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Introduction

The history and reception of Cipollino in Soviet Union has been
already analysed [Roberti 2020] [Roghi 2020, 91-100] and it is the
object of study of Marina Balina and Dorena Caroli’s article in this
issue, which gives a detailed account of the ideas brought by the Italian
onion-like little hero and the huge impact of this literary character on
the Soviet public of children as well as adults.

Here I would like to point out a few mainly textual observations about
the transformation from the Italian text (Source text or ST) to Potapova’s
final version (target text or TT) through Marshak’s intervention. Firstly,
I shall make some brief observations about the different versions of the
book in Italian. Then, I will focus on the changes suggested by Mar-
shak directly on the typewritten manuscript that is present in Marshak’s
archive. Finally, I will make some brief comments on Marshak’s ap-
proach to editing and translation. I shall take into account only the first
two chapters of the novel, though a complete analysis should include the
whole text.

The aim is to provide a starting point for further consideration on
Marshak’s view of editing and translation in order to find similarities
and differences in his own translation practice of children’s literature
from foreign languages into Russian.

The Adventures of Cipollino in Italy and Soviet Union

The first appearance of Cipollino in Italy traces back to September 3
1950, when the Italian weekly journal of young communists I/ Pioniere
(“The Pioneer”) publishes the first story of Cipollino and his friends
(Cipollino e i suoi amici). In fact, vegetables and fruits depicted as
sentient beings has already appeared earlier that year in the magazine
Vie Nuove (“New ways”): in L'orto ortolano (“The vegetable garden™)
and 1l frutteto musicale (“The musical orchard”) for the first time the
author includes some of the characters that will also appear in later
works.

In the first issue of Il Pioniere, directed by Rodari from 1950 to
1953, the story of Cipollino “...takes the form of a comic strip illustrated
by Raoul Verdini with Rodari’s texts in 8-syllable quatrains. In 1952,
Edizioni di Cultura Sociale published a fourteen-board story signed by
Giampiccolo; in 1954 ‘Albi di Cipollino’ were released, while twenty-
two boards which had appeared in Pioniere between 1952 and 1959
were re-published in 1973 as Ritornano i personaggi del ‘Pioniere’. Al-
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manacco del ‘Pioniere’ (The Return of the characters from ‘Pioneer’.
Almanac of ‘The Pioneer’). 1l romanzo di Cipollino (‘The Tale of
Cipollino’) was published in book form by Edizioni di Cultura Sociale:
due to its success it has been republished many times, but each publi-
cation was preceded by a careful ideological and stylistic revision” [De
Florio 2019, 31, note 10].

As noted by Boero, the major differences are to be found between
the first edition of 1951 and the next one by Editori Riuniti of 1957,
and concern mainly the formal aspect of the narration or the increase of
paradoxical elements! [Boero 2010, 17-18].

Other publications concerning the adventures of Cipollino are
Cipollino e le bolle di sapone (Cipollino and the soap bubbles), pub-
lished by Edizioni di Cultura Sociale in 1952 and written with the
pseudonym of Giampiccolo, whereas in 1954 some illustrated stories of
these characters are re-published in one book, which includes Le avven-
ture di Cipollino (The Adventures of Cipollino), La giostra di Cipollino
(The Carousel of Cipollino) e Cipollino e le maschere (Cipollino and
the Masks) [Roberti 2020, 17].

Interestingly enough, the little hero moves to Soviet Union very soon;
apparently, Rodari gave his book to Potapova during his first trip to the
USSR in 1951 as part of an Italian delegation of communists [De Florio
2019a]. Mario Alicata, the head of the Italian delegation, writes in
his report on the trip that the guide and translator for the Italians was a
young Italianist, a teacher at the Institute of World Literature in Moscow.
At that time Zlata Potapova was working there. We can then assume that
Rodari had given her the newly published Libro delle filastrocche (The
Book of Nursery Rhymes) (1950) and Il romanzo di Cipollino (The Tale
of Cipollino) (1951) during his first visit in Soviet Union.

A year later, the journalist Paolo Robotti confirms the common ac-
quaintance: in an article that appeared in newspaper “1’Unita” [Robotti
1952], he states that professor Zlata Potapova had published in “Lit-
eraturnaja Gazeta” an article about the huge success of Cipollino in
Soviet Union. Indeed, in her article in the “Literaturnaya Gazeta” of 27
November 1952 [Potapova 1952], The first victories of Cipollino (Per-
vye pobedy Cipollino), Potapova talks at length about The Adventures
of Cipollino and the Italian current situation, which she seems to know
very well.

Let us also note that Marshak’s first translations of Rodari’s po-
etry appears in “Literaturnaya Gazeta” a few days before Potapova’s
article, on 22 November 1952 [Marshak 1952]. In his introduction Mar-
shak describes how he became acquainted with Rodari’s work thanks to
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Potapova. Most likely, having received the books from Gianni Rodari,
Potapova approached Marshak and they decided to “split” their work:
he would translate the poems, she — the prose, under his supervision.

Samuil Marshak, the editor

“Marshak the editor” is a very intriguing topic that still has not been
fully disclosed. It is well acknowledged, though, that in the 1920s and
1930s his activity both as an editor (and a translator and poet himself)
had a huge impact on the evolution of the “new children’s literature”: as
Ainsley Morse rightly observes “his influence as an editor of children’s
literature in the 1920s—1930s meant that something like this style was
reproduced by many of his disciples, becoming a standard for Soviet
children’s poetry” [Morse 2021, 80]. Marshak covered all the stages
of editing, from the selection of the books to be published to their
revision together with the authors. Lidiya Chukovskaya, daughter of the
most famous critic, poet and translator of children’s literature Kornei
Chukovsky, recalls in her essay the work of Marshak as editor? of the
Leningrad-based section of the publishing house Detgiz [Chukovskaya
2011, 188-392] where she worked from 1928 to 1936 together with
Tamara Gabbe, Zoia Zadunaiskaya e Aleksandra Lyubarskaya.

Since he fought with all his might for children’s literature to be
considered true art, he spared no criticism or judgement to improve the
final result of any story which was supposed to be read by children.
The care and scrupulousness he put into each editorial project was well
known to all the authors he had worked with over the years. He strongly
believed that precision, clarity and simplicity of words should be the keys
to the creation of the best children’s books, as Tolstoy and other major
classics have demonstrated when addressing children through literature?.

Marshak’s work on Potapova’s translation belongs to a later period
of his literary activity: in 1937 he fled from Leningrad after the brutal
closing of Detgiz in 1937, the persecution of illustrators close to Vladimir
Lebedev’s circle of artists, the arrest and execution of many collaborators
[Blyum 1996]. Being actively involved in the Second World War satirical
propaganda thanks to his collaboration with the collective of artists
Kukryniksy (made of Mikhail Kupriyanov, Porfirii Krylov and Nikolai
Sokolov) and to the publication of war poetry, Marshak was able to keep
and even consolidate his prominent role as a leading figure in Soviet
children’s literature, who could still provide orientation in the evolution
of the genre. His interest in Gianni Rodari’s production has certainly
helped the Italian writer become so successful in the Soviet Union.
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Archive material: The Adventures of Cipollino

In Marshak’s archive a typewritten copy of Potapova’s translation
with Marshak’s handwritten edits is kept*. The archive also contains a
second typewritten version of The Adventures of Cipollino, in which,
after Potapova had accepted almost all the editing from the previous
version, some final “touches” by Marshak were added.

Even at a quick glance it is very easy to understand how carefully and
thoroughly Marshak edited the first draft. I shall not take into account
all the interventions made in the text’ by Marshak, but only the most
significant ones that allow us to draw some conclusions about Marshak’s
general approach to the translation of children’s texts.

As it has been already noted by scholars of children’s literature trans-
lation, in translated texts the range of vocabulary is usually comparatively
narrower, the information load is lower and the average sentence length is
shorter [Laviosa 2002, 60-62]. In other words, it is common to activate
“the tendency to simplify the language used in translation” [Baker 1996,
181-182]. In Potapova’s version this is not the case and even Marshak’s
intervention in this respect is very limited. Sometimes Marshak tends
to simplify the lexical choice or the syntaxis by eliminating some parts
of the sentence, but there are a few interventions of this kind®:

p- 2 U cTporo Bo33puiicst Ha CTapvKa > M CTPOTO IMOCMOTpeJI Ha CTapUKa.

p- 5 Cam moitmenib, Kak HacTaHeT BpeMs > CaM TMmoiiMelIb, KOTqa IPUIET
BpeMSI.

p- 8 Tebe BunmHee, Thl apudmeTrke yumics! 3HAUUT mpaBuiabHO > Tebe

BUIHEE, Thl apubMeTHKe yUnics! SHa HiT-RpaBHAbHe.

They can be dictated by the search for conciseness which helps the reader
(especially a young one) to focus on what is being narrated: p. 1 Yto x
TiofeJIaelllb: KOJb PONMILLCS JTYKOM, €3 B oMe He obepelbest > [ne
JIyK — TaM 1 ciié3pl. On the other hand, it is far more common to find in
the text examples of another typical feature of translated texts, namely
explicitation, that is “all those grammatical and lexical elements that are
absent in the ST and that render the TT more precise and unambiguous”
[Ippoliti 2013, 10]. Marshak goes beyond that and tends to add details
that are absent in ST and Potapova’s version in order to give a more vivid
description of the scene:

p- 1 Ha OKpanHy HEMECIJICHHO OTIPaBUIN OIOXKHUHY conaar-JIMMOHYMKOB,
4TOOBI HaoylniuTb 6emHsakoB. Ha atoT pa3 cojigaThl OCTaBMWJIN JOMa cabiu
U IIYIIKW U B3BAJIWIM HaA IUICYN OMIOHBI C OIIPBICKMBATECIAMMU. B 6umonax
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Figure 1. Marshak, S. (1953). Priklyucheniya Chipollino: typewritten
copy with Marshak’s handwritten remarks, private archive of Marshak’s
heirs. [P. 1]

OB OMEKOJIOH, (DMaTKOBasi SCCEHIIMS 1 TaKe caMast Tydllast po3oBas Boma >
Ha okpaunHy HeMeJIeHHO OTIIPaBWIIM IOKUHY COJIIAT-JIMMOHYMKOB, YTOOBI
HaIyLIUTh TeX, OT KOro maxHeT JykoM. Ha sToT pas connaTsl octaBuiu B
Ka3zapMmax CBOM cabJii M MyLIKM W B3BaJWIM Ha IJIeUYr OTPOMHbIE OMIOHBI
¢ ompbICKMBaTeIsIMU. B 6umoHax ObUT [IBETOYHBINA ONEKOJIOH, raaIKoBas
SCCEHIIMS 1 JaXkKe camas JIydInasi po3oBasi Bona.

In this passage there are a few observations to be made: Marshak
seems not to appreciate the word “bednyak” which he replaces with a
longer periphrasis (“those who smells like onion”). He chooses precise-
ness instead of vagueness by replacing the general “doma” (“at home™)
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with “v kazarmakh” (“in the barracks”) since Lemon Court soldiers live
there, and finally indicates the size of the canisters (“huge”) and the kind
of cologne soldiers are spraying the outskirts to eliminate the smell of
onions (“floral”). These little details, that are absent both in the ST and
in Potapova’s translation, help children’s imagination to depict the scene
and to feel being the part of it.

Such insertions are dictated also by the willingness to make as clear
as possible the logical passages in each narrative sequence. It is worth
noting that most of Marshak’s own production for children was addressed
to little children (pre-school or up to 7-8) so it is legitimate to assume
that he always had a natural propensity to give as many details as possible
and describe precisely the consequentiality of actions:

p. 1 HunonnuHo ceituac e cXBaTWJI HACMOPK > YMMONINHO ceifyac e ¢
HEMPUBBIUKY CIEIaJICs CUIbHEMIINIA HACMOPK.

p- 2 Moxet 6ObITb, Tebe He HPAaBUTCSI, YTO MO BEPHOIOANAHHbBIE KaXIYT
yBUIETh MeHsl, a? > MoxeT ObITh, Tebe He HPaBUTCS, YTO MOM BEPHOIIOM-
JaHHbIE TaK XKaXAYT YBUIETh MEHs, UTO PBYTCS Brepes, a?

p- 2 ..M UM JIOCTaBajJOCh HEMaJIO TONYKOB M NMUHKOB OT TeX, KTO HAllU-
pai c3anu. beaHsiil crapuk YumnosniaoHe 3akpuyai: > MM ob6ouM nocTanioch
HeMaJIo TOJTYKOB M MWHKOB OT TeX, KTO Hammpasn c3aan. HakoHer 6emHbIi
crapuk UMITO/IOHe He BbIIepsKasl M 3aKpudat:

p- 4 ...HO TIOTOM OH MOTyMaJ, UTO JIy4llle He MOTHUMATh myma > [lomymas,
OH pellI, YTO OONITYHOB BCE paBHO He MepeCTIOpHIb, U IIPOMOTYAT.

The last two examples are particularly interesting from a semantic
point of view: notice that Cipollone is characterized by his incapacity to
bear or tolerate, especially the lack of justice, whereas at the beginning
Cipollino thinks it is useless to raise his voice. Therefore it is not
unsurprising that Marshak decides to emphasize Cipollino’s decision to
“keep quiet” (“promolchal”). This is a key element of the Rodari’s story
of rebellion, since Cipollino can change his world when he decides not
to stay quiet anymore. The semantic linked to say/not say lies at the core
of the story, which is about the strength to speak up and do not be silent
when injustice reigns. Some other corrections made by Marshak’s can
be interpreted in this respect:

p- 7 Macrep BuHorpanvHka 3anmyMuuBo mouecasn cebe LIMJIOM CHavaia
3a IpaBBIM yXoM > MacTep BuHorpamuaka Morda modecai ce0sl IIIOM
CHayaJa 3a IIPaBbIM YXOM.

Marshak’s additions often concern descriptions of characters’
actions, which he tends to make more detailed:
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p- 3 B KoHIle KOHIIOB MOOHAXKaJW TaK, YTO CTapblii YWIonIoHe moneresn
MpsIMO Ha HOTy camoMmy mpuHIly JIumoHy > He BblmepxkaB Hamopa, cTa-
poliii YurosutoHe 3aBepTesicst KybapeM M HACTYIIII Ha HOTY caMOMY TIPHUHILY
JIumony.

p- 5 Cam xxe YumnonnuHo, 3aBsi3aB CBOM BelLlM B y3€JIOK U MOBECUB €ro Ha
MajKy, MyCTUICs B TyTh > [lompoluaBiimch ¢ nseil, MaTepbio U OpaThsi-
Mu, YUNONIMHO 3aBsi3ajl CBOM BELM B y3€JOK M, HAllelMB €ro Ha Majky,
MyCTUJICS B MYTh.

p- 7 Kym ToikBa pemmn paboraTh mobonblie, a €cTb noMeHblue > Kym
TrIkBa mogyMaI-nogyMall U pelni paboTaTh IMOTOJbIIIE, @ €CTh IIOMEHBIIIE.
Tak oH u croeal.

p- 7 Mactep BuHOrpanuHKa 3aXBaTIII IIAIO, TOCMOTPEI Ha TPYIy KAPITUIeit
M HavaJt: > Mactep BuHorpaanHka, 3aXBaTUB ¢ COOOM IO, BBILIET U3 Ma-
CTePCKOii, IOCMOTPEJT Ha TPYLy KUPITAYEe 1 Havas:

p- 10 U3 kapeThl BbUIE3 TOJNCTSIK, ONETHINA B 3eJI€HOE, C ITyXJIOi KpacHou ¢u-
3MOHOMMEN, KOTOpasl Kazajaach BOT-BOT JIOMHET, KaK Mepe3peiblii TOMUI0D
> W3 KapeThl, IBIXTS W OTHYBasiCh, BbLIE3 TOJICTSK, OHETHIN BO BCe 3eje-
Hoe. Ero kpacHble, Iy XJjbie, HaayThie 1eKH, Ka3aJloCh, BOT-BOT JIOIMHYT, Kak
Tnepe3peblii TOMUIOP.

Elsewehere Marshak’s editing aims at increasing the lyrical atmo-
sphere of the tale, as in the following example where Marshak clearly
makes use of a lullaby intonation:

p- 10 Huxaxoro [Tomunopa 3nech 6osbliie HeT... SI B cBoeM JOMUKE IUIBIBY,
KaK MOpSIK B JIOMOYKe, mocpeny Tmxoro okeaHa. B mMope Boma romyb6ast,
CIIOKOIHA... KaK MSITKO OHa KOJIBIIIeT MOIO JIOMOYKY... > Hmkakoro cu-
Hbopa ITomupopa Tyt Oonbliie HeT... Sl CHXXy B CBOeM IOMUKE U l'l)'lblBT
KaK MODPSIK B JIONOYKe, Mo Tuxomy omalﬂmpyr BOIa — CHHSISI-CUHSIA,
CITOKOMHAsI-CIIOKOMHAsL. .. Kak MSITKo OHa KOJIBIIIET MO0 JIOMOUKY!..

In certain passages, such addictions grow up to significantly alter the
text and depict a whole new scene

p- 11 Ha camoMm e meie okeaHbl ObUTH TYT HEMIPUYEM: TIOTPOCTY KaBajiep
IMomMumop yxBaTWicsl 3a BEepXYIIKY JOMUKA M CTaJl TPSICTU €ro M30 BCeX
CWJI, TaK, YTO Yepernulia rnojeTesa Bo Bce CTOPOHbI. > KoHeuHO, HUKaKoro
MOpST BOKPYT He ObLIO M B MOMHUHE, HO TOMUK Kyma THIKBBI U B CaMOM
nesie TIOKaYMBaJICSl TO BIIPABO, TO BJIEBO. DTO MPOUCXOIMIO OTTOTO, YTO
kaBasiep [ToMumop yxBaTwicst 3a Kpail KPBIIIKK U CTajl 00eMMHU pyKaMu
TPSICTA TOMHUK M30 BceX cuil. Kpblllla Xomuia XOmyHOM, U aKKypaTHO yJIo-
JKEeHHasl yeperuiia pasjierajgach BO BCe CTOPOHBI.
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Figure 2. Marshak, S. (1953). Priklyucheniya Chipollino: typewritten
copy with Marshak’s handwritten remarks, private archive of Marshak’s
heirs. [P. 3]

Unlike Potapova’s translation, which strictly follows Rodari’s ST,
Marshak is not afraid to add explanations (“Eto prosikhodilo ottogo”,
“This happened because”), new actions (“Krysha khodila khodunom”,
“The roof was shifting”) or details to objects (‘“‘akkuratno ulozhennaia
cherepitsa”, “neatly laid tiles”). This decisions cannot refer to changes
due to the transfer to another language and culture; they show precisely
in which direction Marshak drives his text and wants to guide the reader:
toward a vivid, dynamic and precise narration of an incredible adventure.

In this respect playfulness, which is a key element in any story for
children, especially for little ones, is constantly underlined in the trans-
lation. Some wordplays are added — and they bear distinct Marshak’s
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“brand” — but also at the level of punctuation it is easy to see how
Marshak wants to give more emphasis to the scenes and to increase the
emotional side of the narration, even when in the ST it is plain and
neutral.

As far as wordplay is concerned, the following example reminds the
well-known pun of the absent-minded man from Basseinaya Street:

p- 12 da, na, neficTBUTENBHO... TO eCTb... — 6opMoTan [oporiuek, eme myre
3eJIeHest OT cTpaxa

— Yro TaM ellle OEACTBUTEIBLHO WIM IeHMCTBUTENBHO? AIBOKAT BBl VI
HeT?

> I[a-)la, NEeMCTBUTEIbHO HEMOUYTUTEBHO... TO €CTh... 60pMOTaJ’I FopomeK,
C€IIe MyLie 3€JI€Hed OT CTpaxa. — To ecTh HeneWCTBUTENBHO TTOYTUTEILHO!

— Yro TaM ellle OEHCTBUTEIBLHO WIKM IEHMCTBUTENBHO? AIBOKAT BBl WIKN
HeT?

Sometimes Marshak plays on the effect of accumulation’, by means
of hyperbolic climax, in order to increase the irony of the whole scene,
as in the following example where terrible Senor Tomato cannot help
sneezing after ripping some hair out of Cipollino’s head:

p- 14 Crpawnblii kaBanep [Tomunop BIpyr oyyBCTBOBAJI, YTO Y HETO yXkKac-
HO ILLMIUIET TJ1a3a, ¥ OT eIKOTO JIyKa OH 3aruiakai, Kak goHTaH. Jlaxke Kak
nBa donTaHa. Cie3bl TEKJIM y HEro Mo obewM ImeKaM B JBa pydbsl TakK
00MJIBHO, YTO TOJWJIM BCIO YJIUILY, CIOBHO ITO Heil MpOIIesics IBOPHUK CO
LLJTAHTOM

> BeipBaB y UMITOJUIMHO TIPSIIb JTYKOBBIX BOJIOC, TPO3HBII KaBanbep [Tomm-
IO BIPYT MOYYBCTBOBAJI €NKYIO TOpeyb B I1a3ax U B HOoCy. OH YMXHYJI pa3oK
— JpYToi, a MOTOM CJie3bl OPBI3HYJIM y Hero u3 mias, Kak goHtaH. Jaxe
Kak jaBa poHTaHa. CTpyiKH, pyyby, PEKH CJie3 TEKJIH 10 00EMM ero IeKam
TaK OOMJIbHO, UTO 3aJIMJIN BCIO YJIMILY, CJIOBHO IO HEW MPOLIEICs IBOPHUK
CO IIJTAHTOM.

Punctuation too plays a relevant role in marking the different in-
tonations in dialogues and narrative parts. The constant replacement
of full stops or dots by exclamative marks makes it clear that Marshak
strives to make the text sound more expressive, showing in this way his
attention to the children audience that always enjoys high intonation and
oral features in written texts.

p. 7-8 OHa wmbl1ueit 1oBUT > OHa MbILLEi JTOBUT!

p. 8 Tebe BunHee, Tol apudmeruke yunics > Tebe BunHee, Tbl apudmMeTuxe
yamics!
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Figure 3. Marshak, S. (1953). Priklyucheniya Chipollino: typewritten
copy with Marshak’s handwritten remarks, private archive of Marshak’s
heirs. [P. 14]

p- 8 Hamo 6b1Th moocTopoxkHee > Hano 6bITh moocToposkHee!

p- 9 MHe ObLI0 6Bl 3€Ch OYEHb OUEHb YIOTHO > MHE ObUIO Obl 31€Ch OUeHb
OYeHb YIOTHO!

p- 13 Ecau Tbl Hamlen HoBoro, noxaxu-ka MHe ero! > Eciau Tbl Hawen
HOBOTO, TTOKaXX/-Ka MHe ero!

In all examples Rodari puts full stops or dots, and so does Potapova,
while Marshak prefers to raise the tone of the speaker®, especially in
dialogues that represent an extremely important part of any children’s
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book. By alternating the descriptive and narrative passages they vary
the rhythm, and also add elements of orality to the written text.

Finally, in dialogues it is also easier to spot Marshak’s willingness
to increase the Esopian subtext, already well present in Rodari’s novel
and even more fitting in the Soviet context:

p- 4—B TIOPbME€ ITIOJTHBIM-TIOJTHO YE€CTHBIX JIIoaei.

— A UTO Xe IIOXOTO OHU C,HeJIaJII/I?

— Hwuaero. Bor 3a a3T0-T0 MX 1 3acamwin. [Ipunity JIuMoHy He 1o HYTpY
XOpOILINE JTIOAU.

>
— I[a B€Ib B THOPbME€ HOJ'IHI)IM-HOJ'IHO9 YECTHBIX JIIOJIEH.

— A 3a ut0 Xe oHU cuadr? YTo mioxoro oHM caeaain?

— PoBHO HMUero, chIHOK. BoT 3a 9T0-T0 MX M 3acamwm. [IpuHity JInmoHy
MOPSIIOYHBIE JIIOIU HE 110 HYyTpY.

The above-mentioned examples are only a starting point for a deeper
investigation, but they allow us to claim that Marshak’s intervention on
Potapova’s text is extensive and covers all aspects of language at both
lexical and syntactic levels. Marshak does not try to simplify Rodari’s
text, on the contrary, sometimes he makes it more challenging from a
grammatical and syntactical point of view. Moreover, Marshak is not
afraid to interpret the ST and add or modify some parts of it in order to
meet his own criteria for a “great art for little ones”, even if this means to
shift the logic accent or the intonation of a sentence or a whole passage.
Since it is a tale for children, Marshak tends to modify the neutral tone
of Rodari’s voice in favor of a more expressive intonation. According to
Marshak, preciseness, clearness and irony, together with imagination, are
the most important criteria for any children’s writer and/or translator; his
systematical choices in editing Potapova’s translation go in that direction
and demonstrate his general approach to the text. Furthermore, Marshak
strongly believes in the power of words and their symbolic or hidden
meaning. He does not distort the meaning of the ST but stresses those
elements and characteristics that appear to him the most important for
his new readership. The Aesopian language inherent in much children’s
literature is brought here to the fore even more than in Rodari’s source
text. Thus, the double-reader orientation of any children’s literature, and
Soviet above all, receives full disclosure and turns this amusing story
into a multi-layered and complex work of art potentially dangerous for
the official ideology.
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Notes

I Note also that in the first edition Rodari uses a lot of metaphors that are
omitted in the second version of the story, sometimes replaced by other
expressions, as can be seen in the following examples (my emphasis): “ac-
carezzandolo come fosse un gattino” [Rodari 1951, 14] and “accarezzandolo
affettuosamente” [Rodari 2020, 268]; “Il sudore gli scendeva a ruscelli dalla
fronte, come la rugiada, e gli entrava in bocca” [Rodari 1951, 17] and “Il
sudore gli scendeva a ruscelli dalla fronte, e gli entrava in bocca” [Rodari
2020, 270); “con gli occhietti piccoli e cattivi, con la bocca che pareva
la fessura di un salvadanaio” [Rodari 1951, 20-21] and “con gli occhietti
piccoli, con la bocca cattiva” [Rodari 2020, 273].

2 Marshak officially worked at the publishing house as literary consultant
[Shvarts 1990].

3 Marshak highly valued Tolstoy’s short stories, his Knigi dlia chteniya (“Books
for reading”) and other masterpieces. He was also very fond of Pushkin’s
fairy tales and his lyric in general.

4 1 am very much in debt to Marshak’s heirs, Aleksandr Immanuilovich and
Tatiana Aleksandrovna Marshak, for their permission to work on this ma-
terial and publish it, and for all their support in my research on Marshak’s
works.

5 As mentioned before, only the first two chapters of the book were taken into
account.

6 The examples are given in the following way: the first is from Potapova’s
typewritten translation, the second, after “>" sign, is Marshak’s revision.
I underline the most relevant changes. The pages are numbered in the
manuscript.

7 He uses the same technique also in the first Chapter: p. 3 cpa3sy ysumen
BCce 3Be3Ibl Ha HebecH (Sic) maxke 6e3 MoMOIIY MPUIBOPHOTO acTpOHOMA >
cpa3y yBuIes Bce HeOecHbIe 3Be3 bl U MIaHEeThI 6€3 MOMOLLY NPUIBOPHOTO
acTpoHOMa.

8 This tendency could also be due to Marshak’s great passion and activity in
the world of theatre for children, where he has worked for some crucial years
of his formation as a children’s writer [De Florio 2020].

9 In the typewritten version at the beginning Marshak adds “samych” (“the
most”), but then cancels it. This could well serve as an example of self-
censorship.
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MAPIIIAK —PEJAKTOP ITPUKJIFOYEHUI YUTIOJJIMHO»
J2KAHHU POOAPU. BAMETKH HA OCHOBE APXHMBHOI'O
MATEPHAIJIA

Kpatkas 3ametka Camywmna Mapiiaka «[louemy st mepeBen ctuxu JKaH-
a1 Pomapm» (Mapmak 1971) mpencrasisier coboil MHTEPECHBIN «B3TIIS
M3HYTPU» Ha €ro MepeBONYEeCKYI0 NMPAaKTUKY B OTHOILIEHUM CTUXOB WTa-
JIbSTHCKOTO aeTcKoro noata. Comepxauiasicss B Heil nHbopManus naaeko
He ncuYepIbiBaeT TeMy «Mapiak — repeBomurk J>kanan Pomapm». Map-
maK 6bUI peJakTOpOM M IPYroro nepeBoia MPOU3BEICHUN UTAIbSIHCKOTO
mucarens: «[Ipukmouernii YunommmHo» 3matel [lotanoBoit. [1pu ananmze
nepeBona [TorarnoBoit u mpeanoXkeHHbIX MapIilrakoM U3MeHeHMiA, BKITFOUeH-
HBIX B MallIMHOMMCHYIO KOIUIO, XPaHSIIyIocs B apxuBe Mapiiiaka, MOKHO
JIETKO 3aMETHUTb PSif MEePEeBOTIECKUX CTPATEeTHid, KOTOPhIe MOTYePKUBAIOT
npuctagbHoe BHUMaHne Camywmia SIKoBieBrYa K riepenave He TOJIbKO CII0-
BECHOT'O TEKCTa, HO U BCEHl KYJbTYPHOU CUCTEMbI C UTAJIBSIHCKOTO sI3bIKA
Ha PYCCKUIA, a TaKXe eTo CBOOOMY B CMEIEHNH SMOLIMOHAIBHBIX U JIOTHYe-
CKMX aKIIEHTOB TeKCTa B COOTBETCTBMHU C COOCTBEHHBIMMU MPEICTABICHUSIMU
0 TOM, YTO JellaeT IeTCKYIO JINTepaTypy «BBICIIeH JuTeparypoii». Takue
TpeIBapuTeNIbHbIE HAOTIOIEHUsI CTyKaT OTIIPABHON TOYKOI ISl OTIpeee-
Hus nonxona Camywia Mapiiraka K peIakTUPOBAHUIO M ITEPEBOIY IETCKOM
JINTEPATYPhI.

Keywords: C. Mapiuak, [Ipukitouenust YunosivHo, Ixxanuau Ponapu, Map-
LIaK, PeNakTop, apxuB Mapiuaka



