 3ipkamu pyKk npocmsenymux / npocsaimo 30ymucs / npocame oymu /

32a0yroms Mo babyio Mapiroy — “but a heart thumps like a clock / the half-clock
of the new moon / with stretched-out hands of stars / pleads with me to remember /

my grandmother Maria” (Yakimchuk, 2021, pp. 72-73).

The torture of waiting for letters, at least for some information about the
close people separated from each other by war, is represented in the symbol of
a clock and the night as the process of waiting is going on. However, in the
English translation, two lines from the original poem have been lost, namely
«TpocaTh 30yTHcs / mpocsatsh Oyt (literally “ask to come true, ask to be”). In
the translated version, we have a perfectly matching verb, “pleads”, as it inten-
sifies the stressful, long-awaited time and corresponds to the stretched-out
hands that are usually raised when a person is praying. However, these two
lines omitted in translation have a beautiful alliteration [0] («30yTHCSI-OyTH»)
that might be translated as “pleads to come true, pleads to be true” in order not
to lose this parallelism.

The poem «Po3knaganns» — “Decomposition” is one of the most notable
from a linguistic and stylistic point of view. It contains bright symbols em-
bodied in words and syllables. Metal acts here as a symbol of death because
it destroys everything around it and ‘decomposes’ people’s lives, fates, cities
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and towns. Even sunflowers that have always been symbols of the sun and
light become the symbols and witnesses of death, losing their light and
warmth (17):
«i none COHAXI8 ONYCMUIL0 20106U / BOHU CIAU YOPHI [ CYXI, 5K i 51/ 8JCe CMPAULEHHO
cmapa /i s 6invwe ne Jlroba / nuwe 6ay — “sunflowers dip their heads in the field

/ black and dried out, like me / I have gotten so very old / no longer Lyuba / just a

ba” (Yakimchuk, 2021, pp. 84-87).

The transformation of the author’s name, “Lyuba, ” into the single syllable,
“ba,” symbolises the process of ageing and the disintegration of identity. This
disintegration is paralleled by the disintegration of cities like Luhansk and
Pervomaisk, as depicted in the poem (18):

«He Kadcimv Meni npo Axutice mam JIy2ancok / it 0a8HO uuie 2AHCbK / 1y 3pieHAIU

3 acganbmom YepeoHUM... [ 00 HeybKka MeHi He dicmamucsy — “don't talk to me

about Luhansk / its long since turned into hansk / Lu had been razed to the ground

/to the crimson pavement... and I can treach them, I can t do netsk”’; «I[lepsomaticok

po3bombunu Ha nepeo i maiicbky — “‘Pervomaisk has been split into pervo and

maisk”; «a 0e banvyeso? / de moe banvyeso?» — “and where’s my deb alts evo?”

(Yakimchuk, 2021, pp. 84-87).

The translators choose the corresponding verbs to emphasise this decom-
position, such as “raze” and “split”. Italics also highlight these words because,
at first glance, they may seem meaningless. However, in Ukrainian, they also
have additional meanings: ‘do’ in Donetsk has the meaning of the preposition
“to”, “de” in Debaltseve means the adverb “where”, and Pervomaisk splits
into two separate but contextually related words “first” and “May”. Thus, the
“decomposition” of the word turns out to be the language that most accurately
reflects the reality of death and destruction.

The following poem of this cycle, «36upanns» — “Gathering”, also
concerns the topic of war and death. In this poem, water, usually associated
with life, simultaneously becomes the symbol of destruction — it will
flood the mines and give birth to a new sea. But there will be no place for
people (19):

«i 600a AK 10006 / 8ce noenune KOGMKOM — / wjob ynamxu 6 oowne 3iopamu / i

Hapooumv mam mope / Hose i dcuee /i Hapooums Hogux / npome ue aiooeil / i 6oHu

NONIUBYMb K pUbUHU / mam, 0e odu yiice He nompioniy — “and water like love

/ will swallow all in one gulp — / to gather all the shards in one / water will give

birth to a sea / new and alive / the sea will give birth to new creatures / not people

though / and they’ll swim like fish / to places where there is no more need of
humans” (Yakimchuk, 2021, pp. 88—-89).
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It can be noticed that in the original poem, each second line begins with
“and”. It resembles the style of telling old tales and legends. In the translation,
this peculiarity is omitted in some places, as lines mostly begin with subjects.

In the poem “Caterpillar”, the work with the literal and figurative meanings
of the word allows creating an extremely accurate and true symbolic picture.
This word has the same meanings in Ukrainian and English that makes it pos-
sible to use this word in its literal biological meaning as an insect destroying
plants and figurative meaning of the tank caterpillar as a symbol of invasion,
war, rape, and death (20):

(20)  «ma Ousumvcs, Ak eycinb O0oxcupae ixume senene micmoy — ‘“‘and watches a

caterpillar devour their verdant town” (Yakimchuk, 2021, pp. 100-101).

The combination of the literal (insect caterpillar) and metaphorical (tank
caterpillar) gives rise to an eerie mythos of total, slow, and inevitable death
destroying everything around.

Another poem, «Hixx» — “Knife,” has a perfect example of what some
prominent scholars indicated as the untranslatability of poetry. The poem tells
the story of the character’s confrontation with the enemies — both physical
and moral. The character compares herself to the enemy using the comparative
degree of adjectives that in Ukrainian is made with the help of the particle
«nix» (“than”). However, this word is also an absolute homonym to the word
denoting weapon — “knife”. So, the double meaning of this word cannot be
reflected in English, and only the weapon’s name remains. However, one line
is incredibly successfully translated in a metaphorical way (21):

(21)  «i 6 KOJHICHO20 CBOE Hidic / i 8 KOdICHO20 C6ill Hidicy — “and each has their own ‘but’
/ and each has their cut” (Yakimchuk, 2021, pp. 110-111).

Symbolic colours

The next cycle, called “Decomposition”, is the most powerful from the
point of view of symbols and emotions connected with war experience. In
Lyuba Yakimchuk’s collection, we can see the contrasts of red and black co-
lours, which are manifested not only in the texts themselves but also in the
design of the collection. In this cycle, we can see most of these contrasts. De-
spite the frequent use of black (19 times) and red (12 times), white still domi-
nates (36 times) (Yakimchuk, 2021, p. 43). It means that despite all the terrors
of war that bring death, loss, grief, and destruction, there is still hope for a
better future.
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In the poem «ITigmucy — “Signature”, we can see such an example of the
contrast of black and white. White colour is a symbol of purity, happiness, and
hope. However, due to the tragic events of the war, even angels, who are also
usually associated with the white colour, are wearing black now. A small black
dot is symbolically disclosed in several meanings, namely, ink and a bullet
hole (22):

(22)  «i Ha 6inomy mai / manenvka / uopra / kpanka / nionucy / npoouna / nanip / xaram

(23)

24

/ ckpoHtoy — “on this white / a tiny / black / dot / of a signature/punctures / a sheet

of paper / a robe / a temple” (Yakimchuk, 2021, pp. 78-81).

Each word written with a new line and alliteration of the sound [1] — [p]
symbolises extraordinary tension. Unfortunately, it was not possible to recre-
ate these means in translation. However, one change to convey the intensive
surroundings is seen in the change of the verb tense from the past in Ukrainian
to the present in English. The present tense intensifies the feeling of the action
happening right now.

The next cycle, called «Heb6imi Bipmri» — “Unfree Verses”, also contains
very contrasting symbolic colours. The poem «bpou» — “Eyebrows” has a
striking opposition of black and white as symbols of mourning and happi-
ness (23):

«HI-HI, He 005I2HY HOPHOI CYKHI / YopHUX mygens i uopHoi Xycmku / nputidy 0o mebe

6 binomy — axkuyo 0ogedemvucs nputimuy — “no-no, I won't put on a black dress /

black shoes and a black shawl / I'll come to you all in white — if [ have a chance

to come” (Yakimchuk, 2021, pp. 122-123).

The contrasts of black, white, and red colours can be found in the poem
«Mexanizm CHiry» — “Mechanisms of Snow”, where white becomes the
background on which some tragic events happen, and where black and red
become the symbols of death and blood (24):

«npuixana weuoka i noniyis / uepeone i YOpHey», «CKA3ANA NIKAPKA YOPHUM NO

oinomy / uopHum no 6inomy ckazana / Nikapra iz MaieHbKuM XpecmuKom Ha epyosix

/ neero, 8axcko Hecmu xpecm / AKuo 6in maxui yepeoruily — “an ambulance and

a police car arrived / red and black”, “said the doctor, white on white / laying it

out like it is / a tiny cross on her chest / must be hard to carry a cross / so very red”

(Yakimchuk, 2021, pp. 128-129).

It may be typed mistakenly, but the translated version has “white on white”
instead of “black on white”. Besides, we can see a simile absent in the original,
where words are laid out like a cross. Meanwhile, the cross is used here as a
Biblical symbol of one’s fate, life challenges, and hardships.
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Symbols of family ties and relations

The following symbol used in this cycle is blood. Blood has always been a
powerful symbol of fight and family ties. The poem shows the character’s
connections with the family, broken by the war. Two first stanzas of the poem
«x s BOmna» — “How I Killed” start with almost the same refrain (25):

(25)  «yci moi poounni 36’s3xku menep menegonni / yci Moi pOOUHHI 36 SI3KU

NPOCIYX08YIOMbCA... VCi MOI menepoHHi 36°A3KU KpOGHI / ycsi Mo Kpos

npocnyxogyemocsy — ‘I remain connected to my family over the phone / with all

of my family connections wiretapped... all of my phone connections are blood

relations / my blood is wiretapped” (Yakimchuk, 2021, pp. 82-83).

Though the poem’s first sentence has a different structure in the translation
than the original, the main idea of the interconnected elements “family-con-
nection-blood” remains the same, smoothly flowing from one to another.

In the poem of this cycle called «Cranesi npubopu» — “Steelware”, we
can also find a symbol of mother — a cup (26):

(26)  «mama — ne wawxa, a mamo — ne 36ip / ane mama HAOOUMA... MaMa — He YaWKA

@7

/ ane womycb po30UEAEMbCsi... KONU 6OHA POINUBAEMbCAL / CIb03aMU / | PO3CMAGISE

pyuku / K yawxoei / 6 bokuy — “mom isn't’a cup / dad isn't a beast / yet she's

chipped... mom isn't a cup / yet she cracks... when she breaks down — hands
akimbo like cup handles / on her sides — / into tears” (Yakimchuk, 2021, pp.

124-125).

In the English version, we notice words describing the mother’s fragile and
broken state, such as “to be chipped” and “cracks”. However, in the last ex-
ample, we can also see the changed word order, where the translators decide to
describe the appearance first and then the emotional condition.

The final cycle, «IIpo Takux kaxyTtb: roni» — “Such People Are Called
Naked”, contains intimate primarily lyrics. Therefore, symbols are connected
with love, relations between men and women, and friends. In the poem with
the same name, the lexeme “naked” means more than just being without
clothes. It also means being without prejudice, advice from relatives, daily
troubles, past traumas, and family issues, and with naked souls (27):

«a nomim Kaxcy: — 0aeail po30sacHeMocs. i 5 3HiMaro i3 cebe no yepsi: / mama /

babycio / mamy / cecmpy / a mu 3nimacui 3 cebe no uepsi: / mamy / 6pama / babycio

/ Opyea oumuncmea / mpenepa 3 nik-any /i Mu 3a1UMWAEMOCH 308CIM-308CiM be3

HIY020 / Npo maxux kaxcymu: 2oniy — “then I say: /— let’s get undressed / and one

by one I take off: my dad / my grandma / my mom / my sister / and you take off; one

by one: / your mom / your brother / your childhood friend / your pick-up coach /
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and we’re bare now, wearing nothing at all / such people are called naked”

(Yakimchuk, 2021, pp. 138-139).

The word “bare” fits perfectly well here as it means not only being without
clothes but also being empty, which conveys the meaning of the poem.

One more poem is directly related to translation issues — «®DanpmuBi
Hpys3i 1 Koxani» — “False Friends and Beloved”. In this poem, false friends
relate both to the so-called translator’s false friends and real false friends. The
author compares different words from Polish, French, and Belarusian that are
related to love and various shades of its meaning that sometimes fail to convey
the real meaning as, in reality, words can be lying (28):

(28)  «masimb panvuwiusi Opysi nepexkradaua / KOaUCh CMAIOMb NPOCO OPY3AMUY —

“even the translators false friends / become just friends one day” (Yakimchuk,

2021, pp. 140-141).

In the other case in this poem, the translators use the French word “faux”,
which fits into the style of the poem. Besides, there is also used a feminine
noun that corresponds to the Ukrainian original (29):

(29)  «panvwueuii / koxanuii / nepexnadaya / mobmo / no2anoi nepexnadauxuy — “‘faux

/ lover / of a translator / that is / of a poor translatress” (Yakimchuk, 2021,

pp. 142-143).

One more “linguistic” poem is called ««Y mene 1o Tebe kpuza» — “I Have
a Crisis for You”. The poetess uses the play on the words “crisis-war” in both
direct and figurative meanings (30):

(30)  « — nawa 110606 3nUKIA De3gicmu, — ROACHIOW Opy2y / RPORALA HA OOHIlL I3 60EH

/ wo mu enu 6 cebe Ha KyxXui /— 3aMinu C060 GiliHa HA KpUu3a, — Kavice 6iH / addice

Kpusu b6ysaroms y écixy — “ — our loves gone missing, I explain to a friend / it

vanished in one of the wars / we waged in our kitchen /— change the word ‘war’

to ‘crisis’, he suggests / because a crisis is something everyone has from time to

time” (Yakimchuk, 2021, pp. 148-149).

Next, the author ironically starts talking about the Second World Crisis, the
Cold Crisis, etc. But does this change of the word change the situation or make
it not so terrifying? (31):

(Bl)  «i konu nawa 3 mo60I0 Xamu 6iina / NepemeopIOEmbCs Ha Kpu3sy / Yy cmae iecute

/ uu menwe bonums? — “and when our own domestic war / turns into crisis / does

it get better? / does it hurt less?” (Yakimchuk, 2021, pp. 150-151).

It shows that we can use euphemisms or synonyms to discuss unpleasant or
horrifying events. However, it will not improve the situation itself. The word
“crisis” means a time when a difficult or important decision must be made, so,
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in fact, it does not have a negative meaning. But the consequences of this deci-

sion and the interpretation of a crisis can vary greatly (32):
(32)  «y mene 0o mebe xpusa, noba / dasaii 0opyHcuMOcs / 6yde nez2uwe obom /'y Hac
Kpusa / kpawe ou nam posnyuumucay — “I have a crisis for you, darling / let's get

married / it’ll be easier for us both / we’ve got a crisis / we’d better split up”
(Yakimchuk, 2021, pp. 150-151).

Successes and challenges in translating Lyuba Yakimchuk's poetry

To conclude this analysis, Tables 1 and 2 present a summary of the suc-
cesses and challenges encountered during the process of translating Lyuba
Yakymchuk’s poetry. The majority of the symbols were successfully conveyed
in the English translation; however, some were either partially lost or proved
too challenging to reproduce in their entirety due to the influence of cultural
and linguistic differences.

Table 1
Successes in translating Lyuba Yakimchuk’s poetry
Symbol Original poem Translation Successes in translating
Apricots «Abpukocu y “Apricots in The literal meaning of apricots as a
KacKax» Hard Hats” symbol of miners has been preserved
Coal «Byrimns “The Coalface” | The symbolic connection between
WS EETN coal and the hard work of miners has
been preserved
Water «Kwnwra anrenis» | “The Book of | The cosmic symbolism of water,
Angels” which represents the prehistoric past,
has been successfully conveyed
Slag heap «Tepuxonu “The Ter- The use of the lexeme “terricone”
rpynein ricones of for cultural specificity has been
Breasts” preserved
Caterpillar «['yciupy “Caterpillar” The literal and metaphorical

meanings of the word have been
preserved in the translation

Black/White/ | «ITigmucy, “Signature”, The contrast between the white,

Red «MexaHi3Mm “Mechanisms | black, and red symbols, representing
CHITY» of Snow” death and blood, has been conveyed

Blood «Slk 51 BOMIAy The symbol of blood, which binds

“How I Killed” | family ties, has been successfully
conveyed, although the translation
has a different structure
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Table 2
Challenges in translating Lyuba Yakimchuk’s poetry
Symbol Original poem Translation Challenges in translating
Yum «Hsm 1 BiltHAY “Yum and War” | The cultural connotations of “Yum”

as a child’s exclamation and a
symbol of war may not be fully

understood
Terricone | «Tepukonn “The Terricones | Although the lexeme “terricone” is
rpynei» of Breasts” retained, English-speaking audiences
may not fully understand its cultural
connotations
Apricots «AbpukocH y “Apricots in Cultural differences may obscure
Kackax» Hard Hats” apricots’ conceptual significance as a
dualistic symbol of youth and death
Than/knife | «Hix» “Knife” The double meaning of the lexeme

«HiX» (as a noun “knife” and as a
preposition “than”) cannot be
conveyed in translation

Decomposi- | «Po3kinaganus» | “Decomposi- | The cultural context of the disinte-

tion tion” gration of city names (e.g. Luhansk
— Hansk) may not fully resonate in
translation

Mother as a | «Cranesi “Steelware” Although the translation accurately

cup npudopu» conveys the emotional state, the

word order changes the emphasis

Source: compiled by the author

5. Conclusions

The poetry collection “Apricots of Donbas” by Lyuba Yakimchuk is replete
with symbols that reflect the author’s personal experiences and encapsulate the
collective trauma of war. Symbols such as apricots, terricones, coal, and water
represent the experience of war, the life of miners and the connection with the
native land. The study revealed that most symbols, including those about the
distinctive cultural and linguistic characteristics of the Ukrainian language,
were effectively conveyed in the English translation by using translation strat-
egies, particularly the techniques of domestication and foreignization. These
methods helped to preserve the cultural context of symbols such as “coal” and
“terricone” without losing their semantic load. However, some symbols have
suffered a partial loss of semantic load due to differences between languages

LR I3

and cultural barriers. For instance, symbols such as “Yum”, “apricots in hard
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hats”, and the wordplay in the poem “Knife” lost some of their cultural reso-
nance in translation due to the different perceptions of these images by Eng-
lish-speaking readers. Nevertheless, the translators have endeavoured to main-
tain the integrity of the text and cultural codes, which suggests the relative
equivalence of the translation.

It is also noteworthy that symbols such as “coal”, “earth”, and “water” were
reproduced without alteration, as these lexemes have direct equivalents in English.
It is important to note, however, that direct translation does not necessarily
guarantee complete equivalence of socio-cultural meaning; in particular, the
lexeme “coal” in the English-speaking community does not evoke the same
associations with miners’ lives and war as it does in the Ukrainian community.
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