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JEJAH EJIMOTOB KBAPTET ¥V ITPEBOAY: ,,EPHT HOPTOH*

VY pany ce aHanuzupa cprcku npeBox npsor on Yemupu keapmema T.C. Emunora, ,,bepat Hop-
TOH", KojH je ypaauo Ceeto3ap bpkuh 1966. roguse, 1 npBa MoJI0OBHHA CE OHOCH Ha CII0j 3By4arha,
a 7pyra Ha ciioj 3Hadema. [lommro je Ennor y opuruHamy KOpUCTHO YIJIABHOM aKIIEHATCKU CTHX,
¥ TO IIMJbAHO TOJIMMETPHYAH, IPUKA3y]y Ce MIPUMjepH ca MPO30ANjCKUM KapaKTepUCTHKaMa y 00a
jesnka, ¥ Ha OCHOBY HCTPa)KEHOT KOpITyca, BUIU C€ 33/IpyKaBarbe UCTOT Opoja akieHara y Behunu
CPIICKUX CTHUXOBA, Ka0 U HYXKHO MoBehame Opoja ciorosa. JIekcuka y MpeBojy je YIIIaBHOM TIpe-
[IM3HO HUjaHCHPaHa y 3aBUCHOCTH Off aTMocdepe JaTe CeKIHje 1 pacioiokermha JIUPCKOT cy0jeKkTa,
a CHHTarMe M PeY4eHWYHH OOpTH 3Byde BPJIO MPUPOAHO y IHMIJBHOM je3uKy. Pan mpyxa u Heke
npuMjepe Moryhux moGosplama Ha ofpeheHnM MjecTMMa y KojuMa ce Hajlase Heoxarosapajyhm
MIPEBOIMIIAYKY CKBUBAJICHTH.

Kmwyune pujeuu: Tomac Crepuc Emuor, ,,bepat Hopron®, Ceto3ap bpkuh, akiieHaTcku cTUX,

MPO30/IHja, MOIMMETPH]ja, TUCTPUOYHPAHU AKIEHAT, IPEBOIHN CKBUBAJICHT, BOKaOyJap, ANHAMHY-
HU TPEBO]I.

The paper analyses the Serbian translation of the first of T.S. Eliot’s Four Quartets, “Burnt
Norton”, rendered by Svetozar Brki¢ in 1966, its first half concerning the layer of sound, and the
second treating the layer of meaning. Since Eliot mostly employed accentual verse in the original,
with polymetry in mind, examples are given with prosodic features in both languages, and based on
the researched corpus, it is evident that the translation retains the same number of accents in most
lines, and that it also necessarily increases the number of syllables. The lexis in translation is pre-
dominantly nuanced in an accurate way, depending on the atmosphere of the given sections and the
lyrical subject’s mood, and the phrases and sentence turns sound highly natural in the target lan-
guage. The paper also offers some examples of possible improvements at certain places where there
are inadequate translation equivalents.

Keywords: Thomas Stearns Eliot, “Burnt Norton”, Svetozar Brki¢, accentual verse, prosody,
polymetry, hovering accent, translation equivalent, vocabulary, dynamic translation.

1. VBox

Tomac CrepHc Enmor (Thomas Stearns Eliot) ocraBuo je HeJBOCMHUCIIEH camo-
KPUTHUYKH CylI, HACTA0 HAa OCHOBY TOIMHA NMPOMHILbAMKA, na ¢y Yemupu xeapme-
ma (Four Quartets) Hajoosbe mjerno koje je Hanmcao (Eliot 1959: 63). Kana ce y3me
y 003up 1a je ox o0jaBJbHBaEba MPBOT 10 MOCIBEIIHET IPOIUIO YaK MISCT TOIUHA,
a 70 untepsjya ca Jlejpuaom Xosom (David Hall) jom genenuja u mo, He Moxe-
MO TOBOPHUTHU O MPEHATJHEHOM 3aKJbYUKY UM KPAaTKOTPajHOM yCXHhermy MHcHa Hall
TEK OJIUTAMITAHMM TEKCTOM. Y CPKH OBOT I1jECHHYKOT II0/IyXBaTa JISKH HAIop Jia ce
JbYACKH KHBOT MPEACTABU Ka0 BU3HUja KOja € OTUMAa HEIIOCPEIHOM UCKYCTBY, J1a Ce
MIPOHMKHE y CYIITHHY CTBapH Kpo3 eeMepHH AOKHUBIBAj, a U caM HAcioB ymyhyje
Ha Heke My3uuke aHanoruje (Kossesuh 2002: 185). Uetupu nmjecme uMajy ynajabuBe
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CTPYKTYPHE CIMYHOCTH, TOIITO CE CBaKa CaCTOjH O] MET JHjeJioBa, a YHyTap HHX
MOCTOj€ CEKIIMje, C TUM Jia CE YETBPTH JIUO CBAKE CACTOJU Camo OJI jeJHE CEeKIIHje.
[IpBu o110, YCIIOBHO peueHo, IMa TPHU CEKIIHje, Kao COHATHA (popMa y YBOIHUM CTaBO-
BUMa KJITACHYHE MY3HKe; IPYTH BapHpa O TUPCKUX cTpoda 10 ,,[po3andHe’ CeKIuje,
kao y ,,Jlumt ['mauary* (“Little Gidding”, 1942), getBproM kBaptety; Tpehu je nuc-
KypP3UBHO UCTPAXKHBAGE U3JIOKCHE TeME; YSTBPTHU j€ JIMPCKE MPHUPOJAE U OOMYHO Y
cTpodama, U BEeroBe TeMe Cy Hajuenthe eKCIUMIMTHO XpulThaHcKe; MeTH U0 — 10
ceOu aHOMaJIaH y KJIIACHYHUM KBapTeTUMa, OCHM KoJl beToBeHa — cacToju ce u3 IBuje
CeKIMje 1 YMHU pekanutynanyjy njenune (Kermode and Hollander 1973: 2003).

Naxo Yemupu xeapmema 4vHE jeJUHCTBEH HU3, CBAKH j¢ HAIUCAH OJIBOjEHO U
MOXE CE YMTaTh Kao 3aceOHa mjecma. CBH Cy Ha3BaHH MO HEKOM MjeCTy, a MPBH,
»bepHT Hopror™ (“Burnt Norton”, 1936), Hocu UMe IO HEHACTAlkEHO] CE0CKO] Kyhn
y Imoctepumpy kojy je Emmor mocjetro 3ajemHo ca mpujatesbuiioMm Emumm Xeji
(Emily Hale) y speto 1934. romune. Uct Koykep (“East Coker”, 1940) je ceno y
Camepcery u3 xora je Ennoro npenak Exnpy emurpupao y Amepuky y X VII Bujeky,
Hpaj Cansejumus (“Dry Salvages”, 1941) rpyna je IpHUX TPAaHUTHHUX CTHjeHa KO
obaie MacallyceTca a JIutn l'mauHr je ceno y XaHTI/IFI[OHHII/Ipy y KOMe je y IIpBOj
nosiouHN X VII BHjeka oCHOBaHA Majia aHTJIMKaHCKa 3aje;:1H1/1ua KacHHUje YKHHYTa
y rpahanckoM pary. Ha momano amy3uBaH HauumH EdHOT je mokymiao ga omwuiie u
MyTamy CBOj¢ MOPOAUYHE MCTOPHUjE U TYXOBHY JMHH]Y KOjy U3 EHrnecke OamruHe
MHOTH AMEpPHUKaHIH.

CBaku KBapTeT ce 0aBU HEKUM BHJIOM OIHOCA BPEMEHA U BjEYHOCTH, 3HAYCHEM
HUCTOpHj€ M TMOCTH3amhEeM TPEHYTKa OE3BPEMEHOr YBHJA y CYIITHHY JbYJCKOT
nmoctojama. [lopen oBora, mojcTakHyT XepakJMTOBUM (parMeHTUMa, Ennor me-
JIUTUPA U O MUPOBAlY U KPETamy, MPOILUIOCTH, CAAAlIKBOCTH U OynyhHOCTH, HOK
[polIapaBa TeKCT MOBPEMEHUM ClIMKaMa Iieca. ¥Y3a CBe HaBECHE CII0jeBe 3HAYCHA
y KBapTeTUMa, CBaKUM JOMHHUPAjy MOTUBH oipeleHor romummer noda, Kao u 4e-
TUPU €JIeMEHTa NPEeACOKpaToBCKe (hrio3oduje — ynpaBo Mo peay NojaBJbUBamka Y
JjenMa; Ba3yxa, 3eMJjbe, Bojie u Barpe. MiMajyhu y BUly TYCTHHY 3HAUEHCKOT CII0ja
y Yemupu xeapmema, ¥ao ¥ akyMynanujy EnnoToBor 3Hama W IpHUje U TOKOM TO-
JIMHA THCaba MjecamMa, CBAKH CTHX H3UCKYje BEJHMK ONpe3 YaK W MPU HOPMAIHOM
YHUTamby, a HEYIIOPEANBO BHUIIIE TIPH NPeBohery OBOT OCTBapema HA CTPAHU jE3HK.
[IpeBox uHTErpanHor Tekcra ypaauo je Cserozap bpkuh 1966. ronune, a o0jaBuia
Oeorparncka ,,JIpocBera’ kao MpBY KUY y eaUIHjH ,,CaBpeMeHa CBETCKa Ioe3unja’.
He Tako yect n3gaBauyky MOCTYIAK IITAMIIC HATOPEAHOT TEKCTa OPUTHHATIA U IIPEBO-
na omoryhasa u3y3eTHo Jiako npaheme peBorOoYEBOr pajia U MPOBjepy KBAUTETa y
CBAaKOM TPEHYTKY KOjU OATOBAapa YUTAOILY, a 300T BEIMKE TY)KWHE CBa YETHUPHU KBap-
TeTa YKyIHO, O0Baj pan he ce 0aBUTH aHAJIM30M MPEBOJAA IPBOTI KBApPTETa, MPBO IO
ocoOnHaMa BepcuUKaIyje, a 3aTUM 110 eJIeMEHTHMa 3Haueha, YTIIIABHOM JICKCHUKE Y
CHHTaKCHYKOM KOHTEKCTY CTHXOBA Ha [UJbHOM jE3HUKY.

Panu nakier cxBatama KakaB j€ 3a/1aTak CTajao Mmpe TPEBOMOLIEM, Jahemo Majo
neTaJLHI/IJH OIHC III/IJCHOBa ,,BepHT Hoprona™ m BHXOBHX CeKmuja, Jep ce yHyTap
Mambux LI_]CJ'II/IHa 4eCTo jaBJbajy PasTMUMTE JIyKHHE CTHXA, IITO W3UCKYje Jpyradujy
peanuszanujy mpeBoja, a HUIMOIITO YjelHayaBamke Kao y Ciydajy mpeBoja OnaHKBep-
ca wim ajekcannpunia. [Ipeu ano cacroju ce ox 46 HEPUMOBAHUX CTHXOBA, & YKOJIH-
KO C€ MO)Ke TOBOPHUTH O TpUMa CEKIMjaMa, OHe 3axBarajy 14 u mo cTtuxosa, 2 cTuxa
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»Ipenasza“ u 29 u 1o CTUXOBa y MOCJbenrk0j. JApyru auo 6poju 43 cruxa, o Kojux ce
MPBUX TIETHASCT puMyje 1o cxemu abaccbdcbbdeeec, 3atum cnujenu ceximja on 20 u
o cTuxoBa 0e3 puMe, U Ha By Ce HaJ0Be3yje Takol)e HepuMOBaHa CEKIHja O 7 U 10
ctuxoBa. Tpehu muo 3axBara 37 HEPUMOBaHUX CTHXOBA, IIPBa CEKIIMja UMa 24 CTHXa,
a npyra 13, HezHaTHO kpahux o Opojy ciorosa. YeTBpTH 10 ciioxkeH je o 10 ctuxo-
Ba TMPOMjEHUBE TyXKHUHE Ca CXEMOM puMe aabacdecde, a IeTH UMa JIBUjE CEKIHje He-
PUMOBaHUX CTUXOBA — 22 1 18 MOHA0CO0, 0] KOjUX CY CTHUXOBHU Y IIPBOj CEKLIUjU TyKU
071 CTHXOBa Y JIpyT0j. Y IjecMu of1 yKyIHO 175 cTHX0Ba Haja3M ce JIOBOJHHO pa3inyiu-
THX CTHXOBHHX CpPEIICTaBa Jia jé HA30BEMO MOIMMETPHIHOM, Kao IITO je U 33 ayTOPOBY
Ilycmy semwy (The Waste Land, 1922) Bpno nponurypruso npumujeheno (Duffell 2012:
55-56). CtuxoBu he OuTH HyMEpHCaHH, a U JIOJATHO O3HAYEHH CTPAHUIIOM U3 Yemupu
keapmema (YK) Ha k0joj ce Hanase y ,,II[pocBeTHHOM  M3amwy Ajena.

2. AHanm3a cioja 3By4ama

[IpBu 110 MMa CTUXOBE HEjeIHAKE Iy’)KUHE KOjU y TpocjeKy 3axBarajy 10.2 cio-
ra, ITo OM 0JroBapao OJaHKBepCy Kaaa Ou CTUXOBU UMasld JOMHHAHTHO 10 cioro-
Ba ¥ moHermje 11, anu je MeTpuka Jaieko HelpeaABHUJbHBHUja, Ca TOTOBO KOHCTAaHTHA
4 akueHTa ¥ pa3HOIUKUM OpojeM ciorosa. [1omTo ce He pagu 0 CHITa0HIKO-TOHCKO]
BepcHUpHUKAINjH, HE Tpeba Ja TPaKUMO PEIATUBHY IPO30IUjCKY MPOMHHEHTHOCT
Koja Om Omia exkBHMBasieHTHa HantanieHocTu ciora (Kojen 1996: 33), Hero na o3Ha-
YaBaMo T3B. Ta4Ke MPOMHUHEHIIM]E, aKI[EHATCKE KOHTYpE Yrja je MpupoaHa QyHKIHja
KOHIIEHTpalnja Ha 3Hayewe (Gates 1990: 575). Harnamenu cior 6uhe o3HaueH cum-
00J10M ,,X“, @ HEHATJIAIEHH IPTOM, ,,— :

X X- - X X
Time present and time past
X - - X- - X X-
Are both perhaps present in time future,
X X- - - - X X

And time future contained in time past. (1-3, YK 10)

300r cnokeHrje MOpQoJIOTHje CPIICKOT je3HUKa, Kao U OACYCTBa AU(PTOHTA,
CTUXOBHU y MIPEBOY HY>KHO Cy y>KH, U U3HOCE Yy mpocjeky 12.9 ciorosa:

X— X— — — X — X —
Bpewme canamnime 1 BpeMe pomuio

- X—- X - X - —-——X —— X - -
Cy oba MoxJ1a TpUCyTHA y BpeMeHy Oyayhem,
- X - X—-—-X-—-—--X —— X -

A Bpeme Oynyhe cagprkaHo y BpeMeHy mponutoM. (YK 11)

OBu (akropu yTHuy Ha TO Ja Tpehu CTHX Ha CPIICKOM BPJO JIako 1o0uja J0-
JaTHH aKIEHAT, Ha TIIAroJICKOM MPUAjEBY TPIHOM caopdicano, YUju je Opoj cioro-
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Ba JIBOCTPYKO Behin Hero koji opuruHaiIHOT ekBuBaieHTa. [IpeBoaumnalr ce cycpeo ca
TEIIKUM 3aJIaTKOM Ja aKIICHATCKU (TOHCKH) CTHX KOjH je peIaTHBHO NMPUCYTaH y €H-
IJIECKOM IPeoOINKyje Ha oroBapajyhu u3pas Ha CpIICKOM, y KOME OBaKaB CTUX HHje
Henoctojehu, anmu ce mojaibyje 3HaTHO pjehe. Heku on mpuMjepa cy nojennHe mjecme
u3 behkosuhese 30upke Taxo je cosopuo Mamuja (1965), kao ,,Jlocra je Oumo™:
»JlocTa je Ouio puMoBaHuX niecama! / YipibajMo ce peyuma Kao jela Tpeurmbama. /
PasroBapajmo o cBeMy, a 0 cBeMy jennHo U ymeM ropoputu (behkosuh 1999: 93). C
Jpyre cTpaHe, Heke mjecme CteBana PanukoBuha rpaje ce of1 jako KpaTKUX CTHXOBA,
a OIET aKICHATCKUX 10 KapaKTEepUCTHKaMa, Kao MTo je coHeT ,,O Bparu ce*, ca Tpu
aKueHTa U pasHuM Opojem ciorosa (ITerpos 2010: 45).

VY 1mpBOj CEKIUjU Ipyror Aujenia jaBibajy C€ PUMOBAHH OCMEPIM TMPETEIKHO
JaMIICKOT METpa, a Kao CBOjEBPCTaH KOHTPAIYHKT, y APYTIOj CEKIHUjU CE Haja3e Haj-
JIy’KH CTUXOBH y TjecMu, of1 o 12.8 ciorosa, ga 6u y Tpehoj noctusanu y npocjexy
10.7 ciioroBa. OBo je moueTak puMoBaHe opmaryje:

Garlic and sapphires in the mud

Clot the bedded axle-tree.

The trilling wire in the blood

Sings below inveterate scars

Appeasing long forgotten wars. (47-51, YK 14)

VY (parmeHTy ca cXxeMOM pUMOBamwa abacc APyTy U YETBPTH CTHX Cy ca KaTalek-
THYKHM TPOXEJCKUM 3aBpIIIeIIUMa, JTOK CE OCTAJIM OKOHYABajy jaMIICKAM CTOIaMa;
JIOZIaTHU MPOoOJieM CTBapa HEMOTIIyHa pUMa, BUAJbUBA y napoBuma mud — blood n
scars —wars, Koje y IpeBoly Hema:

VY Onaty cadupu u Iy

O ocoBwuHy ce Jere.

JpxTaBa xuIa y KpBU

IleBa moz ckopenoM paHoM
JasHammsu cmupyjyhu par. (YK 15)

VYemjex mpeBoAHOIa CBaKako C€ BUAW y yjeAHAUYCHOM Opojy om 8 cioroma y
CTUXOBMMA, HaKO FUXOBE CTOIE BapHpajy oj] YUCTOr jamba y NpBOM 0 JAKTHIIA,
KOjHMa IMMOYuBY Tpehu, 4eTBpTH W meTH cTux. Ha Taj HaumH ce rybu MoryhHocT
yCIoCTaBJbarba TPOXeja, ali AWKIHUja ocTaje y paBHu EnmortoBe pasyhene nexcrke
(opxmasa, oasnawrbu). OJUIMYaH MPEBOJ Y METPUIKOM ¥ PUMOBHOM CMHUCITY jaBJba
ce Majo Hike, y ctuxoBuMa 58 u 59; tako je “And hear upon the sodden floor /
Below, the boarhound and the boar” mpeseneno kao: ,,J gyjemo 1o BiaXHOM Ty
/ Tne Bemap u nac, ronnd My (YK 15). IlpBu cTUX je mMpaBWJIaH jaMIICKH TeTpa-
MeTap, 0K APYIU MOYUE-E U 3aBpIlaBa CE jaMIICKOM CTONOM, a m3Mely ce Hamasm
KOMOMHAIIM]a TTMPUXa U CIIOH/IEja, T03HATa M Ka0 JOHCKA CTOTA.
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VY cmbenehoj cexnuju jaBibajy ce HajIyKH CTUXOBH 4MTaBor ,,beput Hoprona®, u
MIPEACTaBIbajy BUAHY CYHPOTHOCT MPETXOMHO] THOHHUIIHN, KAKO IO CIIOTOBHHM, TAaKO
U T10 aKIIEHaTCKUM W PUMOBHUM KapaKTepUCTHKaMa. Y TPaJHIMjH SHIJICCKOT je3nKa
OBaKBOM (pOPMOM BjeHITO ce ciykuo Bont Burmen y 36upuu Baamu mpase (Walt
Whitman, Leaves of Grass), unju je TekcT npommpuBas ox 1855. no 1892. romune. Y
ButmenoBuMm ctuxoBuMa Behie gykuHe, KOjU HE TOUTHjeXy npenoapehenom mMeTpy,
MOHEKA/]] Ce jaBJba jeJIHa aKI[eHATCKa I[jeJIMHA Ha BUIIIE PUjeud y HU3Y, a YaK U JIeK-
CUYKE pHjeur TyOe CBOj IPUMApHHU aKIeHAT:

X - - X - - X - X
Which of the young men does she like the best?
- - X - —-—_X - X -—-_X
Ah the homeliest of them is beautiful to her. (Whitman 1855, naB. y
Bradley 1939: 445)

Y EnnoToBOM 4eTBOPOAKIIEHTCKOM CTHXY, OapeM y oBoj cexuuju Il qujena, nomna-
34 JI0 CITMYHUX [TPO30/IMjCKUX I10jaBa, KaJia Ce U UMEHHYKE U [JIAr0JICKe CHHTArMe J10-
BOJIC TI0]] je/laH AUCTPUOYUPAHH aKIleHAT:!

- - X - - X - - X - x -
At the still point of the turning world. Neither flesh nor fleshless;

- - X - - X —-- X - - x -

Neither from nor towards; at the still point there the dance is,

- —-X - X - X X——

But neither arrest nor movement. And do not call it fixity, (62—64, YK 14)

[IpernanTHOCT eHIvIecke MOpQOIOTHje M HENoCTaTak (ICKTMBHUX HACTaBaKa
HEMajy eKBUBAJICHTE y CPIICKOM jE3HKY, 4rja OyjHHja MOP(OIIOTH]a HE 103B0JbaBa HU
MamH Opoj CJI0roBa HU AUCTPHOYHpPaHH aKIEHAT Ka0 Y OpUTHHAIY:

- X - —-——- X- —-——-——-— X—-— —— X— —— X-—-—
Y MHpHOj TaukH cBeTa Koju ce kpehe. Hutu Meco HuTH He-Meco:
- - X -—-X - X - — — X— X

HutH on HUTH Ka; y MUPHO] TauKH, Ty j€ IUIec,

- —X- - —-X-- —-=-— X—-——-X - —-—- —--

Hutn 3actoj HuTH Kpetame. Y He HazuBajMo yuBpurheromhy To... (YK 15)

CI/IHTaFMa turnzng world” 3Byuana Ou HEMPUPOIHO JIa je PEeBeACHa Kao ,,0Kpe-
hyhu cBet, ma je yHOTpe6meHa pellaTHBHA Kdysa ca a,leeKTI/IBaJIHOM (‘I)YHKI_II/I_IOM
a ,ZIBOCJ'[O)KHa cuararma “still point” y mpeBomy mocraje ,,MUpHa Tadka‘“ — CAaCBUM
oarosapajyhe pjerierme, nako MPO30AnjCKU He TMOTIaa oA JUCTPUOYUPaHH aKIleHAT
Kao opUrMHaiHa. MHave, mpocjek ciIorora oBe CeKidje y nmpeBoay uzHocu 16.15 mo

'AyTop KOpHCTH NpUIHKY Ja ce 3axBaiau ap Topany Cranuhy u 1p Anzapejy bjenakouhy na
CTpy4HOj momMohy 13 1oMeHa eHrIecke poneTuke. OIroBOPHOCT 3a €BEHTyaNIHE IPEIIKEe CHOCH ayTop.
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CTHXY, U y3 YeCTe BEJIMKE BapHjaluje y TyKUHHU, caMa KaJICHIIA HE MIPaTH IOBOJHHO
EnuotoB paBHOMjepHHjU MeTpUIKH U3pa3. Ha HeKuM MjecTrMa ce BUIU U jelaH aK-
LIEHAT BUILIE Y MPEBOIY, IITO je MOCIbEIUIIA HABEACHUX MOP(OIOIIKUX KapaKTepH-
CTHKA CPIICKOT je3uka. Jeman npumjep Ouhe 10BOJbaH 3a WIIyCTpaIHjy:

X - X - X —-=- - ——=X

And I cannot say how long, for that is to place it in time. (69)

- —-—- - X- - X—- - X-—- — X —— ——X-—

U ne ymem pehu, KOIHKO, jep 3HAYMIO O cMeCTUTH TO Y Bpeme. (YK 17)

OpurunanHux 15 cimoroBa mocrano je 21 y npeBoay, KOju je CeMaHTHYKH U3-
pasuTo Tperu3aH, Mel)yTHM, MHXEPEHTHO KOMIUIMKOBaHA (ICKCHja y CPIICKOM
je3uKy 3a pe3ynraT uMa Behy JyKHHY peUCHHYHHUX WIAHOBA; MOPEN TOra, MOKa3Ha
3aMjeHuIIa that mpeBeieHa je Kao ,,3HaumiIo Ou, 1a y caMoM CTuXy OyJe jacHo aa
Ce OZIHOCH Ha Cy0jeKTOBY HEMOTYNHOCT Ja MPOCTOPHO M BPEMEHCKHU OJPEIH TIije
ce MPETXOHO HaJIa3Ho.

Tpehu auo nonocu kpahu metap, y npocjexy 9.88 cioroBa y npBoj u 9.38 cioro-
Ba y JIpyroj ceKiuju. [ maBHa KapakTeprcTHKa OBOT JIHjeJia BUJIU C€ y TOME IITO IIpBa
cekiyja pacrnonaxe Behum 0pojeM YeTBOPOAKIIEHATCKUX CTUXOBA, a Y APYTOj CBaKa-
KO JOMUHHpa]jy TpoakieHaTcku. OcMmoTpuheMo y30pak U3 mpae:

X — — — X — X - - X
Men and bits of paper, whirled by the cold wind
- - —-X - X-X
That blows before and after time,
- X - X - - X - X
Wind in and out of unwholesome lungs
X - X — X X-—

Time before and time after. (104-107, YK 18)

VY mpeBony ce Opoj akieHarta BpJO AOCJbEAHO YyBa, OCHM IUTO Ha Kpajy CTHXa
104 He Hanma3uMO jeJIHy aKLEHATCKY L[jeJINHY, HErO YCIJbe JyKUX PUjeud y CHHTar-
MU, YUTAMO JIBHjE:

X-———X—-——- X—-— —-——-—— X — X -

Jbynu n manmpuhy, yCKOBUTIAHHU XJIQTHUM BETPOM
- ——- X - X- X--

[ITo xyBa npe u nocie BpeMeHa,

X—-—-——- —-X—-— - - — X—- — X-

VYraxHyTHM U U3AaXHyTHM U3 OonecHux miyha
X— X—-— X—- X -

Bpewme npe u Bpeme nocie. (4K 19)

VY Ipyroj cekuMjH, YMju Cy CTUXOBH Mayio KpahW, Hajlaze ce 4eCTH MpPUMjEpH
MOCTOjamba CBera TPH JIEKCHYKE PHjeYd 110 CTHXY, TAKO Ja HeMa HEKOT MjecTa ap-
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OuTpapHOM OJpehBamy YSTBPTOr aKIIEHTA, AJIA TO HE 3HAYU JIa CBH E-CHH CTHXOBHU
caJp)Ke TauHO TPU MpPEACTAaBHUKA TAKO3BAHUX ,,0TBOPCHUX ' BPCTa pUjeud (y IPBOM
CTHXY W JISTCPMHUHATOP all iMa aKieHar):

And destitution of all property,

Desiccation of the world of sense,

Evacuation of the world of fancy,

Inoperancy of the world of spirit; (118-121, YK 20)

[Tapanenu3Mu u3 nocjbeima TPU CTUXA rpadHUKU Cy TaJeKO BUIJBUBHUJU Yy OpPH-
THHAJy HEro y MpPEeBOAY, YIPaBO 300T pas3iMKe Y AHAJIUTHIKOM M CHHTETHYKOM
n3paxkaBamy MaACIIKUX OHOCA Yy JIBa je3WKa, a aKIEeHTH Cy pacropeleHn Ha ucre
JIEKCHYKE jeAMHUIIE Y CTUXOBHMA, M TO YCIIOBJbaBa 1a je 12 ox 13 pujeun y nomem
LUTaTy HOCHUJIAI] aKIIeHTa (CBE OCHM BE3HHUKA U):

U oxncycTBo cBake CBOjUHE,
IIpecaxioct cBeTa 4yina,
HcnpaxmeHocT cBeTa MalTe,
HenenoBame cera ayxa; (YK 21)

YeTBpTH AMO CBOjEBPCTAaH je KpaTKW mpena3 u3Mmely aBa ayka U METPHUKU
paBHOMjEpHHUja, U y HeMy JTYXKHHA CTUXa Bapupa O]l jJeAHOT JI0 YeTPHAECT CIIOroBa;
CXOZIHO TOMe, OpOj aKiieHaTa U3HOCH O jeJlaH J0 IIeCT:

- - X - X - X - - X--
Will the sunflower turn to us, will the clematis
- X X —-X X — - X
Stray down, bend to us; tendril and spray
X - X
Clutch and cling? (129-131, YK 20)

VY mpeBody NPBH CTHX CAAPKH — aKO €€ MOXKEMO IMOCTYKHTH MHCTPYMEHTHMA
CHJIA0MYKO-TOHCKE BepcUUKAIMje — TaKTHIO-TPOXEJCKH jelaHaecTepall, caMo My
UMEHHUIA nasum, Koja Ta MpoayXkaBa Ha 13 CIOTOBa W NPaBH ONKOpaveHE ca Ha-
PEIHUM CTHUXOM, TOHEKIIE PEMETH PaBHOTEXKY 3alo4eTy [e3ypoM M3a IECTOT CIIoTa.
W3mjena mjecra NpeIoNIKe CUHTAarMe U Iarosia cagum oHeMmoryhyje npaBUIHUjU
MeTap kao ,,[IpurHyTtn u caBuT K Hama“, mro Oum on nujenor cruxa 130 HampaBu-
JI0 Tpoxejcku yeTpHaecTepall. Tpehu ctux (131) uMa aBa aKkIeHTa Kao ¥ OpUTHHAI,
a cam Tiaroi opoicamu He OM 01O JTOBOJhAH CKBHBAJICHT KOOPAWHHUPAHO] CHHTATMH
“clutch and cling”:
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- - -X - - X —-—= X- X-
Xohe 11’ ce CyHIIOKpET HarHyTH K Hama, TaBUT
X —— X— X—- X-—— — X —
[IpurayTn x Hama, CaBHT; CTpKaja U rpaHa
X —— X —
Hpxaru cama? (YK 21)

[leTn muo mjecMe y TPBOj CEKIMjH CTBapa rOTOBO MCTOBJETHY CIIMKY METpa M3
mpBor aujena ,,bepatr Hoprona®, ca nmpocjeunom myxkuaom ox 10.1 ciora mo ctuxy
U BPJIO PETYIAapHOM JUCTPUOYIHjOM YETHUPHU aKILIECHTA, U MOHET/je TPH, aKo Cy CTHU-
xoBU kpahu. [Ipyra ceknmja ucnucana je HajkpahuM METpOM y YUTaBOj MjeCMH, ca
npocjeqHo 7.38 ciorosa no CTUXY, U jeIUHU JINYHU [TIaT0JIU YHyTap Be cy be u rise:

- X - X- X -
Desire itself is movement
___x _x—_
Not in itself desirable;
X ——X — X -
Love is itself unmoving, (161-163, YK 22)

[TpeBoa roTOBO Jia HE OACTYyIA 1O OpOjy CIIOrOBa, a CBU aKIIEHTH Hajlase ce Ha
CPIICKMM €KBHUBAJICHTUMA Ka0 U Yy U3BOPHUKY:

X— X —— X —
Cama xeJba je TOKpeT
- - x— x — —
He cam o cebun mokesbaH;
X—- X—— X-—-—
Jby6aB cama ne nokpehe, (YK 23)

Mame npucycTBO INaroja y JIHYHOM OONUKY YMHH HCKa3e KPHUIITHYHI)HM
1 Oe3BpEeMEHHjUM, Ka0 CBOJEBPCHY IIapy, 4ecT CHMMOOJ y KBapTeTy, a je[Ha Of
MOCJBEMIA je W HYXKHO cKpaliele CTHXOBa 300r OOMIba HEIMYHHX CHHTAKCHY-
KHX KOHCTPYKITHja, Kao Ha caMoM Kpajy mjecme: “Quick now, here, now, always — /
Ridiculous the waste sad time / Stretching before and after” (173-175, UK 24).

3. AHanm3a cioja 3Ha4ema

JlomeH 3Hauema npe; MpeBoAnoLa OCTaBIba MPOOIeM MPBEHCTBEHO Y HUjaHCaMa
KOje pujeud HcHjaBajy y oxaroBapajyheM KOHTeKCTy; EJMOT roroBo HMKaza Huje
pa3nBajao CBOjy MHIUBHIYAITHY PEIUTHO3HOCT H BjePCKY IPAKCY O ONIITUX UCTHHA
Koje OAIITHHU YUTAaB JBYIICKH PO, a OH UX y3HMa 3a TeMe y Ioe3uju. M3menano Ou gak
Y HEMPUPOJIHO JIa j€ OBAj MjECHUK MUCA0 TI0E31]y KOja Ce MOYKEe HCKIJbYUHBO CXBATATH
Ka0 yTjeJIOBJbCHE POPMYITANIHUX CaBjeTa KOjH J0J1a3e U3 3HAHUX W HE3HAHUX M3BOPa
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OJ1 ICTOYHE JI0 3allajiHe TPaIHLHje KPO3 HEKOJINKO MIJICHHjyMa CTBapama. Kpurudap
Hejpun Mymu (David Moody) cmarpa na je cymitnaa Yemupu keapmema 'y ToMe Ja
nostoke pujeun Ha mwicha. BbuxoB maBHYM IUTaH je 1a Tako yrnoTpedibaBajy pHrjedn 1a on
3Ha4MJIe HeLITO IITO je C OHY CTPaHy PHjedH, WIIH Ja TaKo IIpeodpase CXBaTarbe CBHjeTa
KOJH CE HaJla3u y HUXOBUM pHjeunMa jJa he OuTH onmakeHH kKao OokaHcka Pujeu Ha
njery (Moody 2005: 147). Tema nmokopaBama BpeMeHa Kpo3 TPEHYTKE TIPOjaBJbUBabha
BjEUHHX MCTHHA ¥ TeMa HAJ/IBJIaIaBarba PUjEUl Y KBAPTETy CY U3BCICHE 3ajeIHO, IO-
IITO KPO3 PHjeud yM 3a/1001ja CBHjECT KOja MOXKE TPAHCIICHIOBATH BpHjeMe, W Ha-
OKO je/IHOCTaBHE JIEKCHYKE jeJIMHHUIIC YECTO MOPEJL JACHOTAaTHBHOI 3HAUCHa UMajy U
Iy0Jbe KOHOTaTHBHO, YIIIABHOM W3 PENIUTHjCKOr perucTpa. Tako ce mocnuje ctuxa 4,
,»AKO je YATaBO BpeMe BEYHO MPHUCYTHO , HApeJHU CTUX, “All time is unredeemable”,
MIPEBOIU Kao ,JNUTaBO BpEME je HeucKynuso™, mollTo je y paHUjeM CTUXY pa3pHjelicH
ABTyCTHHOB BPEMEHCKHU IapajioKc; mopex Tora, u kprea Vcyca Xpucra ¢urypupa
Ka0 MOTHB Y YHTaBOM JaJbeM TekcTy. CroxeHuna rose garden (14) 3By4n MPUPOIHO
U je3rPOBUTO y CPIICKOM JIEPUBHPAHOM OOIHKY pyoicuurbak, 0e3 mpudjerapama HEMo-
TpeOHUM CHHTarMama Kao HIIp. epm/bawma ca pyscama. 3aMjeHuna they U3 CTHXO-
Ba 23 u 30 OJHOCH ce Ha MPHUCYTHOCTH Koje ce (PM3UUKU y OamTH He BUJIE, HETO Ce
MOT'Y HaCJIyTHTH I10 TOME IITO UX je IPUPOAHA OKOJIMHA cBjecHa (Blamires 1969: 11).
[TomTo je mpeBoa Hactao npuje cTyauje Xapuja bnamajpeca (Harry Blamires) Word
Unheard: A Guide through Eliot’s Four Quartets, a ¥ IOIITO ce Y CPIICKOM HETIO3HATH
1ojaM y MHOXKHHU O3HadaBa yerihe ca onu Hero oxe, 0BO MjecTo HUje OMIIO JIaK 3a/a-
Tak 3a rnpeos. Moxkaa 6u koHcTpykiujy “There they were” 6miio edukacHuje mpese-
CTH Kao ,,lamo oHu Oexy*, a He ,,OHM TaMo Oexy, alli TO je MambU KaMEH CIIOTHIakha
Hero oipejuBame pojia OBUX HEMO3HATUX EHTUTETA.

Kana ce n mocjernonu nmama u Mmetadu3nuke 1mojaBHOCTH Kpehy, oHu TO pajie “in
a formal pattern” (31), mTo je Ha CPIICKOM M3BEIEHO Ka0: ,,lI0 HAIPTY TJa“; Cy0jeKT
je caza cBjecTaH THX TOJaBHOCTH, KOje NMPUXBATA]y Hera U OH HbUX, JIOK MMEHH-
1a pattern 3HaYN U obpasay M Haypm W NIAH, Ca CBE BHIJBHBHjUM KOHOTAIHjaMa
Bje4HOr y BpeMeHCKoM TokoM EmmoroBe menmuranmje. [lpeBon naypm maa 3Byuu
BpJIO TIPUPOJTHO, KAO U Kpye 3um3enena 3a box circle (32), ¢ THM Ja €HIJIECKA CHH-
TarMa OTKPHUBA BjEIITAYKy OMBUYCHOCT Kpyra, a 00a reOMETPH]jCKa JINKA UMajy UCTO
CpEMUIITE, Y KOje I0J1a3e M YOBjeK M HEONUIUbHBE MPHUCYTHOCTH, [1a My CE JIeIIaBa
OTKPOBEH:E KaJla To HajMame odekyje (Blamires 1969: 13). Kana ce necu TpeHyTak
IIPUCYCTBA OHOCTPAHUX MOjaBHOCTH, “the pool was filled with water out of sunlight”
(35), naxko y cTBapHOCTH BOJIE HEMA; IPEBOJ UMEHUIIE sunlight Tacu NpUXBaTIHUBO:
cyHye, MehyTuM, y TjecMu ce /ight y 3HaYeHy U (QU3HUKe U OOKAHCKE CBJETIIOCTH
jaBJba Ha CBaKOj CTPaHUIIH.

[To3abaBuhemo ce qajbe HEKUM MPUMjeprMa y IIPEBOIY KOjHU ITOKa3yjy MPEIH3HO
HHUjaHCUPAHO 3HAUCHHE, U MOKEMO UX CMATpaTH yCITjelInMa, YIPaBo 3aTo IITO MPEBO-
JIAJIALl HHAje MEXaHMYKU HAMETA0 CKBUBAJICHTE U3 UCTE BPCTE PUjEUH WU KJIace YHY-
tap Bpcre. Tako je “The trilling wire in the blood / Sings below inveterate scars” (49—
50) mpeBeo Kao ,,/[pxmasa scuya 'y kpBu / [leBa mon cxopenom panom*, ¥ BUIAMO
Ja Ou azjexkTuBal opxmeha 1 MHOXKHHA 0dCU/bYY OUITT Markbe TPUPOIHHU Y ITUIBHOM
jesuky. Crioxxenuna boarhound (59) npeBejieHa je Kao nac eoHuy, MTO Y HEJOCTATKY
JIOCJIOBHOT ClIarama OBHUX Mopdema jacHO o3HauaBa (DyHKIH]Y )KUBOTHELE U3 CTHXA.
Beh y ctuxy 60 moHoBo ce jaBjba BHILIE3HAYHA UMEHUIIA pattern, kojy bpkuh 3Ha-
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JIaYKH MPEBOJM KAO cma3za — y KOHTEKCTY JIOBAa Ha BEMpOBE, TEUIKO je Hahu ummra
IIyHO3HauHUje a TayHuje. Y cibenehoj cekuuju jaBjba ce HEKOJIMKO Oe3IIarojCKux
CTHXOBA, Ja 61 n3oMophHO 00pazoBalIo ,,MUPHY Ta4YKy " KOja ce He Kpehe, 1a y CTUXyY
64 unramo: “But neither arrest nor movement”; npeBox miacu: ,,Hutu 3acmoj aHuti
KpeTame", 9iMe ce n30jerasa Iarojicka UMEHUIIA cimajarbe v ’beHa KOHOTaIHja Ipo-
meca xoju he ce y HEKOM TPEHYTKY 3aBpIINTH. bim3ak mapanenn3aM u3 ctuxa 66
“Neither ascent nor decline” npeBoau ce kao ,,Hutu ycnon HATH majg’, ca aHTOHH-
MHMa KOjH Cy (Ppa3eoJIONIKy MPUPOlESHH CPIICKOM je3UKY, HaKO ascent OBJIje NMa U
KOHOTAIlM]y Ba3Hecewa. ¥ ctuxy 71 cuHTarma “release from action and suffering”
J1acH ,,0c1000)eHOCT o1 derarba U TPIbemha“, U OIITMYHO WIIYCTPYje TPUMapHH 3a-
narak Tako3BaHor [lyta apupmanuje y by normyHe criozHaje (Blamires 1969: 14);
0Ba MMEHHIIA KOPUCTH CE YECTO U y MPEBOANMA CHIVIECKUX PEHECAHCHUX MHCAlla Ha
CPIICKH, a jaBJba C€ HA MHOIITBY MjecTa y CpIckoj KibmkeBHOCTH XIX BHjeka. Ha
OBY KOHCTPYKIIH]Y ce HacTaBba “release from the inner / And the outer compulsion”
(71-72), mrro bpkxuh npeBoau xao ,,ocinobohenoct ox yryrapmwe / U ciosbHe npuny-
0e** — oK Cy0jeKT MeTUTHPA O YCIIOHY U CHJIACKY Ha JYXOBHOM ITyTY, ITOKEJBHO je Ia
ce TeMeJbHEe KaTeropHje MCKYCTBa IPEBOJE M3BEICHUIIAMA Ol OCHOBA KOj€ TOCTOje
KOJIMKO M CPIICKH je3uK. Ha ToM hoHy Hasa3u ce u eKBUBAJICHT YIPAaBHOT WIaHA CHH-
tarme y ctuxy 78, “The resolution of its partial horror”: Tako YnTamo JpeBHY TJia-
TOJICKY MMEHHMITYy Ca PEIHUIHjCKUM KOHOTaIMjama: ,,Y paspeuierby HEHOT ICTAMNI-
HOT yKaca“.

VY 1pehem nujeny omeT ce jaBiba Bapujalldja Ha TEMYy BPEMEHA, Ca CIIOKEHHM
kBanuduKanujama y HapeaHoj konctpykuuju: “Time before and time after / In a dim
light: neither daylight / Investing form with lucid stillness” (91-93), a BokaOynap y
IIPEBOY OJaje BjEIITHHY HallaKerha MPHPOMHOT CKiaaa miMmely mpumjeBa m ume-
HUIIA y CHHTarMama: ,,.Bpeme mpe u Bpeme mocie / Y mymuoj céemaocmu: HAT Y
JHEBHO] cBeTIOCTH / Koja 3a00esa obaux jachum muposarvem.” Ilpunjesu wejacan
u bucmap/nposudan He OU C€ TaKO YKIOIIIH ca UIMEHHUIIaMa Y KOHTEKCTY, a IJ1aroi
3a00esamu Nope]l GU3NYKE JICHOTAIM]E CaJIP)KU M KOHOTAIM]y CIyIITama OOXKaH-
CKEe MIJIOCTH Y BHJIy AaBarba YMHA 0co0m. Y cTuxXy 99 Buau ce aHTHuTe3a MpoHalheHa
MOYK/Ia TTPELM3HUje Hero y caMoM opuruHaiy, “Neither plenitude nor vacancy. Only
a flicker”, a nmpeBon tnacu: ,,Hu nynoha uu npasuuna. Camo nramursarse. bpkuheso
MO03HaBamkEe BOKaOynapa MOroJHOT 3a EIMOTOB IjEeCHUYKH PETrHCTap jaCHO Ce€ BUAU
MO TJIATOJICKO] MMEHHIIU MIaMUFbdbe, KOja Uy KOHTEKCTY CEKLHUje UMILTHIUpPA
JOyroTpajHuje cTame. Y cinyuajy cruxa 109, cebu je 103B0JIMO MPOLIUpPEHe TOMMEHH-
YCHOT MPHJ]jeBa Y IMEHHYKY CHHTArMy, IITO OJaKIIaBa CXBAaTakbe OBOT KOMILTHKOBA-
HOT TekcTa: “the torpid / Driven on the wind”, a ipeBos MIacH: ,,pasHOOYULHL CMEO-
posu / Tepanu BeTpoM™ — HapaBHO, OBaKBa IPOAYKaBamba CTHXOBA JICIIABA]y CE CaMO
CTIIOpaJINYHO, Y cliydajeBUMa Tmpeke notpede. Y cibenehoj cexnuju Hamaze ce Beh
HaBeJIeHEe aKIICHATCKH ycrmjene cuaTarMe (cTuxoBu 119—121), a HUmTa Mamke HUCY
MIpeNr3He HU Y JIGKCUIKOM cMucity: “Desiccation of the world of sense, / Evacuation
of the world of fancy, / Inoperancy of the world of spirit.” ¥V npeBoxy uutamo:
»I[Ipecaxnocm cBeta uyna, / Ucnpasxcrwenocm cBeta mamre, /| Hedenosarse cBeta
Jyxa“; 4aKk M HAaCTaBIM 3a allCTPAKTHE UMEHHIIE -i07n ¥ -C) UMa]jy €KBUBAJICHTE Y MOp-
(hemama -ocm u -re (y ciydajy IIarojcke UMEHHUIIE), a MOXK/Ia HajaJeKBaTHUje 3By4U
npecaxiocm, BeoMa 'y CKJIaJy ca TeMOM HCYIICHOT TyXa Tparaouna 3a CyIITHHOM KH-
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BOTa. Y YETBPTOM JIHjeITy MIOCTOjH HEKOJIHMKO yIeUaTJ/buBO KOHKPETHUX M HE TAKO Ye-
CTHX W3pas3a 3a IojaBe U3 npupoe: clematis je nasum, tendril je cmporcaja, spray je
epana, a yew je y IpeBOJly myja; caM OAJIOMaK je KPaTKo ajid TEMEJbHO Pa3sMHIILIbabe
0 TOME KaKo ce elieMeHTH (IIope OJJHOCE MpeMa JbyAuMa KOjU MOYHBAjy Y 3eMJBH.

[Mocwenmu auo ,,bepat Hoprona™ He obuiyje BokaOynapoMm umje npumjepe Beh
HICMO CpEJIH, aji MjeCTHMHUYHO C€ HeroBa ryctuHa moBehaBa, kao y CTUXOBHMA
149-151: “Words strain, / Crack and sometimes break, under the burden, / Under the
tension, slip, slide, perish.” Ha cpricku je BjepHO IpeHECeHa HEeIaroAHOCT Cy0jeKTa
[ITO HEMa KOHTPOITY HaJl OHUM IITO KEJIH Ja U3pa3u, Kajaa J0ja3u 0 QIyKTyaluje
m3mehy Munubema u jesuka: ,,Pean ce pacmesrcy, | [lpckajy v 1ome ce TIOHEKA, IO
TeperoM, / [lon 3aTerHyToCTH, npomawie, ckauswy, eybe ce.” YMjEIIHOCT MPEBOIAHMO-
1A C€ BUJM M Y YHOTPEOH JIMYHOT TNIAroJICKOT O0JMKa TaMo IJje je IPUPOAHHUU Kao
CKBUBAJICHT 32 CHIVICCKH MAPTHIUII CAIAIIHHI; TaKo 32 OpUrHHan “Shrieking voices /
Scolding, mocking, or merely chattering” (153—154) yuramo npeBox: ,,[ macoBu mro
spuwme, | I'poe, pyeajy ce wnm MpOCTO YaBpsbajy™, IOK Yy HETOCPEAHO] OMM3UHU
“crying shadow” (157) nocraje ,,nrauna cenka®. [IpoMHIIIbEH IPEBOI BUIUMO U Y
napanokcy: “Desire itself is movement / Not in itself desirable” (161-162); ocHoBa u
CH U3BEIICHH 00JIHK 0€3 TPEIIKe Cy CadyBaHH U y CpIICKOM: ,,Cama dice/ba je IOKpeT
/ He cam 1o cebu nooceman’.

Ha xpajy hemo ckpenyTu naxksmy Ha ofjpeljeHa npeBoauIadKa pjelena rije cy ce
OMaKJIa TIOTPEITHa WK HeoAroBapajyha 3Hadema, MTO je TMOCIeIUIa CII0KEHOCTH
TEKCTa U HeJIOCTAaTKa KPUTHYKHX U3BOPA Y BPEMEHY MPEeBOljerba, a 0 CBAKOM JIeTajby
HUKaJ] ce He MOXKe BOAMTH JI0OBOJBHO padyHa. Heka of mMjecra cy HampocTo HaBeje-
Ha Jla OM ce BHJ(jeia IBOCMUCICHOCT OPUTHHAIHOT 3HauekHa, 3a Koje oJronapajyhu
IPEBOA HUjaHCH 00a 3Ha4Yema He MOocToju. Tako cTux 9 u monosuHa ctuxa 10 rmace:
“What might have been and what has been / Point to one end”, a y npeBoay ctoju:
,11ITO je Morito na Oyme u mto je 6mito / [okasyje jenan kpaj* — y SHIJIECKOM je3UKY
HUMCHUIIA end MOXe 3HAUUTH U YUsb, CPX), UeTIhe HETO IITO CE TO HAJIa3! y CPIICKOM.
Penurujcku ToHOBU ounTyjy ce y EnmoroBom opurunany: “shall we follow / The
deception of the thrush?” (21-22); cpricku nipeBox: ,,xohemo i 3a / ONCEHOM JPpO3-
Ja? 3By4d TPErHaHTHO Oe3 IVIaBHOT TJIarojia, ajid ¢e€ KOHOTAallWja CIheJI0CHHINTBA
He Buan. MokeMo ce THTaTH Jia Jid je pool u3 ctuxa 34 U gajbe aJieKBaTHO IPEBe-
JICH Kao pubrpax, jep ce Hajla3u y TOCIOJICKO]j 0allTH, a ¢ JIpyre CTpaHe, alTepHATHBA
jezepye MOXJ1a He JouapaBa HeKy OETOHUpaHy yBally MambUX JuMeH3uja. O30usbHIja
rpemnika Hamasu ce y cruxoBuma 40 u 41: “for the leaves were full of children, /
Hidden excitedly, containing laughter.” ¥YMmjecto pjemema ,jep qumihe Oerre mMyHO
nene, / ¥36y0.6u80 CKpUBEHe, U nyHe cMexa“, Tpedaino ou 1a croju: ,,Y30yhero ckpu-
BEHE, KaKO 3a0poicasajy/oby3oasajy cMex.” TelKo je cXBaTJbHBO, OCHM Kao TPEBHIT
ycibel yMopa, 3amro je bpkuh npeseo lymph y ctuxy 53 kao xkps, kana je To aumea.
Moryhe je na ra je 3aHujena UIMEHHIA KPG8 KOja CE jaBJba HETOM paHHje, Y CTUXY 49.
VY ctuxy 79 jaBiba ce “enchainment of past and future”, a y npeBoxy cToju: ,,no8e3a-
Hocm TIPONIIOCTH U OyryhHOCTH™, IITO je MPUXBATIBEUBO, CAMO IITO Yy TyPOOHOM KOH-
TEKCTY MpoJiacka AyIIe Kpo3 My4Ha CTama (MPUHYLY, Y)KaC U CIIMYHO) MPUKIIATHU]C
3BYYH y8e3aHOCH, KOja IMIUIAIIPA HENPHjaTHY U IETCPMUHICAHY CTaHY BE3y THX
BpPEMEHCKHX TuMeH3nja. Mmajyhu y Bugy ma ce mpocrop y Il aujeny omnocu Ha
nougoHcku MeTpo (Kermode and Hollander 1973: 2002), unja armocdepa HUje HU
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IpYjaTHa HU OpUpoaHa, uMeHHna u3 cruxa 90 — “Here is a place of disaffection”
(,,OBO je MecTo omnaonuwmea*) — 60Jpe OU ce yKIanaia y KOHTEKCT Kaja Ou racu-
J1a He3a00806cmeo. Maiio gajbe, cTix 98 3a affection HaBOM bY6as, KOja HeMa U3Be-
JICHUITY y TOPEEM CTHXY, I1a HU IPEBOJI HU MIPEJIOT He MMOCTUKY OIHOC Kao affection/
disaffection. Y cnuuy koja IM4YM Ha Ty)XBY IIpeko MocTtoBa JIonnoHa u3 [lycme semmwe,
BUIM ce “Eructation of unhealthy souls” (108), npeBeneHo kao ,,/lodpucusarpe He-
3apaBux ayma“. OBe Jylie, OJHOCHO M3MOXKICHE Jhyle y O0e3yMHO] TPIM 3a 3apa-
JIOM, M3pUTaBa OTPOMHHM Tpaj y u30NHjejenu Ba3ayX, u 00Jbe je TO MPEBECTH Kao
usomysasarse. Y cruxy 113, cunrarma “in this twittering world” Ha cprickoM je cpo-
YCHA ,,y OBOM V36pHO/beHOM CBETY™, IOK TH IIACOBU KOjU peMeTe THIIMHY Tpeda Ia
Oyny opomasu, hypauxasu WM yepkymasu, OIVKA U3BOPHOM 3Hauewmy. Ha camom
Kpajy oBor aujena (124—125), jaBiba ce 1BOjaKo 3HAYCHE CBjETCKUX MyTeBa — “while
the world moves / In appetency, on its metalled ways” y npeBojy I1acH ,,JJOK C€ CBET
kpehe / Ca sxyamoM, nacymum myteBuMa‘“. CIuKa 1o9apaBa MOTPEIIHY Bjepy Y JH-
HEapHH HalpeIaKk y MaTepHjalHOM CMHCIY, a OCHM ayTO-IIyTeBa, KOHOTHPAjy Ce U
Ipyre, Ha KOjUMa 4oBjeK Hema ciodoxy HU aa ckpehe (Blamires 1969: 30-31). ¥
MOCJbEIHEM TUjely KBapTeTa MOXKEMO W3/IBOJUTH JIBUjE NMEHHYKE CUHTAarMe Koje
Ha CPIICKOM HE OJIr0Bapajy cacBMM MPBOOUTHHUM MojMoBuMa: nipsa je “Chinese jar”
(142), Ha cprickoM ,,KHHECKH Kpuae, Maaa Ou OMKe CTBAPHOCTH OWIIO ,,KUHECKH
hyn*, a npyra je “in the figure of the ten stairs” (160). [IpeBox rnacu: ,,y ¢urypu de-
cem cmenenuwma‘*. OBO je y cTBapu aiy3uja Ha Teonorujy Csetor JoBana on Kpcra,
KOJH KOPHCTH CITUKY yCITHEbarha Io JEeCeT CTEeICHUKA Jla O 00jaCHUO JHUCITUTUINHY
Menutanyje (Blamires 1969: 40). [Tapagokc HHAMBHAYATHOT KpeTama Koje ce 3aBp-
II1aBa OIIITUM HEKPETAheM KapaKTepHIIe IIHjeIh KBAPTET, TAKO Ja HE Yy/IH IITO Ce
oBa pedepeHIia HaJa3u Py caMoM 3aBpIICTKY EnroToBe moeme.

VYkpartko, CBeto3ap bpkuh je Bpio ycmjemmHo o06aBHO TEXak 3a1aTak MpPEBOAA
,»bepHT HopToHa* 1 y Bepcu(pHUKALINjCKOM U Y JIGKCHUKOM CMUCITY: OpOj aKIeHaTa U3
CTHXa KOjU HHjE IPUPOLEH CPIICKOM je3UKY YCIIHO je Jia 3aJpKH Y OrPOMHO] BehrHH
CTHXOBA, a M TaMO TJ[je Ma CHIIA0MYKHX elieMeHara OHo je BjepaH opuruHairy. OBaj
TEKCT y MIPEBOJly Kpace Te4aH, HeMCKBAPEH je3UK M KpeTame KPo3 pasHe perucrpe, a
aKo MEIIMTATHBHH CY0jeKT IpoJia3h KPO3 BUCOKE MJIM HUCKE cdepe TyXOBHOT UCKY-
CTBa, MPEBOJMJIAIl CXOTHO TOME YIOTpeOIpaBa JICHPIIABUjH WK TMYPHHjU BOKaOy-
JIap, ¥ y3 €BeHTyaJIHa M000JbIakha PUME U HEKE 3HAYCHCKE HCTIPaBKe, Opoj 3aMjepKH
Koje OM My ce MOIJIe YITyTUTH CBAKAKO HHjE BUCOK.
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Sergej Macura
AT.S. ELIOT QUARTET IN TRANSLATION: “BURNT NORTON”

Summary

The paper features an analysis of the Serbian translation of T.S. Eliot’s quartet “Burnt Norton”,
the first poem published in the series (1936). This demanding text was translated by Svetozar Brki¢
and printed by the Prosveta Publishing Company in Belgrade in 1966. The first level of analysis
concentrates on the aspects of sound and gives comparisons between the elements of English and
Serbian versification and prosody: the major task that the translator had to accomplish consisted in
following Eliot’s accentual verse, much more frequent in English than in Serbian poetry. In addi-
tion, Eliot’s polymetric variations necessitated shifts from the dominant four-accent lines to those
with three accents, and there were two brief sections with elaborate rhyming schemes. Brki¢ tried
to keep up with the demanding compression of English phonetics and morphology, extending the
shortest lines by one or two syllables, and extending the longer ones by as many as four or five. He
retained almost all the accented words in the poem, and due to the inherently lengthier construc-
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tions in Serbian, some lines contain one accent too many, and the hovering English accent enables
the original to make one unit of two lexical words, which is not the case with the Serbian equiv-
alents. The second level of analysis discusses the meanings of numerous words or phrases in this
complex text: since the lyrical subject meditates on the soul’s ascent and descent, time and eterni-
ty, those different moods were translated with carefully nuanced words from diverse registers. The
translator also formed phrases and sentences with much skill, and certain places sound like genu-
ine Serbian poetry of the time, enhancing the fullness of the reading experience. The paper ends by
suggesting several corrections in the translation, where the Serbian equivalents were chosen with
a lower precision.

Keywords: Thomas Stearns Eliot, “Burnt Norton”, Svetozar Brki¢, accentual verse, prosody,
polymetry, hovering accent, translation equivalent, vocabulary, dynamic translation.
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