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سخن سردبیر
ً وَ کَفی  برَِبِّکَ هادِیاً وَ نصَیرا

دنیــای امــروز حقیقتــاً دنیــای غریبــی اســت! ســرعت ارتباطات 
و انتقــال اطلاعــات بــه طــرز عجیبــی بالاســت! اخبــار در 
کســری از ثانیــه منتقــل می شــوند و حجــم اطلاعاتــی کــه بــه 
ســوی مخاطــب ســرازیر مــی شــود سرســام آور اســت ؛ پــس 
ــالا  ــیار ب ــد بس ــه بای ــی جامع ــطح آگاه ــاف س ــن اوص ــا ای ب
ــای  ــت گوی ــا واقعی ــه ســرعت در حــال رشــد باشــد.... ام و ب
چیزدیگــری اســت. جامعــه بــه اخبــار و حوادثــی کــه نســبت 
بــه ســالیان گذشــته بســیار هولناک تــر اســت کمتــر واکنــش 
ــس  ــود و پ ــد می ش ــبی ترن ــد ش ــر چن ــد. خب ــان می ده نش
ــازی  ــه ســلامت. فضــای مج ــما را ب ــر و ش ــه خی ــا را ب آن م
پــر اســت از بخش هــای برگزیــده کتــب ادبــی ، دیالوگ هــای 
ــا  ــواع و اقســام کانال ه ــور، ان ــدگار، هشــتگ های جورواج مان
ــوع خــود  ــه در ن ــی ک ــای فرهنگ ــرای نواندیشــان، کمپین ه ب
ــه و  ــگ جامع ــری در فرهن ــچ تأثی ــا هی ــتند، ام ــل هس بی بدی
ســرانۀ مطالعــه پدیــد نمی آیــد. کمــی آن طرف تــر از فضــای 
مجــازی، آمارهــا نگران کننده انــد. طبــق طــرح آمارگیــری 
ــت  ــال 1396، از جمعی ــوار در س ــی خان ــای فرهنگ از فعالیته
باســواد 15 ســال بــه بــالای کشــور، 37 میلیــون و 75 هــزار 
و 875 نفــر  ) 70/1 درصــد جامعــه ( روزنامــه نخوانــده بودنــد. 
ــه  ــد جامع ــر )41/8 درص ــزار و 990 نف ــون و 84 ه 22 میلی
( هیــچ کتــاب غیردرســی ای نخوانــده بودنــد. مجمــوع تیــراژ 
ــار  ــرف چه ــی ظ ــش محسوس ــا کاه ــران، ب ــای ای روزنامه ه
ــر  ــه زی ــزار نســخه در روز ب ــون و 200 ه ــک میلی ــال ، از ی س
800 هــزار نســخه رســیده اســت.... غــم انگیــز اســت، نــه؟

ــۀ بشــری باشــد.  ــن دشــمن جامع ــی شــاید بزرگتری بی توجه
ــود  ــون خ ــه پیرام ــبت ب ــر نس ــته دیگ ــد گذش ــان مانن انس
حســاس نیســت. معلــوم نیســت شــاید پیش بینی هــای 
آلــدوس هاکســلی درســت از آّب درآمــده باشــد.... بــرای فــرار 
از روزمرگــی، ســوار بــر قطــار سریع الســیر صنعــت ســرگرمی 
ــا تمــام ســرعت مقصــد نامعلومــی را در پیــش  شــده ایم و ب
گرفته ایــم. حقیقــت ایــن اســت کــه بــه بیننــدگان و شــنودگان 
ــم  ــی را می بینی ــا چیزهای ــه تنه ــده ایم ک ــل ش ــی تبدی منفعل
ــازی  ــای مج ــت و فض ــان اس ــاب میلم ــه ب ــنویم ک و می ش
بســتری عالــی بــرای ایــن خواسته هاســت. از تــرس بــر هــم 
خــوردن آســایش و آرامــش ظاهــری و شــکننده مان، خــود را 
درگیــر هیــچ چیــز نمی کنیــم. امــا شــاید یادمــان رفتــه باشــد 
ــت  ــق اس ــاً خال ــد، او ذات ــا بیافرین ــده ت ــا آم ــه دنی ــان ب انس
ــان  ــد؛ انس ــی نمی گنج ــچ قالب ــدود او در هی ــۀ نامح و اندیش
ایــن حــق را دارد کــه چیــزی را بخوانــد و بنویســد کــه دوســت 
دارد و از چیــزی لــذت ببــرد کــه فقــط خــود او تنهــا در ایــن 

ــد. ــا درک می کن دنی

سخن سر دبیر1



ــر پذیرفتــه شــدن آن توســط فــرد نیســت. پذیرفتــه شــدن رســالت  ــا کتــاب دلیــل ب معــروف بــودن ســریال یــا موســیقی ی
انســان نیســت، همیــن تفاوت هــا و غیرمنطقــی بودن هــا باعــث پیشــرفت دنیــا شــده اند. البتــه بایــد توجــه کــرد کــه بشــر 
دشــمنی ابــدی دارد کــه پیوســته در حــال حرکــت اســت و از پــای نمی افتــد، دشــمنی بــه نــام زمــان. زمــان بــه ســرعت در 
حــال گــذر اســت و هیــچ چیــز هــم جلــودار آن نیســت؛ پــس تــا زمــان داریــم دســت بــه کار شــویم. همــواره بــه یــاد داشــته 
باشــیم کــه تاریــخ خــودش را تکــرار می کنــد. بســیاری از تجربیــات تلــخ گذشــته دگــر بــار ســربرآورده انــد.... »نژادپرســتی، در 
ــاره در حــالِ برآمــدن  ــی شــده، دوب ــر بازاریاب ــز در شــکل های مدرنیزه شــده اش، و نســخه هایی بهت شــکل های ســنتی اش و نی
اســت، و زیــر خیابان هــای متمــدن مــا مثــل هیولایــی دفــن شــده کــه بیــدار می شــود، بــه جنبــش افتــاده. بــه نظــر می رســد 
کــه در لحظــۀ کنونــی، مــا فاقــد هــر گونــه انگیــزۀ مترقیانــه ای هســتیم کــه بــا هــم متحدمــان ســازد. و در عــوض، حتــی در 
ــرای  ــد ب ــه بای ــبِ هــم می شــویم ک ــه اردوگاه هــای رقی ــدل ب ــم و ب ــرک  می خوری ــم ت ــی، داری ــد غرب دموکراســی های ثروتمن

ذخایــر یــا قــدرت، بــه تلخــی مســابقه دهیــم.«
تــا زمــان داریــم دســتی بــر صفحــات کاغــذی کتاب هــا بکشــیم، تولیدکننــده باشــیم، اندیشــه های بدیــع خــود را بســازیم و 
بــا دنیــا بــه اشــتراک بگذاریــم. نســبت بــه مســائل روز حســاس باشــیم و شــاید بهتریــن ابــزار صــدای ورق خــوردن روزنامه هــا 

. شد با
ــوه  ــا قه ــا ب ــای زیب ــتگ ها و عکس ه ــتر از هش ــزی بیش ــه چی ــات ب ــر و مطبوع ــت نش ــای صنع ــن روز ه ــوش ای ــال ناخ ح

ــاج دارد. ــگ احتی ــزی و رنگارن ــای فانت ــی و بوکمارک ه ــکلات سوئیس ــو و ش اسپرس
»اصــلاح همــۀ دنیــا ســخت اســت ولــی بیاییــد دســت کــم فکــر کنیــم بــه اینکــه چطــور می توانیــم کنــج دنــج خودمــان را در 
دنیــا آمــاده کنیــم. ایــن کنــج، کنــج ”ادبیــات“ اســت ــــ جایــی کــه مــا در آن کتاب هــا را می خوانیــم، می نویســیم، منتشــر 
ــن  ــی در ای ــش مهم ــت نق ــرار اس ــر ق ــم. اگ ــزه می دهی ــان جای ــم، و به ش ــی می کنی ــدِ منف ــم، نق ــه می کنی ــم، توصی می کنی
آینــدۀ نامشــخص ایفــا کنیــم، اگــر قــرار اســت از نویســندگان امــروز و فــردا بهتریــن چیزهــا را اســتخراج کنیــم، بــه بــاور مــن، 
بایــد متنوع تــر بشــویم. در دوره ای کــه انشــقاق و تفکیــک بــه طــرزی خطرنــاک روبــه رشــد اســت، مــا بایــد گــوش بدهیــم. 
خــوب نوشــتن و خــوب خوانــدن دیــوار مرزهــا را فــرو خواهــد ریخــت. حتــی ممکــن اســت ایده هــای نــو، و بینــش انســانی 

عظیمــی در آن میــان بیابیــم کــه جــان تــازه ای بــه مــا ببخشــد.«
ــون پــس از هشــت ســال،   ــن نشــریه اکن ــد. ای ــن عرصــه بدان ــوس مفتخــر اســت خــود را عضــو کوچکــی از ای نشــریۀ ققن
ــه جامعــۀ فرهنگــی کشــور  ــه اســت و کمــک ب ــاره جــان گرفت ــان دوب ــغ دانشــجویانی از جنــس خودت ــا تلاش هــای بی دری ب
ــی  ــل در فراخوان ــن دلی ــه همی ــوده، ب ــی نشــریه ب ــا دانشــجویان از ارکان اصل ــل ب ــد. همــکاری متقاب را رســالت خــود می دان
رســمی بــا عنــوان »دریافــت آثــار بــرای اولیــن شــمارۀ نشــریۀ ققنــوس «  بــه صــورت پوســتر در ســطح دانشــگاه و هــم بــه 
صــورت الکترونیکــی در فضــای مجــازی  از همــۀ شــما دانشــجویان، بــدون در نظــر گرفتــن رشــته و مقطــع تحصیلــی، دعــوت 
ــه  ــی ک ــی عزیزان ــید. شایســته اســت از تمام ــهیم باش ــی س ــش فرهنگ ــن جنب ــم در ای ــه شــما ه ــم ک ــکاری کرده ای ــه هم ب
دانســته ها، یافته هــا، و آثــار خــود را بــرای مــا ارســال کردنــد کمــال تشــکر را بکنیــم. امیــد اســت کــه شــما خواننــدۀ فرهیختــه 

ــار و همــراه مــا باشــید. ــان ایــن مســیر ی ــا پای و دانش دوســت ت
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علی عبداللهی، متولد دهم فروردین 1347 در بیرجند است. سرودن را از دوم دبیرستان آغاز کرد، با اشعار 
عاشقانه و غنایی در قالب های کهن غزل، مثنوی، قصیده، رباعی، دو بیتی، و چهارپاره. در سال 1365 در رشتۀ زبان و 

ادبیات آلمانی دانشگاه شهید بهشتی پذیرفته شد. سپس کارشناسی ارشد زبان و ادبیات آلمانی را از دانشگاه تربیت مدرس 
گرفت، با موضوع پایان نامۀ »شعر انضمامی/عینی و تأثیر آن بر آموزش زبان آلمانی.« سپس در کنار تدریس، به همکاری 
با نشریات ادبی و ترجمۀ کتاب مشغول شد. او به خاطر ترجمه هایش چند بورسیۀ تحصیلی در مونیخ )آلمان( و زوریخ 

)سوئیس( و سایر شهرهای آلمان به دعوت دولت آلمان گذرانده است. از وی هفت کتاب شعر و بیش از نود کتاب ترجمه 
در زمینه های ادبیات آلمان و جهان )شعر و نثر(، فلسفه و علوم تربیتی و ادبیات نوجوانان از فارسی به آلمانی و از آلمانی به 

فارسی در ایران و آلمان منتشر شده است. 
تا بیست سالگی شعر قدمایی می سرود و پس از آن، به شعر نیمایی و سپید روی آورد. شعر اندیشمند، متأملانه، و انتقادی 
وی درونمایۀ اجتماعی، سیاسی و غنایی دارد با زبانی سنجیده و شفاف که تأثیر زبان خراسانی زادگاهش را می شود در آن به 
وضوح دید. او در شعرهایش از تمهیدات روایی، نام مکان ها و آدم ها و طنز پنهان بهره می برد و ترکیبات نو می سازد. هی 
راه می روم در تاریکی، این است که نمی آید، درود بر نهنگ، بادها شناسنامه مرا بردند، سایه بان سرخ، دریاها پشت دیوار، 

خداحافظی از درخت ها، هندسه بلوط، اینجا ایران است،گوش دیده ها برخی از مجموعه شعرهای استاد عبداللهی است.
از جمله مهم ترین ترجمه های ایشان می توان به سکوت آیندهٔ من است، مجموعه شعرهای عاشقانهٔ اریش فرید، اکنون 
میان دو هیچ، )مجموعه شعرهای نیچه(، کتاب ساعات و روایت عشق و مرگ، شعرهای ریلکه، مفهوم زمان )هایدگر(، 

آهوجان مهمان ماست )ارسکین کالدول(، صد شعر عاشقانهٔ آلمانی زبان از قرون وسطی تا اکنون، هرگز مگو هرگز )گزینهٔ 
شعرهای برتولت برشت(، صد سال شعر آلمانی زبان )دوزبانه(، درختان ممنوع )شعرهای هاینریش هاینه(، عاشقانه های 
هرمان هسه، آمریکا فرانتس کافکا، رویا در رویا )آنتونیو تابوکی، فیل(، داستانک های فلسفی برتولت برشت، و شام بود و 
صبح بود )داستان های کوتاه هاینریش بل(، من پرنده، تو درخت، صد شعر برای نوجوانان، آینه در آینه )میشائیل انده(، 
سپیده دمان )فریدریش نیچه(، آواره و سایه اش )فریدریش نیچه(، لطفاً کتاب هایم را نخوان، نامه های نیچه به مادرش، 

آرتور شوپنهاور، هنر رفتار با زنان، هنر رنجاندن و هنر خوشبختی اشاره کرد.
 او افزون بر شعرخوانی در شهرهای ایران، در شهرهای برلین، فرانکفورت، زوریخ، کلن، مونیخ، اشتوتگارت، وین، دهلی 

نو، بلغارستان، لیتوانی، و گجرات شعرخوانی و سخرانی داشته است. شعرهای وی در کتابهای مختلف به زبان های آلمانی، 
انگلیسی، ایتالیایی، لیتوانیایی، یونانی، روسی، مجاری، ترکی، عربی، کردی، صربوکرواتی )بوسنیایی(، لیتوانیایی و هلندی 

ترجمه و منتشر شده اند. او همچنین بیش از صد مقاله و جستار به فارسی و آلمانی در دانشنامه های فرهنگ آثار، 
دانشنامۀ ادب فارسی و مجلات ایران و آلمان و سوئیس در زمینۀ ادبیات فارسی و آلمانی و ادبیات تطبیقی، و شرق شناسی 
منتشر کرده است. آثار وی در ایران بارها تجدید چاپ شده اند. او از دهۀ هفتاد، عضو کانون نویسندگان است و یک دوره 
در هیئت دبیران آن فعالیت داشته است. همچنین از دوران دانشجویی با »شورای کتاب کودک« همکاری مستمر داشته 
است. در زمینۀ معرفی شعر معاصر ایران، وی تاکنون دهها شاعر ایرانی را به آلمانی زبانها معرفی کرده است که در سایت 
شعر جهان در برلین و سپس در برخی جنگها منتشر شده اند. آثاری از وی در ده ها مجلۀ ادبی فارسی زبان از جمله کلک، 
بخارا، چیستا، و داستان همشهری منتشر شده اند. وی در مجلات ادبی آلمان از جمله در مجله ی »آکسنته« در مونیخ، 

سال 2007 و 2014 اشعاری به آلمانی منتشر کرده است. 

منبع: عبدالهی ، علی ، دریاها پشت دیوار ، تهران ، انتشارت مروارید ، 1395)همراه با تلخیص(
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4 هنر ترجمه - مصاحبه با علی عبداللهی گفت و گو با علی عبداللهی، شاعر و مترجم ادبی

1. شما خود را چطور معرفی می کنید؟ 
- خب طبعاً من شاعر هستم و مترجم و پژوهشگر ادبیات. در 1347 در روستای سیوجان از توابع خوسف به دنیا آمدم.  

دبستان و راهنمایی را در روستا گذراندم و دبیرستان را در بیرجند، در رشتۀ فرهنگ و ادب. فرزند بزرگ خانواده هستم و هیچ 
راهنمایی نداشته ام برای ادامۀ رشته ای خاص و نیز مطالعه. کتابی هم در روستای ما نبود که بخوانم ــ الان هم نیست! جز 

کتابخانه شخصی ام در خانه پدری. در سالهای دبیرستان از فرط لذت بردن از تنهایی و بیماری عشق یک طرفه و خودآزارانه، شروع 
کردم به شعر نوشتن، در قالبهای سنتی و قدمایی، خوشبختانه در دبیرستان که تک و تنها در اتاق محقرانۀ اجاره ای در یکی از 

خانه های گلی پای قلعه می نشستم، با دو معلم خوب آشنا شدم: با شاعر و انسان شریف، سعید عندلیب و استاد شوریده محمد 
قالیبافان )که روانش شادباد(؛ این دو در ادامۀ کار شاعری تشویقم مدام می کردند و پایم را به شب شعرهای کتابخانه مرکزی 

بیرجند باز کردند.  از آن به بعد سیاه مشقهایم را آنجا می خواندم. در آنجا با استاد ناقوس آشنا شدم که آن موقع گردانندۀ 
جلسۀ شعر بودند. همچنین با معلم جغرافی ام کاظم غنی که در کلاس بسیار سختگیر بودند و از قضا به شب شعر می آمدند و 
شعر هم می خواندند. بس که جدی بودند ــ یا من بچه مدرسه ای این طور فکر می کردم ــ نمی شد به ایشان نزدیک شد، ولی 
گاهی از کتابهایی که خوانده اند و کتابخوانی خودشان تعریف می کردند.  یادم است می گفتند دست کم شبانه روزی چهل صفحه 

کتاب می خوانند. این حرف ایشان بی اندازه بر من تأثیر گذاشت. آثار کلاسیک و کهن فارسی را در همان سالها از کتابخانه گرفتم و 
با ولع خواندم. حتی یادم است آقای غنی یکی از سخنرانی های مشهور ناپلئون را به زبان فرانسه از حفظ داشتند. آقای عندلیب و 
قالیبافان معلم ادبیاتم بودند و شعرهایم را گاهی می شنیدند و نظرات ارزنده ای می دادند. درآن چهار سال، شاید اندازۀ یک عمر 
کتاب خواندم یا بهتر بگویم کتاب بلعیدم. بعد هم دررشتۀ زبان و ادبیات آلمانی شهید بهشتی پذیرفته شدم و به تهران آمدم. از 

آن موقع به بعد کار شعر و ترجمه و نوشتن برای مطبوعات را جدی گرفتم و اولین کارهای شعری و ترجمه هایم در مجلۀ کلک، 
به سردبیری علی دهباشی، منتشرشد و همزمان یا به فاصله اندک در مجلات خاوران در مشهد، و چیستا در تهران. همۀ این 

آثار را با پست فرستاده بودم و هیچ آشنایی قبلی در میان نبود.  در اواخر دوره کارشناسی و اوایل کارشناسی ارشد زبان آلمانی، 
شروع کردم به جمع آوری شعرهایم و ترجمۀ کتاب که در سال هفتاد و سه، اولین کتاب شعرم »بر پاگرد یادها«، در زمان وزارت 

مهندس میرسلیم، به طور کامل غیرقابل چاپ شناخته شد و در کشوی میزم ماند. سه سال صبر کردم و در سال هفتاد و شش، با 
شروع دوره خاتمی و وزارت مهاجرانی ، نام کتاب شعرم را عوض کردم، چند شعری را به آن افزودم و با عنوان »هی راه می روم 
در تاریکی« منتشرش کردم، بی هیچ مشکلی، و آب هم از آب تکان نخورد. همزمان نخستین کتابهای ترجمه ام را هم در همان 
سال چاپ کردم. از آن موقع تاکنون نود و اندی کتاب تألیف و ترجمه به فارسی و آلمانی منتشر کرده ام، و بعد از چند نیمسال 
تدریس در دانشگاههای آزاد واحد تهران مرکز، دانشگاه دولتی اصفهان، و دانشگاه تهران، اکنون فقط در خلوت خودم در خانه 

به کار ترجمه و پژوهش و شاعری اشتغال دارم. بارها برگشته ام دانشگاه برای تدریس، ولی ماندنم دیری نپاییده، گویا قرار براین 
نبوده و نیست که بعضیها در دانشگاه باشند.  

2. چه عاملی سبب گرایش شما به زبان آلمانی شد؟
- همان طور که عرض کردم، ادبیات فارسی را خودم کمابیش خوانده بودم، با وجود علاقه شدید به ادب پارسی، کوشیدم زبان 

دیگری بیاموزم تا دریچه ای تازه به رویم باز شود. اینکه چرا آلمانی، جز علاقه به نیچه و گوته و ریلکه، خب خودش حکایت 
مفصلی دارد که ذکرش در اینجا به درازا خواهد کشید. 

گفــت و گــو بــا علــی 
عبداللهــی، شــاعر و 
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3. از نحوه ی ورودتان به فضای آکادمیک یادگیری زبان آلمانی در دانشگاه های ایران بگویید. 
- مثل همه در کنکور امتحان دادم، پذیرفته شدم و آمدم زبان خواندم، ولی اگر به دانسته ها و آموخته های دانشگاه اکتفا 

می کردم و خوانده های قبلی و بعدی ام نبود، قطعاً این کسی که الان هستم نمی شدم. 

4. چه آثاری از ادبیات فارسی یا انگلیسی در روند ورود شما به ادبیات نقش داشت؟
- نخست آثار ادبی شاعران بزرگ ایرانی نقش مهمی داشت، عطار، مولوی، قصه های عاشقانه و عرفانی کهن فارسی، گزیدۀ 
اشعار نادر نادرپور، کتابی که در کتابخانه مدرسه اتفاقی دیدم و بعد از آنکه از آن خوشم آمد، آمدم تمامش را دو شب تمام 

توی یک دفتر از رو نوشتم، چون چاپ قدیم بود و در کتابفروشی های بیرجند نبود. بعدها کتاب چنین گفت زرتشت نیچه تأثیر 
عمیقی بر من گذاشت و موسیقی کلاسیک. 

5. چه چیزی باعث شد برای اولین بار با ادبیات و سپس ترجمه آشنا شوید و نخستین آثاری که منتشر کردید 
)تألیف و ترجمه( چه بود؟

- در مورد بخش اول فکر کنم توضیح دادم. نخستین آثارم ترجمه شعر و داستان کوتاه بود، و شعرهای خودم که به موازات 
هم منتشر کردم، در مطبوعات آن زمان. بعد به کتاب خواندن دیوانه وار، فیلم دیدن و تئاتر رفتن و موسیقی گوش کردن دچار 
شدم. در دوران تحصیل تنها زندگی می کردم و وقت کافی داشتم. پرسه زدن و سرک کشیدن در محافل ادبی و شب شعرهای 
تهران و دوستی های دانشجویی همگی در پیشبرد کارهایم مؤثر بوده است. در سال 73 سرزده با چند نفر از دوستان به دیدار 
احمد شاملو رفتیم و این دیدار هم تأثیر زیادی بر من گذاشت. با آنکه ما با بی مبالاتی کامل و بدون قرار قبلی، جمعه روزی، 

زنگ در خانه شاملو را زده بودیم، آیدا و شاملو با مهربانی تمام، ما چند دانشجوی یک لاقبای شهرستانی را به خانه اش راه دادند 
و با ما بسیار دوستانه برخورد کردند که این خود باز حکایت مفصلی دارد که مجالش نیست بازگویم.  

6. چه ارتباطی میان ادبیات ایران و آلمان وجود دارد؟ چه چیز یک شاعر بیرجندی را با یک شاعر آلمانی پیوند 
می زند؟

- ادبیات آلمانی، بعد از نخستین ترجمه های شعر کلاسیک فارسی به آلمانی، نزدیک به پانصد سال پیش، بسیار از ادبیات 
فارسی متأثر بوده است که نمونه اش را در آثار گوته، هاینریش هاینه، فریدریش روکرت، نیچه و حتی ریلکه و خیلی های دیگر 

کمابیش می بینیم. ادبیات جهان همواره به هر زبان و در هر قلمروی، از هم تأثیر می پذیرد، و ادبیات فارسی هم تأثیرهای 
شگرفی از خود به جا گذاشته، بر ادب اروپا و سایر سرزمینها. در مورد قسمت دوم باید بگویم که شاعران جهان در تمام زبانها 

جزو یک خانواده بشری هستند و تعلقشان به سرزمینهای مختلف فقط تقدیر جغرافیایی یا تباری است که نمی شود ارزش 
ذاتی برای آن قایل شد. من افتخار می کنم بیرجندی هستم و از این سرزمین الهام بسیار گرفته ام، چه در زبان شعرم، چه 

در چشم اندازها، چه در صبوری و سکوت مردمان این خطه. ولی اگر اینجا می ماندم و از نظر فکری در همان حوالی نفس 
می کشیدم، چه بسا نمی توانستم به خرده موفقیتی که اکنون شاید به آن رسیده باشم، برسم. شاعر در عین تعلق مادی و 

تباری به جایی، متعلق به کل بشریت و جانهای بیقرار و فرزانه در سرتاسر جهان است. حتی شاعر راستین در چهارچوب زبان 
خودش هم نمی گنجد. شعر زبان شورها و نومیدی های جهانی است و ابزار آشتی و صلح. مخاطب شاعر هم هموطنانش 

هستند هم جهانیان. دردها و شادیهای انسانی، واقعیتهای مشترک با وجود زیست بوم جغرافیایی متفاوت، و در عین حال از نظر 
هستی شناختی همسان و همگون، شاعران را در یک خانواده می نشاند، من به شخصه از شاعران آلمانی بسیار آموخته ام و آنها 

هم متقابلاً از منِ نوعی آموخته اند، از دهها ترجمه ای که از شاعران معاصر فارسی به آلمانی ارائه داده ام یا از حضور فیزیکی و 
همنشینی با آنها. جهان کوچکتر از آنی است که بشود تصورش را کرد.   

7. به طور کلی فضای ترجمه در ایران امروز را چگونه ارزیابی می کنید؟
- بررسی فضای کلی ترجمه به تفصیل و دقیق، نیاز به تحلیل آماری دارد، ولی مختصر بگویم وضعیت ترجمه هم تابعی است از 
وضعیت کتابخوانی، فرهنگ، اقتصاد، نشر و پخش و . . . چه بخش از فرهنگ در ایران به سامان است که ترجمه باشد؟ با این 
همه، باید از مترجمان مختلف شاکر بود که نمی گذارند در برهوت محض نفس بکشیم؛ گاهی متنی را با فداکاری محض ترجمه 

می کنند و به دستمان می سپارند، به جای اینکه در بساز و بفروشی یا رانت خواری یا تخریب جنگلها، یا هزار شغل نان و آبدار 
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دیگر دردی بر دردهای مردمان بیفزایند. ترجمه ذاتاً مستلزم میزان زیادی از فداکاری است که هر کسی  نمی تواند در پیگیری آن 
خطر کند، و خیلی ها هم تاب و لیاقت چنین ایثارگری هایی ندارند. 

8. آیا صحبت کردن از ترجمه به عنوان بخشی از ادبیات خرد )اقلیت( امری ممکن است؟
- امیدوارم سؤالتان را درست فهمیده باشم، ولی در هر حال، باید بگویم اگر تفکر را نوعی ترجمان جهان بدانیم، که هست، 
بدون ترجمه تفکری هم وجود ندارد، بیشتر دورانهای شکوفایی فرهنگی هر قوم یا زبان یا فرهنگی، پس از نهضتهای ترجمه 

اتفاق افتاده است، در دوران اولیه سیطرۀ اعراب مسلمان بر بخش چشمگیری از جهان، به دستیاری و همت مشاوران وزرای 
ایرانی شان، در نظامیه ها ترجمه آثار پهلوی و یونانی و سریانی موجب شکوفایی فرهنگ ایرانی اسلامی شد. در دوران مشروطه 

و. . . نیز همین طور. تاریخ شکوفایی هر زبان به نحوی با تاریخ ترجمه گره خورده است. نمونه هایش زیاد است. از این رو، 
نمی توان تأثیر ترجمه را در شکل گیری زیست بوم فکری ایرانیان کهن و امروز نادیده انگاشت. حتی داستان نویسی و شعر مدرن 

ایران به شکل کنونی و به طور کلی زبان فارسی معاصر، بسیار وامدار تلاش مترجمان است. البته می توان آسیب شناسی تمام 
این تلاشها را بررسی کرد. ترجمه گشودن دری است به سایر سرزمینها و تأثیرش بر خلاقیت و سازوکار متون آفرینشی و نوزایی 

جنبش های فکری جای هیچ انکاری نمی گذارد، پس صحبت از آن به هر اسمی و هر رسمی گریزناپذیر است.  

9. چشم انداز ادبیات ایران به خصوص شعر فارسی را در جهان چگونه می بینید؟ آیا نگرش مخاطب جهانی 
همچنان بر محور شاعران کلاسیک ایران خواهد ماند؟

- شعر معاصر فارسی البته به آوازۀ شعر کلاسیک فارسی در جهان نیست و جهانیان کمتر می شناسندش؛ این عدم شناخت یا 
کم شناختن دلایل زیادی دارد که یکی و کمترینش مهجوریت زبان فارسی است در جهان امروز، بی کنشی سازمانهای فرهنگی 

رسمی، بی ارتباطی یا کم ارتباطی با جهان، در هم گسیختگی جهان شاعرانۀ سرایندگان و بحران فکرِ شاعرانۀ برخاسته از این 
جغرافیاست. تا تحولی در ترجمه از فارسی به زبانهای دیگر رخ ندهد، تا به کاروان فرهنگ بشری وصل نشویم، تا به رونق 

اقتصادی و ثبات سیاسی دست نیابیم، در همچنان بر همان پاشنه خواهد چرخید. البته باید اذعان کنم که شعرهایی در قد و 
قوارۀ جهانی در ایران سروده شده اند و می شوند، ولی بخش اندکی ازشان، تاکنون ترجمه و ارائه شده اند. 

10. تأثیر حیات روزمره را بر کار خود چگونه می بینید؟
- تأثیرش آن قدر زیاد است که هنوز بعد از انتشار این همه کتاب و مقاله و پژوهش، نتوانسته ام یک اتاق کار معمولی برای 

خودم دست و پا کنم. امکانات دیگری از قبیل خانه و . . . پیشکش. کار فرهنگی و اشتغال به امر آفرینشی راه رفتن بر طناب 
تردستی است که آن را روی دره ای بسته اند و زیرش مغاک است. هر آن ممکن است بیفتی و بلند نشوی. هیچ گاه نمی توانی 

در آرامش نسبی کار کنی چون زحمات کارت، بسیار بیشتر از پاداش احتمالی اش است، چنانکه نمی توانی مطمئن باشی که 
آخر هر ماه هزینه های روزانه ات را می توانی بپردازی یا نه. البته لذتهای خاص خودش هم این کار دارد که به جای خود . . . 

11. آیا کاری و یا پروژ ه ای هست که همیشه قصد انجامش را داشته اید ولی هیچگاه موفق به اجرایش نشده 
باشید؟

- زیاد. تا بخواهید. ترجمه و چاپ یک جای مجموعه آثار بسیاری از فیلسوفان وشاعران با فراغ بال، جمع آوری نوشته هایم در 
مورد ادبیات ایران و جهان. جمع و جور کردن طرحهای بسیاری که اگر غم نان نبود، مثلاً باید داستانهایی ازشان در می آمد و . . 

 .

12. در پایان چه توصیه هایی برای هر شاعر و همین طور هر مترجم جوان دارید؟
- خواندن، کار کردن، شکیبایی، فکر کردن و خواندن و درک دردناک اینکه هیچ کس برای فرهنگ تره خرد نمی کند، اما تو 

باید مثل کرگدن سرت را به زیر بیندازی و تمام راه را در تنهایی بپویی . . . بی هیچ توقع پاداشی یا گرامی داشتی، همچنان که 
می نویسی باید کلاهت را سفت بگیری تا باد نبردش! 

6 هنر ترجمه - مصاحبه با علی عبداللهی گفت و گو با علی عبداللهی، شاعر و مترجم ادبی
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ــی  ــاهد تحول ــتم ش ــرن بیس ــۀ دوم ق ــته و نیم ــۀ گذش ده
ــت.  ــوده اس ــا ب ــی اروپ ــای سیاس ــن در فض ــریع و بنیادی س
ــابق روی  ــلاوی س ــولات در یوگس ــن تح ــنِ ای تکان دهنده تری
داد و بــر اثــر آن، مجموعــه ای از انگیزه هــای ملی گرایانــۀ 
افراطــی و اقدامــات وحشــیانۀ ضــد تجزیه طلبــی باعــث 
بی شــک،  شــد.  نفــر  هــزار  پنجــاه  و  دویســت  مــرگ 
فضــای  در  سیاســی  مرزهــای  خشــونت آمیز  بازترســیم 
یوگســلاوی ســابق در دهــۀ 1990 بــا بازترســیم ناگهانــی 
ــود. امــا مرزهــای فرهنگــی  ــز همــراه ب مرزهــای فرهنگــی نی
ــد.  ــا می یابن ــراد معن ــا اف ــد ب ــه در پیون ــی نیســتند، بلک انتزاع
بنابرایــن، بســیاری از شــهروندان ســابق یوگســلاوی دریافتنــد 
کــه هویــت پیچیــده و چندریشــه ای آن هــا بــه شــدت محــدود 
شــده یــا میــان وفاداری هــای فرهنگــی و شخصی شــان 
شــکاف عمیــق ایجــاد شــده اســت. بــا وجــود ایــن، همزمــان 
امــا  تدریجــی  تلاش هــای  جنگ هــا،  فروکش کــردن  بــا 
ــیرهای  ــایی مس ــاد و بازگش ــازی اعتم ــرای بازس ــده ای ب فزاین
ــت.  ــه اس ــورت پذیرفت ــه ص ــی در درون منطق ــاط فرهنگ ارتب
ســطح  در  یوگســلاوی   ،1980 دهــۀ  اواســط  از  قبــل 
ــوی خــود شــناخته شــده  ــات ق ــه واســطۀ ادبی ــی ب بین الملل
بــود کــه بیشــتر غنــای آن در تنــوع منابــع فرهنگــی، تاریخــی 
ــلاوی  ــای یوگس ــا زبان ه ــت. ام ــه داش ــوط ریش ــی مرب و زبان
ــن  ــد. ای ــادی ندارن ــدگان زی ــه خوانن ــارج منطق ــابق در خ س
بــدان معناســت کــه مترجــم ادبــی در انتقــال آن ادبیــات بــه 
پهنــۀ جهــان نقــش برجســته ای ایفــا کــرده و همچنــان ایفــا 
ــون نیســتند،  ــط مت ــاً راب ــی صرف ــا مترجمــان ادب ــد. ام می کن
بلکــه روابــط، وفاداری هــا و ایدئولوژی هــای سیاســی-اجتماعی 
ــار  ــان آث ــن مترجم ــد. بنابرای ــز دارن ــود نی ــه خ ــوص ب مخص
ــخصی  ــای ش ــی وفاداری ه ــابق از جدای ــلاویِ س ــی یوگس ادب
ــی  ــی و رویاروی ــد اجتماعی-سیاس ــه تعه ــاز ب ــی، نی و فرهنگ
نبوده انــد.  امــان  در  دشــوار  اخلاقــی  گزینش هــای  بــا 
ایــن نوشــته دو هــدف دارد: نخســت، کمــک بــه تاریــخ نگاری 
فرهنگــیِ یوگســلاوی ســابق در دهــۀ 1990 بــه وســیلۀ ارائــه 
شــرحی از آنچه شــاهد عینــی آن بوده ام: اینکــه چگونه در مقام 
مترجــم ادبــی بومــی انگلســتان بــرای عبــور از انگیزش هــای 
ــارضِ اخلاقیات/زیبایی شناســی و وفاداری هــای شــخصی/ متع

ــارض برخــی  ــن تع ــردم. ای ــلاش می ک سیاســی در آن دوره ت
ملاحظــات مهــم اجتماعــی، ایدئولوژیکــی، اخلاقــی و بینافردی، 
کــه بــه  طــور کلــی بــه ترجمــه هــم مربوط انــد، را نیــز روشــن 
می کنــد. بنابرایــن، هــدف دومــم ایــن اســت کــه ایــن 
ــری از  ــا تصوی ــم ت ــی بگنجان ــب چارچوب ــات را در قال ملاحظ
مترجــم ادبــی )در نقــش کنش گــر متنــی و اجتماعــی( ارائــه 
شــود. در ایــن نوشــته، بــه ایــن پرســش های اساســی توجــه 
می شــود: )1( تــا چــه حــد می تــوان مترجمــان ادبــی را 
ــان  ــی و بینافردی ش ــط اجتماع ــتقل در محی ــی مس کنش گران
ــم،  ــی مترج ــل بی طرف ــائلی از قبی ــت؟ )2( مس ــر گرف در نظ
ــری و  ــاظ نظ ــه لح ــم ب ــات مترج ــم و اخلاقی ــدرت مترج ق
عملــی چگونــه تبییــن می شــوند؟ )3( چگونــه ممکــن 
ــی  ــی فرهنگ ــا بازنمای ــط ب ــدرتِ مرتب ــاختارهای ق ــت س اس
ــا مســائلی  ــر گــذارد؟ )4( آی ــی تأثی ــر فعالیــت مترجــم ادب ب
چــون وفاداری هــای متعــارض و تصمیم هــای دشــوار نقشــی 
ــوری؟ ــا نقشــی مح ــد ی ــم دارن ــت مترج ــیه ای در فعالی حاش

ایــن پرســش ها در چارچــوب خلاقیــت مترجــم، نظریه هــای 
پسااســتعماری و فمینیســت ترجمــه )کــه در آن هــا ترجمــه 
ــی رخ  ــأ اجتماعی-اخلاق ــد در خ ــگارش نمی توان ــون ن همچ
دهــد(، نظریــۀ نقــش اجتماعــی و بــازی )کــه چندیــن نقــش 
میانجــی را در تعامــلات اجتماعــی تعریــف می کنــد(، اخلاقیات 
ــن   ــرای تعیی ــدن »دیگــری« ب ساخت شــکنی )شــامل فراخوان
هویــت انســان و مفهــوم تصمیم گیــری دریــدا کــه رویارویــی 
بــارز  مشــخصۀ  را  غیرقابل حــل  و  دشــوار  وضعیــت  بــا 
ــرد( بررســی می شــوند.  ــری انســان  در نظــر می گی تصمیم گی
ــای  ــری از جنبه ه ــرح مختص ــا ش ــث را ب ــت بح ــب اس مناس
ــم،  ــاز کنی ــلاوی آغ ــی یوگس ــی فروپاش ــی و فرهنگ ــم ادب مه
ــابق  ــلاوی س ــۀ یوگس ــۀ 1990 در منطق ــای ده ــرا جنگ ه زی
ــائل  ــلاوی، مس ــد. در یوگس ــز بودن ــی نی ــای فرهنگ جنگ ه
ــتند  ــر گذاش ــی تأثی ــداف نژادی-سیاس ــر اه ــم ب ــی ه فرهنگ
ــدف  ــا، ه ــن جنگ ه ــد. در ای ــان درآمدن ــم در خدمتش و ه
)عمدتــاً  تعرض آمیــز  اســتقلال طلبی های  اغلــب  عمــدۀ 
ــه  ــود ک ــی ب ــی ســلطۀ فرهنگ در صربســتان و کرواســی( نوع
در افراطی تریــن حــد شــکل فرهنگ کُشــی می گرفــت. از 
ــا  ــرای بق ــارض، کش مکــش ب ــای متع دیــد همــۀ گروه ه
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ــای  ــرای بق ــش ب ــی کش مک ــی نوع ــم داخل ــل تهاج در مقاب
ــی  ــگ ادب ــدازه ای جن ــا ان ــا ت ــن جنگ ه ــود. ای ــی ب فرهنگ
ــاً در  ــب عمیق ــات و اســتقلال طلبی اغل ــرا ادبی ــد، زی ــز بودن نی
ــچ وجــه منحصــر  ــه هی ــده ب ــن پدی ــه ای ــد؛ البت هــم تنیده ان
ــتکاری در  ــه، دس ــرای نمون ــت. ب ــابق نیس ــلاوی س ــه یوگس ب
ادبیــات بــا هــدف ایجــاد »شــبه تاریخ هایی« کــه اســطوره های 
ملــی را خلــق یــا تقویــت می کننــد نقــش مهمــی در فراینــد 
ــۀ  ــه مثاب ــات، ب ــی دارد. ادبی ــت قومی-مل ــکل گیری هوی ش
عنصــری بســیار مهــم در فرهنــگ، یقینــاً در همــۀ تضادهــای 
چهره هــای  گذشــته،  آن  از  دارد.  نقــش  بینا فرهنگــی 
اســتقلال طلبی  جنبش هــای  بیشــتر  ظهــور  در  ادبــی 
داشــته اند.  برجســته  نقــش  اخیــر  دهه هــای  افراطــی 
ــا یوگســلاوی  ــاً ب ــل از جنگ هــای فروپاشــی کشــور، عمدت قب
بــه مثابــۀ فضایــی چندفرهنگــی، اگرچــه بــا بوســنی و 
ــا  ــتم. ب ــک داش ــد نزدی ــاص، پیون ــور خ ــه ط ــتان ب صربس
ــی(  ــا کرواس ــتان )و بعده ــۀ صربس ــی حمل ــن، ط ــود ای وج
ــه لحــاظ سیاســی  ــن، ب ــای بوســنی و هرزگوی ــه کشــور نوپ ب
بــه بوســنی و هرزگویــن وفــادار مانــدم، زیــرا احســاس 
می کــردم کــه حمایــت نکــردن از بوســنی و مــردم و فرهنــگ 
آن کامــلاً غیراخلاقــی اســت. بنابرایــن ترجمــۀ ادبیــات 
ــنی  ــگ بوس ــاع از فرهن ــن را تلاشــی در دف ــنی و هرزگوی بوس
ــان  ــق ارزشــمند کــردن آن در چشــم جه ــن از طری و هرزگوی
بیــرون در نظــر می گرفتــم. ایــن انگیــزه ــــ ترجمــه در نقــش 
ــداوم دارد.  ــز ت ــح نی ــان صل ــی در زم ــاداری ــــ حت ــزار وف اب
به عــلاوه، ایــن نــوع دفــاع صرفــاً بــه معنــای انتقــال انــگاره ای 
مثبــت از فرهنــگ بوســنیایی نبــود، بلکــه بــا هــدف تــلاش در 
ــۀ  ــه مثاب ــرب از بوســنی ب ــی غ ــردازیِ منف ــا تصویرپ ــه ب مقابل
محــل تعــرض و تعصــب بــود، انگاره هایــی کــه هنگامــی خلــق 
ــام و  ــل ع ــانه از قت ــر رس ــش تصاوی ــی پخ ــه در پ ــد ک می ش
آشــوب، دولــت غــرب و ســازمان ملــل اظهاراتــی دربــارۀ عــدم 
امــکان وســاطت میــان گروه هــای درگیــر جنــگ کــه همگــی 
مقصرنــد بیــان می کردنــد. جنبــۀ دیگــر ایــن تعهــد فرهنگــی-

سیاســی بــه معنــای فراتر رفتــن از محــدودۀ »ادبیــات متعالی« 
بــود. در طــی جنــگ بــا بوســنی، مــن و بســیاری از مترجمــان 
ــی،  ــای ادب ــا انگاره ه ــه تنه ــه ن ــم ک ــکارم احســاس کردی هم
ــا  ــگ، ی ــد بی درن ــی بای ــای عین ــا و گزارش ه ــه دیدگاه ه بلک
ــای  ــش ترجمه ه ــا ویرای ــا ب ــتقیم ی ــۀ مس ــیلۀ ترجم ــه وس ب
بومیــان زبــان مبــدأ، بــه جهــان بیــرون منتقــل شــوند.

امــا کاربــرد اســتعاره ای ترجمــه در نقــش ابــزار دفــاع 
ــر چــه  فرهنگی-سیاســی مســئلۀ مــکان دفــاع، دفــاع در براب
کســی و هــدف دفــاع را مطــرح می کنــد؛ در غیــر ایــن 
ــه کســانی اســت  ــن ب ــرد اســتعاری توهی ــن کارب صــورت، ای
کــه دفاعشــان بیشــتر عینــی و فیزیکــی بــوده اســت. در زمینــۀ 
ــان  ــاً »جه ــکان عمدت ــن م ــی، ای ــی و سیاس ــان ادب مترجم
بیــرون« و مخصوصــاً اروپــای غربــی و امریــکای شــمالی بــود 
ــی و  ــدۀ نسل کُش ــواهد فزاین ــه ش ــا ب ــا دولت ه ــه در آن ه ک

فرهنگ کُشــی بی اعتنــا بودنــد. در آن شــرایط، بیشــترین 
می تــوان  احتمــالاً  را  انتشارشــان  و  ترجمه هــا  نقــش 
افزایــش فشــار عمومــی ای دانســت کــه در نهایــت بــه 
ــکا در ســال 1995 منجــر شــد. امــروزه،  ــر موضــع امری تغیی
ــا  ــه، ام ــه یافت ــن خاتم ــنی و هرزگوی ــی در بوس ــگ فیزیک جن
همچنــان نیــاز بــه حمایــت از تنــوع فرهنگــی و تــوان مــدارا 
ــۀ  ــی و ترجم ــۀ ادب ــیلۀ ترجم ــنیایی، به وس ــگ بوس در فرهن
آثــاری کــه گفتگــوی بیــن جوامــع مبتنــی بــر عــدم تعصــب 
بــه یــک گــروه خــاص را تشــویق می کننــد، احســاس 
می شــود. حــال ایــن پرســش مطــرح می شــود کــه مترجــم 
ــرد؟  ــش ب ــد از پی ــه کاری می توان ــرایط چ ــن ش ــی در ای ادب
ــی از  ــی کار چندان ــه تنهای ــه ب ــود ک ــد ب ــن خواه ــخ ای پاس
ــلاش  ــوی از ت ــم عض ــر مترج ــا اگ ــرد. ام ــد ب ــش نخواه پی
ــای  ــازی ارتباط ه ــدارا و بازس ــت م ــی در جه ــتردۀ جمع گس
فرهنگــی و فکــری باشــد، ایــن جنبــش گســترده، هــر چنــد 
ــود. ــد ب ــز خواه ــم موفقیت آمی ــاز ه ــش رود، ب ــته پی آهس

ــاع  ــای دف ــه معن ــاً ب ــا اســتقلال طلبی صرف ــت ب ــه، مخالف البت
ــن  ــان دارد نیســت ــــ و ای ــه آن ایم ــرد ب ــه ف ــی ک از گروه
مقــام  در  می ســاخت.  دشــوارتر  را  تصمیم گیری هایــم 
مترجــم ادبیــات اســلاوِ جنوبــی )نــه فقــط بوســنیایی(، 
کــه  نظــرم می آمــد  بــه  دهــۀ 1990  اوایــل  در  حتــی 
ــه  ــر ب ــد منج ــنیایی نبای ــگ بوس ــات و فرهن ــت از ادبی حمای
ــرا  ــود، زی ــتان ش ــی و صربس ــات کرواس ــه ادبی ــی ب بی توجه
ــود  ــد ب ــک خواه ــی ایدئولوژی ــی تقلیل گرای ــل نوع ــن عم ای
ــر  ــت دیگ ــدازد. عل ــتقلال طلبی می ان ــرد را در دام اس ــه ف ک
ــی،  ــۀ صربوکرواس ــاعران منطق ــۀ ش ــا هم ــکاری ب ــۀ هم ادام
حتــی در تیره تریــن ایــام کش مکــش، دفــاع از فرهنــگ 
ــی  ــاخت های فرهنگ ــر برس ــلاوی« در براب ــر »پسایوگس فراگی
بــود.  رایــج  جهــان  پهنــۀ  در  کــه  بــود  ســاده انگارانه ای 
در اوایــل دهــۀ 1990، انگیزه هــای اســتقلال طلبانه کــه مفاهیم 
انحصــار و برتــری فرهنگــی زیربنایشــان را تشــکیل مــی داد در 
ــه  ــود ب ــدرت می گرفــت و ممکــن ب صربســتان و کرواســی ق
نابــودی فرهنــگ و ســاکنان بوســنی بینجامــد. در وهلــۀ اول، 
ترســم از ایــن بــود کــه حکومــت اســتقلال طلب بلگــراد ــــ که 
ــود  ــی ب ــار بین الملل ــترین اعتب ــت آوردن بیش ــد به دس نیازمن
ــــ چــاپ ترجمه هــای صربــی مــن )و دیگــر مترجمــان( را در 
کشــورهای دیگــر تبلیــغ کنــد. وضعیــت دشــوار ایــن بــود کــه 
آیــا بــه فعالیــت بــا نویســندگان متــون برجســته یــا دوســتان 
صمیمــی ام کــه از حکومت هــای خودکامــه حمایــت کــرده یــا 
ــد ادامــه دهــم؟ رویکــرد مــن  ــا آن هــا مخالفــت نمی کردن ب
در ایــن شــرایط بیشــتر وفــادار مانــدن بــه متــون بــود، زیــرا 
متــون محــل گفتگــوی نویســنده بــا جهان انــد. مســئلۀ حادتــر 
هنگامــی روی داد کــه اســتقلال طلبان از ترجمه هــای مــن 
بــرای توجیــه نفرت پراکنــی و کشــتار جمعــی بهــره می بردنــد. 
ــن مــواردی ملاحظــات خــود را  ــار در چنی ــن، نشــر آث بنابرای
ــت؟ ــم چیس ــرد مترج ــرایطی، راهب ــن ش ــت. در چنی داش



ــعاری  ــۀ اش ــه ترجم ــرا ب ــی م ــردم نیروی ــاس می ک گاه احس
وامــی دارد کــه نســبتاً بی کیفیت انــد، امــا بــه فرهنگــی تعلــق 
دارنــد کــه بایــد از آن حمایــت می کــردم. در چنیــن شــرایطی، 
راه حــل تــا حــدودی آســان بــه نظــر می رســد: خــودداری از 
ــغ  ــود تبلی ــگ خ ــد فرهن ــت ض ــعر بی کیفی ــرا ش ــه، زی ترجم
ــاً از ترجمــه خــودداری  ــت از آن: غالب ــه در حمای ــد و ن می کن
می کــردم امــا احســاس می کــردم کــه اگــر نخواهــم از 
فرهنــگ خاصــی حمایــت کنــم بایــد از شــخصی کــه پیامــی 
ــاداری  ــن، گاه، وف ــم و بنابرای ــت کن ــن دارد حمای ــرای گفت ب
اجتماعی-سیاســی ام بــر قضــاوت هنــری غلبــه می کــرد.

مســئلۀ دیگــر ایــن بــود کــه آیــا بایــد کیفیــت ادبــی شــعری 
ــود بخشــم؟  ــل دیگــری ارزش ترجمــه دارد بهب ــه عل ــه ب را ک
بــر طبــق اخلاقیــاتِ بی طرفــی مترجــم، پاســخ منفــی اســت. 
ــان فرهنگی-سیاســی  ــرد آرم ــر قصــد مترجــم پیش بُ ــا اگ ام
ــدازه  ــان ان ــه هم ــد ب ــی محــض نمی توان ــا بی طرف ــد، آی باش
ــی را  ــن متون ــب چنی ــر، اغل ــع ام ــد؟ در واق ــی باش غیراخلاق
ــی  ــن کار را در چارچوب های ــا ای ــردم، ام ــر می ک ــا کیفیت ت ب
مشــخص انجــام مــی دادم، مثــلاً تغییــر ســبک و نــه محتــوا، 
تبدیــل جمله بندی هــا و ویژگی هــای شــعری نامناســب و 
ناشــیانۀ متــن مبــدأ بــه انگلیســی ســبکْ مندتر و مــواردی از 
ایــن دســت. در مقابــل، ممکــن اســت ایــن پرســش مطــرح 
شــود که آیا شــعر بــا کیفیــت مشــابه در حمایــت از ایدئولوژی 
ــزل  ــد در ترجمــه تن ــی بای ــا ســرودۀ شــاعر اهریمن مخــرب ی
داده شــود؟ چنیــن تنزلــی، قــدم اخلاقــی بســیار متهورانــه ای 
خواهــد بــود. در هــر حــال، تنهــا انگیــزه ای کــه مــن از ترجمــۀ 
چنیــن آثــاری داشــتم آگاهــی دادن از »دیگــری« بــود. 
ــردی دور شــویم و دلالت هــای  ــۀ ف ــر اســت از جنب حــال بهت
ــۀ  ــت در زمین ــن اس ــت ممک ــن روای ــه ای ــترده تری را ک گس
ــی  ــش اجتماع ــم در دوران کش مک ــی ه ــم ادب ــش مترج نق
حــاد و هــم پــس از آن داشــته باشــد بررســی کنیم. نخســت، 
مترجــم ادبــی کیســت؟ از دیــد غیرتخصصــی، مترجــم 
احتمــالاً صرفــاً فــردی اســت کــه خواننــده را قــادر می ســازد 
متــن زبــان بیگانــه را تجربــه کنــد؛ امــا، همان گونــه کــه ایــن 
نوشــته بــر آن صحــه گــذارده اســت، خــودِ تعریــف »مترجم« 
مســتلزم حضــور حداقــل یــک »دیگــری« در اجتمــاع اســت، 
ــر  ــد. ســوژۀ ترجمه گ ــد می کن ــدأ را تولی ــن مب ــه مت ــردی ک ف
ــی، جنســیتی،  ــه لحــاظ اقتصــادی، اجتماع ــه ب ــی ک در نظام
شــکل  اســت  ناهمگــن  و  پیچیــده  فرهنگــی  و  نــژادی 
ــه  ــال اســت ک ــز در حــوزه ای فع ــی نی ــرد. مترجــم ادب می گی
ــا در  ــه در درون مترجــم ی ــط، ک ــل مرتب ــن عام توســط چندی
ــن  ــود مترجــم )ذه ــه خ ــرد، ازجمل ــد، شــکل می گی محیط ان
مترجــم، پیش زمینــه و انگیزش هــای فــردی، وفاداری هــا 
و دیدگاه هــای سیاســی و ایدئولوژیــک، اصــول اخلاقــی(، 
ــری،  ــل دشــواری، ترجمه پذی ــی از قبی ــدأ )ویژگی های ــن مب مت
کیفیــت(، دیگری هــای مهــم )نویســندۀ مبــدأ، ناشــران 
)مشــخصه های  اجتماعــی  بافــت  ویراســتاران(،  مقصــد، 
ــدأ،  ــگ مب ــناختی فرهن ــی و ادبی-زیبایی ش ــی، اجتماع سیاس

ــای  ــد، هنجاره ــدأ و مقص ــگ مب ــترک فرهن ــای مش انگاره ه
ــورد انتظــار از  ــاری م ــگ مقصــد، هنجارهــای رفت ــی فرهن ادب
مترجــم، وقفــۀ بیــن نــگارش متــن مبــدأ و مقصد، شــبکه های 
ادبــی فرهنــگ مبــدأ و مقصــد، روابــط بیــن گروه هــای 
مترجــم(. تصمیم هــای  واقعــی  پیامدهــای  و  ذی نفــع 

مجموعــۀ ایــن عوامــل حاکــی از نگریســتن بــه ترجمــۀ 
ــن  حــال  ــی محــدود و در عی ــۀ عمــل اجتماع ــه منزل ــی ب ادب
آزادانــه اســت کــه در آن مترجمــان همــواره بر طبــق فرصت-

ــی،  ــت اجتماع ــردی و باف ــط بیناف ــای رواب ــا و محدودیت ه ه
راهبردهــای ترجمــه را انتخــاب و ارزیابــی می کننــد. البتــه ایــن 
ــی  ــای اجتماع ــاص محیط ه ــاً خ ــی صرف ــۀ ادب ــوی ترجم الگ
ــی نیســت،  ــا بینا فرهنگ ــی ی ــارض حــاد درون فرهنگ دارای تع
اگرچــه، در شــرایط آرام تــر، تأثیــر محدودیت هــای اجتماعــی 
ــن اســت نامشــهودتر باشــد.  ــی ممک ــل مترجــم ادب ــر عم ب
ــتقلال  ــای اس ــا ادع ــه تنه ــم، ن ــام مترج ــرد، در مق ــر ف اگ
ــد از  ــگاه بای ــد آن ــز کن ــدرت نی ــب داری و ق ــای جان ــه ادع بلک
ــد. در  ــش آگاه باش ــک اعمال ــی و ایدئولوژی ــای اخلاق دلالت ه
واقــع، احتمــالاً مترجمــان ادبــی را بایــد ســوژه هایی در نظــر 
ــرایط  ــا، ش ــئولیت ها، نگرانی ه ــرض مس ــه در مع ــت ک گرف
دشــوار و خطرهایــی شــبیه بــه نویســندگان اصلی انــد. از 
ایــن گذشــته، اگــر جانــب داری و ملاحظه هــای اخلاقــی 
ــا  ــدار ب ــند آن گاه دی ــر باش ــار یکدیگ ــد در کن ــم بخواهن مترج
»دیگــری« اصلــی )نویســندۀ مبــدأ یــا فرهنــگ مبــدأ( بایــد 
ــود.  ــل ش ــر تعدی ــای« دیگ ــتمر از »دیگری ه ــی مس ــا آگاه ب
ــکان دارد،  ــا ام ــر ج ــه، ه ــدان معناســت ک ــن ب ــل، ای در عم
منافــع گروه هــای دیگــری غیــر از نویســنده و فرهنــگ مبــدأ 
)از قبیــل فرهنگ هــای مبــدأ وابســته، ســایر کنش گــران 
فرهنــگ مبــدأ، کنش گــرانِ فرهنــگ مقصــد از قبیــل ناشــران 
و خواننــدگان یــا مترجمــان دیگــر( نیــز در نظــر گرفتــه شــود. 
بنابرایــن، بیــن اســتقلال و ملاحظــات سیاســی مترجــم ممکن 
ــتقلال،  ــل اس ــق اص ــر طب ــود. ب ــل ش ــارض حاص ــت تع اس
ــب،  ــیار نامناس ــی بس ــرایط اجتماع ــی در ش ــان، حت مترجم
بایــد بــه متن هایــی کــه بــه لحــاظ ادبــی ارزشــمندند وفــادار 
بماننــد؛ امــا بــر طبــق ملاحظــات سیاســی، متــن نمی توانــد 
جــدا از بافــت اجتماعــی خــود بمانــد و از آن تأثیــر نپذیــرد. 
ــه  ــک ب ــای ایدئولوژی ــج در رویکرده ــای رای ــی از دیدگاه ه یک
مطالعــات ترجمــه ایــن اســت کــه توجــه بــه انگلیســی ممکن 
ــی- ــای انگلیس ــی ارزش ه ــلطۀ جهان ــم س ــه تحکی ــت ب اس

امریکایــی بــه بهــای ارزش هــای فرهنگ مبــدأ منجر شــود. این 
روایــت نشــان می دهــد کــه ترجمــه بــه انگلیســی نیــز ممکن 
اســت بــه فرهنگ هــای در اقلیــت فرصــت حضــور در صحنــۀ 
ــد  ــان انگلیســی می توان ــارت دیگــر، زب ــه عب ــی بدهــد. ب جهان
چنیــن فرهنگــی را قــادر ســازد ارزش هــای ایدئولوژیــک خــود 
را ارتقــاء بخشــد، حتــی اگــر ایــن ارزش هــا بــا ایدئولوژی هــای 
ــارض باشــد.  ــکا در تع رســمی و غیررســمی انگلســتان و امری
مســئلۀ دیگــر، تغییــر محتــوای متــن مبــدأ اســت. در 
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ــا  ــاق ب بحث هــای نظــری، بازنویســی ترجمــه در جهــت انطب
فشــارهای ایدئولوژیــک و هنجارهــای اخلاقــی فرهنــگ مقصــد 
ممکــن اســت زیرپاگذاشــتن اخلاقیــات مترجــم تلقــی شــود. 
بنابرایــن طبیعی ســازی یــا بومی ســازی متــن مبــدأ خــاص یــا 
بــه لحــاظ فرهنگــی ناآشــنا، بــا هــدف روانــی در زبــان مقصــد 
یــا خواننده پســندی، عمومــاً پوشــاندن هویــت متــن و فرهنگ 
مبــدأ در نظــر گرفتــه می شــود. امــا، دیدگاه هــای دیگــری نیــز 
مطــرح اســت. بــرای نمونــه، شــاخه های مداخله گــر خاصــی 
از نظریــۀ فمینیســتی ترجمــۀ حتــی تغییــر معنــای اصلــی را 
اخلاقیــات جنســیتی مجــاز می شــمارند.  اهــداف  بــرای 
در مقابــل، مترجمــان ادبــی ای کــه ویژگی هــای متــن مقصد را 
بهبــود می بخشــند ممکــن اســت نقشــی مشــابه ویراســتاران 
ادبــی ایفــا کننــد. راهبردهــای بهبــود و طبیعی ســازی و 
بومی ســازی، اگرچــه ممکــن اســت بــه لحــاظ اخلاقــی خطــر 
ــت  ــاندن هوی ــه پوش ــر ب ــاً منج ــند، لزوم ــته باش ــادی داش زی
فرهنگــی متــن و نویســندۀ مبــدأ نمی شــوند و حتــی ممکــن 
اســت موجــب ارتقــای آن شــوند. بنابرایــن، از جنبــۀ بازنمــود 
فرهنــگ مبــدأ، می تــوان محتاطانــه چنیــن نتیجــه گرفــت کــه 
ــط  ــدرت در محی ــاختارهای ق ــا و س ــا، وفاداری ه ایدئولوژی ه
ــرد ترجمــه باشــند.  ــر از راهب ــی ممکــن اســت مهم ت اجتماع
ــا آن   ــرایطی ب ــن ش ــم در چنی ــه مترج ــائلی ک ــی از مس یک
روبروســت دوراهی هــای پیش روســت کــه به واســطۀ آن هــر 
ــد، ایجــاد  ــدازه کــه مشــکل حــل می کن ــه همــان ان نتیجــه ب

ــای  ــا نظریه ه ــط ب ــای مرتب ــد. بحث ه ــم می کن ــکل ه مش
انتخاب هــای متعــارض و  وجــود  اغلــب صرفــاً  ترجمــه 
بــه یــک انــدازه معتبــر را تأییــد کرده انــد، بــدون هیــچ 
ــر  ــدام یــک ممکــن اســت مســیر بهت ــه اینکــه ک اشــاره ای ب
ــوم  ــن بن بســت را مفه ــروج از ای ــای خ ــی از راه ه ــد. یک باش
اســت،  مطــرح  در ساخت شــکنی  کــه  »تصمیم گیــری«، 
ــی  ــری عمل ــدا، تصمیم گی ــد دری ــذارد. از دی ــار می گ در اختی
ــت،  ــی اس ــا دو راه ــی ب ــتلزم رویاروی ــاً مس ــه الزام ــت ک اس
ــرای  ــه ب ــم ک ــئله ای مواجهی ــا مس ــه ب ــی ک ــط هنگام و فق
آن راه حلــی درســت و از پیــش موجــود ارائــه نمی شــود 
ــاب  ــه انتخ ــزام ب ــلاوه، ال ــم. به ع ــی می گیری ــم واقع تصمی
ــت  ــدودی اس ــاس آزادی مح ــن اس ــای نامتعی ــن گزینه ه بی
کــه مشــخصۀ همــۀ اعمــال انســان، از جملــه عمــل مترجــم، 
ــری  ــوارِ تصمیم ناپذی ــون دش ــه از آزم ــی ک ــت؛ تصمیم اس
ــن شــرایطی،  ــه نیســت. در چنی ــم آزادان ــد، تصمی ــور نکن عب
ورود »دیگــری دومــی« کــه انگیــزه اش ممکــن اســت ــــ بــه 
ـــ بــا »دیگری«  ویــژه در دوران کش مکــش آشــکار اجتماعــی ـ
اول در تضــاد باشــد ضــرورت اخلاقــی  صــرف را بــه موقعیــت 
ــد،  ــن دی ــا ای ــد. ب ــل می کن ــی تبدی ــری اخلاق تصمیم ناپذی
ــه ظاهــر غامــضِ متنــی،  ــا دوراهی هــای ب ــه مواجهــه ب ــزام ب ال
بینافــردی و اخلاقــی در فعالیــت مترجمــان ادبــی خللــی 
ــد، بلکــه ســبب می شــود کــه آن هــا در جایــگاه  ایجــاد نمی کن
ــد. ــرار گیرن ــی ق ــی بینا زبان ــه مقلدان ــلاق و ن ــی خ کنش گران
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Listen!
Now listen!
Surely, if the stars are lit
There’s somebody who longs for them,
Somebody who wants them to shine a bit,
Somebody who calls it, that wee speck of 
spittle, a gem?
And overridden 
By blizzards of midday dust,
Tears in to god,
Afraid that it’s too late,
And sobbing,
Kisses the hand outthrust,
Swears
That he can’t, simply can’t bear a starless fate:
There must be a star, there must!
… then goes about anxious,
Though tranquil seeming,
Whispering to somebody,
“you are better?
Not afraid?
All right?”
Now listen!
It must be for somebody stars are set gleam-
ing,
Somebody who longs 
That over the rooftops 
One star at least should come alight?

نمونه های ترجمه دو زبانه

بشنو!
اکنون بشنو!

اگر ستارهها می درخشند 
حتماً به خاطر کسی است که تمام شب چشم به راه 

آنهاست،
کسی که خواهان ذرهای درخشش از آنهاست،

کسی که ستاره را گوهرک درخشان مینامد،
و درخشش ستاره زیباتر از رقص بوران نیمروز است،

ستارهها به سوی خدا میشتابند،
از ترس اینکه مبادا دیر شده باشد،

هقهق کنان میگرید، 
دستی که به سویش آمده را میبوسد، 

سوگند یاد می کند 
نه، نه نمیتواند، این بخت بیستاره را تاب آورد: 

باید، باید ستارهای باشد!
... اضطراب سراسیمه میرود  گرچه آرام مینماید، 

با کسی زمرمه میکند،
»بهتری؟

نمیترسی؟
اوضاع به کام است؟«

اکنون بشنو!
باید به خاطر کسی باشد که ستارهها می درخشند،

کسی که بر فراز بام تمام شب را انتظار میکشد
دست کم یک ستاره باید فرود آید؟

مترجم: مریم سالاری طلب
دانشجوی کارشناسی مترجمی زبان انگلیسی

mary4019.salari@gmail.com :پست الکترونیک
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طنز تنهایی 
 این است که 

همۀ ما در یک زمان احساسش 
می کنیم.

 The irony of loneliness
is we all feel it
 at the same time

البته که می خواهم موفق باشم
اما موفقیت را برای خودم طلب 

نمی کنم
من باید موفق باشم تا

شیر و عسل کافی بدست بیاورم
که کمک کنم به اطرافیانم

تا موفق شوند.

Of course I want to be suc-
cessful
 but I don't crave success for
me
 I need to be successful to
gain
enough milk and honey
 to help those around
me succeed

کار ما باید مجهز کند
نسل بعدی زنان را

تا برتری کنند از ما در هر زمینه ای
این میراثیست

که باقی می گذاریم.
 Our work should equip the
 next generation of women
 to outdo us in every field.
 This is the legacy we'll leave
.behind

مادرم رویاهایش را قربانی کرد
تا من رؤیا کنم.

 My mother sacrificed her
.dreams so I could dream

شاید ما همه مهاجر باشیم
خانه ای را برای خانه دیگری 

می فروشیم
اول رحم را برای هوا ترک 

می کنیم
و بعد حومۀ شهر را برای شهرهای 

کثیف ترک می کنیم
برای جستجوی زندگی بهتر

فقط بعضی از ما کشور را ترک 
می کنیم.

Perhaps we are all immi-
 grants
trading one home for anoth-
 er
 first we leave the womb for
 air
 then the suburbs for the
 filthy city
 in search for a better life
 some of us just happen to
.leave entire countries

به من نگاه میکنی و گریه می کنی
همه چیز درد آوره

من تو را در آغوش می گیرم و 
زمزمه می کنم

اما همه چیز التیام می یابد.
You look at me and cry
everything hurts

I hold you and whisper
.but everything can heal

مترجم: دیبا خلیلی تنها
دانشجوی کارشناسی مترجمی زبان انگلیسی

dibktanha@gmail.com :پست الکترونیک

روپی کاور
روپــی کاور متولــد 4 اکتبــر1992، شــاعر، نویســنده، تصویرگــر، و اجراکننــدۀ کانادایــی هندی تبــار 
اســت. او در کودکــی بــه کانــادا مهاجرت کــرد و از آن زمــان در تورنتو اقامــت دارد. اولین کتاب او 
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میلیــون نســخه در ســطح جهــان فروش کرد و بیشــتر از یک ســال در لیســت پرفروشــترین های 
نیویــورک تایمــز گذرانــد. کتــاب دومــش، خورشــید و گل هایــش ، در ســال 2017 منتشــر شــد.

معرفی



به من نگاه میکنی و گریه می کنی
همه چیز درد آوره

من تو را در آغوش می گیرم و 
زمزمه می کنم

اما همه چیز التیام می یابد.

You look at me and cry
everything hurts
I hold you and whisper
.but everything can heal

وقتی عبارت من ناراحتم
مترادف حالم خوب نمی شه می شود

متوجه می شوی که چقدر درد دارد
شروع کردن به تمام شدن

آنها می آیند
آنها می مانند
آنها می روند

مانند این بود که بدنت را برای 
مرگآاماده کنی

مراسم ختمی که خیلی زود آمد
و هرگز ترک نکرد.

 When the phrase ‘I’m sad’
 becomes synonymous to ‘I
 won’t be okay’ you realize
 how much it hurt beginning
 to end them coming, them
 staying, them leaving was
 like preparing your body for
 death. The funeral that came
.too early and never left تنهایی یک نشانه است که تو نیاز 

شدیدی به خودت داری.
 Loneliness is a sign you are in
.desperate need of yourselfآری. ممکن است

که در یک زمان به یک فرد هم 
عشق و هم تنفر بورزی

من با خودم هرروز این کار را 
می کنم.

 Yes
 it is possible
 to hate and love someone
 at the same time
I do it to myself
.every day

روشی که تو از خودت سخن 
می گویی

روشی که تو خودت را کوچک 
می کنی

آزار است.
the way you speak of your-
self
the way you degrade your-
self
into smallness
.is abuse

اما چه چیزی قویتراست
از قلب انسان

که مدام می شکند
و زنده می ماند

 What is stronger than the
 human heart which shatters
.over and over and still lives

یک نعمت است
که همرنگ زمین باشی

می دانی که هر چند وقت
گلها مرا با خانه شان اشتباه 

می گیرند

 It is a blessing to be the color
 of earth do you know how
 often flowers confuse me for
.home

هیچ چیز برای نگرانی وجود ندارد
خورشید و گلهایش اینجا هستند

There is nothing left to wor-
 ry about, the sun and her
 .flowers are here
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اگر هیچ وقت برای خودت کافی 

نباشی
هیچوقت برای دیگری

کافی نخواهی بود.  If you are not enough for
 yourself you will never be
.enough for someone else
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معرفی تئاتر

در جســتجوی ناکجــا آبــاد یــک تئاتــر موزیــکال بــا موســیقی و ترانه نویســی اســکات فرنــکل و مایــل کــوری و کتابــی از جیمــز گراهــام 
اســت. ایــن موزیــکال الهــام گرفته شــده از نمایشــنامه ای نوشــته شــده در ســال 1998 اســت بــه اســم مــردی کــه پیتــر پــن بــود نوشــتۀ 
الــن نــی و فیلمــی برگرفتــه از همیــن کتــاب بــه اســم در جســتجوی ناکجــا آبــاد. اولیــن اجــرای جهانــی ایــن موزیــکال ســالن تئاتــر 
کــورو در شــهر لســتر در ســال 2012 بــود؛ اجــرای جهانــی دوبــاره ایــن موزیــکال در ســال 2014 در مجموعــه ســالن تئاتــر امریکایــی 
ــرادوی  ــه ب واقــع در کیمبریــج، ماساچوســت، بــود. بــه دنبــال تکمیــل اجــرای کیمبریــج، در مــارس 2015 تولیــدات ایــن موزیــکال ب

منتقــل شــد.
بعــد از 17 مــاه اجــرا در بــرادوی، در 21 اوت 2016 تولیــدات در جســتجوی ناکجــا آبــاد بســته شــد، و یــک تــور ملــی امریــکا در اکتبــر 

2016 شــروع کــرد.

 
ترانۀ پایانی )تمام چیزی که مهم است(

می دونم احساس تنهایی می کنی
اما ما اینجا هستیم کنار تو

او ستاره ها را در آسمان گذاشت
تا بتوانند تو را راهنمایی کنند

و تو او را در خوابهایت خواهی دید
برای سرزمین محال که از انچه که به نظر می رسد 

نزدیک تر است
فقط سعی کن که یادت باشد

تمام چیزهایی که او به تو یاد داد
تو باعث شدی که او افتخار کند که زنده باشد

طرزی که او تو را می ستود
و من می توانم او را در چشمانت ببینم

او همیشه کنارت خواهد بود
وقتی پاهایت به زمین نمی خورند
و نوایت صدایی رادرست نمی کند

تو امن خواهی بود در این مکان بالای ابرها

I know you feel alone
But we are here beside you
She left the stars up in the sky
So they can guide you

And you will see her in your dreams
For neverland is closer than it seems
Just try to remember
All the things she taught you
You made her proud to be alive
How she adored you

And I can see her in your eyes
She’ll always be there by your side

When you feet don’t touch the ground
And you voice won’t make a sound
 You’ll be safe in this place above the
clouds
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ترانۀ باور
می بینمش دور همه

در هر رنگی
در هر بعدی

تاجگذاری دوباره
و اگر سیاه است، پس سفید است

و وقتی که تاریک است، پس نور است
پس همۀ فضاها را

با مکان های تخیلی پر کن
خیلی طاقت فرساست وقتی کس دیگری نمی بینه

چیزهایی که تو می بینی
پس برای حالا فقط یک توهم است، گیجی

مگر اینکه تو کسی باشی که باور می کند
وقتی نگاه می کنی بهم بگو چی می بینی؟

...
فقط تخیل

و یک تفکر خلاق
ندای زندگی ما

هیچ وقت قرار نبوده که خسته کننده باشه

I see it all around us
In every single color
And every dimension
Crowns the reinvention
And if it is black then it’s white
And when it is dark then it’s light
So fill in all the spaces
With imaginary places
It’s so frustrating
When no one else sees
Everything you see
,So for now it is just an illusion, confusion
Unless you’re someone who believes
?When you look tell me what do you see
 …
Just imagination
A creative speculation
Our lives calling
Was never meant to be boring

چیزی در مورد امشب
می تونم حسش کنم

پیش بینی ام در هواست
چیزی ورای مقایسه

با هرشب دیگریست سوگند می خورم
می توانم حس کنم قلبم بیش از حد تند می زند

دیگر از نگاه کردن به گذشته خبری نیست
می شود این دفعه بالاخره همان دفعۀ موعود باشد؟

...
چیزی در مورد امشب است که نمی توانم بیان کنم

هیجان زده یا عصبی بودن
چگونه پایان می یابد، نمی توانم حدس بزنم

اما چیزی در مورد امشب است که نمیتوانم نادیده بگیرمش
تمام عرق ها و اشک ها و بیشتر

باعث شده اند این ارزش جنگیدن را پیدا کند
اگر شانسی بخواهد وجود داشته باشد این می تواند انی باشد که 

انتظارات ما را شکست می دهد

I can feel it
Anticipation in the air
Something just beyond compare
To any other night I swear
 I can feel my heart is beating much too
fast
No more looking to the past
?Could this be the one at last
…
 Something about this night that I cannot
express
Excitement or nervousness
How intent I couldn’t guess
 But there is something about this night
that I just can’t ignore
All the sweat and tears and more
Have made this all we’re fighting for
 If there is one chance this could be the one
to beat our expectations
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مقاله شماره یک

ــدی،  ــزان علاقمن ــه می ــن ب ــی ای ــت. ول ــیرین اس ــه ش کار ترجم
ــم  ــت مترج ــل و موفقی ــرعت عم ــارت، س ــش، مه ــعت دان وس
ــک  ــازه کار( از ی ــم ت ــم )مترج ــر مترج ــه اگ ــرا ک ــتگی دارد. چ بس
روش اصولــی اســتفاده نکنــد، بــه پیــچ و خمهــای کار واقف نباشــد، 
از امکانــات یــا ضعفهــای خــود بی اطــلاع باشــد، بــدون تردیــد از راه 
نرســیده دچــار ســردرگمی و خســتگی شــده و چــون از پیشــرفت 
کار ناراضــی و نســبت بــه پایــان آن ناامیــد اســت، دیر یــا زود از کار 
ترجمــه منزجــر می شــود. ایــن درســت مثل آن اســت که از کســی 
خواســته شــود بــدون دانــش آشــپزی و ابزارهــا و لــوازم آشــپزی، 
غــذا درســت کنــد! لــذا بدیهــی اســت کــه آشــنائی بــا یــک رشــته 
اصــول منطقــی و آگاهــی از جنبه هــای مختلــف کار، چــه از لحــاظ 
علمــی و نظــری و چــه از لحــاظ عملــی، باعــث پیدایــش و افزایش 
اعتمــاد بــه نفــس و امیــدواری در مترجــم شــده و او را در راهــی که 
ــد. ــخ تر می کن ــر و راس ــبین تر، مصمم ت ــت خوش ــاده اس ــدم نه ق

ــات  ــه عملی ــن اســت ک ــاً ای ــن نوشــته صرف ــده از ای ــدف نگارن ه
ــه مترجــم نوآمــوز  ــه ب ــه مرحل ــه ب ــه گام و مرحل ترجمــه را گام ب
نشــان دهــد تــا او را بــا خلاصــه ای از تصویــر عوامــل عینــی و ذهنی 
و فعالیتهــای فکــری و عملــی دخیــل در فراینــد ترجمــه آشــنا کنــد.

مقدمه:
ــی و  ــای ذهن ــی از فعالیته ــد، ترکیب ــک فراین ــۀ ی ــه مثاب ــه ب ترجم
ــی همــۀ آن  ــای ذهن ــرد. منظــور از فعالیته مکانیکــی را در برمی گی
فعــل و انفعالاتــی اســت کــه در ذهــن مترجــم صــورت می گیــرد و 
طــی آن، معنــا و مفهــوم یــا پیــام یــک واژه، عبــارت یــا جملــه ای از 
یــک زبــان اســتخراج شــده و بــه واژه، عبــارت یــا جملــه ای در زبان 
ــدأ  ــان مب ــان اول را زب ــت، زب ــن حال ــود. در ای ــوار می ش ــر س دیگ
ــب،  ــن ترتی ــه همی ــد. ب ــد  می گوین ــان مقص ــدی را زب ــان بع و زب
ــه  ــم ترجم ــه می خواهی ــت ک ــی اس ــای متن ــه معن ــدأ ب ــن مب مت
ــان  ــه زب ــه ب ــی حاصــل آن ترجمــه، ک ــن مقصــد یعن ــم و مت کنی
ــک  ــی را ی ــر پیام ــر ه ــلاوه، اگ ــت. به ع ــده اس ــته ش ــد نوش مقص
ــر  ــان و گرام ــر زب ــای ه ــم و حــروف و صداه ــر بگیری ــز در نظ رم
آنهــا را کلیــد آن رمــز بــه حســاب آوریــم، اســتخراج معنــا از یــک 
واژه یــا جملــۀ زبــان مبــدأ را رمزگشــائی و بیــان همــان معنــا را بــه 
ــد.  ــذاری می گوین ــد رمزگ ــان مقص ــه ای در زب ــا جمل ــک واژه ی کم
ایــن بخــش از فراینــد ترجمــه نــه تنهــا دانــش زبانــی مترجــم و 
شــناخت او از ســاختارها و معنــی شناســی و کاربردشناســی هــر دو 
زبــان مبــدأ و مقصــد را طلــب می کنــد، بلکــه اطلاعــات عمومــی و 
تخصصــی او، قــوۀ ادراک و شــناخت او از جهــان و آگاهی او از انواع 
جنبه هــای تعامــل ارتباطــی بیــن انســانها نظیــر ســن، جنســیت، 
نــژاد، مذهــب، نســبت، شــغل، موقعیــت زمانــی و مکانــی و غیــره 
ــه  ــد ترجم ــی فراین ــی بخــش مکانیک ــردد. ول ــز شــامل می گ را نی
عبــارت از فعالیتهایــی ماننــد خوانــدن، نوشــتن، رجــوع کــردن بــه 
منابــع مختلــف، مــرور کــردن، تجدیدنظــر کــردن، اصــلاح کــردن، 
ــردن و  ــپ ک ــردن، تای ــردن، حــذف ک ــردن، انتخــاب ک ــا ک جابج
ــی  ــد ذهن ــوازات فراین ــه م ــان و ب ــب همزم ــه اغل ــت ک ــره اس غی
ترجمــه صــورت مــی گیــرد. مترجــم درانتهــای فراینــد ترجمــه بــه 
ــد  ــه آن می گوین ــد کــه ب ــان مقصــد دســت می یاب ســاختاری از زب
ــا  ــارت ی ــه، عب ــان کلم ــع هم ــادل در واق ــور از مع ــادل. منظ مع
جملــه ای در زبــان مقصــد اســت کــه مــی توانــد معنــا و مفهــوم 
ــام گوینــدۀ  ــا پی ــدأ، یعنــی منظــور ی ــۀ مب ــا جمل ــارت ی کلمــه، عب

زبــان مبــدأ را برســاند. مثــلاً اگــر گوینــده یــا نویســندۀ انگلیســی 
گفتــه باشــد )It doesn’t matter( و مترجــم در ترجمــۀ همیــن 
ــم  ــم نیســت(، چــون )مه ــه فارســی نوشــته باشــد: )مه ــه ب جمل
ــس  ــاند، پ ــی را می رس ــدۀ انگلیس ــور گوین ــا منظ ــت( دقیق نیس
معادلــی قابــل قبــول بــرای جملــۀ انگلیســی محســوب می شــود. 
ــری  ــزاء کوچکت ــه اج ــه را ب ــد ترجم ــی فراین ــر کل ــون تصوی اکن
تقســیم مــی کنیــم و بــا بررســی یــک یــک آنهــا در واقــع 
یــا  اســلوب  یــک  شــکل  بــه  را  ترجمــه  اصولــی  روش 
ــم. ــاد می گیری ــرده و ی ــن ک ــفاف تمری ــاده و ش ــتورالعمل س دس

*گام اول:
متنــی را کــه مــی خواهیــم ترجمــه کنیــم متــن مبــدأ )ST( مــی 
ــا شــفاهی باشــد و  ــی ی ــی ممکــن اســت کتب ــن متن ــد. چنی گوین
ممکــن اســت صرفــاً از یــک واژه یــا یــک عبــارت کوتــاه تشــکیل 
شــده باشــد و یــا بــه انــدازۀ یــک جملــه، یــک پاراگــراف، مقالــۀ 
ــه  ــد. جمل ــدی باش ــاب چندجل ــک کت ــا ی ــه ای و ی ــد صفح چن
مناســب ترین واحــد ســاختاری در بحــث مقدماتــی ترجمــه 
ــام  ــزاره و پی ــاد و گ ــارت، دارای نه ــرا، برخــلاف واژه و عب اســت زی
)message( مشــخصی اســت. بررســی ترجمــه بــر مبنــای 
جملــه در مواقعــی کافــی نیســت کــه مفهــوم پیــام آن بــه جمــلات 
قبلــی و بعــدی و بــه عناصــر غیــر زبانــی ماننــد موقعیــت مکانــی 
و زمانــی، رابطــۀ بیــن گوینــده و مخاطــب، پوشــیده بــودن نیــت 
اصلــی یــا در لفافــه بــودن منظــور اصلــی گوینــده و اســتعاری یــا 
ــا برایــن، وقتــی  ضمنــی بــودن معانــی بســتگی داشــته باشــد. بن
ــت(  ــل رف ــازمان مل ــه س ــوان ب ــن می ت ــۀ )از آرژانتی ــا جمل ــه ب ک
مواجــه مــی شــویم، مــی دانیــم کــه حــد اقــل دو نــوع پیــام در 
ـــ می توانیــم یــا می  ایــن جملــۀ فارســی نهفتــه اســت: پیــام اول   ـ
توانیــد از کشــور آرژانتیــن بــه ســازمان ملــل در نیویــورک برویــد و 
پیــام دوم ــــ مــی توانیــم یــا مــی توانیــد از میــدان آرژانتیــن بــه 
ــا  ــد. ب ــان قائــم مقــام فراهانــی بروی ــر ســازمان ملــل در خیاب دفت
کمــی دقــت، خواهیــد دیــد کــه پیــام اول فقــط بــه ســاختار جملــه 
و بــه معنــای کلماتــی بســتگی دارد کــه جملــه را تشــکیل داده انــد. 
امــا درک پیــام دوم تنهــا زمانــی مقــدور اســت کــه بدانیــم گوینــده 
و شــنونده در تهــران هســتند یــا در هــر جــای دنیــا باشــند راجــع 
ــر  ــه دفت ــران ب ــن ته ــدان آرژانتی ــن از می ــکان رفت ــران و ام ــه ته ب
ــت  ــی صحب ــام فراهان ــم مق ــان قائ ــع در خیاب ــل واق ــازمان مل س
ــام اول  ــه پی ــردن ب ــی ب ــرای پ ــد. نتیجــه اینکــه، مترجــم ب می کنن
فقــط بایــد ســاختار گرامــری آن را تجزیــه و تحلیــل کند و دانســتن 
معنــی لغــات و رابطــۀ دســتوری بیــن آنهــا، نظیــر فعــل و فاعــل، 
اســم و صفــت، مســند و مســند الیــه، مضــاف و مضــاف الیــه و 
غیــره بــرای ترجمــه کافــی خواهــد بــود. امــا بــرای پــی بــردن بــه 
پیــام دوم، عــلاوه بــر تحلیــل دســتوری جملــه، تحلیــل کلامــی آن 
نیــز بــرای ترجمــۀ دقیــق ضــرورت دارد. در انگلیســی بــه تحلیــل 
ــم  ــی مترج ــن یعن ــد )discourse analysis( و ای کلام می گوین
بایــد ببینــد گوینــده و شــنونده دقیقــا چــه کســانی هســتند، کجــا 
هســتند، بــا هــم چــه نســبتی دارنــد، منظورشــان از انتخــاب ایــن 
ــی  ــت و ال ــوص چیس ــه خص ــلاح ب ــا اصط ــه ی ــا آن واژه، جمل ی
ــم  ــن یــک داســتان، نمایشــنامه، فیل ــات در مت ــن اطلاع آخــر. ای
ــره،  ــی و کلاس و غی ــل مهمان ــی مث ــت اجتماع ــک موقعی ــا ی ی
ــه ای  ــد. لیکــن از جمل ــه دســت مــی آی ــه خــود ب ــب خــود ب اغل
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ــه ای در خــارج از بافــت اجتماعــی  ــۀ جدابافت ــه صــورت تافت ــه ب ک
قــرار گرفتــه باشــد نمی تــوان بــه چنیــن اطلاعاتــی دســت یافــت.

*گام دوم:
بــا در نظــر گرفتــن تفــاوت بیــن پیــام ظاهــری و پیــام ضمنــی یــا 
اســتعاری جمــلات، فــرض کنیــم کــه صرفــا بــرای پــی بــردن بــه 
ــم.  ــل کنی ــاختار آن را تحلی ــم س ــه می خواهی ــری جمل ــام ظاه پی
بــرای ایــن کار، نخســت بایــد جملــه را بــه نهــاد و گــزاره تقســیم 
ــاره اش  ــی در ب ــه اطلاعات ــت ک ــی اس ــا کس ــزی ی ــاد چی ــرد. نه ک
اعــلام می شــود و گــزاره همــان اطلاعاتــی اســت کــه دربــارۀ نهــاد 
اعــلام میگــردد. ایــن تقســیم بنــدی زمانــی بســیار مهــم اســت کــه 
بــا جملــه ای بــزرگ و طولانــی، حتــی بــه انــدازۀ دو ســه ســطر یــا 
بیشــتر، مواجــه شــده باشــیم. چنیــن پدیــده ای نبایــد دانشــجوی 
مترجمــی را نگــران کنــد. کافــی اســت بدانیــم کــه هــر جملــه ای 
اساســاً از همــان نهــاد و گزاره تشــکیل شــده اســت و علــت طولانی 
بــودن جمله هــا ایــن اســت کــه یــا اســمی را در قســمت نهــاد یــا 
گــزاره بــا اســتفاده از یــک یــا چنــد صفــت و حــرف تعریــف و غیره 
و نیــز فعلــی را در قســمت نهــاد یــا گــزاره بــا اســتفاده از یــک یــا 
چنــد متمــم و قیــد و مفعــول توصیــف کــرده و گســترش داده انــد.

*گام سوم:
ــر  ــه ب ــام جمل ــر پی ــزاره، اگ ــاد و گ ــردن نه ــخص ک ــد از مش بع
اســاس معنی هائــی کــه می دانیــم روشــن باشــد، ترجمــۀ جملــه 
را بــه زبــان مقصــد می نویســیم. ولــی در مــورد جمله هــای 
ــا یــک مــرور ســریع،  ــد نیســت ب ــاد، ب بلنــد و دارای واژه هــای زی
ــز واژه هــای همنشــین  نخســت واژه هــای مهــم و ناشــناس و نی
ــا در خــود متــن  ــه در دفتــری یادداشــت نمــوده و ی آن را جداگان
بــا قلــم رنگــی یــا هــر نــوع روش علامت گــذاری برجســته کنیــم. 
ــه  ــتند ک ــی هس ــین )collocations( واژه های ــای همنش واژه ه
معمــولا بــه صــورت اســتاندارد در کنــار هــم قــرار گرفتــه و بــا هــم 
ــه(،  ــتن ب ــتگی داش ــر )بس ــای نظی ــلا عبارته ــد. مث ــه کار می رون ب
ــن(،  ــه راه انداخت ــکیل دادن(، )ب ــه تش ــتن از(، )جلس ــر داش )تنف
ــه  ــا توجــه ب ــه(، )ب ــم اینک ــی رغ ــا )عل ــردن( ی ــزار ک )ســمینار برگ
ــای  ــره از واژه ه ــر( و غی ــر بهت ــه زودت ــه(، )هرچ ــت ک ــن واقعی ای
همنشــین تشــکیل شــده اند. همچنیــن بایــد ببینیــم چــه واژه هــا و 
اصطلاحاتــی بــه نظــر جدیــد می آینــد. آنــگاه بــا اســتفاده از یــک 
یــا چنــد فرهنــگ دو زبانــه انگلیســی بــه فارســی یــا فارســی بــه 
انگلیســی و یــا فرهنگهــای ســایر زبانهــا ــــ بســته بــه اینکــه از چــه 
زبانــی بــه چــه زبانــی ترجمــه مــی کنیــم ــــ معانــی آن لغــات و 
عبارتهــای جدیــد را پیــدا کــرده و در جلــو آنهــا یادداشــت می کنیــم.

*گام چهارم:
ــا از  ــه م ــی ک ــا معنی های ــه ب ــد، ترجمــۀ جمل ــم دی ــب خواهی اغل
ــه  ــی از اینک ــا حت ــد. بعضی ه ــور درنمی آی ــم، ج ــی دانی ــل م قب
ــی  ــان نم ــۀ ش ــه درد ترجم ــان ب ــۀ ش ــود در حافظ ــای موج معن
خــورد تعجــب مــی کننــد. در ایــن گونــه مــوارد، بهتــر اســت توجــه 
داشــته باشــیم کــه آن لغــت یــا عبــارت ممکــن اســت معنــا یــا 
معانــی دیگــری نیــز داشــته باشــد کــه مــا از آن بــی خبریــم. بــه 
 )party( ــه واژۀ ــیم ک ــه باش ــلا یادگرفت ــاید قب ــال، ش ــوان مث عن
یعنــی مهمانــی. امــا همیــن واژه در عبــارت )third party( یعنــی 
شــخص و در عبــارت )French Socialist Party( یعنــی: حــزب 
ــن  ــی ممک ــی طــرف. حت ــارت )the other party( یعن و در عب
اســت بــا چندیــن معنــای کلمــه ای قبــلا آشــنا شــده باشــیم ولــی 
بــاز هــم ببینیــم کــه هیــچ یــک از آن معانــی مشــکل ترجمــۀ مــا 
ــه  ــه آن کلم ــم ک ــه بگیری ــد نتیج ــوراً بای ــذا ف ــد. ل ــل نمی کن را ح
ــا از آن  ــی دیگــری هــم داشــته باشــد کــه م ــا معان ــا ی ــد معن بای
ــلاً  ــم. مث ــه آن برنخورده ای ــون ب ــا کن ــا ت ــلاع هســتیم و ی ــی اط ب
می دانیــم کــه واژۀ )record( یعنــی صفحــۀ گــرام یــا گرامافــون، 

ــه،  ــردن، صورتجلس ــط ک ــدرک، ضب ــابقه، م ــته، س ــده، گذش پرون
 record( ــارت ــۀ عب ــه، در ترجم ــال آنک ــره. ح ــک و غی ــام نی ن
loss( ایــن معانــی فایــده ای ندارنــد و لــذا بایــد رفــت بــه ســراغ 
 )record( یــک فرهنــگ خــوب و کامــل تــا معلــوم شــود کــه واژۀ
ــود:  ــی ش ــی آن م ــی رود و معن ــه کار م ــم ب ــت ه ــش صف در نق
بی ســابقه، بیشــترین، حداکثــر. آنــگاه خواهیــم دیــدی کــه 
ــابقه،  ــارت بی س ــود: خس ــارت )record loss( می ش ــۀ عب ترجم
بیشــترین ضــرر، ســنگین ترین زیانــی کــه تــا بــه حــال وارد شــده.

*گام پنجم:
در مرحلــۀ جســتجوی واژه هــای جدیــد و تحقیــق در مــورد معانــی 
آنهــا و توجــه بــه نقــش و معنــای جدیــد برخــی واژه هــای آشــنا 
و یادداشــت کــردن معنــای جدیــد آنهــا، گاهــی نیــز بــه عبارتهائــی 
ــکیل  ــنائی تش ــلا آش ــات کام ــراً از کلم ــه ظاه ــم ک ــی خوری برم
شــده انــد ولــی همنشــینی آنهــا بــه عنــوان یــک گــروه یــا عبــارت 
خــاص، معنــای خاصــی بــه آنهــا بخشــیده اســت کــه بــا معانــی 
خــود آن واژه هــا بســیار متفــاوت اســت. بــه عنــوان مثــال، مــی 
ــه دســت آوردن، گرفتــن، کســب  ــی ب دانیــم کــه واژۀ )get( یعن
 )get on the bus( کــردن و غیــره. امــا در عبارتــی ماننــد
ایــن معنی هــا بــه درد نمی خــورد و کل عبــارت یعنــی: ســوار 
 )let( اتوبــوس شــدن. بــه عنــوان مثالــی دیگــر، مــی دانیــم کــه
 )out of( ،ــه ــا گذاشــتن، )cat( یعنــی: گرب یعنــی: اجــازه دادن ی
ــره.  ــا توب ــه ی ــی: کیس ــرون و )bag( یعن ــه بی ــرون از، ب ــی: بی یعن
ــه وجــود  ــی ب ــا عبارت ــروه ی ــن واژه هــا، گ ــا از همنشــینی همی ام
می آیــد کــه معنــای آن بــا معنــای تــک تــک واژه هــای تشــکیل 
دهنــده اش کامــلا فــرق مــی کنــد: )ســری را فاش کــردن، لــو دادن 
ــی.( ــی از روی بی احتیاط ــن کس ــی از ده ــن حرف ــک راز، در رفت ی

ــان  ــان فارســی، اصطلاحــات و در زب ــه ســاختارها در زب ــه اینگون ب
ــد  ــات، بای ــورد اصطلاح ــد. در م ــی گوین ــی )idioms( م انگلیس
ــولا  ــی اص ــجوی مترجم ــا دانش ــازه کار و ی ــم ت ــه مترج ــت ک گف
ــن  ــا در مت ــخیص آنه ــت، تش ــت: نخس ــکل روبروس ــا دو مش ب
ــان  ــا در زب ــرای آنه ــح ب ــای صحی ــن معادله ــدأ و ســپس، یافت مب
ــاد  ــل ی ــر اصطلاحــی را از قب ــذا اگ ــن مقصــد. ل ــرای مت مقصــد ب
ــه،  ــک جمل ــخیص آن در ی ــیم، تش ــرده باش ــظ نک ــه و حف نگرفت
ــه  ــا ب ــه و ســخنرانی تنه ــا مقال ــن یــک گفتگــو ی ــا مت ــراف ی پاراگ
ــدۀ آن بســتگی  ــای تشــکیل دهن ــی واژه  ه ــودن معان ــط ب ــی رب ب
ــه  ــم گرفت ــواده ای تصمی ــای خان ــر اعض ــلا اگ ــت. مث ــد داش خواه
انــد پــدر خانــواده را بــا یــک مهمانــی و جشــن اعــلام نشــده ای 
ــا ســفارش  ــه بچه ه ــادر ب ــد و م ــر کنن ــد غافلگی ــل جشــن تول مث
 Be careful not to let the cat out of the( مــی کنــد
bag( کــه بــه طــور تحت الفظــی یعنــی: )مواظــب باشــید نگذاریــد 
گربــه از کیســه خــارج شــود(، بــا توجــه بــه اینکــه قبــلا صحبتــی 
ــی  ــه معان ــد ب ــوده اســت، مترجــم بای ــه و کیســه در کار نب از گرب
تحــت الفظــی آن واژه هــای همنشــین شــک کــرده و دســت بــه 
ــه  ــد شــد ک ــردن ســبب خواه ــن شــک ک ــد. همی ــی بزن گمانه زن
ــد  ــد و ببین ــوع کن ــود رج ــات خ ــای لغ ــه فرهنگه ــر ب ــار دیگ وی ب
ــورت  ــه ص ــا ب ــی و ی ــه تنهائ ــا )bag( ب ــلا واژۀ )cat( ی ــا مث آی
یــک اصطــلاح چنــدواژه ای معنــای دیگــری هــم دارنــد یــا خیــر. 
ــای  ــه فرهنگه ــه ب ــرگاه مراجع ــه ه ــت ک ــادآوری اس ــه ی لازم ب
انگلیســی بــه فارســی بــه حــل ایــن مشــکل کمــک نکــرد، بایــد 
بــه فرهنگهــای انگلیســی بــه انگلیســی رجــوع کنیــم. اگــر از ایــن 
ــگ  ــد فرهن ــا چن ــک ی ــه ی ــد ب ــم، بای ــه ای نگرفتی ــم نتیج کار ه
ــم. ــتخراج کنی ــی لازم را اس ــرده و معان ــه ک ــات مراجع اصطلاح

نــوع دیگــری از دســتۀ واژگانــی یــا مجموعــۀ واژه هــای همنشــین، 
عبارتهــا و جمله هائــی اســت کــه در فارســی بــه آنهــا )ضرب المثــل( 
و در انگلیســی بــه آنهــا )proverb( مــی گوینــد. برخــلاف 
ــخص  ــاص، ش ــز خ ــک چی ــه ی ــه ب ــات )idioms( ک اصطلاح
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ــد، ضــرب  ــت می کنن ــت خاصــی دلال ــل و وضعی ــا عم خــاص، ی
المثلهــا بــا اشــاره بــه یــک حقیقــت کلــی، بــرای پنــد و انــدرز دادن 
و راهنمائــی اخلاقــی بــه کار مــی رونــد. منبــع و سرچشــمۀ ضــرب 
المثلهــا معمــولا ســخنان حکیمانــه در فرهنگهــای آبــاء و اجــدادی 
ــران سیاســی  ــان و دانشــمندان و رهب ــات قصــار ادیب ــا، کلم ملته
ــت.  ــی اس ــات مذهب ــمانی و روای ــای آس ــی درکتابه ــا کلام اله و ی
ــیرازی:  ــول ســعدی ش ــه ق ــم ب ــی می گوئی ــال، وقت ــوان مث ــه عن ب
ــان  ــت ج ــزد آن گرف ــود/ م ــر نمی ش ــج میس ــج، گن ــرده رن )ناب
بــرادر کــه کار کــرد( و یــا طبــق فرمایــش قــرآن )لیــس للانســان 
الا مــا ســعی( و بــه قــول ترکهــا و آذریهــا: )ایشــله میــه ن دیشــله 
مــز( و بــه قــول انگلیســی ها : )No pain. No gain(، در واقــع 
ــا ســخنان خــود اســتفاده  ــارات ی ــان اظه ــی در می از ضــرب المثل
می کنیــم کــه حــاوی یــک درس، پیــام یــا هشــدار اخلاقــی 
ــن  ــم چنی ــد بتوانی ــت بای ــردن، نخس ــه ک ــگام ترجم ــت. هن اس
عبارتهــا و جملاتــی را نیــز تشــخیص دهیــم و ســپس بــا مراجعــه 
ــا فرهنگهــای مخصــوص اصطلاحــات و  ــه فرهنگهــای عمومــی ی ب
ضرب المثلهــا )ماننــد امثــال و حکــم مرحــوم علــی اکبــر دهخــدا 
و دیگــر منابــع یــک زبانــه و دو زبانــه یــا ســه زبانــه( تحقیــق کنیــم 
ــم. ــت نمائی ــرده و یادداش ــدا ک ــا را پی ــب آنه ــای مناس و معادله

*گام ششم:
ــۀ  ــه و ثانوی ــی اولی ــه معان ــردن ب ــی ب ــردن و پ ــدا ک ــد از پی بع
لغــات و تحقیــق در مــورد معانــی جدیــد آنهــا و معنــای مجــازی 
ــر  ــی و دیگ ــای احتمال ــرب المثله ــات و ض ــتعاری اصطلاح و اس
اطلاعــات نهفتــه در واژه هــا و عبارتهــا، نوبــت می رســد بــه معانــی 
ــۀ  ــخیص و ترجم ــه تش ــلات، ک ــات و جم ــر کلم ــه در گرام نهفت
درســت آنهــا بــه معلومــات دســتوری مترجــم و بــه تســلط او بــه 
گرامــر زبــان مبــدأ بســتگی دارد. فــرض می کنیــم کــه بــه عنــوان 
ــم:  ــی بگوئی ــان انگلیس ــه زب ــم ب ــی می خواهی ــجوی مترجم دانش
دوســت مــن در شــیراز زندگــی مــی کنــد ولــی منزلــش در 
ــیم: ــد بنویس ــه را بای ــن جمل ــمت اول ای ــا قس ــت. آی ــران اس ته

 My friend is living( یا )My friend lives in Shiraz(
?)in Shiraz

ــان حــال ســاده اســتفاده شــده، حــال  در ترجمــۀ نخســت از زم
ــده  ــتفاده ش ــتمراری اس ــال اس ــان ح ــۀ دوم از زم ــه در ترجم آنک
ــن  ــت م ــه دوس ــد ک ــان می ده ــاده نش ــال س ــان ح ــت. زم اس
همیشــه ســاکن شــیراز اســت، امــا زمــان حــال اســتمراری بیانگــر 
ــرد  ــی ب ــر م ــه س ــیراز ب ــت در ش ــور موق ــه ط ــه وی ب ــت ک آنس
)مثــلاً بــرای تعطیــلات یــا گذرانــدن یــک دورۀ آموزشــی یــا انجــام 
ــی ــۀ انگلیس ــه جمل ــۀ س ــا در ترجم ــت اداری(. و ی ــک مأموری ی

 You must go(، )You have to go(، )You should(
go( و )You are supposed to go( در فارســی می گوئیــم: 
ــن  ــاوت بی ــا و تف ــق آنه ــوم دقی ــا مفه ــی آی ــروی(. ول ــد ب ــو بای )ت
ــی  ــا م ــه م ــی ب ــر انگلیس ــم؟ گرام ــا را می دانی ــی آنه ــام اصل پی
ــده  ــرف گوین ــه از ط ــاند ک ــاری را می رس ــه )must( اجب ــد ک گوی
ــی  ــاری را م ــردد.   )have to( اجب ــل می گ ــب تحمی ــه مخاط ب
ــت.  ــنونده اس ــا ش ــده ی ــار و ارادۀ گوین ــارج از اختی ــه خ ــاند ک رس
)should( صــلاح بــودن، بهتــر بــودن، قابــل توصیــه بــودن 
 are supposed( ــد و ــان می کن ــده بی ــب گوین ــی را از جان عمل
ــی را  ــرار قبل ــده و ق ــن ش ــش تعیی ــف از پی ــه و تکلی to( وظیف
ــه  ــی ک ــۀ جملات ــار ترجم ــت و اعتب ــور صح ــاند. همین ط می رس
ــه  ــوط ب ــل درســت شــده اند من ــا مصــدر کام ــا مصــدر ســاده ی ب
ــۀ  ــلا دو جمل ــت. مث ــتوری آنهاس ــش دس ــم از نق ــناخت مترج ش
ــد: ــا هــم مقایســه کنی ــد و ســپس ب ــه فارســی برگردانی ــر را ب زی

 The scientist is said to live in a small village
.across the river

 The scientist is said to have lived in a small
.village across the river

در جملــۀ اول از مصــدر ســادۀ )to live( و در جملــۀ دوم از 
مصــدر کامــل )to have lived( اســتفاده شــده اســت. مصدرهــا 
ــال  ــل افع جــزو فعل واره هــا )verbals( هســتند و فعل واره هــا مث
صرف شــده نیســتند کــه شــخص و زمان مشــخصی داشــته باشــند. 
ــا ایــن حــال، تفــاوت بیــن حــال و گذشــته و بیــن یــک عمــل  ب
تمــام شــده و ناتمــام را نشــان مــی دهنــد. از اینــرو، جملــۀ اول 
یعنــی: )مــی گوینــد کــه ایــن دانشــمند در دهکــده ای در آن ســوی 
رودخانــه زندگــی مــی کنــد( و جملــۀ دوم یعنــی: )می گوینــد ایــن 
ــرد  ــی می ک ــه زندگ ــوی رودخان ــده ای در آن س ــمند در دهک دانش
ــون  ــرده اســت(. اکن ــوت ک ــا ف ــه ی ــــ و حــالا دیگــر از آنجــا رفت
ببینیــد آیــا گرامرهــای لازم بــرای ترجمــۀ چنــد جملــۀ فارســی زیــر 
ــده  ــد: )ای کاش الکترونیــک نخوان ــه خاطــر داری ــه انگلیســی را ب ب
بــودم(، )ایــکاش پــول بیشــتری داشــت(، )اگــر تصادفــاً پــدرم را 
پیــدا کردیــد بــه او بگوئیــد بــه کمکــش احتیــاج دارم(، )لازم نبــود 
ــد چــون امــروز  ــد و خوشــحالم کــه نیامدی ــه کلاس بیائی امــروز ب
تعطیــل اســت(، )لازم نبــود امــروز بــه کلاس بیائیــد چــون امــروز 
تعطیــل اســت و مــن متأســفم کــه وقتتــان را هــدر دادیــد(، )کلــی 
ــم) ــه منتظری ــت ک ــاعت اس ــت(، )دو س ــش اس ــاری در پی گرفت

*گام هفتم:
ــوع واژگان و  ــی ن ــن بررس ــدأ، ضم ــن مب ــل مت ــه و تحلی در تجزی
ــن  ــی و ضم ــندۀ اصل ــط نویس ــده توس ــاب ش ــاختارهای انتخ س
 )style( بررســی معانــی آنهــا، لازم اســت کــه مترجــم بــه ســبک
ــری در  ــم دیگ ــل مه ــه عام ــز ک ــدأ نی ــن مب ــورد اســتفاده در مت م
تعییــن شــیوۀ بیــان او در زبــان مقصد اســت، توجــه نمایــد. منظور 
از ســبک، شــیوۀ بیــان رســمی، غیــر رســمی، ادبــی، کوچــه بــازاری، 
لفــظ قلــم یــا کتابــی، محــاوره ای، علمــی، فنــی، خشــک، طنزآمیز، 
کنایــه آمیــز و غیــره اســت کــه خــاص یــک فــرد یــا خــاص یــک 
قشــر و طبقــۀ اجتماعــی اســت: ماننــد ســبک نویســندگانی چــون 
آل احمــد، جمالــزاده، صــادق هدایــت، چخــوف، بالــزاک، دیکنــز 
و غیــره در نوشــتن، ســبک خوانندگانــی مثــل بدیــع زاده، محمــد 
نــوری، بنــان، خانم قانم و غیره در آواز و ســبک حــرف زدن بازاریها، 
ــدیها،  ــهریها، داش مش ــالا- ش ــهریها، ب ــن- ش ــجویان، پائی دانش
دیپلماتهــا و غیــره در محیطهــای خــاص خودشــان. لــذا در جائــی 
کــه متــن مبــدأ بــا ســبک عامیانــه ای نوشــته شــده، مترجــم نبایــد 
در ترجمــه از ســبک علمــی و رســمی و یــا خیلــی ادبــی اســتفاده 
ــه در آن  ــه ای نیمــه رســمی ک ــلا در مصاحب ــد و بالعکــس. مث کن
ــاید  ــد، ش ــت می کن ــکار صحب ــر بی ــک کارگ ــا ی ــگر ب ــک گزارش ی
 )?How did you becom unemployed( :ســؤالی مثــل
را اینطــور ترجمــه کنیــم: )چطــور شــد کــه انداختنــدت بیــرون؟(

ــه و  ــش از حدعامیان ــن بی ــه لح ــن جمل ــه ای ــت ک ــی اس بدیه
ــم  ــوض کنی ــت آن را ع ــر اس ــزی دارد و بهت ــن آمی ــی توهی حت
ــه  ــد ک ــور ش ــا )چط ــدید؟( ی ــکار ش ــرا بی ــیم: )چ ــاً بنویس و فرض
شــغلتان را از دســت دادیــد؟( یــا برعکــس، در ترجمــۀ جملــه ای 
 ،)I am writing a report on unemployment( :ماننــد
ــون  ــی پیرام ــون گزارش ــم اکن ــب ه ــیم: )اینجان ــته باش ــر نوش اگ
ــان  ــۀ م ــی آورم(، جمل ــر در م ــتۀ تحری ــه رش ــکاری ب ــألۀ بی مس
ــت و  ــی اس ــروری ادب ــور غیرض ــه ط ــمی و ب ــد رس ــش از ح بی
ــت  ــی اس ــه، کاف ــن جمل ــای ای ــه ج ــت. ب ــب نیس ــذا مناس ل
بنویســیم: )بنــده دارم گزارشــی دربــارۀ بیــکاری می نویســم(.
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Dreams

?What it is a dream

 Dreams are stories and images that our minds create
 while we sleep. Also they usually occur involuntarily
 in the mind during certain stages of sleep. They can
be entertaining, fun, romantic, disturbing, frighten-
.ing, and sometimes bizarre

 They are an enduring source of mystery for scientists
.and psychological doctors

?How often it occurs and how much it can last

 We may not remember dreaming, but everyone is
 thought to dream between 3 and 6 times per night.
 It is thought that each dream lasts between 5 to 20
 minutes. Around 95 percent of dreams are forgotten
.by the time a person gets out of bed

?What happens during dreaming

 The whole brain is active during dreams, from the
 brain stem to the cortex. Most dreams occur during
 REM (rapid eye movement) sleep. This is part of the
 sleep-wake cycle and is controlled by the reticular
 activating system whose circuits run from the brain
.stem through the thalamus to the cortex

Lucid dreams

 A lucid dream is one in which you are aware that you
 are dreaming even though you’re still asleep. Lucid
 dreaming is thought to be a combination state of both
 consciousness and REM sleep, during which you can
.often direct or control the dream content

Approximately half of all people can remember ex-
 periencing at least one instance of lucid dreaming,
 and some individuals are able to have lucid dreams
.quite frequently

Déjà Vus

We all have experienced a sudden feeling of famil-
 iarity while in a completely new place, Or the feeling
you’ve had the exact same conversation with some-
.one before

 But scientifically Déjà vu can be defined as: a novel
 situation which is perceived to be familiar, without
 any clear memory of having experienced it before.

 This combination, recognizing a situation without
any clear memory why, is perhaps particularly like-

 ly to occur during dreaming, where the entirety of
 our experience is created from a network of memory
 traces. In other words, everything is familiar because
 it’s created from our memories. In support of this
 idea, people with higher dream recall frequency also
.report more déjà vu experiences

Nightmares

 Nightmares are distressing dreams that cause the
 dreamer to feel a number of disturbing emotions.
 Common reactions to a nightmare include fear
.and anxiety

They can occur in both adults and children, and caus-
:es include

Stress

Fear

Trauma

Emotional difficulties

Illness

Use of certain medications or drugs

:An interesting fact about dreaming

Blind People May Dream Visually

 In one study of people who have been blind since
 birth, researchers found that they still seemed to
 experience visual imagery in their dreams, and they
 also had eye movements that correlated to visual
 dream recall. Although their eye movements were
 fewer during REM than the sighted participants of
 the study, the blind participants reported the same
.dream sensations, including visual content
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مقاله شماره سوم
احمــد کریمــی حــکاک در ســال 1322 در مشــهد به دنیــا آمــد. در ســال 1345 از دانشــکده ادبیــات دانشــگاه تهــران در رشــته ادبیات 
ــکاک  ــی ح ــد. کریم ــس ش ــی تدری ــذ گواه ــه اخ ــق ب ــش، موف ــگاه ارت ــد از دانش ــال بع ــک س ــد و ی ــی فارغ التحصیل گردی انگلیس
در  را  ارشــد خود  کانزاس سیتی مدرک کارشناســی  در  میــزوری  از دانشــگاه  به آمریکا رفــت.  تحصیــل  ادامــۀ  بــرای  ســپس 
ــرا  ــع دکت ــا مقط ــگاه راتگرز ت ــرز نیوجرسی دانش ــگاه راج ــی را در دانش ــات تطبیق ــس از آن، ادبی ــی گرفت و پ ــتۀ ادبیات انگلیس رش
ادامــه داد. در ســال 1358 )1979 میــلادی( از پایان نامــه اش بــا عنــوان »شــاهنامه فردوســی در فرانســه و انگلســتان 1770–

ــات  ــه دانشــکده ادبی ــران، ب ــه ای ــرد. او در بازگشــت ب ــاع ک ــا حماســه شــاهان پارســی« دف ــان ب ــه اروپایی 1860: پژوهشــی در مواجه
ــان،  ــن زم ــردازد. در همی ــت بپ ــه فعالی ــال ب ــرای دو س ــی ب ــات تطبیق ــته ادبی ــتادیار در رش ــا در جایگاه اس ــت ت ــران رف ــگاه ته دانش
مدیریــت کتابخانــه دانشــکدۀ ادبیــات را در همــان دانشــگاه به عهــده داشــت. کریمــی قبــل از مهاجرت به آمریکا در مدرســه 
عالــی ترجمه ادبیــات تطبیقــی تدریــس می کــرد و پــس از پیروزی انقــلاب اســلامی در ســال 1357 معاونــت مدرســه عالــی 
ترجمــه را بــرای یــک ســال برعهــده گرفــت. پــس از آن در ســال 1363 )1984 میــلادی( بــه آمریــکا مهاجــرت کــرد و بــا 
ــه  ــد ب ــک ســال بع ــرد. ی ــه همــکاری ک ــاز ب ــای شــرقی و آفریقایی دانشــگاه تگــزاس در آســتین آغ ــان انگلیســی و زبانه دپارتمــان زب
ــی و  ــات فارس ــتۀ زبان و ادبی ــتادیار در رش ــوان اس ــا عن ــود را ب ــت خ ــینگتن رفت و فعالی ــیاتل، واش ــینگتن در شهر س ــگاه واش دانش
ــگاه  ــتادی در آن دانش ــند اس ــلادی( در مس ــال 1383 )2004 می ــا س ــان ت ــه داد. او همچن ــی ادام ــدن ایران ــگ و تم ــن فرهن همچنی
باقــی مانــد. پــس از آن به ایالــت مریلند رفــت و تــا امــروز در دانشــگاه مریلند بــا درجه اســتادی به تدریــس اشــتغال دارد.

ــان فرانسه آشــنایی  ــلاوه او با زب ــه ع ــه چــاپ رســیده. ب ــار متعــددی ب ــه زبان هــای فارســی و انگلیســی آث از احمــد کریمــی حــکاک ب
ــندبرگ«،  ــعار کارل س ــده اش ــه »گزی ــوان ب ــه می ت ــن زمین ــار او در ای ــرد. از آث ــاز ک ــی آغ ــی را از جوان ــه فارس ــه ب ــل دارد. ترجم کام
فارســی«  کوتــاه  داســتان  »سرچشــمه های  فیلدینــگ،  اثر هنــری  جونــز«  »تــام  نــرودا،  از پابلــو  ماچوپیچــو«  »بلندی هــای 
ــورد.  ــم می خ ــه چش ــکاک ب ــی ح ــۀ کریم ــم در کارنام ــی ه ــه انگلیس ــی ب ــای از فارس ــرد. گردانه ه ــاره ک ــتف بالایی اش نوشته کریس
شناخته شــده ترین  امــا  جمله انــد.  آن  کیارســتمی از  فرخزاد و عبــاس  خویی، فــروغ  اشعار اســماعیل  از  ترجمه هایــی 
 Recasting اثــر تألیفــی او کتــاب »طلیعــه تجــدد در شــعر فارســی« اســت. ایــن کتــاب بــه زبــان انگلیســی بــا عنــوان
Persian Poetry: Scenarios of poetic modernity in Iran  در ســال 1995 میــلادی نوشــته شــده و در ایــران، 
ســال 1384، بــه ترجمــه مســعود جعفــری جــزی )اســتاد دانشــگاه خوارزمــی( بــه همت انتشــارات مروارید منتشــر شــد.

ــر از عهــد ناصری تا نیمــا  ــان ســازد؛ ناگزی ــا سیر شــعر فارسی از کلاســیک به مدرن را نمای ــاب می کوشــد ت کریمــی حــکاک در ایــن کت
ــردازد. ــی می پ ــعر فارس ــت اندازی ش ــی پوس ــن چگونگ ــل و تبیی ــه تحلی ــد ادبی ب ــتیاری تئوری های نق ــه دس ــد و ب ــیج پیش می آی یوش
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دیگــر از مشــکلات ترجمــۀ دن کیشــوت ضــرب المثل هــای 
ــوان«، در هــر مــورد،  ــر »پهل ــزا، مهت ــود کــه ســانکو پان ــی ب فراوان
بــه جــا یــا بــی جــا چاشــنی حرف هــای خــود مــی کــرد، و ایــن 
ضرب المثل هــا مخصــوص زبــان اصلــی اثــر یــا لااقــل فقــط قابــل 
ترجمــۀ و مأنــوس بــرای اروپاییــان بــود و بــرای مــا شــرقیان اگــر 
بــه همــان صــورت ترجمــۀ می شــد لطفــی نداشــت و نامأنــوس 
ــا  ــه ب ــانی ک ــتمداد از کس ــا اس ــن ب ــه م ــود ک ــن ب ــود، ای می نم
رمــوز فولکوریــک زبــان فارســی آشــنا تــر بــودن و بــا مراجعــه بــه 
گنجینــه غنــی امثــال و حکــم اســتاد دهخــدا بــرای هــر یــک از آن 
ضرب المثل هــا معــادل در فارســی یافتــم و در متــن ترجمــۀ آوردم 
و آنــگاه اصــل آن ضرب المثل هــا را در پاورقــی کتــاب نقــد کــردم 
تــا نشــان بدهــم کــه در اصــل چــه بــوده اســت و مــا ضرب المثــل 
فارســی خــود را به جــای چــه ضرب المثلــی در اســپانیایی آورده ایم.

ــه  ــا ب ــود ی ــی ب ــر ترجمــۀ دن کیشــوت عبارت ــر دیگ  مشــکل دیگ
زبــان لاتیــن یــا بــه زبــان ایتالیایــی عصــر دانتــه )قــرن چهاردهــم 
میــلادی(، و مــن بــرای دســت یافتــن بــه معانــی آن هــا روزهــا در 
جلــوی کلیســای کاتولیک هــا در خیابــان فرانســه کشــیک مــی دادم 
تــا کــه کشیشــی را کــه بــه ایــن هــر دو زبــان وارد بــود بیابــم و از 
او یــاری بخواهــم. و چــه مــرد مهربانــی بــود آن جنــاب کشــیش 
ــه  ــت داد و ب ــاده نیس ــا روی گش ــار ب ــر ب ــه ه ــت« ک »آدونتیس
ــا  ــار ب ــه لفــظ و یکب ــا ترجمــۀ لفــظ ب ــار ب ســؤال های مــن یــک ب

بیــان مقصــود و مفهــوم تمامــی جملــه جــواب مــی داد، و در ضمن 
گمــان می کــرد کــه مــن مشــغول ترجمــۀ اثــر آریوســتو ، شــاعر 
شــهیر آغــاز قــرن شــانزدهم ایتالیــا هســتم. از همــه مهمتــر پیــدا 
کــردن نثــری بــود کــه بــه قامــت متــن کهنــی چــون دنکیشــوت 
ــن  ــن ای ــه یافت ــرا ب ــط ذوق ســلیم م ــه فق برخــورد، و عجــب انک
ــۀ دن  ــدگان ترجم ــۀ خوانن ــه هم ــان ک ــد، چن ــون ش ــر رهنم نث
کیشــوت بــر ایــن عقیده انــد کــه مــن موفــق بــه یافتــن ایــن نثــر 
ــتاد  ــوب اس ــین زرین ک ــر عبدالحس ــتاد دکت ــده ام. اس ــب ش متناس
ــۀ  ــر ترجم ــه ب ــی ک ــران. در تقریظ ــگاه ته ــخ دانش ــات و تاری ادبی
دن کیشــوت در مجلــۀ ســخن نوشــت بــر ایــن نکتــه تأکیــد کــرد. 
ــاب  ــای کت ــه راهنم ــز در مجل ــال زاده نی ــزرگ، جم ــنده ب نویس
ــی از  ــه حاک ــد ک ــته بودن ــر دُن کیشــت نوش ــظ ب شــرحی در تقری
کمــال حســن ظــن و لطــف و عنایــت ایشــان بــود بــه ایــن شــرح: 
ــود و می خواســت شــاهکار  ــان ب »... اگــر ســر وانتــش فارســی زب
خــود دن کیشــوت را بــه فارســی بنویســد، زیباتــر از ایــن نمی شــد 
کــه مترجــم دن کیشــوت آورده اســت...« از طــرف جنــاب آقــای 
دریابنــدري مترجــم بــزرگ نیــز در مصاحبــه ای کــه از طــرف نشــریۀ 
کتــاب امــروز بــا مــن کــرد و عیــن مصاحبــه در آن نشــریه چــاپ 
شــده اســت، نخســتین ســؤال ایــن بــود کــه مــن چگونه توانســتم 
نثــري را کــه برازنــدۀ انــدام دن کیشــوت اســت بیابــم. تــازه در خود 
ــیوه های  ــه ش ــی ب ــای کهن ــا نثره ــه ج ــا ب ــوت ج ــن دن کیش مت

بهترین ترجمۀ سال
برگرفته از کتاب خاطرات یک مترجم نوشته محمد قاضی
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مختلــف بــه کار رفتــه کــه درخــور متــن اصلــی آن بــوده و در ایــن 
ــیوه های  ــن ش ــه ای ــه متوج ــه چگون ــید ک ــن پرس ــز از م ــاب نی ب
مختلــف بــوده و بــه فراخــور هــر قســمت نظــری متناســب بــا آن 
قســمت آورده ام. مــن شــخصاً در ایــن مــورد معتقــدم کــه نثر خود 
اثــری کــه مترجــم در کار ترجمــۀ آن اســت بهتریــن راهنمــای او در 
انتخــاب ناخــودآگاه نثــری اســت کــه بایــد بــرای ترجمــۀ بیــاورد 
ــن اصــل  ــه ای ــد ب ــای بن ــای خــود پ ــن همیشــه در ترجمۀ ه و م
اساســی بــوده ام کــه نفــر نوشــته را متناســب بــا لحــن و ســبک و 
زمــان نوشــتۀ اثــر و خصوصیــات روحــی نویســنده انتخــاب کنــم.

 بــاری، پــس از اینکــه ترجمــۀ دن کیشــوت در دو جهــت بــه زیــور 
چــاپ آراســته شــد و انتشــار یافــت، محافــل ادبــی کشــور از آن 
ــه در آن را  ــرد ک ــد و ناشــر تشــویقم ک ــه گرمــی اســتقبال کردن ب
ــخن  ــه س ــرف مجل ــه از ط ــال ک ــۀ س ــن ترجم ــابقۀ بهتری در مس
دایــر می شــد، شــرکت و در مســابقه نبــود. متاســفانه کتــاب حائــز 
شــرایط شــرکت در مســابقه نبــود چــون شــرط قبــول اثــری بــرای 
شــرکت دادن در مســابقه یکــی هــم ایــن بــود کــه کتــاب از متــن 
ــه  ــه از ترجمــۀ، مــن نامــه ای ب ــی آن ترجمــۀ شــده باشــد ن اصل
هیئــت داوران ســخن، کــه از اســتادان بــه نــام دانشــگاه تشــکیل 
می شــد، نوشــتم و در آن نامــه اســتدلال کــردم کــه شــرط ترجمــۀ 
ــوت دور از  ــن دن کیش ــون ای ــی چ ــورد کتاب ــی در م ــن اصل از مت
انصــاف اســت زیــرا تحصیل کرده  هــای مملکــت مــا ممکــن 
اســت بــه یــک یــا دو یــا ســه زبــان از زبان هــای رایــج دنیــا ماننــد 
انگلیســی، فرانســه، روســی یــا آلمانــي وارد باشــند، لیکــن تعــداد 
کســانی کــه بــا زبــان هــای درجــۀ دوم ماننــد اســپانیایی، پرتغالــی، 
ایتالیایــی، ســوئدی، نــروژی، چینــی، ژاپنــی و غیــره آشــنا باشــند 
شــاید از تعــداد انگشــتان دســت تجــاوز نکنــد و لــذا نمــی تــوان 
انتظــار داشــت کــه آثــار ادبــی نوشــته بــه آن زبان هــا، کــه ممکــن 
اســت شــهرت جهانــی هــم داشــته باشــند، حتمــاً از متــن اصلــی 
ترجمــه شــده باشــد. ســپس توضیــح دادم کــه مــن دون کیشــوت 
را از روی چــه متــن معتبــری ترجمــه کــردم و آن وسواســی را کــه 

در وفــادار مانــدن ترجمــۀ بایــد بــه کاربــرد اســتاد دکتــر موریــس 
بــارودُنْ در تطبیــق ترجمــۀ لوحــی و یــا و یــار دو بــا متــن اصلــی به 
کار بــرده و بــا تصویــری کــه در بعضــی اشــتباهات ترجمــۀ مترجــم 
بــه عمــل آورده مــرا از تکــرار آن اشــتباهات معــاف داشــته اســت. 
نامــه ام را در هیئــت داوران مطــرح کردنــد و حــق بــه جانــب مــن 
ــاب  ــه مســابقه راه ی ــع ب ــا رفــع آن موان ــم ب ــد؛ و چــون کتاب دادن
جایــزۀ اول را گرفــت و عنــوان بهتریــن ترجمــۀ ســال را بــه دســت 
آورد. ایــن ماجــرا بــه گمانــم در اوایــل ســال 1336 اتفــاق افتــاد.

ــم  ــن مترج ــوان بهتری ــه عن ــم را ب ــی نام ــه وقت ــب آنک ــۀ جال نکت
ــای  ــد آق ــزۀ مســابقۀ »ســخن« اعــلام کردن ــدۀ جای امســال و برن
ــاً رئیــس حســابداری  ــه ســخن کــه ضمن صارمــی حســابدار مجل
ــوان  ــه عن ــا ب ــود و طبعــاً مــرا تنه ــز ب ــران نی انحصــار دخانیــات ای
ــات می شــناخت، در آنجــا حضــور  ــک عضــو ســادۀ ادارۀ دخانی ی
داشــت وقتــی چــک جایــزه را بــه دســتم مــی داد مــات و مبهــوت 
ــور  ــچ تص ــی، هی ــت: »فلان ــرد و گف ــداز ک ــم را بران ــا پای ــر ت س
ــه در  ــران ک ــات ای ــردم آن عضــو ســادۀ انحصــار کل دخانی نمی ک
ــه  ــروز ب ــه ام ــد ک ــی باش ــود، کس ــادی ب ــو ع ــک عض ــا ی ــر م نظ
ــده اســت.  ــل آم ــی در ترجمــۀ نائ ــزه ادب ــن جای ــت بزرگتری دریاف
ــتی  ــه راس ــات ب ــتید و دخانی ــا هس ــار ادارۀ م ــث افتخ ــما باع ش
ــی  ــکرم ول ــم: متش ــد«. گفت ــار بکن ــما افتخ ــود ش ــه وج ــد ب بای
ــرای خــود حــس  ــدی ادارۀ شــما ب ــچ افتخــاری در کارمن مــن هی
نمی کنــم مــن در چشــم دســتگاه شــما غریــب و منزلتــی در حــد 
ــن از  ــی ممک ــا دارم، و حت ــت و پ ــی دس ــاده ب ــد س ــک کارمن ی
ــه  ــرم و ن ــه خــود ســودی می ب ــه ن ــدی هــم باشــم ک ــد زائ کارمن
ــی  ــرای ادارۀ شــما آدم عاطــل و باطل ــذا ب ســودی می رســانم، و ل
هســتم کــه بــی جهــت یــک محــل حقوقــی را اشــغال کــرده ام« 
خندیــد و از فــردای روز بعــد مــرا در اداره بــا بــوق و کرنــا بــه همــه 
معرفــی کــرد، هرچنــد ایــن معرفــی چیــزی بــه جــز یــک تحصــن 
سرســری و زودگــذر بــر قــدر و منزلــت مــن در آن دســتگاه نیفــزود.
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ســاده لوحی بــرای خریــدن یــک طوطــی بــه پرنده فروشــی رفــت. 
ــد  ــاه بع ــد م ــه او داد، چن ــدی ب ــه جــای طوطــی جغ فروشــنده ب
ــرف  ــدی ح ــه خری ــی ک ــید: آن طوط ــد و از او پرس ــدار را دی خری
زدن یــاد گرفــت یــا نــه؟ مــرد گفــت: حــرف زدن کــه نــه! 
ــالا  ــروف »ح ــول مع ــه ق ــه؟ ب ــت می کن ــوب دق ــی خ ــا خیل ام
حکایــت ماســت«. البتــه منظــورم ایــن اســت کــه حــالا حکایــت 
بعضی هاســت. بعضی هــا کــه درســت اســت ترجمــه کــردن بلــد 
نیســتند امــا خــوب دقــت می کننــد! بــر همــگان واضــح و مبرهــن 
اســت کــه خــوب ترجمــه کــردن همیشــه نتیجــۀ مســاعد بــه بــار 
نمــی آورد. بعضی هــا نهایــت دقــت را در ترجمــه می کننــد تــا هــر 
ــه  ــه، ترجم ــش در جمل ــس و پی ــک واو پ ــدون ی ــاً ب ــه، عین کلم
ــۀ  ــن: در ترجم ــود ای ــه اش می ش ــا نتیج ــی وقت ه ــود، بعض ش
ــودش را  ــه خ ــی ک ــدم »او در هنگام ــد را می خوان ــن بن ــری ای اث
ــت و در  ــرو رف ــل آب ف ــرد، داخ ــاب ک ــل آب پرت ــرف داخ ــه ط ب
ــکی  ــرش در خش ــف دیگ ــود نص ــف او در آب ب ــه نص ــی ک حال
ــودش  ــی خ ــور وقت ــه آدم چط ــردم ک ــر ک ــه فک ــر چ ــد!« ه مان
ــرو  ــل آب ف ــر داخ ــار دیگ ــد، ب ــاب می کن ــل آب پرت ــه داخ را ب
ــی کــه نصــف او در آب اســت نصــف دیگــرش  مــی رود و در حال
در خشــکی می مانــد! عقلــم بــه جایــی قــد نــداد. تــا اینکــه روزی 
ــا  ــور ب ــد مذک ــدم، بن ــر را دی ــن اث ــری از ای ــۀ دیگ ــاً ترجم تصادف
ــودش را  ــی خ ــود: »وقت ــده ب ــه ش ــن ترجم ــاوت! چنی ــی تف اندک
ــرش  ــه دیگ ــت و نیم ــرو رف ــه در آب ف ــا نیم ــت ت در آب انداخ
ــد.« ایــن از نتایــج خــوب دقــت کــردن اســت. بیــرون از آب مان

یکــی دیگــر از همیــن آدم هایــی کــه خــوب دقــت می کننــد )ایــن 
نقــل قــول یکــی از طنزپــردازان معاصــر اســت.( خــوب کــه دقــت 
کــرده بــود، دیــده بــود، دل، همــان شــکم اســت و در جایــی آورده 
بــود: »رفتــم ســراغ فلانــی یک حرفــی زدم شــکمش را ســوزاندم!«

ــا  ــه ب ــروه ک ــکاران گ ــی از هم ــکارا یک ــه آن ــی ب در ســفری فرهنگ
زبــان ترکــی آشــنایی نداشــت بــه یکــی از کارکنــان هتــل )در حالــی 
ــه علامــت اطــو کــردن پــس و پیــش می کنــد(  کــه دســتش را ب
ــا  ــد ب ــه بع ــد دقیق ــتخدم، چن ــرون!« مس ــدی! آی ــد: »افن می گوی
ــد،  ــه در نمی زن ــارچ را ب ــد )پ ــاق را می زن ــارچ دوغ در ات ــک پ ی
در حالــی کــه پــارچ دوغــی در دســتش بــوده در اتــاق را بــه صــدا 
ــن  ــود همی ــی می ش ــت می کن ــه دق ــاد ک ــی زی ــی آورد، گاه درم
کــه دیدیــد!( آیــران بــه ترکــی یعنــی دوغ و آیــرون در انگلیســی 
بــا تلفظــی بســیار نزدیــک بــا آن یعنــی: اطــو. وقتــی از مســتخدم 
می  پرســند: ایــن مســافر وقتــی بــه شــما توضیــح داده، دســتش 
را بــه علامــت اطــو کــردن حرکــت داده، شــما بــاز هــم تشــخیص 
نــداده ای کــه چــه چیــزی می خواهــد؟ مســتخدم کــه کمــی هــم 
فارســی بلــد بــوده جــواب می دهــد: »فکــر کــردم، منظــور ایشــان 
دوغ ســیاه اســت! بــا اینکــه جهــت اطــلاع عــرض می کنــم، اصــلاً 

مــا دوغ ســیاه نداریــم، منظــور مســتخدم، دوغ مَشــکی بــوده کــه 
ــد! ــن روز می افت ــه ای ــش ب ــردن، دوغ ــت ک ــوب دق ــل خ ــه دلی ب

در همــان زبــان مذکور Kafa بــه معنــی »ســر و مغــز و ...« اســت. 
ــه:  ــد جمل ــت می کنن ــوب دق ــه خ ــی ک ــر از همین های ــی دیگ یک
»ســرش را زیــر شــیر آب گرفــت« را ترجمــه کــرده بــود: »کافه اش 
ــون دارد  ــود، چ ــرده ب ــر ک ــت!« و فک ــی گرف ــیر آب ــر ش را در زی
ــه اش  ــر کاف ــد، اگ ــعر، آدم می توان ــد، در ش ــه می کن ــعر ترجم ش
ــی  ــه شــاعران خیل ــرد! البت ــر شــیر آب بگی ــف بشــود آن را زی کثی
ــد! ــیر آب می گیرن ــر ش ــا را زی ــی چیزه ــا خیل ــن روزه ــدرن، ای م

ــی از  ــان یک ــردن را از زب ــت ک ــوب دق ــج خ ــر از نتای ــی دیگ یک
طنزپــردازان مرحــوم کشــوری کــه زبان فــوق در آنجا رســمیت دارد 
نقــل می کنــم: »درس شــیمی مــن افتضــاح بــود، روزی معلم مــان 
بــه مــن گفــت: آقــای بهجــت بیــا پــای تختــه و فقــط فرمــول آب 
ــه کار  ــم چ ــم، ببین ــما را بده ــرم ش ــن ت ــرۀ ای ــا نم ــش ت را بنوی
ــی  ــه خیل ــروف ک ــوان مع ــان حی ــل هم ــه مث ــای تخت ــی! پ می کن
هــم نجیــب نیســت در همــان مــادۀ معــروف فــرو رفتــه بــودم کــه 
معلــم گفــت: آقــا جــان! آب از چنــد مولکــول هیــدروژن تشــکیل 
شــده؟ بچه هــای کلاس گفتنــد: دو مولکــول. ـ خــب! دو مولکــول 
هیــدروژن را بنویــس! مــن هــم دو H بــا کمــی فاصلــه روی تختــه 
ــا  ــم ت ــیژن لازم داری ــول اکس ــد مولک ــالا چن ــب! ح ــتم: ـ خ نوش
آب داشــته باشــیم؟ ایــن یکــی یــادم بــود، گفتــم: یــک مولکــول. 
ــول  ــا دو مولک ــیژن را ب ــول اکس ــک مولک ــالا ی ــن! ح ــت: آفری گف
هیــدروژن ترکیــب کــن! مانــده بــودم چطــور ایــن کار را بکنــم، کــه 
معلــم گفــت: خــب، یــک مولکــول اکســیژن را بــذار وســط اون دو 
ــدروژن. بعــد از اینکــه یک O وســط H ها گذاشــتم،  مولکــول هی
معلــم گفــت: حــالا ایــن چــی شــد؟ بخــوان! پــس از کمــی مــن 
ــز  ــا آن روز هرگ ــد. ت ــر ش ــوه« و کلاس منفج ــم: »ه ــن گفت و م
ــد!« ــر کن ــک کلاس را منفج ــد ی ــه آب بتوان ــردم ک ــر نمی ک فک

پاییــز  آخــر  را  جوجــه  می گویــد:  کــه  اســت  ضرب المثلــی 
خیلــی  خیلــی  کــه  عزیزانــی  همیــن  از  یکــی  می شــمارند! 
ــدا  ــز را پی ــر پایی ــاه آخ ــود و م ــه ب ــد، رفت ــت می کنن ــوب دق خ
ــار  ــه ب ــرای آن ور آب ب ــگفت را ب ــۀ ش ــن نتیج ــود و ای ــرده ب ک
می شــمارند!  دســامبر  مــاه  اواخــر  در  را  بــود: جوجــه  آورده 
آقــا جــان! مجبــور نیســتی کــه هــی خــوب دقــت کنــی، 
معــروف: قــول  بــه  مجبــوری،  می کنــی  فکــر  اگــر  یــا 

یا مکن با پیل بانان مشورد!
یا بناکن خانه ای فیل توش برَِد

شاعر برای این مواقع گفته است:
هزار آداب داره خرچرونی

وگر نه مثل اون تو گل می مونی
عزیزم! ترجمه یک کار سخته

»عزیزم ترجمه یک کار سخته!« 
از کتاب نزدیک ته خیار / مجموعه طنز ناصر فیض )همراه با تلخیص(
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هواپیما که نیس ترتر برونی!
را  کــردن  دقــت  خــوب  نمونه هــای  از  دیگــر  یکــی 
»مترجمــی  می کــرد:  تعریــف  برایــم  طــور  ایــن  دوســتی 
اصلــی  صاحــب  مدتــی  از  پــس  می کنــد،  ترجمــه  کتابــی 
می فرســتد: برایــش  مضمــون  ایــن  بــه  نامــه ای  اثــر 

ــا  ــون ی ــه مضم ــی ب ــرم وقت ــف! محت ــه مؤل ــت ک ــته اس »شایس
مطلبــی اشــاره می کنــد، مأخــذ اصلــی آن را ذکــر کنــد. آن طــور 
ــاب  ــا کت ــی ب ــباهت های فراوان ــما ش ــاب ش ــنیده ام در کت ــه ش ک
تألیفــی این جانــب وجــود دارد کــه ناگزیــز بــه ایــن تذکــر شــدم!«

ــراد واقعــاً جــای شــگفتی دارد،  خــوب دقــت کــردن بعضــی از اف
ــت،  ــان دق ــی از صاحب ــت: »یک ــری از آنهاس ــم نظی ــوع ک ــن ن ای
لطیفــه ای معــروف را در کتابــی جمــع کــرده و بــه چــاپ رســانده 
ــالای  ــاده لوحی ب ــت: س ــن اس ــا ای ــن لطیفه ه ــی از ای ــت. یک اس
ــی؟  ــالا چــه می کن ــن ب ــود. یکــی از او پرســید: ای ــرج نشســته ب ب
)بــا اینکــه بایــد می پرســید آن بــالا چــه می کنــی؟ آدم بــه 
بــالای بــرج کــه نمی گویــد ایــن!« گفــت: مگــر نشــنیده ای 
ــم  ــردم عقل ــه ک ــر چ ــد!؟« ه ــوق می دهن ــرج حق ــالای ب ــه ب ک
کجاســت! در  لطیفــه  ایــن  خنــدۀ  کــه  نرســید  جایــی  بــه 
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جدول معادل اصطلاحات مربوط به اعضای 
بدن

Persian Equivalent MeaningEnglish Idiom

To wish someone good luck To keep fingers crossedبرای کسی آرزوی موفقیت کردن
for someone

To help outTo lift a fingerکمک کردن

To suffer badly To get one’s fingersبه سختی رنجیدن
burnt

To be approved (up) orموافقت یا مخالفت کردن
)rejected (down 

 To be given the thumbs
up/down

As a general, useful ruleAs a rule of thumbقاعدۀ کلی / حساب سرانگشتی

To allow someone to به کسی اختیار دادن
take whatever action

 To give someone a free
hand

To do things without دست به کار تازه ای زدن
previous experienceTo turn one’s hand

To get out of controlTo get out of handاز کنترل خارج شدن

دهن کجی کردن، شکلک 
درآوردن

 Show dislike by making
unpleasant expressionMake/pull a face

To change decisionTo change one’s mindتصمیم خود را عوض کردن

To help someone to stop دلشورۀ کسی را کم کردن
worrying

 To put/set someone’s
mind at rest



26 جدول معادل اصطلاحات اعضای  بدن

Direct experienceFirst handدست اول، مستقیم

To be very busyTo have one’s hands fullپرمشغله بودن

To help someoneTo give someone a handبه کسی کمک کردن

To be independent To stand on one’s ownمستقل بودن
two feet

To be very hectic To be rushed off one’sبی  قرار بودن
feet

To become afraid to do از انجام کاری ترسیدن
somethingTo get cold feet

To get used to thingsTo find one’s feetعادت کردن

To get a desire to travelTo get itchy feetعشق سفر به سر کسی زدن

To have a feeling deep عمیقاً حس کردن
inside

 To feel something in
one’s bones

To get to the heart of به بطن چیزی رفتن
something

 To get to the bare bones
of something

To keep calmTo keep one’s headآرام بودن

To lose controlTo lose headاز دست دادن کنترل

از خنده روده بر شدن / از خنده 
ریسه رفتن

 Laugh very much and
very loudlyLaugh one’s head off

To speak angrilyTo snap one’s head offبا عصبانیت حرف زدن



Try not to laugh even جلوی خنده را گرفتن
though one wants to laughTo keep a straight face

به روی خود نیاوردن، حفظ ظاهر 
کردن

 To show happiness while
being unhappy

 To put a brave face on
something

To get one’s attentionTo catch one’s eyeتوجه کسی را جلب کردن

چهارچشمی مواظب / مراقب 
-To observe carefullyTo keep an eye on someکسی / چیزی بودن

one or something

To agree with each otherTo see eye to eyeتوافق کردن

Not to decide what to do برحسب پیشامد عمل کردن
beforehand

 To play something by
ear

Not to listen or pay گوش ندادن / توجه نکردن
attention

 To go in one ear and out
the other

To be keen to listenTo be all earsسراپا گوش بودن

To offend someone To get/put someone’sکفر کسی را درآوردن
back up

To do something harmful to از پشت خنجر زدن
someone who trusted you

 To stab someone in the
back

تو هوای مرا داشته باش، من 
هم هوای تو را دارم.

 If you help me, I’ll help
you

 You scratch my back and
I’ll scratch yours

To decideTo make up one’s mindتصمیم گرفتن
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28 غلط ننویسیم !

 غلط ننویسیم!
ــه  ــب ک ــن ترکی ــا ای ــن : در بعضــی از ترجمــه ه ــوس گرفت اتوب
 to take ــوی و ــرداری از prendre I’autobus فرانس ــه ب گرت
the bus انگلیســی اســت بــه چشــم مــی خــورد: »نوانخانــه . . 
. در هشــتاد کیلومتــری الجزیــره اســت. ســر ســاعت دو اتوبــوس 
خواهــم گرفــت و بعــد از ظهــر خواهــم رســید« )آلبرکامــو، بیگانــه، 
ترجمــه جــلال آل احمــد، چــاپ جیبــی، ص 27(. بــه نظــر مــی 
ــاس  ــه قی ــی، ب ــان فارس ــب در زب ــن ترکی ــتعمال ای ــه اس ــد ک آی
»درشــکه گرفتــن« و »تاکســی گرفتــن« کــه از اصطلاحــات بســیار 
ــرا  ــن نیســت. زی ــا چنی ــج اســت، اشــکالی نداشــته باشــد. ام رای
فعــل گرفتــن در دو اصطــلاح اخیــر بــه معنــای »)دربســت( کرایــه 
ــای »ســوار  ــه معن ــوق ب ــال ف ــردن« اســت و حــال آنکــه در مث ک
ــوان  ــی ت ــز م ــوس را نی ــه اتوب ــت. البت ــه اس ــه کار رفت ــدن« ب ش
دربســت کرایــه کــرد و در ایــن صــورت ترکیــب »اتوبــوس گرفتن« 
ــارت  ــه عب غلــط نیســت، امــا اینجــا منظــور ایــن نبــوده اســت. ب
ســاده تــر مــی تــوان فــی المثــل گفــت: »اتوبــوس گرفتیــم و بدرقه 
کننــدگان را بــه فــرودگاه بردیــم«، امــا نمــی تــوان گفــت: »اتوبوس 
گرفتــم و بــه فــرودگاه رفتــم.« در ایــن معنــی بایــد گفــت: »ســوار 
اتوبــوس شــدم )یــا: اتوبــوس ســوار شــدم( و بــه فــرودگاه رفتــم.« 

اعِلام/اعِــلان : ایــن دو کلمــه را نبایــد بــا هــم اشــتباه کــرد. اعِــلام، 
بــه کســر اول، بــه معنــای »آگاه کــردن« و »خبــر دادن« اســت و با 
فعــل کــردن و دادن بــه کار مــی رود: »یکــی از متعلقــان . . . مِلک را 
اعِــلام کــرد کــه فــلان را کــه حبــس فرمــوده ای بــا ملــوک نواحــی 
مراســله دارد« )گلســتان ســعدی، 77(؛ »نجاشــی به ســوی پیغمبر 
کس فرســتاد و او را از اســلام خویش اعلام داد« )تاریخنامه طبری، 
57(. امــا اعِــلان، بــه کســر اول، بــه معنــای »علنــی کــردن، آشــکار 
ســاختنف فــاش کــردن« اســت و بــا فعــل کــردن بــه کار مــی رود. 
اعــلام جنــگ و اعــلان جنــگ هــر دو صحیــح اســت جــز 
اینکــه نخســتین بــه معنــای »اطــلاع دادن حالــت جنــگ« 
ــگ«.  ــت جن ــردن حال ــکار ک ــای »آش ــه معن ــن ب ــت و دومی اس

انِتِســاب/انِتِصاب : ایــن دو کلمــه را نبایــد بــا هــم اشــتباه 
ــا حــرف »س«( بــه معنــای »نســبت داشــتن«  کــرد. انِتسِــاب )ب
ــاودان و  ــرفِ ج ــابِ ش ــرای اکتس ــت: »ب ــودن« اس ــط ب و »مرتب
انتســاب بــه دولــتِ خدایــگان، بنــده را آرزو مــی کنــد کــه کریمــه 
ــن  ــه، 204(؛ »اولی ــد آورد« )بختیارنام ــد را در عق ــرِ( خداون )=دخت
ــاب  ــتِ انتس ــه از صح ــت ک ــاد آن اس ــد در کار انتق ــدم منتق ق
اثــر بــه صاحــب اثــر مطمئــن گــردد« )از کتابــی در نقــد ادبــی(. 
»گماشــتن«  معنــای  بــه  حــرف »ص«(  )بــا  انتصــاب  امــا 
ریاســت  بــه  او  »انتصــاب  اســت:  کــردن«  »نصــب  و 
روزنامــه(.  )خبــر  شــد«  کارمنــدان  اعتــراض  موجــب  اداره 
ــوری  ــام کش ــز ن ــات و نی ــی از مرکّب ــام یک ــال : ن پرتقال/پرتغ
در اروپــای غربــی. معمــولا نــام میــوه را پرتقــال، بــا حــرف 
»ق«، و نــام کشــور را پرتغــال، بــا حــرف »غ«، می نویســند. 

دُکتُرا/دُکتُــری : هــر دو کلمــه بــه یــک معنــی اســت جــز اینکــه 
دکتــرا واژه فرانســوی اســت )در فرانســه: doctorat، بــه معنــای 
»درجــه یــا مقــام اجتهــاد«( و دکتــری مرکّــب اســت از واژه 
فرانســوی دکتــر )در فرانســه: docteur بــه معنــای »مجتهــد« و 
نیــز »عنــوان پزشــک«( بــه اضافــه »ی« اســم ســاز فارســی )نظیــر 
ــک  ــق ی ــر طب ــکری(. ب ــکر و سرلش ــا سرلش ــتادی ی ــتاد و اس اس
قاعــده کلــی، اگــر قــرار باشــد کــه واژه بیگانــه ای بــه عاریــت گرفتــه 
شــود بهتــر اســت کــه از میــان افــراد گــروه واژه هــای همخانــواده 
ــان  ــد دســتور زب ــع قواع ــده شــود و تاب خارجــی فقــط یکــی برگزی
فارســی قــرار گیــرد تــا بــر مفاهیــم دیگــر افــراد آن گروه نیــز دلالت 
کنــد. بــر ایــن اســاس، واژه دکتــری کــه از واژه بیگانــه دکتــر گرفتــه 
شــده و تابــع قواعــد فارســی شــده اســت بــر دکتــرا رجحــان دارد. 
ــه  ــد و ب ــاخته ان ــر س ــالهای اخی ــب را در س ــن ترکی ــر: ای نمایانگ
ــرا  ــت، زی ــط اس ــد و غل ــه کار می برن ــده« ب ــان دهن ــای »نش معن
ــا اســم مصــدر،  ــم از اســم جامــد ی ــه اســم، اع ــر« ب پســوند »گ
»آهنگــر«،  ماننــد  می ســازد،  صفــت  را  آن  و  درمی آیــد 
»جلــوه گــر«، »پژوهشــگر«، ولــی همــراه صفــت نمی آیــد. 
ــد  ــن نمی توان ــت و بنابرای ــودن( اس ــل نم ــت )از فع ــان صف نمای
بــه پســوند »گــر« ملحــق شــود. بــه جــای ایــن ترکیــب 
مــی تــوان نشــان دهنــده یــا مرادفهــای آن را بــه کار بــرد. 

منبع:
فرهنــگ  ننویســیم:  غلــط   .)1370( ابوالحســن  نجفــی، 
ــگاهی. ــر دانش ــز نش ــران: مرک ــی. ته ــان فارس ــواری های زب دش

پیشــنهاد می شــود خواننــدگان علاقه منــد، به ویــژه مترجمــان، 
ــد: ــه کنن ــز مطالع ــر را نی ــای زی ــاب، مدخل ه ــه کت ــه ب ــا مراجع ب

آزمایشــات / آن کــه / ایــن کــه / ادبیات / برخوردار بــودن / به بهانۀ 
/ نــرخ / تتابــع افعــال / تجربــه کــردن / توانســتن / توســط / جمع 
/ حــذف فعــل / داشــتن / درازنویســی / در رابطــه بــا / »را« پــس از 
فاعــل / »را« پس از فعل / گذاشــتن / گــزاردن / نرخ / »واو« عطف

منابع زیر نیز بسیار مفید است:
ادب  و  زبــان  فرهنگســتان  مصــوب  فارســی  خــط  دســتور 
زبــان و ادب فارســی. فارســی )1381(. تهــران: فرهنگســتان 
ســمیعی گیلانی، احمد )1389(. نگارش و ویرایش. تهران: ســمت.

صادقــی، علی اشــرف و زندی مقــدم، زهــرا )1391(. فرهنگ املایی 
خــط فارســی بــر اســاس دســتور خط فارســی مصــوب فرهنگســتان 
ــی. ــان و ادب فارس ــتان زب ــران: فرهنگس ــی. ته ــان و ادب فارس زب

راهنمــای  شکسته نویســی:  اصــول   .)1391( علــی  صلح جــو، 
شکســتن واژه هــا در گفت وگوهــای داســتان. تهــران: مرکــز.
صلح جو، علی )1393(. نکته های ویرایش )ویراست دوم(. تهران: 

مرکز.



معرفی کتاب29

معرفی    

Dylan Thomas
I could never have dreamt that there were 
such goings-onin the world between the cov-
ers of books, such sandstorms and ice blasts of 
words,,, such staggering peace, such enormous 
laughter, such and so many blinding bright lights,, 
,splashing all over the pagesin a million bits and 
piecesall of which were words, words, words,and 
each of which were alive foreverin its own delight 
and glory and oddity and light.

کیســت؟ مــرگ  ناقــوس  ایــن 

ــت و  ــق، شکس ــجاعت، عش ــاداری، ش ــاب از وف ــربرآورد. کت ــگ س ــن جن از دل ای
مــرگ تراژیــک یــک آرمــان ســخن گفتــه و داســتان مــردی جــوان و آمریکایــی بــه 
ــی  ــی بین الملل ــبه نظام ــای ش ــه در نیروه ــد ک ــت می کن ــردن را روای ــرت ج ــام راب ن
ــه خدمــت اســت. همینگــوی در تصویرســازی  واقــع در کوه هــای اســپانیا مشــغول ب
عشــق جــردن بــه دختــری زیبــا بــه نــام ماریــا، تشــریح درخشــان آخریــن لحظــات 
ــه  ــی، ب ــی انقلاب ــز از زن ــر هجوآمی ــوردو و تعبی ــام ال س ــه ن ــخصیتی ب ــت ش مقاوم
موفقیتــی بــزرگ دســت یافتــه و اثــری کــم نظیــر و جــذاب، اســتوار و خشــونت آمیــز، 
ــز، ویراســتار  ــرده اســت. مکســول پرکین ــق ک ــه خل ــده و خردمندان پرشــور، تکان دهن
شــهیر و تأثیرگــذار آمریکایــی، پــس از خوانــدن نســخۀ خطــی کتــاب، در نامــه ای بــه 
همینگــوی نوشــت: »اگــر رســالت یــک نویســنده آشکارســازی حقیقــت باشــد، هیــچ 
کــس تــا بــه حــال ایــن چنیــن بــی نقــص، ایــن کار را انجــام نــداده اســت.« رمــان 
ــیع تر و  ــی وس ــتر، دنیای ــتحکام بیش ــا اس ــد ب ــدا درمی آی ــه ص ــه ب ــرای ک ــا ب زنگ ه
احساســاتی عمیق تــر از تمامــی آثــار قبلــی ایــن نویســندۀ جریــان ســاز، بــه عنــوان 
ــت. ــرده اس ــرح ک ــود را مط ــار، خ ــی اعص ــی تمام ــای جنگ ــن رمان ه ــی از برتری یک

ــکات  ــی، اف. اس ــهیر آمریکای ــندۀ ش ــه نویس ــت ک ــی اس ــام رمان ــزرگ ن ــبی ب گتس
فیتزجرالــد در ســال 1925 بــه رشــتۀ تحریــر درآورد. کتــاب گتســبی بــزرگ داســتان 
ــت اگ«  ــام »وس ــه ن ــی ب ــهری خیال ــه در ش ــد ک ــت می کن ــخصیت هایی را روای ش
ــوان  ــری ج ــه میلیون ــاً ب ــتان عمدت ــد. داس ــی می کنن ــال 1922 زندگ ــتان س در تابس
ــه  ــر او ب ــد و حص ــی ح ــی و ب ــق آرمان ــبی و عش ــی گتس ــام ج ــه ن ــرارآمیز ب و اس
دختــری زیبــا بــه نــام دیــزی بوکانــن می پــردازد. گتســبی بــزرگ، کــه مهم تریــن اثــر 
ــی چــون زوال،  ــه موضوعات ــد، ب ــه حســاب می آی ــد ب ــز جرال ــده از فیت ــه جــای مان ب
آرمان گرایــی، مقاومــت در برابــر تغییــر، تحــول اجتماعــی، افــراط و تفریــط پرداختــه 
و دوره ای تاریخــی و مهــم در تاریــخ آمریــکا موســوم بــه »عصــر جــاز« را بــه تصویــر 
می کشــد. فیتزجرالــد، ایــدۀ داســتان را از مهمانی هایــی بــه دســت آورد کــه در خــلال 
بازدیــد از ســاحل شــمالی لانــگ آیلنــد در آن هــا شــرکت کرده بــود. او در ســال 1923 
طــرح داســتانی کتــاب را شــروع کــرد و دربــارۀ ایــن رمــان گفتــه اســت: »می خواســتم 
چیــزی جدیــد خلــق کنــم؛ چیــزی خارق العــاده، زیبــا، ســاده و بــا طرحــی منســجم.«

گتسبی بزرگ

ســال  در  همینگــوی  ارنســت 
ــار  ــه منظــور پوشــش اخب 1937 ب
اتحادیــۀ  بــرای  داخلــی  جنــگ 
شــمالی  آمریــکای  روزنامه هــای 
بــه اســپانیا ســفر کــرد. ســه ســال 
و  یادماندنــی  بــه  رمانــی  بعــد، 
تأثیرگــذار بــه اســم رمــان زنگ هــا 
بــرای کــه بــه صــدا درمی آیــد 
ــن ناقــوس مــرگ کیســت؟  ــا ای ی
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در ســال 1956، اســتیونز، پیــش خدمتــی باســابقه در دارلینگتــون 
ــا  ــرود. ام ــری ب ــت کانت ــوی وس ــه س ــه ب ــرد ک ــم می گی ــال، تصمی ه
ایــن گــردش شــش روزه تبدیــل بــه ســفری بــه درون گذشــتۀ اســتیونز 
فاشیســم،  بــا  کــه  گذشــته ای  می شــود؛  انگلســتان  کشــورش  و 
دو جنــگ جهانــی و عشــقی پنهــان بیــن یــک پیــش خدمــت و 
یــک خدمــت کار خانــه گــره خــورده اســت. رمــان خیره کننــدۀ 
و  ناراحت کننــده  همزمــان  عاشــقانه ای  داســتان  گــورو  ایشــی 
ــدرن، و  ــان م ــر انس ــم ب ــرایط حاک ــر ش ــق ب ــی عمی ــده آور، تأمل خن
ــت. ــاز اس ــرات سرنوشت س ــان تغیی ــتان در زم ــرای انگلس ــه ای ب مرثی

ــاز می شــود. راوی  ــا تصادفــی شــبانه در یکــی از خیابان هــای پاریــس آغ ــز ب ــر و هیجان انگی ــن رمــان نفس گی ای
بــی نــام و نشــان داســتان، کــه پســری نوجــوان اســت، توســط ماشــینی زیــر گرفتــه می شــود کــه راننــده اش، 
ــه  ــودی ب ــب و رازآل ــوادث عجی ــاق، ح ــن اتف ــد از ای ــد. بع ــر می رس ــه نظ ــنا ب ــش آش ــم و بی ــرای پســرک، ک ب
ــول و  ــتانی غیرمعم ــدن در بیمارس ــوش آم ــه ه ــر، ب ــداری ات ــس، مق ــک ون پلی ــور ی ــدد: حض ــوع می پیون وق
ــروی  ــا پیش ــد. ب ــرک می ده ــه پس ــی را ب ــت های بانک ــر از یادداش ــه ای پ ــت نام ــه پاک ــدۀ زن ک ــدی رانن ناپدی
ــانی  ــردرگمی و پریش ــوند، س ــاس تر می ش ــرایط حس ــه ش ــر و ب ــا باریک بین ت ــخصیت ه ــه ش ــر چ ــتان، ه داس
ــگارش  ــیوۀ ن ــد. ش ــود می کن ــتانی خ ــای داس ــحور گره ه ــن را مس ــاب، مخاطبی ــده و کت ــر ش ــز عمیق ت ــان نی ش
ســاده، پرداخــت بــه حافظــه و غیرمطمئــن بــودن آن و دغدغــۀ ژرف مودیانــو دربــارۀ مســائل اخلاقــی، مخاطبیــن 
ــه ارمغــان آورده اســت. روزنامــۀ لیبراســیون  ــرای ایــن نویســنده ب بین المللــی و طرفدارانــی پــر و پــا قــرص را ب
ــان  ــارۀ آن نوشــته اســت: رم ــۀ لکســپرس درب ــرده و روزنام ــف ک ــان تصــادف شــبانه را »بی@نقــص« توصی رم
تصــادف شــبانه زیــر شــنلی از تاریکــی قــرار دارد، امــا رمانــی اســت کــه بــه ســوی نــور تغییــر جهــت می دهــد.

تصادف شبانه

بازمانده روز

رمــان ریشــه ها، اثــر الکــس هیلــی، یکــی از فوق العاده تریــن و تأثیرگذارتریــن کتاب هــای معاصــر بــه 
ــت  ــه حکای ــودش ــــ ب ــوادۀ خ ــواده ــــ خان ــک خان ــتان ی ــق داس ــی از طری ــس هیل ــد. الک ــاب می آی حس
فرامــوش نشــدنی و مثال زدنــی شــخصیتی بــه نــام کونتــا کینتــه و شــش نســل بعــد از او زندگــی بخشــیده 
ــاورزان و  ــده، کش ــان آزادش ــا و مردم ــتند: برده ه ــل هس ــان دخی ــن رم ــادی در ای ــخصیت های زی ــت. ش اس
ــه ها  ــان ریش ــی در رم ــنده. هیل ــک نویس ــه ی ــاران و البت ــن، وکلا و معم ــوب و راه آه ــران چ ــران، کارگ آهنگ
ــیاه  ــندۀ س ــن نویس ــوان اولی ــه عن ــت. او ب ــرده اس ــود ک ــوادۀ خ ــخ خان ــی تاری ــر از بازگوی ــیار فرات کاری بس
پوســت آمریکایــی کــه رد نیــاکان خــود را تــا دورتریــن نســل ها گرفتــه، موفــق بــه آشــکار کــردن 
ــیار  ــی و بس ــی غن ــت. او از فرهنگ ــده اس ــار ش ــی تب ــی آفریقای ــون آمریکای ــدود  25 میلی ــته ی ح گذش
ــه ها  ــان ریش ــا رم ــت. ام ــش رف ــل پی ــودی کام ــرز ناب ــا م ــرده داری ت ــط ب ــه توس ــه ک ــخن گفت ــی س قدیم
درنهایــت، فقــط ســیاه پوســتان یــا سفیدپوســتان را مخاطــب قــرار نمی دهــد، بلکــه تمامــی مــردم 
ــی از  ــان یک ــن رم ــتان ای ــه داس ــرا ک ــوند، چ ــد ش ــه ها بهره من ــان ریش ــد از رم ــا می توانن ــۀ نژاده از هم
ــت. ــوار اس ــخت و دش ــرایط س ــان در ش ــت انس ــری و مقاوم ــاف پذی ــان دادن انعط ــا در نش ــن گواه ه بهتری

کتــاب غــرور و تعصــب، رمانــی ارزشــمند و مانــدگار نوشــتۀ جیــن آســتین 
ــن  ــتان ای ــت. داس ــار یاف ــال 1813 انتش ــار در س ــتین ب ــه نخس ــت ک اس
ــردازد.  ــت، می پ ــت بن ــاب، الیزاب ــان کت ــی قهرم ــد عاطف ــه رش ــان ب رم
الیزابــت در رونــد اتفاقــات، بــه نادرســتی تصمیمــات عجولانــه پــی می بــرد 
و فــرق بیــن چیزهــای اضافــی و ضــروری در زندگــی را می آمــوزد. 
ــش  ــک از دختران ــچ ی ــی هی ــه دلایل ــا ب ــر دارد ام ــج دخت ــت، پن ــای بن آق
ــم  ــت ه ــای بن ــر آق ــد. همس ــه ارث ببرن ــای او را ب ــد دارایی ه نمی توانن
ــر ضــروری اســت  ــج دخت ــن پن ــرای ای ــن ب ــدارد، بنابرای ــی از خــود ن ثروت
ــد  ــا بتوان ــد ت ــد ازدواج کن ــردی ثروتمن ــا م ــا ب ــی از آن ه ــل یک ــه حداق ک
ــواده حمایــت مالــی کنــد. جیــن آســتین در ایــن  بعــد از مــرگ او، از خان
اثــر جــاودان بــا هنرمنــدی تمــام بــر موضــوع ازدواج از روی عشــق و علاقــه 
ــی  ــون چگونگ ــی چ ــه موضوعات ــان، ب ــزی درخش ــا طن ــد و ب ــد می کن تأکی
ــردازد. ــود می پ ــۀ خ ــول در زمان ــلات، ازدواج و پ ــان ها، تحصی ــار انس رفت

ریشه ها

غرور و تعصب

مریم محمودی

دانشجوی کارشناسی زبان و ادبیات انگلیسی

gmail.com@mmahmoody26 :پست الکترونیک
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19- Find good things without looking for

20- The voice actor of smaug.a dragon in J.R.R Tolk-
ine’s “The Hobbit”. In Peter Jackson’s adaptation of 
Tolkine’s book

21- Based on Emily Dickinson poem: … is the thing 
with feathers that perches in the soul

22- The first black woman to win a Nobel prize 

23- Use something

24- The story narrator of “ The Great Gatsby” by 
F.Scott Fitzgerald

25- He was known as Gabo or Gabito throughout 
Latin America

26- Nostalgia for a time you’ve never known

27- Another term for Loan Translation

28-  The country that holds the highest number of 
winners of the Nobel Prize in literature

29- At the last scene of the movie “Se7en”. direct-
ed by David  Fincher. detective somerest. Played 
by Morgan Freeman. quoted from this well-known 
American writer.

طراح: مصطفی مولائی
دانشجوی کارشناسی مترجمی زبان انگلیسی



انجمــن زبــان و ادبیــات انگلیســی دانشــگاه بیرجنــد مســابقۀ حــل جــدول کلمــات را بــه منظــور افزایــش اطلاعــات و آگاهی دانشــجویان 
گرامــی برگــزار می کنــد.

از علاقه منــدان دعــوت می شــود پاســخ  هــای صحیــح یــا تصویــر نســخۀ حل شــده را تــا تاریــخ 1397/12/20 بــه پســت الکترونیــک  
gmail.com@m.molayee5  یــا شناســۀ تلگرامــی @mmolayee ارســال کننــد.

بــه دو نفــر از برنــدگان بــه قیــد قرعــه یــک جلــد کتــاب  The Fellowship of the Ring )1954( اثــر  جــی. جــی. ار. تالکیــن اهــدا 
خواهــد شــد.

A

فراخوان

1- One of the Leo Tolstoy’s books

2- A Norwegian playwright and the father of mod-
ern realistic drama

3- A person who usually forgives

4- American poet and the father of free vers

5- Causing mild fear

6- “Apocalypse Now” the American film directed by 
Francis Ford Coppola was inspired by this book by 
Joseph Conrad

7- The Bard of Avon

8- Envious

9- The creator of Fagin and Miss Havisham 

10- Fear or dislike of advanced  technology or comp 
devices

11- America’s first modern celebrity

12- The opening Phrase of Act 3.scene 1 in Shake-
speare’s Hamlet spoken by Prince Hamlet in so 
called “ nunnery scene“

13- The writer of the “  To the Light House “

14- Th main antagonist of J.R.R Tolkine’s “ Lord of 
the Rings “

15- A new word is added to the dictionary every … 
hours

16- The events of “ Ulysses “ by James Joyce happen 
in this city

17- Harry Potter’s pet in J.K.Rowling’s book series 

18- One of the Sylvia Plath poems that commonly 
used as an example of her writing style 
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racial affairs, Brown suggested a reversal in course. 
A mood of outrage and defiance swept the South, 
not unlike the reaction to emancipation and Recon-
struction following the Civil War. Again, racial equal-
ity was being forced upon the South by the federal 
government, and by 1956 Southern white opposition 
to desegregation mushroomed into a vicious back-
lash. White Citizens’ Councils were formed in almost 
every Southern city and backwater town, comprised 
primarily of middle- to upper-middle-class whites in 
business and the clergy. Just as Southern legislatures 
had passed the black codes in response to the ear-
ly steps of Reconstruction, in the years immediately 
following Brown v. Board, five Southern legislatures 
passed nearly fifty new Jim Crow laws. In the streets, 
resistance turned violent. The Ku Klux Klan reassert-
ed itself as a powerful terrorist organization, commit-
ting castrations, killings, and the bombing of black 
homes and churches. NAACP leaders were beaten, 
pistol-whipped, and shot. As quickly as it began, 
desegregation across the South ground to a halt. In 
the absence of a massive, grassroots movement di-
rectly challenging the racial caste system, Jim Crow 
might be alive and well today. Yet in the 1950s, a civil 
rights movement was brewing, emboldened by the 
Supreme Court’s decisions and a shifting domestic 
and international political environment. With ex-
traordinary bravery, civil rights leaders, activists, and 
progressive clergy launched boycotts, marches, and 
sit-ins protesting the Jim Crow system. They endured 
fire hoses, police dogs, bombings, and beatings by 
white mobs, as well as by the police. Once again, 
federal troops were sent to the South to provide 
protection for blacks attempting to exercise their 
civil rights, and the violent reaction of white racists 
was met with horror in the North. The dramatic high 
point of the Civil Rights Movement occurred in 1963. 
The Southern struggle had grown from a modest 
group of black students demonstrating peacefully at 
one lunch counter to the largest mass movement for 
racial reform and civil rights in the twentieth century. 

On June 12, 1963, President Kennedy announced 
that he would deliver to Congress a strong civil rights 
bill, a declaration that transformed him into a wide-
ly recognized ally of the Civil Rights Movement. Fol-
lowing Kennedy’s assassination, President Johnson 
professed his commitment to the goal of “the full 
assimilation of more than twenty million Negroes 
into American life,” and ensured the passage of com-
prehensive civil rights legislation. The Civil Rights Act 
of 1964 formally dismantled the Jim Crow system of 
discrimination in public accommodations, employ-
ment, voting, education, and federally financed ac-
tivities. The Voting Rights Act of 1965 arguably had 
even greater scope, as it rendered illegal numerous 
discriminatory barriers to effective political partic-
ipation by African Americans and mandated fed-
eral review of all new voting regulations so that it 
would be possible to determine whether their use 
would perpetuate voting discrimination. Within five 
years, the effects of the civil rights revolution were 
undeniable. Between 1964 and 1969, the percent-
age of African American adults registered to vote in 
the South soared. In Alabama the rate leaped from 
19.3 percent to 61.3 percent; in Georgia, 27.4 per-

cent to 60.4 percent; in Louisiana, 31.6 percent to 
60.8 percent; and in Mississippi, 6.7 percent to 66.5 
percent.4 suddenly black children could shop in de-
partment stores, eat at restaurants, drink from wa-
ter fountains, and go to amusement parks that were 
once off-limits. Miscegenation laws were declared 
unconstitutional, and the rate of interracial marriage 
climbed. While dramatic progress was apparent in 
the political and social realms, civil rights activists 
became increasingly concerned that, without major 
economic reforms, the vast majority of blacks would 
remain locked in poverty. Thus at the peak of the 
Civil Rights Movement, activists and others began to 
turn their attention to economic problems, arguing 
that socioeconomic inequality interacted with rac-
ism to produce crippling poverty and related social 
problems. As the Civil Rights Movement began to 
evolve into a “Poor People’s Movement,” it promised 
to address not only black poverty, but white poverty 
as well .Martin Luther King Jr. and other civil rights 
leaders made it clear that they viewed the eradica-
tion of economic inequality as the next front in the 
“human rights movement” and made great efforts 
to build multiracial coalitions that sought economic 
justice for all. Shortly before his assassination, he en-
visioned bringing to Washington, D.C., thousands of 
the nation’s disadvantaged in an interracial alliance 
that embraced rural and ghetto blacks, Appalachian 
whites, Mexican Americans, Puerto Ricans, and Na-
tive Americans to demand jobs and income—the 
right to live. In a speech delivered in 1968, King ac-
knowledged there had been some progress for blacks 
since the passage of the Civil Rights Act of 1964, but 
insisted that the current challenges required even 
greater resolve and that the entire nation must be 
transformed for economic justice to be more than a 
dream for poor people of all colors. With the success 
of the Civil Rights Movement and the launching of 
the Poor People’s Movement, it was apparent to all 
that a major disruption in the nation’s racial equilib-
rium had occurred. Conservative whites began, once 
again, to search for a new racial order that would 
conform to the needs and constraints of the time. 
This process took place with the understanding that 
whatever the new order would be, it would have to 
be formally race-neutral—it could not involve explic-
it or clearly intentional race discrimination. A similar 
phenomenon had followed slavery and Reconstruc-
tion, as white elites struggled to define a new racial 
order with the understanding that whatever the new 
order would be, it could not include slavery. Jim Crow 
eventually replaced slavery, but now it too had died, 
and it was unclear what might take its place. Barred 
by law from invoking race explicitly, those commit-
ted to racial hierarchy were forced to search for new 
means of achieving their goals according to the new 
rules of American democracy. Proponents of racial 
hierarchy found they could install a new racial caste 
system without violating the law or the new limits 
of acceptable political discourse, by demanding “law 
and order” rather than “segregation forever.”
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separate booths only upon complaint of the people 
in the town and vicinity to be served after due hear-
ing as now provided by law in other complaints filed 
with the Corporation Commission.

South Carolina:

Child Custody: It shall be unlawful for any parent, 
relative, or other white person in this State, having 
the control or custody of any white child, by right of 
guardianship, natural or acquired, or otherwise, to 
dispose of, give or surrender such white child per-
manently into the custody, control, maintenance, or 
support, of a Negro.

North Carolina:

Textbooks: Books shall not be interchangeable be-
tween the white and colored schools, but shall con-
tinue to be used by the race first using them.

Arkansas:

Prisons: The warden shall see that the white convicts 
shall have separate apartments for both eating and 
sleeping from the Negro convicts. Mississippi - It shall 
be unlawful for any white prisoner to be handcuffed 
or otherwise chained or tied to a Negro prisoner.

In 1896, the Supreme Court established the doc-
trine of separate but equal in Plessy v. Ferguson, af-
ter a black man in New Orleans attempted to sit in 
a whites only railway car . Railroads had to provide 
equal but separate accommodations for the white 
and colored races on lines running in the state. The 
Louisiana General Assembly passed laws preventing 
black and white people from riding together in 1890. 
A couple of years later, the court passed a Mississippi 
law which denied the right for black men to vote. The 
Jim Crow laws affected every aspect of life. In South 
Carolina, blacks and whites could not work together 
in the same room, enter through the same door, or 
even look out the same window. Many black 

people could not get hired, because of the color of 
their skin. In 1914, Texas had a total of six towns 
that didn’t allow black residents. There were doors, 
ticket booths, and water fountains that were just for 
blacks. Schools and textbooks books were divided 
between the blacks and whites. Each race had a dif-
ferent school, textbooks, and bibles.

The Death of Jim Crow

Scholars have long debated the beginning and end 
of Reconstruction, as well as exactly when Jim Crow 
ended and the Civil Rights Movement or “Second 
Reconstruction” began. Reconstruction is most typ-
ically described as stretching from 1863 when the 
North freed the slaves to 1877, when it abandoned 
them and withdrew federal troops from the South. 
There is much less certainty regarding the beginning 
of the end of Jim Crow. The general public typical-
ly traces the death of Jim Crow to Brown v. Board 
of Education, although the institution was showing 
signs of weakness years before. By 1945, a growing 
number of whites in the North had concluded that 
the Jim Crow system would have to be modified, if 
not entirely overthrown. This consensus was due to 
a number of factors, including the increased politi-
cal power of blacks due to migration to the North 
and the growing membership and influence of the 
NAACP, particularly its highly successful legal cam-
paign challenging Jim Crow laws in federal courts. 
Far more important in the view of many scholars, 
however, is the influence of World War II. The blatant 
contradiction between the country’s opposition to 
the crimes of the Third Reich against European Jews 
and the continued existence of a racial caste system 
in the United States was proving embarrassing, se-
verely damaging the nation’s credibility as leader of 
the “free world.” There was also increased concern 
that, without greater equality for African Americans, 
blacks would become susceptible to communist in-
fluence, given Russia’s commitment to both racial 
and economic equality. The Supreme Court seemed 
to agree. In 1944, in Smith v. Allwright, the Supreme 
Court ended the use of the all-white primary elec-
tion; and in 1946, the Court ruled that state laws 
requiring segregation on interstate buses were un-
constitutional. Two years later, the Court voided any 
real estate agreements that racially discriminated 
against purchasers, and in 1949 the Court ruled that 
Texas’s segregated law school for blacks was inher-
ently unequal and inferior in every respect to its law 
school for whites. In 1950, in McLaurin v. Oklahoma, 
it declared that Oklahoma had to desegregate its law 
school. Thus, even before Brown, the Supreme Court 
had already begun to set in motion a striking pattern 
of desegregation. Brown v. Board of Education was 
unique, however. It signaled the end of “home rule” 
in the South with respect to racial affairs. Earlier de-
cisions had chipped away at the “separate but equal” 
doctrine, yet Jim Crow had managed to adapt to the 
changing legal environment, and most Southerners 
had remained confident that the institution would 
survive. Brown threatened not only to abolish segre-
gation in public schools, but also, by implication, the 
entire system of legalized discrimination in the South. 
After more than fifty years of nearly complete defer-
ence to Southern states and noninterference in their 
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separated Americans by race in 26 states. From Del-
aware to California, and from North Dakota to Texas, 
many states (and cities, too) could impose legal pun-
ishments on people for consorting with members of 
another race. The most common types of laws for-
bade.

Southern state legislatures passed these types of 
laws that made it mandatory that whites and

Blacks be separated in public transportation and 
school. It was then extended to parks, cemeteries, 
restaurants, and other public places. Fines and even 
jail time were enforced if a person did not sit in their 
certain section.

However, Jim Crow laws covered almost every pos-
sible area of human contact. The following is a sam-
pling of Jim Crow laws from various states:

Alabama:

Buses: All passenger stations in this state operated 
by any motor transportation company shall have 
separate waiting rooms or space and separate ticket 
windows for the white and colored races.

Railroads: The conductor of each passenger train is 
authorized and required to assign each passenger to 
the car or the division of the car, when it is divided 
by a partition, designated for the race to which such 
passenger belongs.

Restaurants: It shall be unlawful to conduct a restau-
rant or other place for the serving of food in the city, 
at which white and colored people are served in the 
same room, unless such white and colored persons 
are effectually separated by a solid partition extend-
ing from the floor upward to a distance of seven feet 
or higher, and unless a separate entrance from the 
street is provided for each compartment.

Florida:

Intermarriage: All marriages between a white person 
and a Negro, or between a white person and a per-
son of Negro descent to the fourth generation inclu-
sive, are hereby forever prohibited.

Education: The schools for white children and the 
schools for Negro children shall be conducted sep-
arately.

Georgia:

Restaurants: All persons licensed to conduct a 
restaurant, shall serve either white people exclusive-
ly or colored people exclusively and shall not sell to 
the two races within the same room or serve the two 
races anywhere under the same license.

Intermarriage: It shall be unlawful for a white person 
to marry anyone except a white person. Any mar-
riage in violation of this section shall be void.

Barbers: No colored barber shall serve as a barber 
[to] white women or girls.

Burial: The officer in charge shall not bury, or allow 

to be buried, any colored persons upon ground set 

apart or used for the burial of white persons.

Parks: It shall be unlawful for colored people to fre-
quent any park owned or maintained by the city for 
the benefit, use and enjoyment of white persons...
and unlawful for any white person to frequent any 
park owned or maintained by the city for the use and 
benefit of colored persons.

Mental Hospitals: The Board of Control shall see that 
proper and distinct apartments are arranged for said 
patients, so that in no case shall Negroes and white 
persons be together. Georgia

Louisiana:

Housing: Any person...who shall rent any part of any 
such building to a negro person or a negro family 
when such building is already in whole or in part in 
occupancy by a white person or white family, or vice 
versa when the building is in occupancy by a negro 
person or negro family, shall be guilty of a misde-
meanor and on conviction thereof shall be punished 
by a fine of not less than twenty-five ($25.00) nor 
more than one hundred ($ 100.00) dollars or be im-
prisoned not less than 10, or more than 60 days, or 
both such fine and imprisonment in the discretion of 
the court.

Mississippi:

Intermarriage: The marriage of a white person with 
a Negro or mulatto or person who shall have one-
eighth or more of Negro blood. Shall be unlawful and 
void. 

Education: Separate schools shall be maintained for 
the children of the white and colored races. 

Promotion of Equality: Any person...who shall be 

guilty of printing, publishing or circulating printed, 
typewritten or written matter urging or presenting 
for public acceptance or general information, argu-
ments or suggestions in favor of social equality or of 
intermarriage between whites and negroes, shall be 
guilty of a misdemeanor and subject to fine or not 
exceeding five hundred (500.00) dollars or imprison-
ment not exceeding six (6) months or both.

Oklahoma:

Teaching: Any instructor who shall teach in any 
school. college or institution where members of the 
white and colored race are received and enrolled 
as pupils for instruction shall be deemed guilty of a 
misdemeanor, and upon conviction thereof, shall be 
fined in any sum not less than ten dollars ($10.00) 
nor more than fifty dollars (550.00) for each offense

Telephone Booths: The Corporation Commission is 
hereby vested with power and authority to require 
telephone companies...to maintain separate booths 
for white and colored patrons when there is a de-
mand for such separate booths. That the Corporation 
Commission shall determine the necessity for said 
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rican Americans obtained political power and began 
the long march toward greater social and econom-
ic equality, whites reacted with panic and outrage. 
Southern conservatives vowed to reverse Reconstruc-
tion …. Their campaign to “redeem” the South was 
reinforced by a resurgent Ku Klux Klan, which fought 
a terrorist campaign against Reconstruction govern-
ments and local leaders, complete with bombings, 
lynching, and mob violence. The terrorist campaign 
proved highly successful. “Redemption” resulted in 
the withdrawal of federal troops from the South and 
the effective abandonment of African Americans and 
all those who had fought for or supported an egali-
tarian racial order. The federal government no longer 
made any effort to enforce federal civil rights legis-
lation …. Once again, vagrancy laws and other laws 
defining activities such as “mischief” and “insulting 
gestures” as crimes were enforced vigorously against 
blacks. The aggressive enforcement of these criminal 
offenses opened up an enormous market for convict 
leasing, in which prisoners were contracted out as la-
borers to the highest private bidder. Convicts had no 
meaningful legal rights at this time and no effective 
redress. They were understood, quite literally, to be 
slaves of the state. The Thirteenth Amendment 

to the U.S. Constitution had abolished slavery but 
allowed one major exception: slavery remained ap-
propriate as punishment for a crime. In a landmark 
decision by the Virginia Supreme Court, Ruffin v. 
Commonwealth, issued at the height of Southern Re-
demption, the court put to rest any notion that con-
victs were legally distinguishable from slaves. During 
the decade following Redemption, the convict popu-
lation grew ten times faster than the general popu-
lation: “Prisoners became younger and blacker, and 
the length of their sentences soared”. It was the na-
tion’s first prison boom and, as they are today, the 
prisoners were disproportionately black. After a brief 
period of progress during Reconstruction, African 
Americans found themselves, once again, virtually 
defenseless. The criminal justice system was stra-
tegically employed to force African Americans back 
into a system of extreme repression and control, a 
tactic that would continue to prove successful for 
generations to come. Even as convict leasing faded 
away, strategic forms of exploitation and repression 

emerged anew. Redemption marked a turning point 
in the quest by dominant whites for a new racial 
equilibrium, a racial order that would protect their 
economic, political, and social interests in a world 
without slavery. Segregation laws were proposed as 
part of a deliberate effort to drive a wedge between 
poor whites and African Americans. These discrim-
inatory barriers were designed to encourage low-
er-class whites to retain a sense of superiority over 
blacks, making it far less likely that they would sus-
tain interracial political alliances aimed at toppling 
the white elite. The laws were, in effect, another 
racial bribe. As William Julius Wilson has noted, “As 
long as poor whites directed their hatred and frustra-
tion against the black competitor, the planters were 
relieved of class hostility directed against them.” In-
deed, in order to overcome the well-founded suspi-
cions of poor and illiterate whites that they, as well 
as blacks, were in danger of losing the right to vote, 
the leaders of the movement pursued an aggressive 
campaign of white supremacy in every state prior to 
black disenfranchisement. History seemed to repeat 
itself. Just as the white elite had successfully driven 
a wedge between poor whites and blacks following 
Bacon’s Rebellion by creating the institution of black 
slavery, another racial caste system was emerging 
nearly two centuries later, in part due to efforts by 
white elites to decimate a multiracial alliance of poor 
people. By the turn of the twentieth century, every 
state in the South had laws on the books that disen-
franchised blacks and discriminated against them in 
virtually every sphere of life, lending sanction to a 
racial ostracism that extended to schools, churches, 
housing, jobs, restrooms, hotels, restaurants, hospi-
tals, orphanages, prisons, funeral homes, morgues, 
and cemeteries. Politicians competed with each oth-
er by proposing and passing ever more stringent, op-
pressive, and downright ridiculous legislation (such 
as laws specifically prohibiting blacks and whites 
from playing chess together). The public symbols 
and constant reminders of black subjugation were 
supported by whites across the political spectrum, 
though the plight of poor whites remained largely 
unchanged. For them, the racial bribe was primari-
ly psychological. The new racial order, known as Jim 
Crow was regarded as the “final settlement,” the 
“return to sanity,” and “the permanent system.” Of 
course, the earlier system of radicalized social con-
trol—slavery—had also been regarded as final, sane, 
and permanent by its supporters. Like the earlier 
system, Jim Crow seemed “natural,” and it became 
difficult to remember that alternative paths were not 
only available at one time, but nearly embraced.

As early as 1837 the term Jim Crow was used to 
describe racial segregation in Vermont. They man-
dated the separation of the races and separate and 
unequal status for African Americans.  The most im-
portant Jim Crow laws required that public schools, 
public accommodations, and public transportation, 
including buses and trains, have separate facilities 
for whites and blacks.  The facilities established for 
African Americans were always far inferior to whites, 
and reinforced their poverty and political exclusion.  
These laws also generated a decades-long struggle 
for equal rights. From 1881 to 1964, Jim Crow laws 
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lective racial epithet for Blacks, not as offensive as 
nigger, but as offensive as coon or darkie. Obviously, 
the popularity of minstrel shows aided the spread of 
Jim Crow as a racial slur. This use of the term did not 
last past a half century. By the end of the 19th Cen-
tury, the words Jim Crow were less likely to be used 
to derisively describe Blacks; instead, the phrase Jim 
Crow was being used to describe laws and customs 
which oppressed Blacks. The minstrel show was one 
of the first native forms of American entertainment, 
and Rice was rightly regarded as the “Father of Amer-
ican minstrelsy.” He had many imitators. In 1843, 
four White men from Virginia, billed as the “Virgin-
ia Minstrels,” darkened their faces and imitated the 
singing and dancing of Blacks. They used violins, cas-
tanets, banjos, and tambourines. Their routine was 
successful and they were invited to tour the country. 
In 1845, the Christy Minstrels (for whom Stephen 
Foster wrote some of his most popular songs) origi-
nated many features of the minstrel show, including 
the seating of the blackface performers in a semicir-
cle on stage, with the tambourine player (Mr. Tam-
bo) at one end, and the castanet player (Mr. Bones) 
at the other; the singing of songs, called Ethiopian 
melodies, with harmonized choruses; and the hu-
morous banter of jokes between the endmen and 
the performer in the middle seat (Mr. Interlocutor). 
These performers were sometimes called “Ethiopi-
an Delineators” and the shows were popularly re-
ferred to as “Coon Shows.” Rice, and his imitators, 
by their stereotypical depictions of Blacks, helped to 
popularize the belief that Blacks were lazy, stupid, 
inherently less human, and unworthy of integration. 
During the years that Blacks were being victimized by 
lynch mobs, they were also victimized by the racist 
caricatures propagated through novels, sheet mu-
sic, theatrical plays, and minstrel shows. Ironically, 
years later when Blacks replaced White minstrels, 
the Blacks also “blackened” their faces, thereby pre-
tending to be Whites pretending to be Blacks. They, 
too, performed the Coon Shows which dehumanized 
Blacks and helped establish the desirability of racial 
segregation. Daddy Rice, the original Jim Crow, be-
came rich and famous because of his skills as a min-
strel. However, he lived an extravagant lifestyle, and 
when he died in New York on September 19, 1860, 

he was in poverty.1 The 
minstrel shows were 
popular between 1850 
and 1870, but they lost 
much of their nation-
al popularity with the 
coming of motion pic-
tures and radios. Unfor-
tunately for Blacks, the 
minstrel shows contin-
ued in small towns, and 
worse, caricatured por-
trayals of Blacks found 
greater expression in 
motion pictures and 
radios. Two examples 
of the influence which 
these minstrel show had 
during the history, were 
Dumbo and John Lloyd 

Stephens arriving in Mexico.

Disney’s feature film Dumbo, released in 1941, tells 
the tale of a loveable baby elephant born with un-
naturally large ears which he is consequently able to 
use for flying. One of the scenes presented in the film 
presents some highly problematic material however. 
Halfway through the film, Dumbo runs into a group 
of crows who assist in motivating, encouraging, and 
teaching him to fly. By aid of the “magic feather” the 
crows give him, Dumbo is then able to return to the 
circus and perform a revolutionary new act which 
crazes the nation.

Unfortunately, the crows Dumbo runs into are pre-
sented as African Americans. The very fact that Dis-
ney chose the particular characterization of crows to 
display black-coded stereotypes is questionable, but 
to make matters even worse, their leader’s script-
ed name is Jim Crow. The blatant reference to the 
offensive term of Jim Crow, the stereotyped lan-
guage given to the crows, the voice casting of African 
Americans as the crows they’re playing, the anima-
tor behind their creation, and the role they play in 
the film’s plot all pose large problems which can’t be 
overlooked.

Having already established a problematic visual rep-
resentation of Jim Crow, the song “When I See an 
Elephant Fly” next adds a disturbing linguistic ste-
reotyping of African American language. The main 
line of the chorus uses speech reminiscent of early 
minstrel songs: “But I be don’ seen ‘bout ev’rythang, 
when I see an elephant fly” It’s interesting to note 
that the lyrics of this song in current Disney song-
books have changed the lyrics to “But I think I will 
have seen ev’rything when I see an elephant fly.” 
The removal of dialect from the printed sheet music 
seems to reflect a recognition of the racist implica-
tions to it.

The controversial visual and linguistic stereotypes 
presented in Dumbo’s crows are further complicat-
ed by the voice casting. Jim Crow is voiced by white 
actor Cliff Edwards, while the rest of the crows are 
voiced by the African American choir Hall Johnson. 
(The same chorus Disney used in the racially contro-
versial film Song of the South.) Whether it’s more 
problematic to have African American actors voic-
ing racist stereotypes or to have a white actor voice 
a caricature of Jim Crow is difficult to determine. 
To have a white actor giving a racially black coded 
performance, even if animated, is the same act as a 
blackface minstrel show.

The other example of this influence came when the 
United States’ special ambassador to Central Amer-
ica, John Lloyd Stephens, arrived in Merida on Mex-
ico’s Yucatan Peninsula in 1841.  Upon his arrival a 
local brass band played Jump Jim Crow mistakenly 
thinking it was the national anthem of the United 
States. The popularity of Jump Jim Crow and the 
blackface form of entertainment also prompted 
many whites to refer to most black males routinely 
as Jim Crow.

The backlash against the gains of African Americans 
in the Reconstruction Era was swift and severe. As Af-
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ever the Nobel committee does not acknowledge re-
fusals, and includes Pasternak and Sartre in its list of 
Nobel laureates.

Fourteen women have won the Nobel Prize in Liter-
ature, more than any other Nobel Prize with the ex-
ception of the Nobel Peace Prize.

The country with the most recipients of the Nobel 
Prize in Literature is France with 16, followed by the 
United States with 12 and the United Kingdom with 
11.

Laureates:

Kazuo Ishiguro                  (2017)                    novel      

Bob Dylan                          (2016)                     poetry, 
songwriting

Svetlana Alexievich          (2015)                     history, 
essay

Patrick Modiano               (2014)            novel

نازنین فوائدی
دانشجوی کارشناسی مترجمی زبان انگلیسی

Article
I’M GOING TO SING A LITTLE SONG…

A CLOSE STUDY OF JIM CROW

A nineteenth-century American actor named Thom-
as Rice was sensationally popular as a blackface char-
acter named Jim Crow. His popularity is credited with 
giving birth to blackface minstrelsy as others began 
to imitate him in the hope of emulating his success. 
Rice’s Jim Crow provided a name for laws and cus-
toms designed to repudiate the emancipation of Af-
rican slaves. Blackface minstrelsy staged an idealized 
version of slave life on a southern plantation. Para-
doxically, as blackface revoked the emancipation of 
slaves on stage, it emancipated the American theatre 
from its British origins and its audience of recently 
immigrated laborers from a low social position. It 
even occasionally performed an ironic reversal of 
the subaltern status of the very African slaves whose 
freedom by proclamation and constitutional amend-
ment the performance sought to negate. Contradic-
tions in the history of blackface performance in the 
United States stage American anxieties about race, 
class, emancipation, and the very construction of the 
concepts of blackness and whiteness.

The name Jim Crow is often used to describe the seg-
regation laws, rules, and customs which arose after 
Reconstruction ended in 1877 and continued until 
the mid1960s , but how did the name become as-
sociated with these “Black Codes” which took away 
many of the rights which had been granted to Blacks 
through the 13th, 14th, and 15th Amendments?

"Come listen all you galls and boys,

I’m going to sing a little song,

My name is Jim Crow.

Weel about and turn about and do jis so,

Eb’ry time I weel about I jump Jim Crow."

These words are from the song, “Jim Crow,” as it ap-
peared in sheet music written by Thomas Dartmouth 
“Daddy” Rice. Rice, a struggling “actor” (he did short 
solo skits between play scenes) at the Park Theater 
in New York, happened upon a Black person singing 
the above song -- some accounts say it was an old 
Black slave who walked with difficulty, others say it 
was a ragged Black stable boy. Whether modeled on 
an old man or a young boy we will never know, how-
ever, it is clear that in 1828 Rice appeared on stage 
as “Jim Crow” -- an exaggerated, highly stereotypical 
Black character. Rice, a White man, was one of the 
first performers to wear blackface makeup -- his skin 
was darkened with burnt cork. His Jim Crow song-
and-dance routine was an astounding success that 
took him from Louisville to Cincinnati to Pittsburg to 
Philadelphia and final-
ly to New York in 1832. 
He then performed to 
great acclaim in London 
and Dublin. By then “Jim 
Crow” was a stock char-
acter in minstrel shows, 
along with counterparts 
Jim Dandy and Zip Coon. 
Rice’s subsequent black-
face characters were 
Sambos, Coons, and 
Dandies. White audi-
ences were receptive to 
the portrayals of Blacks 
as singing, dancing, 
grinning fools. By 1838, 
the term “Jim Crow” 
was being used as a col-
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Literary awards

The Man Booker Prize
The Man Booker Prize is the leading literary award in 
the English speaking world, and has brought recog-
nition, reward and readership to outstanding fiction 
for five decades. Each year, the prize is awarded to 
what is, in the opinion of the judges, the best novel 
of the year written in English and published in the 
UK. It is a prize that transforms the winner’s career.

The Man Booker Prize is sponsored by Man Group 
and the winner receives £50,000 as well as the 
£2,500 awarded to each of the six shortlisted au-
thors. Both the winner and the shortlisted authors 
are guaranteed a worldwide readership plus a dra-
matic increase in book sales.

Booker McConnell, a multinational company, estab-
lished the award in 1968 to provide a counterpart to 
the Prix Goncourt in France. Initially, only English-lan-
guage writers from the United Kingdom, the Republic 
of Ireland, and the Commonwealth countries were 
eligible. In 2013, however, it was announced that 
the prize would be open to English-language writers 
worldwide from 2014. 

Well-known recipients of the prize include: Naipaul, 
Nadine Gordimer, Ruth Prawer Jhabvala, Iris Mur-
doch, J.M. Coetzee, A.S. Byatt, Kingsley Amis, Penelo-
pe Lively, Ben Okri, Michael Ondaatje, Ian McEwan, 
Peter Carey, Kiran Desai, and Hilary Mantel.

In 1992 the Booker Russian Novel Prize was set up 
to reward contemporary Russian authors, to stimu-
late wider knowledge of modern Russian fiction, and 
to encourage translation and publication of Russian 
fiction outside Russia. The Russian prize was disasso-
ciated from the other Bookers in 1999, after which 
sponsorship was provided by several Russian com-
panies. The biennial Man Booker International Prize 
was established in 2005 as a lifetime achievement 
award. From 2016 it was awarded annually to the 
writer of a novel or short-story collection in English 
translation. The annual Man Asian Prize was estab-
lished in 2007; the Man Group announced in 2012 
that it was withdrawing its sponsorship of the prize.

From 2016, the prize became a translation prize, 
awarded annually for a single work of fiction, trans-
lated into English and published in the UK. Underlin-
ing the importance of translation, the £50,000 prize 

is divided equally between the author and the trans-
lator.

2014 The Narrow Road to the Deep North             
Richard Flanagan

2015 A Brief History of Seven Killings              
Marlon James

2016 The Sellout                                                         
Paul Beatty

2017 Lincoln in the Bardo                                  
George Saunders

2018 Milkman                                                         
Anna Burns

The Nobel Prize:

The Nobel Prize in Literature is awarded annually 
by the Swedish Academy to authors for outstand-
ing contributions in the field of literature. It is one 
of the five Nobel Prizes established by the 1895 will 
of Alfred Nobel, which are awarded for outstanding 
contributions in chemistry, physics, literature, peace, 
and physiology or medicine.

As dictated by Nobel’s will, the award is administered 
by the Nobel Foundation and awarded by a commit-
tee that consists of five members elected by the 
Swedish Academy.

The first Nobel Prize in Literature was awarded in 
1901 to Sully Prudhomme of France

Each recipient receives a medal, a diploma and a 
monetary award prize that has varied throughout 
the years

As of 2017, the Nobel Prize in Literature has been 
awarded to 114 individuals.[6] When he received 
the award in 1958, Russian-born Boris Pasternak was 
forced to publicly reject the award under pressure 
from the government of the Soviet Union. In 1964, 
Jean-Paul Sartre made known that he did not wish to 
accept the Nobel Prize in Literature, as he had con-
sistently refused all official honors in the past. How-
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25 Poetry

To those fixed on white, 
White is white, 
To those fixed on black, 
It is the same, 
And red is red, 
Yellow, yellow-
Surely there are such sights
In the many colored world, 
Or in the mind.
The strange thing is that
These people never see themselves
Or you, or me.

Are they not in their minds?
Are we not in the world?
This is a curious blindness
For those that are color blind.
What queer beliefs
That men who believe in sights
Disbelieve in seers.

O people, if you but used
Your other eyes
You would see beings.

 People 

Jean Toomer, 1894 –1967

If we must die—let it not be like hogs
Hunted and penned in an inglorious spot,
While round us bark the mad and hungry 
dogs,
Making their mock at our accursed lot.
If we must die—oh, let us nobly die,
So that our precious blood may not be 
shed
In vain; then even the monsters we defy
Shall be constrained to honor us though 
dead!
Oh, Kinsmen! We must meet the common 
foe;
Though far outnumbered, let us show us 
brave,
And for their thousand blows deal one 
deathblow!
What though before us lies the open 
grave?
Like men we’ll face the murderous, cow-
ardly pack,
Pressed to the wall, dying, but fighting 
back!

If We Must Die
Claude McKay, 1889 



Poetry
I know what the caged bird feels, alas!
 When the sun is bright on the upland slopes;
When the wind stirs soft through the springing 
grass,
And the river flows like a stream of glass;
 When the first bird sings and the first bud opens,
And the faint perfume from its chalice steals—
I know what the caged bird feels!
I know why the caged bird beats its wing
 Till its blood is red on the cruel bars;
For he must fly back to his perch and cling
When he fain would be on the bough a-swing;
 And a pain still throbs in the old, old scars
And they pulse again with a keener sting—
I know why he beats his wing!
I know why the caged bird sings, ah me,
 When his wing is bruised and his bosom sore,—
When he beats his bars and he would be free;
It is not a carol of joy or glee,
 But a prayer that he sends from his heart’s deep 
core,
But a plea, that upward to Heaven he flings—
I know why the caged bird sings!

Sympathy
Paul Laurence Dunbar,

 1872 – 1906

Your skin like dawn

Mine like musk

One paints the beginning

of a certain end.

The other, the end of a

sure beginning.

Passing Time 
 Maya Angelou, 1928 – 2014
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American movement. Also, a number of Harlem Re-
naissance literary figures went silent, left Harlem, or 
died. Some, including Langston Hughes and Zora Ne-
ale Hurston, continued to write and publish into the 
1940s and beyond, although there was no longer any 
sense that they were connected to a literary move-
ment. And Harlem lost some of its magic following 
the 1935 race riot. In any case, few, if any, people 
were talking about a Harlem Renaissance by 1940.

The Harlem Renaissance flourished in the late 1920s 
and early 1930s, but its antecedents and legacy 
spread many years before 1920 and after 1930. It 
had no universally recognized name, but was known 
variously as the New Negro Movement, the New Ne-
gro Renaissance, and the Negro Renaissance, as well 
as the Harlem Renaissance. It had no clearly defined 
beginning or end, but emerged out of the social and 
intellectual upheaval in the African American com-
munity that followed World War I, blossomed in the 
mid- to late-1920s, and then faded away in the mid-
1930s.

While at its core it was primarily a literary move-
ment, the Harlem Renaissance touched all of the 
African American creative arts. While its participants 
were determined to truthfully represent the African 
American experience and believed in racial pride and 

equality, they shared no common political philoso-
phy, social belief, artistic style, or aesthetic principle. 
This was a movement of individuals free of any over-
riding manifesto. While central to African American 
artistic and intellectual life, by no means did it en-
joy the full support of the black or white intelligen-
tsia; it generated as much hostility and criticism as 
it did support and praise. From the moment of its 
birth, its legitimacy was debated. Nevertheless, by at 
least one measure, its success was clear: the Harlem 
Renaissance was the first time that a considerable 
number of mainstream publishers and critics took 
African American literature seriously, and it was the 
first time that African American literature and the 
arts attracted significant attention from the nation at 
large.
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Philip Randolph’s Brotherhood of Sleeping Car Por-
ters, and the black leadership of the NAACP. Mar-
cus Garvey launched his ill-fated Black Nationalist 
movement among its masses, and Harlem became 
the geographical focal point of African American lit-
erature, art, music, and theater. Its night clubs, mu-
sic halls, and jazz joints became the center of New 
York nightlife in the mid-1920s. Harlem, in short, was 
where the action was in black America during the de-
cade following World War I.

Harlem and New York City also contained the infra-
structure to support and sustain the arts. In the early 
twentieth century, New York had replaced Boston as 
the center of the book publishing industry. Further-
more, new publishing houses in the city, such as Al-
fred A. Knopf, Harper Brothers, and Harcourt Brace, 
were open to adding greater diversity to their book 
lists by including works by African American writers. 
By the late nineteenth century, New York City housed 
Tin Pan Alley, the center of the music publishing in-
dustry. In the 1920s, when recordings and broadcast-
ing emerged, New York was again in the forefront. 
Broadway was the epicenter of American theater, 
and New York was the center of the American art 
world. In short, in the early twentieth century no 
other American city possessed the businesses and 
institutions to support literature and the arts that 
New York did.

Without question Harlem was a rapidly growing 
black metropolis, but what kind of city was it becom-
ing? Harlem historian Gilbert Osofsky argued, “The 
most profound change that Harlem experienced 
in the 1920’s was its emergence as a slum. Large-
ly within the space of a single decade Harlem was 
transformed from a potentially ideal community to 
a neighborhood with manifold social and economic 
problems called ‘deplorable,’ ‘unspeakable,’ ‘incred-
ible.’” As a result, most of Harlem’s residents lived 
in poor housing, either in poverty or on the verge of 
poverty, in a neighborhood experiencing the typical 
results of poverty and discrimination: growing vice, 
crime, juvenile delinquency, and drug addiction.

In short, the day-to-day realities that most Harlemites 
faced differed dramatically from the image of Harlem 
life presented by James Weldon Johnson. Harlem 
was beset with contradictions. While it reflected the 
self-confidence, militancy, and pride of the New Ne-
gro in his or her demand for equality, and it reflected 
the aspirations and creative genius of the talented 
young people of the Harlem Renaissance along with 
the economic aspirations of the black migrants seek-
ing a better life in the north, ultimately Harlem failed 
to resolve its problems and to fulfill these dreams.

The 1935 Harlem Race Riot put to rest the conflict-
ing images of Harlem. On March 19, 1935, a young 
Puerto Rican boy was caught stealing a ten-cent 
pocketknife from the counter of a 135th Street five-

and-dime store. Following the arrest, rumors spread 
that police had beaten the youth to death. A large 
crowd gathered, shouting “police brutality” and “ra-
cial discrimination.” A window was smashed, looting 
began, and the riot spread throughout the night. The 
violence resulted in three blacks dead, two hundred 
stores trashed and burned, and more than two mil-
lion dollars worth of destroyed property. The Puerto 
Rican youth whose arrest precipitated the riot had 
been released the previous evening when the mer-
chant chose not to press charges. Shocked by the 
uprising, Mayor Fiorello La Guardia established an 
interracial committee headed by E. Franklin Frazier, 
a professor of sociology at Howard University, to in-
vestigate the riot. They concluded the obvious: the 
riot resulted from a general frustration with racial 
discrimination and poverty.

What the committee failed to report was that the 
riot shattered once and for all James Weldon John-
son’s image of Harlem as the African American urban 
utopia. In spite of the presence of artists and writ-
ers, nightclubs, music, and entertainment, Harlem 
was a slum, a black ghetto characterized by pover-
ty and discrimination. Burned-out storefronts might 
be fertile ground for political action, but not for art, 
literature, and culture. Harlem would see new black 
writers in the years to come. Musicians, poets, and 
artists would continue to make their home there, but 
it never again served as the focal point of a creative 
movement with the national and international im-
pact of the Harlem Renaissance.

Johnson did not personally witness the 1935 Riot. 
He had left the city in 1931, the year after he pub-
lished Black Manhattan, to take the Spence Chair in 
Creative Literature at Fisk University in Nashville. He 
lived there until his death in 1938.

Harlem Renaissance also affected politics, social de-
velopment, and almost every aspect of the African 
American experience from the mid-1920s through 
the mid-1930s.

The end of the Harlem Renaissance is as difficult to 
define as its beginnings. It varies somewhat from 
one artistic field to another. In musical theater, the 
popularity of black musical reviews died out by the 
early 1930s, although there were occasional efforts, 
mostly unsuccessful, to revive the genre. However, 
black performers and musicians continued to work, 
although not so often in all black shows. Black mu-
sic continued into the World War II era, although the 
popularity of blues singers waned somewhat, and 
jazz changed as the big band style became popular. 
Literature also changed, and a new generation of 
black writers like Richard Wright and Ralph Ellison 
emerged with little interest in or connection with 
the Harlem Renaissance. In art, a number of artists 
who had emerged in the 1930s continued to work, 
but again, with no connection to a broader African 
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ican culture during the Harlem Renaissance. The 
term “Jazz Age” was used by many who saw African 
American music, especially the blues and jazz, as the 
defining features of the Renaissance. However, both 
jazz and the blues were imports to Harlem. They 
emerged out of the African American experience 
around the turn of the century in southern towns 
and cities, like New Orleans, Memphis, and St. Lou-
is. From these origins these musical forms spread 
across the country, north to Chicago before arriving 
in New York a few years before World War I.

Yet black performance flourished throughout ante-
bellum Lower Manhattan. In contrast to the com-
munity’s other institutions, their venues frequent-
ly blurred class and racial boundaries. In the early 
1820s William Brown, like John Russwurm an émigré 
from the Caribbean, opened the African Grove as a 
pleasure garden to the west of the Five Points. He ca-
tered to a cross-section of New Yorkers—members of 
both the black elite and lower classes as well as local 
whites—offering ice cream and punch as well as en-
tertainment such as orchestral and vocal music and 
dramatic recitations. A few blocks south in the heart 
of the Five Points stood Almack’s, parodically named 
after a fashionable London social club, and later sim-
ply known as Pete Williams’s place. A dance hall that 
catered to lower-class blacks, it attracted its share of 
white visitors, too. In his 1842 American Notes for 
General Circulation, Charles Dickens described some 
of its denizens, focusing in particular on their dress. 
Speaking for all black New Yorkers, and indeed for 
all black Americans, in 1827 the editors of Freedom’s 
Journal proclaimed that “we wish to plead our own 
cause.” They would do so, they insisted, by counter-
ing the misrepresentations made by others with their 
own representations of the special gifts and destiny 
of the Negro. What these special gifts were proved 
harder to define: did they reside in the community’s 
elite class and its highbrow traditions, in the masses 
and their folk and street culture, or did the process-
es of artistic expression encourage a merging of the 
two? Moreover, how could black artists plead their 
own cause when they were constrained on all sides 
by white cultural brokers? The resulting tensions, 

ambiguities, and frustrations— conflictual as well as 
productive—remained a constant throughout the 
nineteenth century only to emerge with remarkable 
force in the Harlem Renaissance in writers as diverse 
as Locke, Fauset, Hurston, and Hughes. Despite such 
similarities, the Harlem of the Renaissance was, as 
Johnson recognized, unlike its nineteenth-century 
predecessors in at least one important respect. It was 
a somewhere, a geographically bounded “city with-
in a city,” in which black New Yorkers were “securely 
anchored,” owning property, establishing communi-
ty institutions, and creating a vibrant artistic and cul-
tural life. But Johnson was equally prescient when he 
intuited that the Negro would not be able to “hold” 
Harlem. Indeed, the 2009 city census tells us that 
mere 17 percent of a New York’s black population 
resides in Manhattan. As gentrification intensifies, 
only six out of 10 of Harlem’s residents are black. In 
contrast, 35 percent of blacks live in Brooklyn and 
the Bronx respectively, and 20 percent in Queens. A 
“city within a city” no longer exists. But that doesn’t 
mean that Harlem is nowhere. The sights and sounds 
of blackness permeate the entire city. Harlem is ev-
erywhere.

The visual arts, particularly painting, prints, and 
sculpture, emerged somewhat later in Harlem than 
did music, musical theater, and literature. One of 
the most notable visual artists of the Harlem Renais-
sance, Aaron Douglas, arrived in Harlem from Kansas 
City in 1925. Later that year his first pieces appeared 
in Opportunity, and ten Douglas pieces appeared 
as “Ten Decorative Designs” illustrating Locke’s The 
New Negro. Early the next year W. E. B. Du Bois pub-
lished Douglas’s first illustrations in The Crisis. Due 
to his personal association with Langston Hughes, 
Wallace Thurman, and other African American writ-
ers, his collaboration with them in the publication of 
their literary magazine Fire!! and his role designing 
book jackets and illustrating literary works, Douglas 
was the most high-profile artist clearly connected to 
the Harlem Renaissance in the mid- to late-1920s. 
And while these connections to the literary part of 
the Renaissance were notable, they were not typi-
cal of the experience of other African American art-
ists of this period. By 1920, Harlem, by virtue of the 
sheer size of its black population, had emerged as 
the virtual capital of black America; its name evoked 
a magic that lured all classes of blacks from all sec-
tions of the country to its streets. Impoverished 
southern farmers and sharecroppers made their way 
northward, where they were joined in Harlem by 
black intellectuals such as W. E. B. Du Bois and James 
Weldon Johnson. Although the old black social elites 
of Washington, DC, and Philadelphia were disdainful 
of Harlem’s vulgar splendor, and while it housed no 
significant black university as did Washington, Phila-
delphia, Atlanta, and Nashville, Harlem still became 
the race’s cultural center and a Mecca for its aspir-
ing young. It housed the National Urban League, A. 

 The Weary Blues by Langston Hughes, published
in 1926, dust cover artwork by Miguel Covarru-
.bias. Harry Ransom Center
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in God’s Trombones, while Hurston and Larsen used 
black religion and black preachers in their novels. 
Hurston’s first novel, Jonah’s Gourd Vine(1934), de-
scribed the exploits of a southern black preacher, 
while in the last portion of Quicksand, Larsen’s her-
oine was ensnared by religion and a southern black 
preacher.

Through all of these themes, Harlem Renaissance 
writers, musicians, and artists were determined to 
express the African American experience in all of its 
variety and complexity as realistically as possible. 
This commitment to realism ranged from the ghetto 
realism that created such controversy when writers 
exposed negative aspects of African American life, to 
beautifully crafted and detailed portraits of black life 
in small towns such as in Hughes’s novel, Not With-
out Laughter, or the witty and biting depiction of 
Harlem’s black literati in Wallace Thurman’s Infants 
of the Spring. 

The Harlem Renaissance appealed to and relied on a 
mixed audience—the African American middle class 
and white consumers of the arts. African American 
magazines such as The Crisis (the NAACP monthly 
journal) and Opportunity (the monthly publication 
of the Urban League) employed Harlem Renaissance 
writers on their editorial staff, published their poet-
ry and short stories, and promoted African American 
literature through articles, reviews, and annual lit-
erary prizes. They also printed illustrations by black 
artists and used black artists in the layout design of 
their periodicals. Also, blacks attempted to produce 
their own literary and artistic venues. In addition to 
the short-lived Fire!!, Wallace Thurman spearhead-
ed another single-issue literary magazine, Harlem, 
in 1927, while poet Countee Cullen edited a “Ne-
gro Poets” issue of the avant-garde poetry maga-
zine Palms in 1926, and brought out an anthology of 
African American poetry, Caroling Dusk, in 1927.

As important as these literary outlets were, they 
were not sufficient to support a literary movement. 
Consequently, the Harlem Renaissance relied heavily 
on white-owned enterprises for its creative works. 
Publishing houses, magazines, recording companies, 
theaters, and art galleries were primarily white-
owned, and financial support through grants, priz-
es, and awards generally involved white money. In 
fact, one of the major accomplishments of the Re-
naissance was to push open the door to mainstream 
periodicals, publishing houses, and funding sources. 
African American music also played to mixed audi-
ences. Harlem’s cabarets attracted both Harlem res-
idents and white New Yorkers seeking out Harlem 
nightlife. The famous Cotton Club carried this to a 
bizarre extreme by providing black entertainment 
for exclusively white audiences. Ultimately, the more 
successful black musicians and entertainers moved 
their performances downtown.

The relationship of the Harlem Renaissance to white 
venues and white audiences created controversy. 
While most African American critics strongly sup-
ported the movement, others like Benjamin Brawley 
and even W. E. B. Du Bois were sharply critical and 
accused Renaissance writers of reinforcing negative 
African American stereotypes. Langston Hughes’s as-
sertion that black artists intended to express them-
selves freely, no matter what the black public or 
white public thought, accurately reflected the atti-
tude of most writers and artists.

For those who viewed the Harlem Renaissance 
in terms of musical theater and entertainment, 
the birth occurred three years earlier when Shuf-
fle Along opened at the 63rd Street Musical 
Hall. Shuffle Along was a musical play written by a 
pair of veteran Vaudeville acts—comedians Flournoy 
Miller and Aubrey Lyles, and composers/singers Eu-
bie Blake and Noble Sissle. Most of its cast featured 
unknowns, but some, like Josephine Baker and Paul 
Robeson, who had only minor roles in the produc-
tion, were on their way to international fame.

Shuffle Along also brought jazz to Broadway. It com-
bined jazz music with very creatively choreographed 
jazz dance to transform musical theater into some-
thing new, exciting, and daring. And the show was a 
critical and financial success. It ran 474 performanc-
es on Broadway and spawned three touring com-
panies. It was a hit show written, performed, and 
produced by blacks, and it generated a demand for 
more. Within three years, nine other African Ameri-
can shows appeared on Broadway, and white writers 
and composers rushed to produce their versions of 
black musical comedies.

Music was also a prominent feature of African Amer

The front and back covers of the first and only issue of 
Fire!!, published in 1926, with artwork by Aaron Douglas. 
Harry Ransom Center.
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There was, not surprisingly, resistance to this inde-
pendence, especially among those concerned with 
the political costs that the realistic expressions of 
black life could engender—feeding white prejudice 
by exposing the less savory elements of the black 
community. Du Bois responded to Hughes a few 
weeks later in a Chicago speech that was later pub-
lished in The Crisis as "The Criteria of Negro Art" 
(October 1926): "Thus all Art is propaganda and ever 
must be, despite the wailing of the purists. I stand in 
utter shamelessness and say that whatever art I have 
for writing has been used always for propaganda for 
gaining the right of black folk to love and enjoy. I do 
not care a damn for any art that is not used for pro-
paganda. But I do care when propaganda is confined 
to one side while the other is stripped and silent."

The determination of black writers to follow their own 
artistic vision led to the artistic diversity that was the 
principal characteristic of the Harlem Renaissance. 
This diversity is clearly evident in the poetry of the 
period where subject matter, style, and tone ranged 
from the traditional to the more inventive. Langston 
Hughes, for example, captured the life and language 
of the working class, and the rhythm and style of the 
blues in a number of his poems, none more so than 
“The Weary Blues.” In contrast to Hughes’s appropri-
ation of the form of black music, especially jazz and 
the blues, and his use of the black vernacular, Claude 
McKay and Countee Cullen utilized more tradition-
al and classical forms for their poetry. McKay used 
sonnets for much of his protest verse, while Cullen’s 
poems relied both on classical literary allusions and 
symbols and standard poetic forms.

This diversity and experimentation also character-
ized music. This was evidenced in the blues of Bessie 
Smith and the range of jazz from the early rhythms 
of Jelly Roll Morton to the instrumentation of Lou-
is Armstrong or the sophisticated orchestration of 
Duke Ellington. In painting, the soft colors and pas-
tels that Aaron Douglas used to create a veiled view 
for the African-inspired images in his paintings and 
murals contrast sharply with Jacob Lawrence’s use of 
bright colors and sharply defined images.

Within this diversity, several themes emerged which 
set the character of the Harlem Renaissance. No 
black writer, musician, or artist expressed all of these 
themes, but each did address one or more in his or 
her work. The first of these themes was the effort to 
recapture the African American past—its rural south-
ern roots, urban experience, and African heritage. 
Interest in the African past corresponded with the 
rise of Pan-Africanism in African American politics, 
which was at the center of Marcus Garvey’s ideology 
and also a concern of W. E. B. Du Bois in the 1920s.

The exploration of black southern heritage was re-
flected in novels by Jean Toomer and Zora Neale Hur-
ston, as well as in Jacob Lawrence’s art. Zora Neale 

Hurston used her experience as a folklorist as the ba-
sis for her extensive study of rural southern black life 
in her 1937 novel, Their Eyes Were Watching God. 
Jacob Lawrence turned to African American history 
for much of his work including two of his multi-can-
vas series’ of paintings, the Harriett Tubman series 
and the one on the Black Migration.

Harlem Renaissance writers and artists also explored 
life in Harlem and other urban centers. Both Hughes 
and McKay drew on Harlem images for their poetry, 
and McKay used the ghetto as the setting for his first 
novel, Home to Harlem. Some black writers, includ-
ing McKay and Hughes, as well as Rudolph Fisher and 
Wallace Thurman, were accused of overemphasizing 
crime, sexuality, and other less-savory aspects of 
ghetto life in order to feed the voyeuristic desires of 
white readers and publishers, in imitation of white 
novelist Carl Van Vechten’s controversial Harlem 
novel, Nigger Heaven.

A third major theme addressed by the literature of 
the Harlem Renaissance was race. Virtually every 
novel and play, and most of the poetry, explored race 
in America, especially the impact of race and racism 
on African Americans. In their simplest form these 
works protested racial injustice. Claude McKay’s son-
net, “If We Must Die,” was among the best of this 
genre. Langston Hughes also wrote protest pieces, as 
did almost every black writer at one time or another.

Most of the literary efforts of the Harlem Renaissance 
avoided overt protest or propaganda, focusing in-
stead on the psychological and social impact of race. 
Among the best of these studies were Nella Lars-
en’s two novels, Quicksand in 1928 and, a year lat-
er, Passing. Both explored characters of mixed racial 
heritage who struggled to define their racial identity 
in a world of prejudice and racism. Langston Hughes 
addressed similar themes in his poem “Cross,” and 
in his 1931 play, Mulatto, as did Jessie Fauset in her 
1929 novel, Plum Bun. That same year Wallace Thur-
man made color discrimination within the urban 
black community the focus of his novel, The Blacker 
the Berry.

Finally, the Harlem Renaissance incorporated all 
aspects of African American culture in its creative 
work. This ranged from the use of black music as an 
inspiration for poetry or black folklore as an inspi-
ration for novels and short stories. Best known for 
this was Langston Hughes who used the rhythms 
and styles of jazz and the blues in much of his early 
poetry. James Weldon Johnson, who published two 
collections of black spirituals in 1927 and 1928, and 
Sterling Brown, who used the blues and southern 
work songs in many of the poems in his 1932 book of 
poetry, Southern Road, continued the practice that 
Hughes had initiated. Other writers exploited black 
religion as a literary source. Johnson made the black 
preacher and his sermons the basis for the poems 
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sudden and instantaneous, Johnson concluded, lay 
in the fact that “the Harlem group” was simply the 
first in African American history to succeed in dis-
seminating Negro work to a broad public and making 
America “aware that there are Negro authors with 
something interesting to say and the skill to say it”. 
Johnson and Du Bois were transitional figures who 
helped Negro culture enter the twentieth century. 
Yet, if their writings look forward to the new, they 
also look back to the old to provide us with a deep, 
century-long prehistory of black life in New York City.

First, to know when the Harlem Renaissance began, 
we must determine its origins. Understanding the 
origins depends on how we perceive the nature of 
the Renaissance. For those who view the Renais-
sance as primarily a literary movement, the Civic 
Club Dinner of March 21, 1924, signaled its emer-
gence. This event did not occur in Harlem, but was 
held almost one hundred blocks south in Manhattan 
at the Civic Club on Twelfth Street off Fifth Avenue. 
Charles S. Johnson, the young editor of Opportuni-
ty, the National Urban League’s monthly magazine, 
conceived the event to honor writer Jessie Fauset on 
the occasion of the publication of her novel, There 
Is Confusion. Johnson planned a small dinner party 
with about twenty guests—a mix of white publish-
ers, editors, and literary critics, black intellectuals, 
and young black writers. But, when he asked Alain 
Locke to preside over the event, Locke agreed only if 
the dinner honored African American writers in gen-
eral rather than one novelist.

So the simple celebratory dinner morphed into a 
transformative event with over one hundred attend-
ees. African Americans were represented by W. E. B. 
Du Bois, James Weldon Johnson, and others of the 
black intelligentsia, along with Fauset and a repre-

sentative group of poets and authors. White guests 
predominately were publishers and critics; Carl Van 
Doren, editor of Century magazine, spoke for this 
group calling upon the young writers in the audience 
to make their contribution to the "new literary age" 
emerging in America. 

But there was also something ephemeral about the 
Harlem Renaissance, something vague and hard to 
define. The Harlem Renaissance, then, was an African 
American literary and artistic movement anchored 
in Harlem, but drawing from, extending to, and in-
fluencing African American communities across the 
country and beyond. As we have seen, it also had no 
precise beginning; nor did it have a precise ending. 
Rather, it emerged out of the social and intellectu-
al upheaval in the African American community that 
followed World War I, blossomed in the 1920s, and 
then faded away in the mid-to-late 1930s and early 
1940s.

Likewise the Harlem Renaissance has no single de-
fined ideological or stylistic standard that unified its 
participants and defined the movement. Instead, 
most participants in the movement resisted black 
or white efforts to define or narrowly categorize 
their art. For example, in 1926, a group of writers, 
spearheaded by writer Wallace Thurman and includ-
ing Langston Hughes, Zora Neale Hurston, and artist 
Aaron Douglas, among others, produced their own 
literary magazine, Fire!!One purpose of this venture 
was the declaration of their intent to assume owner-
ship of the literary Renaissance. In the process, they 
turned their backs on Alain Locke and W. E. B. Du Bois 
and others who sought to channel black creativity 
into what they considered to be the proper aesthetic 
and political directions. Despite the efforts of Thur-
man and his young colleagues, Fire!! fizzled out after 
only one issue and the movement remained ill de-
fined. In fact, this was its most distinguishing charac-
teristic. There would be no common literary style or 
political ideology associated with the Harlem Renais-
sance. It was far more an identity than an ideology or 
a literary or artistic school. What united participants 
was their sense of taking part in a common endeavor 
and their commitment to giving artistic expression to 
the African American experience.

If there was a statement that defined the philoso-
phy of the new literary movement it was Langston 
Hughes’s essay, “The Negro Artist and the Racial 
Mountain,” published in The Nation, June 16, 1926.

Like Fire!!, this essay was the movement’s declara-
tion of independence, both from the stereotypes 
that whites held about African Americans and the 
expectations that they had for their literary works, 
and from the expectations that black leaders and 
black critics had for black writers, and the expecta-
tions that they placed on their work.

 Section of a map of New York City showing Central
 Park, Yorkville, and the southern part of Harlem,
 1870. Lionel Pincus and Princess Firyal Map Division,
.New York Public Library
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In the colonial period, New York’s black population 
was small— growing from 630 in 1703 to 3100 in 
1771—then waxed (and sometimes waned) through-
out the antebellum period reaching a high of 16,300 
in 1840. From the 1870s on, however, its numbers 
increased steadily: in 1880, there were approximate-
ly 20,000 blacks living in Manhattan, and 36,000 by 
1910. After consolidation, in 1910 the entire metro-
politan area included over 91,000. Many found their 
way to Harlem. Locke gave one single explanation 
for the rapid increase of New York’s black population 
and the creation of Harlem as a black metropolis: 
immigration. Of the 60,500 blacks in Manhattan in 
1910 only 14,300 were born in New York State. The 
majority came from the South or the Caribbean. 
Their reasons for coming north were many, varying 
from vagrancy and idle tourism to escape from Jim 
Crow laws in the South and hope for a better life in 
the big city. Many Harlem Renaissance figures were 
part of this pattern of immigration, non-native New 
Yorkers who came to the city as young adults. Zora 
Neale Hurston trekked north from Florida. Nella 
Larsen arrived from Chicago, Langston Hughes from 
Missouri, and Wallace Thurman from Salt Lake City. 
Others traveled from closer locations, Jean Toomer 

from Washington, DC, Alain Locke from Philadel-
phia, and Jessie Fauset from Camden, NJ. Still others 
hailed from countries of the African diaspora: Claude 
McKay from Jamaica and Eric Walrond from Guyana. 
Before Harlem, however, there had already been 
waves of northward and city-ward black migration. 
The northward migration to New York, Du Bois said, 
was followed by the internal movement of blacks 
within the city. Before Harlem black New Yorkers—
much like other immigrant groups—settled at the tip 
of Manhattan, and moved slowly north—to the Five 
Points area (around Mulberry Street) in the 1820s, 
and then to what is now Soho and Greenwich Village 
by mid-century.

James Weldon Johnson saw a still different Harlem. 
In his 1930 book, Black Manhattan, he described the 
black metropolis in near utopian terms as the race’s 
great hope and its grand social experiment: “So here 
we have Harlem—not merely a colony or a commu-
nity or a settlement . . . but a black city, located in 
the heart of white Manhattan, and containing more 
Negroes to the square mile than any other spot on 
earth. It strikes the uninformed observer as a phe-
nomenon, a miracle straight out of the skies.” When 
Johnson looked at Harlem he did not see an emerg-
ing slum or a ghetto, but a black neighborhood north 
of Central Park that was “one of the most beautiful 
and healthful” in the city. “It is not a fringe, it is not 
a slum, nor is it a ‘quarter’ consisting of dilapidat-
ed tenements. It is a section of new-law apartment 
houses and handsome dwellings, with streets as well 
paved, as well lighted, and as well kept as in any oth-
er part of the city.”

In Black Manhattan, Johnson continued tracking the 
northward march of black New Yorkers after the civ-
il war. In these later decades, according to Johnson, 
the city witnessed the birth of not one, but of two, 
black New Yorks, comprised of groups that were so-
cially and geographically distinct: Brooklyn, home to 
the postbellum black elite, and across the East Riv-
er, a black bohemia emerging on Manhattan’s West 
Side. Together, these two groups gave rise to a new 
New York reflected in the richness and diversity of 
its cultural, social, and economic activity: “During 
the last quarter of the last century,” Johnson wrote, 
“in New York the Negro now began to function and 
express himself on a different plane, in a different 
sphere,” although Johnson could have used the 
plural “spheres”. It was these several antebellum 
and postbellum New Yorks that provided the fertile 
ground from which the Harlem Renaissance sprang. 
Indeed, Johnson observed that although the Renais-
sance seemed “rather like a sudden awakening, like 
an instantaneous change,” it was not. “The story of 
it, as of almost every experience relating to the Ne-
gro in America, goes back a long way,” by which he 
meant not merely decades but a century or more. 
The misperception of the Harlem Renaissance as 

 From left to right: Langston Hughes, Charles S. Johnson, E.
 Franklin Frazier, Rudolph Fisher, and Hubert T. Delany, on
the roof of 580 St. Nicholas Avenue, Harlem, on the occa-

 sion of a party in Hughes' honor, 1924. Schomburg Center
for Research in Black Culture, Photographs and Prints Di-
.vision, New York Public Library
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Literary movement

What was the Harlem Renaissance? This seeming-
ly simple question reveals the complexities of the 
movement we know varyingly as the New Negro Re-
naissance, the New Negro Movement, the Negro Re-
naissance, the Jazz Age, or the Harlem Renaissance. 
Harlem Renaissance… Two words that hang in the 
air, begging for more… Renaissance, The word signi-
fies rebirth. But of what?

Harlem refers to that part of Manhattan Island north 
of Central Park and generally east of Eighth Avenue 
or St. Nicholas Avenue. Since its founding by the 
Dutch in 1637, Harlem has existed in many incarna-
tions. From Dutch possession, it was taken over by 
the British in 1664 and became American at the time 
of Independence; then transformed from a prosper-
ous agricultural village in the seventeenth century to 
a site of Irish squatters in the mid nineteenth; an-
nexed to New York City in 1877; and finally emerged 
as a site of black political and cultural activity around 
1910. If the term “Harlem Renaissance” is meant to 
refer to this latter Harlem born at the beginning of 
the twentieth century.

Traditionally the Harlem Renaissance was viewed 
primarily as a literary movement centered in Harlem 
and growing out of the black migration and the emer-
gence of Harlem as the premier black metropolis in 
the United States but fortunately, this narrow view 
has changed. The Harlem Renaissance is increasingly 
viewed through a broader lens that recognizes it as a 
national movement with connections to internation-
al developments in art and culture that places in-
creasing emphasis on the non-literary aspects of the 
movement. Alain Locke defined it as the site of an 
early-twentieth-century New Negro culture whose 
originality and uniqueness he himself was helping to 
birth. 

Out of all the urban centers in the North, Locke as-
serted, Harlem had benefited the most from the on-
going “tide of Negro migration northward and city-
ward” such that it now constituted “not merely the 
largest Negro community in the world, but the first 
concentration in history of so many diverse elements 
of Negro life”. As a result, it was only in Harlem that 
the transformation of the Negro could take place: “In 
Harlem, Negro life is seizing upon its first chances for 

group expression and self-determination”. According 
to Locke, a cadre of “new intellectuals” nurtured this 
emergent group expression by encouraging both “ar-
tistic endowments and cultural contributions” and 
radical political action, thus transforming Harlem 
into “a race capital”. Writing was their weapon of 
choice. Recently settled in New York, W.E.B. Du Bois 
founded The Crisis in 1911 as the monthly publica-
tion of the National Association for the Advancement 
of Colored People (NAACP) with the express purpose 
of promoting black artistic production and political 
activism. The Harlem Renaissance’s agenda encap-
sulated both propaganda and aesthetics. The pur-
pose of propaganda was clear: to detail the wrongs 
done to African descended peoples and insist that 
they be corrected. Aesthetics was a more complex 
issue. Renaissance spokespersons argued that black 
artists needed to represent the race through authen-
tic literary and cultural representations, illuminating, 
in Du Boise’s terms, the special gifts and destiny of 
the Negro for an ignorant world. Indeed, the Harlem 
Renaissance has a long prehistory, a deep genealogy 
that stretches back at least a full century and chal-
lenges Locke’s assertion of the originality of Harlem 
and its “group expression.” Rather than employ the 
term “renaissance” to connote the birth of a first, 
new, and unique artistic movement, Locke could have 
adhered to the word’s literal meaning of rebirth, the 
reappearance of earlier cultural formations.   

Harlem Renaissance: The Rebirth of a Culture

.The cast of Shuffle Along, 1921
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14fictionSweetness

I prefer this place—Winston House—to those big, 
expensive nursing homes outside the city. Mine is 
small, homey, cheaper, with twenty-four-hour nurses 
and a doctor who comes twice a week. I’m only six-
ty-three—too young for pasture—but I came down 
with some creeping bone disease, so good care is vi-
tal. The boredom is worse than the weakness or the 
pain, but the nurses are lovely. One just kissed me on 
the cheek when I told her I was going to be a grand-
mother. Her smile and her compliments were fit for 
someone about to be crowned. I showed her the 
note on blue paper that I got from Lula Ann—well, 
she signed it “Bride,” but I never pay that any atten-
tion. Her words sounded giddy. “Guess what, S. I am 
so, so happy to pass along this news. I am going to 
have a baby. I’m too, too thrilled and hope you are, 
too.” I reckon the thrill is about the baby, not its fa-
ther, because she doesn’t mention him at all. I won-
der if he is as black as she is. If so, she needn’t wor-
ry like I did. Things have changed a mite from when 
I was young. Blue-blacks are all over TV, in fashion 
magazines, commercials, even starring in movies.

There is no return address on the envelope. So I guess 
I’m still the bad parent being punished forever till the 
day I die for the well-intended and, in fact, necessary 
way I brought her up. I know she hates me. Our re-
lationship is down to her sending me money. I have 
to say I’m grateful for the cash, because I don’t have 
to beg for extras, like some of the other patients. If 
I want my own fresh deck of cards for solitaire, I can 
get it and not need to play with the dirty, worn one 
in the lounge. And I can buy my special face cream. 
But I’m not fooled. I know the money she sends is a 

way to stay away and quiet down the little bit of con-
science she’s got left.

If I sound irritable, ungrateful, part of it is because 
underneath is regret. All the little things I didn’t do 
or did wrong. I remember when she had her first pe-
riod and how I reacted. Or the times I shouted when 
she stumbled or dropped something. True. I was re-
ally upset, even repelled by her black skin when she 
was born and at first I thought of . . . No. I have to 
push those memories away—fast. No point. I know I 
did the best for her under the circumstances. When 
my husband ran out on us, Lula Ann was a burden. A 
heavy one, but I bore it well.

Yes, I was tough on her. You bet I was. By the time 
she turned twelve going on thirteen, I had to be even 
tougher. She was talking back, refusing to eat what I 
cooked, primping her hair. When I braided it, she’d 
go to school and unbraid it. I couldn’t let her go bad. 
I slammed the lid and warned her about the names 
she’d be called. Still, some of my schooling must have 
rubbed off. See how she turned out? A rich career 
girl. Can you beat it?

Now she’s pregnant. Good move, Lula Ann. If you 
think mothering is all cooing, booties, and diapers 
you’re in for a big shock. Big. You and your name-
less boyfriend, husband, pickup—whoever—imag-
ine, Oooh! A baby! Kitchee kitchee koo!

Listen to me. You are about to find out what it takes, 
how the world is, how it works, and how it changes 
when you are a parent.

Good luck, and God help the child. 



hard enough just being a colored woman—even a 
high-yellow one—trying to rent in a decent part of 
the city. Back in the nineties, when Lula Ann was 
born, the law was against discriminating in who you 
could rent to, but not many landlords paid attention 
to it. They made up reasons to keep you out. But I 
got lucky with Mr. Leigh, though I know he upped the 
rent seven dollars from what he’d advertised, and he 
had a fit if you were a minute late with the money.

I told her to call me “Sweetness” instead of “Moth-
er” or “Mama.” It was safer. Her being that black and 
having what I think are too thick lips and calling me 
“Mama” would’ve confused people. Besides, she has 
funny-colored eyes, crow black with a blue tint—
something witchy about them, too.

So it was just us two for a long while, and I don’t have 
to tell you how hard it is being an abandoned wife. 
I guess Louis felt a little bit bad after leaving us like 
that, because a few months later on he found out 
where I’d moved to and started sending me mon-
ey once a month, though I never asked him to and 
didn’t go to court to get it. His fifty-dollar money 
orders and my night job at the hospital got me and 
Lula Ann off welfare. Which was a good thing. I wish 
they would stop calling it welfare and go back to the 
word they used when my mother was a girl. Then it 
was called “relief.” Sounds much better, like it’s just 
a short-term breather while you get yourself togeth-
er. Besides, those welfare clerks are mean as spit. 
When finally I got work and didn’t need them any-
more, I was making more money than they ever did. 
I guess meanness filled out their skimpy paychecks, 
which was why they treated us like beggars. Espe-
cially when they looked at Lula Ann and then back at 
me—like I was trying to cheat or something. Things 
got better but I still had to be careful. Very careful in 
how I raised her. I had to be strict, very strict. Lula 
Ann needed to learn how to behave, how to keep 
her head down and not to make trouble. I don’t care 
how many times she changes her name. Her color is 
a cross she will always carry. But it’s not my fault. It’s 
not my fault. It’s not.

Oh, yeah, I feel bad sometimes about how I treated 
Lula Ann when she was little. But you have to un-
derstand: I had to protect her. She didn’t know the 
world. With that skin, there was no point in being 
tough or sassy, even when you were right. Not in a 
world where you could be sent to a juvenile lockup 
for talking back or fighting in school, a world where 
you’d be the last one hired and the first one fired. 
She didn’t know any of that or how her black skin 
would scare white people or make them laugh and 
try to trick her. I once saw a girl nowhere near as dark 
as Lula Ann who couldn’t have been more than ten 
years old tripped by one of a group of white boys 
and when she tried to scramble up another one put 

his foot on her behind and knocked her flat again. 
Those boys held their stomachs and bent over with 
laughter. Long after she got away, they were still gig-
gling, so proud of themselves. If I hadn’t been watch-
ing through the bus window I would have helped her, 
pulled her away from that white trash. See, if I hadn’t 
trained Lula Ann properly she wouldn’t have known 
to always cross the street and avoid white boys. But 
the lessons I taught her paid off, and in the end she 
made me proud as a peacock.

it’s not my fault. It’s not my fault. It’s not.

Oh, yeah, I feel bad sometimes about how I treated 
Lula Ann when she was little. But you have to un-
derstand: I had to protect her. She didn’t know the 
world. With that skin, there was no point in being 
tough or sassy, even when you were right. Not in a 
world where you could be sent to a juvenile lockup 
for talking back or fighting in school, a world where 
you’d be the last one hired and the first one fired. 
She didn’t know any of that or how her black skin 
would scare white people or make them laugh and 
try to trick her. I once saw a girl nowhere near as dark 
as Lula Ann who couldn’t have been more than ten 
years old tripped by one of a group of white boys 
and when she tried to scramble up another one put 
his foot on her behind and knocked her flat again. 
Those boys held their stomachs and bent over with 
laughter. Long after she got away, they were still gig-
gling, so proud of themselves. If I hadn’t been watch-
ing through the bus window I would have helped her, 
pulled her away from that white trash. See, if I hadn’t 
trained Lula Ann properly she wouldn’t have known 
to always cross the street and avoid white boys. But 
the lessons I taught her paid off, and in the end she 
made me proud as a peacock.

I wasn’t a bad mother, you have to know that, but I 
may have done some hurtful things to my only child 
because I had to protect her. Had to. All because 
of skin privileges. At first I couldn’t see past all that 
black to know who she was and just plain love her. 
But I do. I really do. I think she understands now. I 
think so.

Last two times I saw her she was, well, striking. Kind 
of bold and confident. Each time she came to see 
me, I forgot just how black she really was because 
she was using it to her advantage in beautiful white 
clothes.

Taught me a lesson I should have known all along. 
What you do to children matters. And they might 
never forget. As soon as she could, she left me all 
alone in that awful apartment. She got as far away 
from me as she could: dolled herself up and got a 
big-time job in California. She don’t call or visit any-
more. She sends me money and stuff every now and 
then, but I ain’t seen her in I don’t know how long.
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3 Sweetness

by Toni Morrison

It’s not my fault. So you can’t blame me. I didn’t do 
it and have no idea how it happened. It didn’t take 
more than an hour for me to realize something was 
wrong. Really wrong. She was so black she scared 
me. Midnight black, Sudanese black. I’m light-
skinned, with good hair, what we call high yellow, 
and so is Lula Ann’s father. Ain’t nobody in my fam-
ily anywhere near that color? Tar is the closest I can 
think of, yet her hair don’t go with the skin. It’s dif-
ferent—straight but curly, like the hair on those na-
ked tribes in Australia. You might think she’s a throw-
back, but a throwback to what? You should’ve seen 
my grandmother; she passed for white, married a 
white man, and never said another word to any one 
of her children. Any letter she got from my mother 
or my aunts she sent right back, unopened. Final-
ly they got the message of no message and let her 
be. Almost all mulatto types and quadroons did that 
back in the day—if they had the right kind of hair, 
that is. Can you imagine how many white folks have 
Negro blood hiding in their veins? Guess. Twenty per 
cent, I heard. My own mother, Lula Mae, could have 
passed easy, but she chose not to. She told me the 
price she paid for that decision. When she and my 
father went to the courthouse to get married, there 
were two Bibles, and they had to put their hands on 
the one reserved for Negroes. The other one was for 
white people’s hands. The Bible! Can you beat it? My 
mother was a housekeeper for a rich white couple. 
They ate every meal she cooked and insisted she 
scrub their backs while they sat in the tub, and God 
knows what other intimate things they made her do, 
but no touching of the same Bible.

Some of you probably think it’s a bad thing to group 
ourselves according to skin color—the lighter the bet-
ter—in social clubs, neighborhoods, churches, soror-
ities, even colored schools. But how else can we hold 
on to a little dignity? How else can we avoid being 
spit on in a drugstore, elbowed at the bus stop, hav-
ing to walk in the gutter to let whites have the whole 
sidewalk, being charged a nickel at the grocer’s for a 
paper bag that’s free to white shoppers? Let alone all 
the name-calling. I heard about all of that and much, 
much more. But because of my mother’s skin color 
she wasn’t stopped from trying on hats or using the 
ladies’ room in the department stores. And my fa-
ther could try on shoes in the front part of the shoe 

store, not in a back room. Neither one of them would 
let themselves drink from a “Colored Only” fountain, 
even if they were dying of thirst.

I hate to say it, but from the very beginning in the 
maternity ward the baby, Lula Ann, embarrassed me. 
Her birth skin was pale like all babies’, even African 
ones, but it changed fast. I thought I was going cra-
zy when she turned blue-black right before my eyes. 
I know I went crazy for a minute, because—just for 
a few seconds—I held a blanket over her face and 
pressed. But I couldn’t do that, no matter how much 
I wished she hadn’t been born with that terrible col-
or. I even thought of giving her away to an orphanage 
someplace. But I was scared to be one of those moth-
ers who leave their babies on church steps. Recently, 
I heard about a couple in Germany, white as snow, 
who had a dark-skinned baby nobody could explain. 
Twins, I believe—one white, one colored. But I don’t 
know if it’s true. All I know is that, for me, nursing her 
was like having a pickaninny sucking my teat. I went 
to bottle-feeding soon as I got home.

My husband, Louis, is a porter, and when he got back 
off the rails he looked at me like I really was crazy 
and looked at the baby like she was from the planet 
Jupiter. He wasn’t a cussing man, so when he said, 
“God damn! What the hell is this?” I knew we were 
in trouble. That was what did it—what caused the 
fights between me and him. It broke our marriage to 
pieces. We had three good years together, but when 
she was born he blamed me and treated Lula Ann 
like she was a stranger—more than that, an enemy. 
He never touched her.

I never did convince him that I ain’t never, ever fooled 
around with another man. He was dead sure I was 
lying. We argued and argued till I told him her black-
ness had to be from his own family—not mine. That 
was when it got worse, so bad he just up and left and 
I had to look for another, cheaper place to live. I did 
the best I could. I knew enough not to take her with 
me when I applied to landlords, so I left her with a 
teen-age cousin to babysit. I didn’t take her outside 
much, anyway, because, when I pushed her in the 
baby carriage, people would lean down and peek in 
to say something nice and then give a start or jump 
back before frowning. That hurt. I could have been 
the babysitter if our skin colors were reversed. It was 
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It took Arcie more than a dollar to get Joe’s mittens 
and things he needed. In the A & P Arcie bought a big 
box of hard candies for 49¢. And then she guided Joe 
through the crowd on the street until they came to 
the dime store. Near the ten-cent store they passed 
a moving picture theatre. Joe said he wanted to go in 
and see the movies.

Arcie said, “Ump-un! No, child! This ain’t Baltimore 
where they have shows for colored, too. In these 
here small towns, they don’t let colored folks in. We 
can’t go in there.”

“Oh,” said little Joe.

In the ten-cent store, there was an awful crowd. Ar-
cie told Joe to stand outside and wait for her. Keep-
ing hold of him in the crowded store would be a job. 
Besides she didn’t want him to see what toys she 
was buying. They were to be a surprise from Santa 
Claus tomorrow.

Little Joe stood outside the ten-cent store in the light, 
and the snow, and people passing. Gee, Christmas 
was pretty. All tinsel and stars and cotton. And Santa 
Claus a-coming from somewhere, dropping things in 
stockings. And all the people in the streets were car-
rying things, and the kids looked happy.

But Joe soon got tired of just standing and thinking 
and waiting in front of the ten-cent store. There were 
so many things to look at in the other windows. He 
moved along up the block a little, and then a little 
more, walking and looking. In fact, he moved until he 
came to the white folks’ picture show.

In the lobby of the moving picture show, behind the 
plate glass doors, it was all warm and glowing and 
awful pretty. Joe stood looking in, and as he looked 
his eyes began to make out, in there blazing beneath 
holly and colored streamers and the electric stars 
of the lobby, a marvellous Christmas tree. A group 
of children and grown-ups, white, of course, were 
standing around a big jovial man in red beside the 
tree. Or was it a man? Little Joe’s eyes opened wide. 
No, it was not a man at all. It was Santa Claus!

Little Joe pushed open one of the glass doors and 
ran into the lobby of the white moving picture show. 
Little Joe went right through the crowd and up to 
where he could get a good look at Santa Claus. And 
Santa Claus was giving away gifts, little presents for 
children, little boxes of animal crackers and stick-can-
dy canes. And behind him on the tree was a big sign 
(which little Joe didn’t know how to read). It said, to 
those who understood, MERRY XMAS FROM SANTA 
CLAUS TO OUR YOUNG PATRONS.

Around the lobby, other signs said, WHEN YOU COME 
OUT OF THE SHOW STOP WITH YOUR CHILDREN AND 
SEE OUR 

SANTA CLAUS. And another announced, GEM THE-
ATRE MAKES ITS CUSTOMERS HAPPY—SEE OUR SAN-
TA.

And there was Santa Claus in a red suit and a white 
beard all sprinkled with tinsel snow. Around him 
were rattles and drums and rocking horses which 
he was not giving away. But the signs on them said 

(could little Joe have read) that they would be pre-
sented from the stage on Christmas Day to the hold-
ers of the lucky numbers. Tonight, Santa Claus was 
only giving away candy, and stick-candy canes, and 
animal crackers to the kids. Joe would have liked 
terribly to have a stick-candy cane. He came a little 
closer to Santa Claus, until he was right in the front 
of the crowd.

And then Santa Claus saw Joe.

Why is it that lots of white people always grin when 
they see a Negro child? Santa Claus grinned. Every-
body else grinned, too, looking at little black Joe—
who had no business in the lobby of a white theatre. 
Then Santa Claus stooped down and slyly picked up 
one of his lucky number rattles, a great big loud tin-
pan rattle such as they use in cabarets. And he shook 
it fiercely right at Joe. That was funny. The white peo-
ple laughed, kids and all. But little Joe didn’t laugh. 
He was scared. To the shaking of the big rattle, he 
turned and fled out of the warm lobby of the the-
atre, out into the street where the snow was and the 
people. Frightened by laughter, he had begun to cry. 
He went looking for his mama. In his heart he never 
thought Santa Claus shook great rattles at children 
like that—and then laughed.

In the crowd on the street he went the wrong way. 
He couldn’t find

the ten-cent store or his mother. There were too 
many people, all white people, moving like white 
shadows in the snow, a world of white people. It 
seemed to Joe an awfully long time till he suddenly 
saw Arcie, dark and worried-looking, cut across the 
side-walk through the passing crowd and grab him. 
Although her arms were full of packages, she still 
managed

with one free hand to shake him until his teeth rat-
t led.

“Why didn’t you stand where I left you?” Arcie de-
manded loudly. “Tired as I am, I got to run all over 
the streets in the night lookin’ for you. I’m a great 
mind to wear you out.”

When little Joe got his breath back, on the way home, 
he told his mama he had been in the moving picture 
show.

“But Santa Claus didn’t give me nothin’,” Joe said 
tearfully. “He made a big noise at me and I runned 
out.”

“Serves you right,” said Arcie, trudging through the 
snow. “You had no business in there. I told you to 
stay where I left you.”

“But I seed Santa Claus in there,” little Joe said, “so 
I went in.” “Huh! That wasn’t no Santa Claus,” Arcie 
explained. “If it was, he

wouldn’t a-treated you like that. That’s a theatre 
for white folks—I told you once—and he’s just a old 
white man.”

“Oh . . . ,” said little Joe.
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2 One Christmas Eve

By Langston Hughes

Standing over the hot stove cooking supper, the col-
ored maid, Arcie, was very tired. Between meals to-
day, she had cleaned the whole house for the white 
family she worked for, getting ready for Christmas 
tomorrow. Now her back ached and her head felt 
faint from sheer fatigue. Well, she would be off in a 
little while, if only the Missus and her children would 
come on home to dinner. They were out shopping 
for more things for the tree which stood all ready, 
tinsel-hung and lovely in the living-room, waiting for 
its candles to be lighted.

Arcie wished she could afford a tree for Joe. He’d nev-
er had one yet, and it’s nice to have such things when 
you’re little. Joe was five, going on six. Arcie, looking 
at the roast in the white folks’ oven, wondered how 
much she could afford to spend tonight on toys. She 
only got seven dollars a week, and four of that went 
for her room and the landlady’s daily looking after 
Joe while Arcie was at work.

“Lord, it’s more’n a notion raisin’ a child,” she 
thought.

She looked at the clock on the kitchen table. After 
seven. What made white folks so darned inconsider-
ate? Why didn’t they come on home here to supper? 
They knew she wanted to get off before all the stores 
closed. She wouldn’t have time to buy Joe nothin’ if 
they didn’t hurry. And her landlady probably wanting 
to go out and shop, too, and not be bothered with 
little Joe.

“Dog gone it!” Arcie said to herself. “If I just had my 
money, I might leave the supper on the stove for ’em. 
I just got to get to the stores fo’ they close.” But she 
hadn’t been paid for the week yet. The Missus had 
promised to pay her Christmas Eve, a day or so ahead 
of time.

Arcie heard a door slam and talking and laughter in 
the front of the house. She went in and saw the Mis-
sus and her kids shaking snow off their coats.

“Umm-mm! It’s swell for Christmas Eve,” one of the 
kids said to Ar- cie. “It’s snowin’ like the deuce, and 
mother came near driving through a stop light. Can’t 
hardly see for the snow. It’s swell!”

“Supper’s ready,” Arcie said. She was thinking how 
her shoes weren’t very good for walking in snow.

It seemed like the white folks took as long as they 
could to eat that evening. While Arcie was washing 
dishes, the Missus came out with her money.

“Arcie,” the Missus said, “I’m so sorry, but would 
you mind if I just gave you five dollars tonight? The 
children have made me run short of change, buying 

presents and all.”

“I’d like to have seven,” Arcie said. “I needs it.”

“Well, I just haven’t got seven,” the Missus said. “I 
didn’t know you’d want all your money before the 
end of the week, anyhow. I just haven’t got it to 
spare.”

Arcie took five. Coming out of the hot kitchen, she 
wrapped up as well as she could and hurried by the 
house where she roomed to get little Joe. At least 
he could look at the Christmas trees in the windows 
downtown.

The landlady, a big light yellow woman, was in a bad 
humor. She said to Arcie, “I thought you was com-
in’ home early and get this child. I guess you know I 
want to go out, too, once in awhile.”

Arcie didn’t say anything for, if she had, she knew the 
landlady would probably throw it up to her that she 
wasn’t getting paid to look after a child both night 
and day.

“Come on, Joe,” Arcie said to her son, “let’s us go in 
the street.”

“I hears they got a Santa Claus down town,” Joe said, 
wriggling into his worn little coat. “I wants to see 
him.”

“Don’t know ’bout that,” his mother said, “but hurry 
up and get your rubbers on. Stores’ll all be closed 
directly.”

It was six or eight blocks downtown. They trudged 
along through the falling snow, both of them a little 
cold. But the snow was pretty!

The main street was hung with bright red and blue 
lights. In front of the City Hall there was a Christmas 
tree—but it didn’t have no presents on it, only lights. 
In the store windows there were lots of toys—for 
sale.

Joe kept on saying, “Mama, I want . . .”

But mama kept walking ahead. It was nearly ten, 
when the stores were due to close, and Arcie want-
ed to get Joe some cheap gloves and something to 
keep him warm, as well as a toy or two. She thought 
she might come across a rummage sale where they 
had children’s clothes. And in the ten-cent store, she 
could get some toys.

“O-oo! Lookee . . . ,” little Joe kept saying, and point-
ing at things in the windows. How warm and pretty 
the lights were, and the shops, and the electric signs 
through the snow.
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9 fiction “The Flowers”

 It seemed to Myop as she skipped lightly from hen
 house to pigpen to smokehouse that the days had
never been as beautiful as these. The air held a keen-

 ness that made her nose twitch. The harvesting of
 the corn and cotton, peanuts and squash, made each
day a golden surprise that caused excited little trem-
.ors to run up her jaws

 Myop carried a short, knobby stick. She struck out
 at random at chickens she liked, and worked out the
 beat of a song on the fence around the pigpen. She
 felt light and good in the warm sun. She was ten,
 and nothing existed for her but her song, the stick
clutched in her dark brown hand, and the tat-de-ta-
,ta-ta of accompaniment

 Turning her back on the rusty boards of her family’s
 sharecropper cabin, Myop walked along the fence till
it ran into the stream

made by the spring. Around the 
spring,

 where the family got drinking water, silver ferns and
wildflowers grew. Along the shallow banks pigs root-

 ed. Myop watched the tiny white bubbles disrupt
 the thin black scale of soil and the water that silently
.rose and slid away down the stream

 She had explored the woods behind the house many
 times. Often, in late autumn, her mother took her
 to gather nuts among the fallen leaves. Today she
 made her own path, bouncing this way and that way,
 vaguely keeping an eye out for snakes. She found,
 in addition to various common but pretty ferns and
 leaves, an armful of strange blue flowers with velvety
ridges and a sweet suds bush full of the brown, fra-
.grant buds

 By twelve o’clock, her arms laden with sprigs of her

 findings, she was a mile or more from home. She had
often been as far

 before, but the strangeness of the land made it not
 as pleasant as her usual haunts. It seemed gloomy in
 the little cove in which she found herself. The air was
.damp, the silence close and deep

 Myop began to circle back to the house, back to the
 peacefulness of the morning. It was then she stepped
 smack into his eyes. Her heel became lodged in
 the broken ridge between brow and nose, and she
 reached down quickly, unafraid, to free herself. It
 was only when she saw his naked grin that she gave
.a little yelp of surprise

 He had been a tall man. From feet to neck covered
 a long space. His head lay beside him. When she
pushed back the leaves and layers of earth and de-

 bris Myop saw that he’d had large white teeth, all of
them

 cracked or broken, long fingers, and very big bones.
 All his clothes had rotted away except some threads
 of blue denim from his overalls. The buckles of the
.overall had turned green

 Myop gazed around the spot with interest. Very near
 where she’d stepped into the head was a wild pink
rose. As she picked it to add to her bundle she no-

 ticed a raised mound, a ring, around the rose’s root.
It was the rotted remains of a noose, a bit of shred-

 ding plowline, now blending benignly into the soil.
 Around an overhanging limb of a great spreading oak
 clung another piece. Frayed, rotted, bleached, and
 frazzled--barely there-- but spinning restlessly in the
.breeze. Myop laid down her flowers

.And the summer was over

1  “The Flowers”

by Alice Walker
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was a member of the Council and was listed as a 
sponsor of the conference, but there is no record of 
his actual participation. In 1960, after Time maga-
zine, the New York Times, and the New York Post 
published erroneous stories alleging that he had met 
with Fidel Castro during the Cuban leader’s visit to 
New York, Hughes decided to avoid most speaking 
engagements other than those before black groups. 
The legal status of segregation was steadily being 
eroded, and Hughes celebrated these victories while 
pointing out how far white Americans still had to go 
to live up to their own professed ideals of democracy 
and freedom. In July 1960, Hughes began work on a 
long poem that would eventually reach 800 lines and 
be published as the book Ask Your Mama: Twelve 
Moods for Jazz. The poem consists of a series of 12 
mostly free verse sections with occasional rhyming 
passages. The poem is thick with allusions to black 
leaders, heroes, writers, and entertainers, and in this 
allusiveness and its heavy use of annotations and 
notes can be said to parody The Waste Land. Then he 
left on a tour that took him to the West Coast and 
included another performance of Ask Your Mama, 
with a jazz group providing the music, in Santa Mon-
ica. In 1962, Fight for Freedom, Hughes’s history of 
the NAACP, was published, and Hughes endured an 
exhausting publicity tour. As the civil rights struggle 
grew more violent, Hughes felt depressed. He disap-
proved of Black Nationalism, and was dismayed by 
infighting among civil rights groups as to which de-
served the most credit. In summer of 1963, he was in 
Paris during the celebrated March on Washington 
where Martin Luther King delivered his powerful “I 
Have a Dream” speech. The Book of Negro Humor, 
based on an old manuscript, was eventually pub-
lished by Dodd, Mead in 1966, but was rejected ear-
lier by Indiana University Press on the grounds that 
the humor was outdated and often at the expense of 
black dignity. He also wrote the poem “Death in 
Yorkville” which both laments the reality of “100 
years NOT free” and honors the resilience of the 

black spirit that is “still alive” after decades of brutal-
ity. But when Martin Luther King telegraphed Hughes 
inviting him to join a second march from Selma to 
Montgomery, Hughes did not accept. Instead, he 
continued to speak through his writing. He witnessed 
the passage of the Voting Rights Act of 1965 but he 
died before the assassination of Dr. King, the riots 
that followed, the battles over busing and school de-
segregation, and the advent of affirmative action. His 
final collection, The Panther and the Lash, which he 
prepared for publication just before his death, of-
fered both new and old poems reflecting on the 
struggle for justice and racial equality. He collaborat-
ed with photographer Roy DeCarava on the Sweet 
Flypaper of Life (1955), writing text for the young 
photographer’s series of photos of Harlem life. In the 
final years of his life he continued these efforts, with 
special attention to the work of young African writ-
ers. He was also proud to witness the success of 
some of his proteges, delighting, for instance, in the 
selection of Gwendolyn Brooks as the winner of the 
Pulitzer Prize for poetry in 1950 for her book Annie 
Allen. Although a biopsy proved negative, surgery 
was scheduled for May 12 to remove the enlarged 
gland. Although he survived the operation, he soon 
began showing signs of infection and died on May 22 
of septic shock due to bacteria entering his blood-
stream as a result of the surgery. The funeral ended 
as Hughes had requested, with the number “Do 
Nothing ‘Til You Hear from Me.” Later that day just 
before Hughes was cremated, a smaller group of 
mourners solemnly recited the lyrics of Hughes’s first 
great poem, “The Negro Speaks of Rivers.”

مریم محمودی
دانشجوی کارشناسی زبان و ادبیات انگلیسی
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the pages of the New Masses as one of the writers 
who was actively using his writing to further the 
cause of justice. The Ways of White Folks, published 
that May, was a critical triumph for Hughes. The an-
gry and ironic tone of the collection as a whole made 
some readers flinch. Probably recognizing that many 
of the stories could be subtle commentaries on the 
collapse of Hughes’s patronage relationship with 
Godmother, Locke commented that had the book 
been written with “less resentment” it would have 
been a greater book. In San Francisco, Hughes fin-
ished Blood on the Fields but in a reversal of his ex-
perience with Zora Neale Hurston, Ella Winter asked 
him to take her name off the script before he tried to 
sell or produce it. During his time in California he had 
written “On the Road,” which was published in Es-
quire, as well as an account of his brush with the vig-
ilantes in Carmel, which was sent to the New Masses 
but apparently not published there. Back in Reno, 
Hughes tried without much enthusiasm to work on 
his Soviet manuscript, but his confidence had been 
undermined by Knopf’s rejection. His mother was 
pressuring him for money, explaining that it would 
be unacceptable for her to go on relief while she had 
a son who was a famous writer. The Ways of White 
Folks was not selling well. He applied for a Guggen-
heim Fellowship to support work on a sequel to Not 
Without Laughter, but he also hit on another idea he 
thought would raise money. Hughes’s first story in 
this vein was “Mail Box for the Dead,” which was 
never published. He wrote four more and sent them 
to Lieber, asking him to place them under the name 
“David Boatman.” His father had undergone an oper-
ation on October 22 and had died. He needed the 
money, for he had to pay back the loans he had re-
ceived. Soon he heard from Lieber that the “white 
stories” he had written with the expectation that 
they were sure to be quickly published were being 
rejected. In Mexico, he was cut off from the activities 
of the newly formed League of American Writers, af-
filiated with the International Union of Revolution-
ary Writers. Hughes tried unsuccessfully to be hired 
as a Hollywood writer and asked Lieber to try to ar-
range some lectures for him. Hughes was supposed 
to speak at a YMCA in Los Angeles as part of a memo-
rial service sponsored by the Los Angeles Civic 
League, but the YMCA cancelled the program be-
cause Hughes was allegedly a Communist. Hughes 
had decided to use his Guggenheim money to travel 
to Spain and write his novel there. Hughes hated the 
cold and the harsh conditions on Chicago’s South 
Side and continued to struggle financially. When 
Hughes did write a radical play called Angelo Hern-
don Jones, the Gilpin Players turned it down, though 
the script went on to win a contest sponsored by the 

magazine New Theater. In fact, Hughes had just al-
lowed his name to appear as one of more than one 
hundred progressive American authors who signed a 
statement defending the trials as legitimate “efforts 
of the Soviet Union to free itself from insidious inter-
nal dangers” and affirming the importance of the So-
viet Union in the fight against fascism. Hughes also 
found time to be lionized by several young black 
writers from French colonies, who acknowledged 
Hughes as a great influence on the development of 
their writing and the concept of Negritude. Hughes 
began writing blues poems again, including a group 
of related poems called “Seven Moments of Love: An 
Un-Sonnet Sequence in Blues,” which was published 
in the May 1940 issue of Esquire. Sales of The Big Sea 
were disappointing, and the tenants to whom he had 
sublet his Harlem apartment had failed to pay the 
rent, leading to his eviction. During the attack on the 
Arizona, Miller commandeered a machine-gun and 
shot down four Japanese planes. Hughes celebrated 
his actions in a poem called “Jim Crow’s Last Stand”. 
In this poem, Hughes optimistically predicted that 
the war would bring about the end of segregation. 
One of Hughes’s radio scripts was rejected as too 
controversial. Titled “Brothers,” it concerned the rac-
ism faced by a black sailor returning home from duty. 
In an essay, “My America,” and in a pamphlet of po-
ems that he published in 1943 called Jim Crow’s Last 
Stand, Hughes avowed both his patriotism and his 
protest against racism. For a “colored American,” 
wrote Hughes in “My America,” “the phrase about 
liberty and justice does not apply fully”. Hughes 
wrote a humorous and controversial essay called 
“White Folks Do the Funniest Things” which present-
ed segregation as absurd, and a more serious piece 
titled “What Should We Do About the South? “ In 
July, Hughes received an invitation from New York’s 
Mayor Fiorello La Guardia to contribute to a series of 
radio programs entitled “Unity at Home—Victory 
Abroad.” The goal of the program would be to foster 
civic pride and a spirit of cooperation among New 
York’s citizens in the hope that the racial violence 
that had erupted in other cities would not spread 
there. He planned a tour of schools in which he 
would address the students and read his poems at a 
school assembly, followed by lunch in the cafeteria 
and classroom visits. Just as his older poems were 
linked to the sounds of black music in spirituals, and 
especially, the blues, the poems in this book attempt 
to incorporate recent innovations in jazz known as 
be-bop. Hughes found the work of securing permis-
sions and writing or obtaining biographical notes for 
each included author to be tiresome. Nevertheless, 
Hughes persevered, committed to bringing more at-
tention to the work of black poets. In April, Hughes 
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when the jobs that traditionally supported writers 
such as editorial jobs in publishing houses or with 
magazines were generally closed to blacks. In the 
summer and fall of 1931, the papers were full of the 
Scottsboro Boys case. Fearing a political backlash, 
the NAACP had hesitated to get involved. The Com-
munist Party took up the case through its Interna-
tional Labor Defense organization (ILD), seeing it as 
an opportunity to recruit American blacks. The ILD 
eventually took charge of the appeal over the objec-
tions of the NAACP. His sympathies with radical poli-
tics were reflected in poems like “Union” which 
called for the poor, both white and black, to unite 
against greed. Hughes also wrote a long poem called 
“The Negro Mother,” a dramatic monologue in which 
the title character tells “of the long dark way / That I 
had to climb, that I had to know / in order that I 
might live and grow”. This poem, together with five 
others, formed the content of an inexpensive book-
let that Hughes proposed to sell on the tour. The 
booklet, entitled “The Negro Mother” and Other 
Dramatic Recitations was illustrated by a white artist, 
Prentiss Taylor, and published by Golden Stair Press 
in the fall of 1931 in time for the tour. Next there 
would usually be a performance by local musicians, 
followed by Hughes reading a second set of poems 
with more serious themes. Hughes closed with the 
poem “I, Too”. By this time he had given 54 readings 
and earned $1,337.83 from fees and sales of his 
pamphlets. Soon after the tour began, Hughes read 
at the Hampton Institute on the same weekend that 
two tragic incidents occurred. A former Hampton 
athlete who was now a football coach at a black col-
lege in Alabama was beaten to death in Birmingham 
for parking his car in a lot designated for whites. At 
the only white university where Hughes read, the 
University of North Carolina at Chapel Hill, police 
stood guard outside while he gave his reading. Many 
whites were incensed over two controversial pieces 
related to the Scottsboro incident that were pub-
lished in Contempo, an unofficial student publica-
tion, on the day of his scheduled lecture. In general, 
the tour made Hughes more acutely aware of the 
social and cultural gaps between blacks and whites 
in the South and the disheartening lack of protest 
against the situation, especially among so-called Ne-
gro leaders. He wrote contemptuously of them in po-
ems like “Ph.D.” and “To Certain Negro Leaders”, and 
he continued to include poems on issues like lynch-
ing and the Scottsboro case in his readings. In San 
Francisco, he had been invited to stay at the home of 
Noel Sullivan, a wealthy white man who supported 
various liberal causes. Hughes was welcomed warm-
ly into Sullivan’s household. Hughes returned to New 
York on June 14, just in time to board the Europa as 

it sailed for Germany, taking Hughes and 21 others 
on their way to Moscow. Although it would not turn 
out the way that he planned, his experience in the 
Soviet Union would be very significant in his life and 
art. He idealized it as a Utopia where both economic 
exploitation and racial prejudice had been eradicat-
ed. Aside from Hughes, only a few of the 22 young 
people who joined the expedition had done so out of 
a commitment to radical politics Included Louise 
Thompson, Loren Miller, and Alan McKenzie. As 
promised, Meschrabpohm Films re-funded every-
one’s travel costs in U.S. dollars. They signed con-
tracts that promised 400 rubles a month for four 
months to be actors in the movie, a generous salary 
by Moscow standards. Hughes, who was to work on 
the script, was offered slightly more and was pleased 
with the terms, though he had to insist that his con-
tract be translated into English before he signed. De-
spite facing minor hardships, the Americans lived 
well and were treated very deferentially by the peo-
ple of Moscow, who called them “Negro comrades” 
and offered them their seats on public transporta-
tion or invited them ahead in line. The Americans 
were disappointed to see their dreams of movie star-
dom vanish and complained bitterly that the press 
knew of the cancellation before the film company 
had bothered to inform them. For now, Hughes was 
happy with the reception given his work in the Soviet 
Union. Translation of Not Without Laughter into Rus-
sian had begun before he arrived and was completed 
while he waited to leave on the tour. Back in Califor-
nia, Hughes was once again the guest of Noel Sulli-
van. After a week at Sullivan’s home, he moved into 
his guest cottage in Carmel. Hughes was offered the 
use of the cottage, rent-free for a full year. Hughes 
once again found himself in the ironic position of be-
ing committed to socialism while being sheltered 
from the ravages of the depression that surrounded 
him by a wealthy white patron. By December, Hughes 
had completed 12 stories, which he sent as a collec-
tion to both Van Vechten and Blanche Knopf for com-
ment. Aside from continuing to work on short stories 
and magazine pieces, Hughes had three major proj-
ects in mind for 1934: revising “Good Morning, Rev-
olution,” the poetry collection that both Van Vechten 
and Knopf had disliked, making a second attempt at 
a manuscript about his Soviet travels, this time to be 
called “From Harlem to Samarkand.” He also contin-
ued to work on short stories, adding the story “Reju-
venation through Joy” to the collection Knopf was 
preparing for publication. Another story, “Why, You 
Reckon?” appeared in the New Yorker in March. He 
was also writing a few radical poems, including one 
for a Scottsboro rally entitled “One More S in the 
USA.” April 1934, he was praised by Walt Carmon in 
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who had invited Langston to join them. He tried to 
write poems that captured the moods of this music. 
Indeed his writing was the one thing that was going 
well. Hughes submitted several poems, including his 
long unpublished poem “The Weary Blues.” At the 
end of April, Hughes fell ill and decided to skip the 
banquet in New York where the prize would be an-
nounced. When the awards for poetry were an-
nounced, poems by Hughes and Cullen tied for third 
place. Cullen took second place and Hughes won first 
prize for “The Weary Blues.” He agreed to leave the 
manuscript with Van Vechten, who suggested some 
changes and offered to try to find him a publisher. 
Times have been difficult for the black artist, howev-
er, because he or she finds such small encourage-
ment from those blacks supposed to have more cul-
ture. He points out the irony that while “Negro art” 
had suddenly become popular, it took the interest of 
whites to make the so-called cultured Negroes take 
notice. Hughes defends his own choice of racial 
themes and his use of jazz in his poetry. “Jazz to me 
is one of the inherent expressions of Negro life in 
America: the eternal tom-tom beating in the Negro 
soul—the tom-tom of revolt against weariness in a 
white world, a world of subway trains, and work, 
work, work; the tom-tom of joy and laughter, and 
pain swallowed in a smile.” Thurman, Hughes, and 
several others decided to start their own magazine 
dedicated to publishing the kind of work they want-
ed to write. They chose the name Fire! As the publi-
cation day for Fine Clothes to the Jew drew near, 
Hughes fretted about the possible reactions to his 
new book, which was focused on the lower classes. 
Hughes was criticized for an obsessive focus on the 
seamy side of Negro life, of exposing blacks to the 
criticism of whites by depicting them as prostitutes 
and drunkards. Hughes responded to his critics in the 
Pittsburgh Courier and elsewhere by pointing out, as 
he had already in his essay for the Nation, that low-
er-class blacks were the majority of American black 
people, and he strongly disagreed that writers should 
only portray their “higher selves” in any case. Hughes 
eschews traditional lyric forms and conventional po-
etic language. Nearly all the poems are in the form of 
the blues lyrics, most often voiced by a woman. He 
graduated in June 1929 but did not go far. He had 
secured the permission of the president to remain 
on campus free of charge for the summer in order to 
have a quiet place to work on revising his novel for 
publication. Hughes and Hurston returned to the 
idea of collaborating on a folk opera which they had 
begun discussing the summer before. When the 
summer of 1928 arrived, Hughes put aside the dis-
tractions of college and finally settled down to work 
seriously on his novel. He sent Godmother, his pa-

tron, each chapter as he drafted it; she sent back 
words of encouragement. After finishing the first 
draft in late August, Hughes worked on a “singing 
play,” The Emperor of Haiti, but he was unable to fin-
ish it before he returned to school for his final year. 
After working hard all summer, Hughes finished his 
second draft by mid-August and Godmother reward-
ed him with an extra $250 for travel to Maryland and 
Montreal.

Hughes recalled that he had viewed the novel as fin-
ished, but when he reread it upon his return to New 
York, he saw that it still needed work. His characters 
were “locked up in long pages of uncomfortable 
words, awkward sentences, and drawn-out passag-
es”. In February 1930, he turned over the final ver-
sion of his novel to his publisher, glad finally to be 
rid of the book that Godmother had hounded him 
to write.

He decided to recuperate with a trip to Cuba where 
he hoped to find a musician who could collaborate 
with him on the unfinished Emperor of Haiti. God-
mother was enthusiastic and gave him $500 for the 
trip. Hughes enjoyed himself in Cuba, where he was 
treated with great respect by Cuban writers who 
were eager to meet and talk to him. Hughes would 
have a powerful influence on the Cuban writer Nico-
las Guillen, who soon began writing poems about 
Cuban blacks based on rhythms of Afro-Cuban music 
that were compared to Hughes’s blues poems. “Not 
Without Laughter” got the most appreciative re-
views of any book that Hughes had written thus far. 
Meanwhile, Hughes began to work with his other pa-
tron, Amy Spingarn, to publish a small book of po-
ems on a handpress. Hughes selected a dozen poems 
including “Dear Lovely Death,” which gave the collec-
tion its title. Hughes settled into his mother’s house 
in early January 1931. He was still feeling ill and 
planned a trip to Florida to recuperate. Despite her 
rift with Hughes, Mason had continued to send 
checks from time-to-time and she planned to finance 
his travel with a check expected momentarily. Hughes 
tried to make the best of his stay in Cleveland, sched-
uling a lecture and reading at his alma mater and an-
other lecture in Shaker Heights. While in Haiti, 
Hughes answered one letter that he had been carry-
ing around since January. His father had read Not 
Without Laughter and wrote to say that he enjoyed 
the book, though not Hughes’s extensive use of dia-
lect. Knowing that he would be returning to a de-
pression in which “scholarships and literary prizes” 
would be increasingly difficult to come by and even 
competition for work as a busboy or messman would 
be more keen, Hughes “began to puzzle out how, I, a 
Negro, could make a living in America from writing,” 
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ground House” where Hughes was hired as one of 
the first teachers, giving art lessons to the neighbor-
hood children. In the fall of 1918 that he became an 
editor. Although he claims in The Big Sea to have writ-
ten only poetry, he actually wrote at least three short 
stories during his high school years, two of which 
were published in the Central Monthly during his ju-
nior year. Jelliffe’s encouragement must have been 
important to Langston, for Carrie was impatient with 
his plans to write poetry or even to continue his edu-
cation. Now that he was graduating from high school, 
she firmly expected him to go to work and start sup-
porting her. He accepted his father’s invitation to go 
to Mexico. He hoped to convince his father to finance 
his education at Columbia, where the more affluent 
of his classmates from Central had been admitted. It 
was on his journey to Mexico that Langston would 
compose one of his greatest poems, “The Negro 
Speaks of Rivers”. The idea for the poem came to him 
as he looked out the window as the train crossed the 
Mississippi and began thinking of that river and its 
association with slavery. The speaker has bathed in 
the Euphrates, been lulled to sleep by the Congo, 
and seen the glory of a sunset on the Mississippi. The 
poem also showed Hughes’s embrace of and identifi-
cation with the black race. He speaks in that poem 
not as Langston Hughes but as “The Negro.” He em-
braces what his father rejected and disparaged, and 
now he would have to ask his father to support him 
in his endeavors. His father ridiculed the idea that his 
son could support himself as a writer, especially a 
Negro writer. His own plan was for his son to go to 
Switzerland or Germany, study engineering, then 
come back to work for him in Mexico. Hughes sent 
poems to the Brownies’ Book a magazine for black 
children founded by W. E. B. DuBois, and the editor, 
Jessie Fauset accepted some of the poems and asked 
for more. In the fall, Hughes found a way to earn 
money as an English teacher. He taught classes at a 
private school in the morning and a business college 
in the afternoon and also took on several private pu-
pils. When “The Negro Speaks of Rivers” appeared in 
the June 1921 issue, Langston showed the magazine 
to his father as proof of his literary potential. James 
was dismissive when he learned that his son had not 
been paid for his contributions, but nevertheless 
agreed to finance one year at Columbia. Arriving in 
Manhattan on September 4, 1921, Langston Hughes 
felt he had arrived in the city of his dreams. Harlem 
at this time was beginning to be referred to as “the 
Negro City.” Until 1905, no African Americans had 
lived in Harlem; by 1921, whites were an uneasy mi-
nority. Harlem was fast becoming the cultural center 
of black America. Financial troubles and quarrels 
with his father were not all that challenged Langston 

during his year at Columbia. The white students froze 
him out of their organizations, even the school news-
paper. He did publish four poems in the April and 
May issues of the Spectator under the pseudonym 
Lang-Hu. As Faith Berry remarks, this pen name 
sounds like “Lang Who?” reflecting “the way Hughes 
felt as a Columbia student—unsure, unknown and 
unwelcome”. In May, Hughes received word from 
one of his father’s colleagues, R.J.M. Danley, that his 
father was seriously ill in Mexico, having suffered a 
stroke. After finishing his exams in May, Langston 
found a room in a Harlem boarding house. He strug-
gled to find a job, for most advertised positions were 
not open to black applicants. Hughes stayed with 
Cullen whenever he visited Manhattan. Cullen and 
he, though writing in very different styles, shared 
their work with each other. Cullen watched for the 
appearance of Hughes’s poems in the Amsterdam 
News and sent along clippings. Hughes did not show 
Cullen the greatest poem he produced during this 
time, “The Weary Blues,” a poem in which he strove 
to capture in poetry the spirit and rhythm of the 
blues. Hughes’s work was also beginning to be no-
ticed by the whites who were interested in “Negro 
literature.” Hughes brought the books aboard with 
him, but when he opened the box the first night, 
they reminded him not only of his misery at Colum-
bia, but of his loneliness in Toluca, and his inability to 
please his father or help his mother escape a life of 
poverty and struggle. Impulsively, he began to fling 
his books into the sea, feeling that he was throwing 
away not books but “a million bricks out of my heart.” 
During his stay in McKeesport he had given a reading 
of his poetry at a YMCA and discovered that his trip 
to Africa made him more interesting to his audience. 
While he was in Africa, his reputation in literary Har-
lem had increased. The Crisis had devoted a whole 
page of the August issue to his poems and Langston 
found himself warmly welcomed by a circle of black 
writers working in Harlem. Arriving in Paris with only 
seven dollars remaining, Hughes’s first task was to 
find a job, but the results of his search were discour-
aging. Whether his Paris interlude was contributing 
to his growth as a poet. His reputation back in Amer-
ica continued to grow as Cullen helped to place some 
of the poems he had written while in Africa. His po-
etry appeared not only in the Crisis, but also in the 
Messenger and the new magazine Opportunity: A 
Journal of Negro Life. Though he arrived in New York 
nearly penniless, Hughes was welcomed warmly by 
the Cullen family at whose home he settled tempo-
rarily. He found much excitement in the black literary 
community. Langston was able to move to Washing-
ton since his mother and stepbrother were already 
staying there at the home of some wealthy cousins, 
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Born in cold and darkness, near midnight in the midst 
of a Missouri winter, Langston Hughes would find much 
of his childhood equally bereft of light and warmth. His 
mother would often leave him in the care of his grand-
mother while she lived and worked in other cities. Fa-
ther works as a secretary to an executive of an Ameri-
can-owned company before the boy was nine months 
old. Though the child was named James Langston 
Hughes, his family called him simply “Langston” and a 
potential link with his absent father was quietly erased. 
In the spring of 1907 his mother traveled with him and 
his maternal grandmother to meet his father in Mexico, 
where he had settled. The reunion was short-lived, for 
a frightening earthquake on April 14, 1907, caused the 
trio to flee. Carrie was bitter about the failure of her 
marriage, and perhaps more so about her straitened fi-
nancial circumstances and her inability to realize her 
dream of a career in theater. Sometimes she would turn 
her anger on young Langston, telling him that he was 
just like his father whom she described as “a devil on 
wheels” and “as mean and evil a Negro as ever lived”. 
Langston Hughes’s early poem, “Aunt Sue’s Stories,” is 
drawn from his experience of hearing his grandmother’s 
tales about his ancestors. Like “the dark-faced child” of 

the poem, young Langston listened attentively, 
knowing that these tales of slavery and heroism 
were “real stories.” As Rampersad points out, al-
though Lawrence had been founded by aboli-
tionists in 1854, it was becoming an increasingly 
segregated community by the end of the nine-
teenth century. At school, too, he was sometimes 
set apart from other black students. He began 
school in 1908 in Topeka, where he had been 
temporarily reunited with his mother. Back in 
Lawrence he attended the Pickney School, which 
had segregated classrooms in the lower grades, 
but he later switched to integrated schools that 
had few black students. In March 1915, Langston’s 
grandmother Mary died. By age 13 then, Langston 
Hughes felt abandoned by his father, his grand-
mother and his mother, who had left with her 
new husband and adopted son. In the summer of 
1915 Langston Hughes took the train from Law-
rence, Kansas, to Lincoln, Illinois, to join his 
mother, his stepfather, and his adopted brother. 
In the fall he enrolled in the eighth grade at Cen-
tral School, where he and a female classmate 
were the only black students. Since no one in the 

class had written a poem, his classmates chose 
him out of benign racial prejudice, believing 
all Negroes to possess an innate sense of 
rhythm. Hughes claimed that his poetic ca-
reer began with the writing of the 16-verse 
graduation poem—later shortened for deliv-
ery—that lavishly praised his teachers and the 

graduating class and was greeted with thun-
derous applause. Whether or not his eighth-

grade classmates knew of his writing talent when 
they chose him as class poet, surely his high 
school classmates did when they conveyed the 
same honor on him four years later. He wrote for 
the school newspaper and the literary supple-
ment The Belfry Owl, and in his senior year edit-
ed the yearbook as well. In Cleveland, Hughes 
formed an important friendship with a young 
couple, the Jelliffe. They were white, working to 
establish a community center for the inner-city 
residents of Cleveland. They established “Play-
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2A Picture is worth a million words

 Books are the perfect entertainment: no commercials,“
 no batteries, hours of enjoyment for each dollar spent.
 What I wonder is why everybody doesn't carry a book
”.around for those inevitable dead spots in life
Stephen King

 Read, read, read. Read everything -- trash,“
 classics, good and bad, and see how they
 do it. Just like a carpenter who works as an
 apprentice and studies the master. Read! You'll
 absorb it.Then write. If it's good, you'll find
out. If it's not, throw it out of the win-
dow.“ William Faulkner

Second hand books are wild books, home-“
 less books; they have come together in vast
 flocks of variegated feather, and have a charm
 which the domesticated volumes of the library
lack.“ Virginia Woolf

 No man understands a deep book until“
 he has seen and lived at least part
of its contents.“ Ezra Pound



1 A Picture is worth a million words

A Picture is worth a million words
Simple memories
of dreams fulfilled

portrayed by non-fictional charac-
ters

smiling at their past
Photographs and memories

are all that’s left
 

Fab Ricciardi

 For a few seconds they looked“
 silently into each other's eyes, and
 the distant and impossible suddenly
became near, possible, and inevita-
”.ble

War and Peace – Leo Tolstoy

The reasonable man adapts him-“
 self to the world: the unreasonable
 one persists in trying to adapt the
world to himself. Therefore all pro-

 gress depends on the unreasonable
 man.“  George Bernard Shaw - Man
and Superman

 There is nothing else than now.“
There is neither yesterday, cer-

 tainly, nor is there any tomorrow.
 How old must you be before you
 know that? There is only now, and
 if now is only two days, then two
 days is your life and everything in
 it will be in proportion. This is how
 you live a life in two days. And if
 you stop complaining and asking
 for what you never will get, you
 will have a good life. A good life is
”.not measured by any biblical span

 Ernest Hemingway - For Whom the
Bell Tolls
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