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Abstract

Hamlet was one of the first Shakespeare’s plays that were introduced in Romania. The
first attempts to translate his works into Romanian date back to the XIX" century, and the
Romanian translations were based on French Translations of the plays, given the strong cul-
tural relationships with France and the fact that many scholars of the time knew French.
loan Barac (1776-1848) was an Austrian translator and poet, born in Romania. He was one
of the first to translate Hamlet into Romanian, working on Friedrich Ludwig Schrider’s
German version of it. loan Barac’s interpretation of Hamlet in Romanian was written in the
form of a manuscript, using the Cyrillic alphabet. In his version, Hamlet is presented as the
flawless hero, as his growing wealth helps him defeat his cheating, murderous enemies. The
denouement transforms him into a conqueror of fate, he surpasses all of the hardships and
survives all of Fortuna’s trials, finally reaching his father’s throne. Aside from these changes,
there are also certain parts that disappear. It seems like Barac continues to cut out and simpl-
ify his version not because he was forced by censorship or some theatrical purpose, but simp-
ly because this was his way of working on a translation.
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Rezumat

Hamlet a fost printre primele piese ale lui Shakespeare care au ajuns in Romania. Primele
tncercari de traducere a lui Shakespeare tn limba romand dateazd din secolul al XIX-lea, iar
traducerile au avut la bazd un intermediar francez, fapt explicabil prin relatiile culturale
stranse cu Franfa si prin cunoagterea acestei limbi de citre multi oameni de culturd romani.
Toan Barac (1776-1848) a fost un traducdtor si poet etnic imperial austriac, ndscut Romania.
El a fost unul dintre primii care a tradus Hamlet in romand, lucrand din versiunea germand
a lui Friedrich Ludwig Schréder. Interpretarea lui loan Barac a lui Hamlet Tn romdneste este
in formd de manuscris si a fost scris in alfabet chirilic. Hamlet al lui loan Barac apare ca
eroul fird cusur, iar curba sa de avere il face in cele din urma si triumfe asupra adversarilor
sdi adulteri si ucigasi; deznodamdntul il transformd in invingdtor al Soartei, el depiseste
toate greutdtile si supravietuieste incercirilor Fortunei si este instalat, in cele din urmd, pe
tronul tatdlui sau. Pe ldngd aceste modificdri sunt si formule care dispar. Se pare ci Barac
continud metoda elimindrilor si simplificirilor dintr-o rafiune care nu este impusdi de cen-
zurd sau de vreo finalitate teatrald, ci, pur si simplu deoarece aceasta este maniera sa de a
lucra.

Cuvinte-cheie: Hamlet, Barac, traducere, Shakespeare, limba romdnd

lIoan Barac (1776-1848) was a poet and translator of Romanian origin who
lived in the Austrian Empire. He was born in Aldmor, Sibiu County, and his
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father, Ioan, was a priest. He attended the Reformed Gymnasium in Aiud,
followed by law studies in Cluj, as he was drawn to the Hungarian culture.
In 1801, he taught at the Romanian Orthodox School in Avrig. The next year,
he became a teacher at the first Romanian school in Scheii Brasovului, which
was annexed to St. Nicholas Church. At the same time, he also functioned as
a magistrate and, in 1805, he took over the position of Romanian interpreter
for Brasov City Hall, which he held for the rest of his life. In 1837, he edited
“The Sunday Paper”, the first illustrated magazine in Transylvania. His first
published work, “The Story of Arghir the Handsome and of Helen the Beau-
tiful and Lonely Queen” (1801) was one of the most widely read and appre-
ciated Romanian books of the first half of the 19t century and appeared in
many editions. He was one of the first to translate “Hamlet” into Romanian
and used the German version belonging to Friedrich Ludwig Schréder. Be-
tween 1846 and 1840, he published eight volumes of stories from “The Ara-
bian Nights” and introduced stories featuring Till Eulenspiegel and Mattie
the Goose-boy. His original work included Adevarul (The Truth) and Cercul
Timpului (The Circle of Time). The prefaces he wrote featured interesting
pre-modern aesthetic and literary ideas.

Barac was a folk poet, not only in the style of his verse, but also in concep-
tion, as he himself confesses in the preface to Kartigam: “Having this passion
for poetry since I was young, I spent all the days of my life writing many
things, among which this story.” During his stay in Aiud and Cluj, the Hun-
garian literature was in a process of enthusiastic rebirth, which had three di-
rections given by the three different schools: French, classical and national,
he himself being an adept of the last one mentioned, “This poetic school,
poets less gifted than Gvadéanyi, Dugonics and Fazekas are part of, has gen-
erally displayed less good taste, but showed much more consideration and
patriotic enthusiasm. Their great merit is that they showed vivid interest in
the vernacular and the folklore and then dilligently got their inspiration
from both” (Katona & Szinnyei, 1911). And yet, he was not a poet, but a ra-
ther poor interpreter most of the times, as his translations lacked literary
value and were written under the Hungarian literary tendencies of the time.
The translations he started in 1775 and continued to work on until the mod-
ern era, in 1825, stand proof of it. “Barac doesn’t seem to translate, he short-
ens them, he skips their essential ideas. It is a shoolboy’s work” (Bogdan-
Duicd, 1933).

Unusually hard-working and quite renowned in his time, along with Va-
sile Aaron and Dimitrie Tichindeal, Ioan Barac was an important representa-
tive of the so-called Transylvanian School, at a time of persecution of the
Romanian culture in Ardeal when progress was a zealously pursued goal.
Comparing the Germans, the Hungarians and the Serbians, Vasile Aron
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records this in his preface to “Reporta din Vis”, and yet for those who have
toiled for years not only in the Hungarian and German languages, but also
in Serbian, the number of beautifully, well-written books is impresssive! (...)
But for them to come to life and bring confort and hope to the readers, there
is still need of more opportunities for education, more means and privilege”
(Catalogul manuscriptelor romanesti, vol. 1, p. 460, apud Bogdan-Duicd, 1933, p.
17). Barac's 17th-century house, located at 3 Piata Unirii in Brasov, is listed as
a historic monument by Romania's Ministry of Culture and Religious Affairs.

When first translated by Ioan Barac, a parson in the Transylvanian city of
Brasov - Kronstadyt, at the beginning of the XVIIIth century - about the 1820,
Hamlet was practically perceived as a XVIIth century German ,Familientrag&die”.
In Barac’s translation, the main character is a flawless hero and his gradually
increasing wealth eventually leads to his triumph over his murderous and
adulterous adversaries; the denouement turns him into a defeater of Fate as
he surpasses all hardship and survives Fortune’s trials to finally be installed
on his father’s throne. The final scene does not follow the original English
text: The King and Queen lose their lives and the whole country was shaken
and they put Hamlet the Prince on his father’s throne - Curtain (Act) a (5)
tifth, (16) entering (Scene), p. 296 of the manuscript. This is the tragic end of
the Danish king and queen who made the people of Denmark tremble with
fear, but they eventually put Hamlet on the Danish throne.

Ioan Barac’s interpretation of Hamlet in Romanian was written in the
form of a manuscript, using the Cyrillic alphabet and contains a number of
54 hand-written pages (page 242 to page 296 of the manuscripts collected by
loan Barac, Scrieri in Versuri si Prozi (= Poetry and Prose Writings), first half of
the XIXt century, a total of 373 pages) are now kept in the Depository of
Documents in the Library of the Romanian Academy, manuscript ne 209,
titled Amlet, Prinful dela Dania. O tragodie in (5) cinci (acte) perdele (= Hamlet,
Prince of Denmark, a Tragedy in five acts) by William Shakespeare. (Performed
in the Royal Court Theatre” = the play was staged at the Royal Habsburg
Court Theatre) the Romanian title being the original title of the German
translation published by Heufeld in the Vienna edition of 1772. The parts
were put together in a single volume that was donated to the Library of the
Romanian Academy by the Allpious Ioan Barac of Brasov, the author’s close
relative. With the exception of two scenes from act I, II and V, which were
transliterated by Ion Colan in his “Life and Work of Ioan Barac”, and alter-
natively by G. Bogdan Duica in his biographical study titled “The Work of
Ioan Barac”, this translation by Ioan Barac has never been printed or pub-
lished and is now being carefully kept in the archives of the Library of the
Romanian Academy. Barac distances himself from the original Anglo-Saxon
Shakespearian spirit, which thus becomes ”double-distilled” and the Roma-
nian influence is felt all trough the text. In other words, Barac keeps both the

020T(IIX) T ‘#xa3u00 18 foquur] ‘ &



Speech and Context, 1(XII)2020 ‘ N

British literary perspective and the Romanian one, becoming part of the Ro-
manian culture from this very first transcoding of the target text. His lan-
guage uses the sounds and rhythms of the XVIIIt century Transylvanian
Romania. There is both an aphoristic and moralist conciseness about the sen-
tentious language Barac makes his characters use.

Let us consider, for example, the urging parental advice Oldenholm gives
his son Lertie. The very first comparative look emphasizes the provinciality
and parochialism of his style, maybe because Barac was a parson, the lan-
guage imbued with Transylvanian regionalism, which to us, today, may
sound like clumsy archaisms, as G. Bogdan-Duica remarked, “the asperities
of an unrefined language”. To conclude, a question arises - how can we
achieve a perceptible measurement of our cultural past and an accurate
evaluation of the past coexisting with the acute sense of the present in our
post-modern world?

A good analysis of Barac’s translation of Hamlet requires observing other
translations of the time that influenced his work. Heufeld’s translation
(1773), after another one Wieland made (1766), where parts of the original
text are cut or more simply phrased. These changes and shortenings stand
proof of a tendency to progress in making texts more prosaic. Apart from the
gradually disappearing formulas, we notice a fundamental change of tone of
the character of Hamlet, who becomes melancholic, while poetic and doubt-
ful in the original text. It seems that Barac keeps using the method of elimi-
nation and simplification for reasons that have nothing to do with censor-
ship or any theatrical finality, simply because it is his way of doing things.

Similar to the translation of one of his Hungarian contemporaries Ka-
zinczy (Ferencz), made after a text by Schréder (1790), Barac’s interpretation
lacks the depth of the tragic effect, of the poetic form, and parts of the origi-
nal text can no longer be found in it.

In order to follow the making of Barac’s translation of Shakespeare’s
work, we will consider Bayer’s critical analysis.

Hamlet's stage glory started in Cluj and headed West with a troupe from
Ardeal that made it to Debretiu (1798 and 1799); and, on the other hand,
without leaving Cluj, where Barac lived, and where it was staged again in
1800, 1804, 1805, 1810, 1812.

In Cluj, Hamlet had been presented before Barac finished his studies in
Aiud and Cluj. Knowing he was familiar with the flourishing literary life in
both Aiud and Cluj, Barac most certainly knew how popular Hamlet was,
but, without any evidence of it, I could not say ”“I am certain he did see or
read the play at the time” (Bayer, p. 157, apud Bogdan-Duicd, 1933, p. 125).

According to G. Bogdan-Duica, Hamlet’s title in Barac’s manuscript, is
recorded at n° 209 at the Romanian Academy.

“ Amlet



Printul de la Dania.

O

Tragodie

in cinci peredele.

Dupé Sakespear

Sau produciluit in k. krdescul
Teatru al Curtii”!.

This is the exact title of the 1772 edition (Vienna). For his translation,
however, Barac did not use this Heufeld text, but the modified version
and/or the version modified by Schroder in 1777 (Hamburg). There is no
Laertes in 1772 Heufeld text, but the character is present in Barac’s transla-
tion in Act I, Sc. 8, not only in the table of characters.

Laertes had also been present in the two remakes from 1777 (Hamburg,
Herold Library) and 1778 (Hamburg, .M. Michaelsen): Of the two editions,
scene 40 (The Prince, then Ghildenstern) of Act IV; In the Michaelsen edition
it is Sc.15, also in Act IV. This means that Barac used the 1778 Hamburg edi-
tion for his translation.

A representative scene that helped identifying the edition that Barac used
for his Hamlet translation is the last scene in Act IV, which sounds in Roma-
nian as follows:

SA patrasprezecelea aratare.

Craiul, apoi Ghildenstern.

Craiul. Du-te, nebuno, care poti tu sa te scobéltest intra mine si intrd el, fiul tau?
Dar nu vezi tu, acest fiiu al tdu turbeazd dupa sangele meu ca un foc nestins. Sa
sd ducd la Englitera - asa; dar acolo sd si moard.Vino, Ghildenstern! (Vine Ghil-
denstern).

Ghildenstern. lata eu Maria ta!

Craiul. Am lipsd de tine, dragul meu,cd Hamlet au omorit pre batranul Olden-
holm in turbarea sa. Si o asa nenorocire amelinta dela el catra toti. Giteste-te de
drum, ca el trebue sd sd ducs la Englitera, ca imprejurdrile statului nu sufere sa
ma puiu in primejdiea care in tot ceasul o amelintd nebuniea lui, ci cautd s oco-
lesc.

Ghildenstern. Eu méa voiu gati de drum. Ca aceasta este o frica sfantd pentru ata-
tea sute de suflete, de a-i pazi, care traesc intru Maestatea ta.

Craiul. Cautati trupul lui Oldenholm,si-1 ingropati pé taind, sa nu afle nimenea de
sd va putea.

Ghildenstern. Tocma acum am aflat Méria ta o imprejurare care iti amelinta pri-
mejdie:cs tdndrul Laertis,aruncat de vant, sa afld in port. Lezne poate s auza de
moartea tdtani-sdu. Apoi nu va cduta el izbanda?

Craiul. Tocma citrd el va fi mantuirea, ducerea la Englitera a lui Amlet spre pe-
deapsa mortii. Dar cum va putea afla el? Cand moartea lui Oldenholm nu este

In English: Amlet, Prince of Dania, a tragedy in five acts after Shakespeare was pro-
duced at The Royal Theatre.
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stiutd la nimenea si cautd sa si ramae tdinuitd. Mergi si i cdutati trupul; si te
gdteste de drum. Iti voiu si da imputernicire numai de cat”.

Barac translated Scene 8 of Act II (Hamlet allein), which in the original
text is a reply from Act I, Scene 5, right after the disappearance of the spirit
and Horatio and Marcellus enter, in verse:

“Amlet (singur)

Oh cete ceresti cu gloate!
O pdmante! mari si toate
Dar tu ce zici, iadule?

Oh inima mea cea mare
Tine-te in vine tare!

Vail! Vai! blestematule!
Iubitele mele vine!
Tineti-vd forte bine!

Nu cumva sa va slabiti!
Nu vi lasati a va teme,

Sd nu cumva fard vreme
Sami va imbatraniti,

Ci sd mad purtati vanjoase
In puteri si sdntoase!

Si la tine sa gandesc?
Cum sd nu gandesc la tine?
Ba toate alte mai bine

Ce-i in lume voiu uita,
Toate ideile mele,

Caérti cetite, si pre ele
Toate le voiu depadrta.
Orice din copildrie

Am avut spre bucurie
Toate le voiu pune jos,

Si porunca ta cea mare

Cu multd infierbantare

O ascult mai bucuros.

Oh ceriule! Oh muere!

Oh om rdu! Spurcata here!
Om de rés, spurcatule!
Muere far’de rusine!

Om féar'de lege ca tine

Nu e blestematule!
Astfeliu unde sa mai poate
S4 le iau in scris pre toate”.

(Scrie)

“Puteti rade surezand,
Radeti acum, ce va pasa



Ori si unde va sd iasa!

In faradelegi razand!

Auziti ce-mi zice mie?

Sandtate buna, tie

O fiul meu cel iubit!

Adu-ti aminte de mine

Si te socoteste bine

C’ai vdzut cd sant scarbit” (Filele, p. 257-258).

Comparing this version and the original text, we notice the following dif-
ferences: the word nerves in Shakespeare’s text becomes vine (veins), memo-
ries no longer fade away, they are put down according to the Hungarian le-
tenni and hardly ever add any new idea (Bogdan-Duicd, 1933, p. 130).

After Weilen, the scene where the beautiful white bososm was deleted, in
Schoder, the verses addressed to the Queen by Oldenholm appear in act III,
scene 2; in Barac’s version, they appear as being truncated - act III, scene 2:

“Zi, mandro, cd cele s(finte
Si ca adevarul minte

Si cd el va fo gresind;

S4 nu crezi ca arde focul

Si soarele in mijlocul

Verii ziua stralucind;

De nu crezi, putin im(i) pasa,
Numai atata sa iasa

Din inima ta, poftesc

Ca biruintd sa fie

Si sd-mi crezi tu numai mie
Precum c4 eu te iubesc”.

Another scene that reflects the expression of the Shakesperian work in 99
Barac’s vision is scene 7 from act III, which, according to the original text, is

the equivalent of scene 2 from act II after the departure of Rosenkranz and
Giildenstern:

“ Amlet (singur)

Acuma sint numai eu
Sa-m[i] mai vars amarul mieu
Aha tu curvariu de casd,
Spargdtoriu de bund masa!
Fard suflet ucigas!

Un vinzitoriu preste fire
Si fird milostivire,

Mai mult ca un ciumidgas,
Amestecitoriu de singe,
Nu te temi cd te vor stringe
Pentru talhdria ta?

Om rdu i fird simtire

0202(IrX) T “#x23u00 1§ [pquury



—_
e}
e}

Speech and Context, 1(XII)2020 ‘

Fir'de lege preste fire
Care grea seami vei da!
Oh, ce de nimic rabdare
M opreste aga tare?

Pre mine, un fiiu ce sint
Al prea scumpului meu tatid
Sd nu-mi izbdndesc odatd
Moartea lui de pre pamant?
Si md las ca o muere
Slabd si fird putere,

Care numai cu ociri,

Cu limba 1si izbandeste
Spre vrajmas si-l ocdrdste
Cu hule si cu mascari.
Dar sant vreri in cipatin!
Si cu sabia in mand!

Oh, vai de voi slibiciuni!
Socoteste inaite,

Tu precepere si minte,
Privind la degerticiuni,
Am aflat cd vinovatul
Is[i] dobandeste picatul
In teatru atunci cind
Asa fapti il loveste

La suflet si il raneste,
Lucru potrivind jucind;
Cind omorul limbd n’are,
Ii aduce oarecare
Povestiri si graiuri vii
De fapta cea tdinuita,

De omor ca dovediti
Ramine la oameni vii,
Voiu si le dau tnainte
Cuvant la acesti vuminte
Teatralisti a juca

O fapti asemanati

Cu a bunului mieu tati
Omor, si-1 voi apuca,
Atunci, dacd n-are limbd,
Si-i viz fata cum si schimbi,
A craiului vinova,

Rama deschizandu-i-si
La os patrunzandu-i-sa
Pdicatul cel tncuibat;
Apoi voiu vedea mai bine
Cd Duhul care la mine
Noaptea mi s’au arditat

Va fi duhul ce md pune



Sd fac si eu o minune

La ce m’au infierbintat,
Asa cursi-i voiu intinde
Prin care eu ii voiu prinde
Si i voiu descoperi
Cunosgtinta sufletului

Cu prihana cugetului,
Precum se va nimeri.

Eu sm un temeiu mai mare
Deciit acea ardtare

Care mi s’au ardtat;

O priveliste sd fie

Care sd-mi arate mie
Pdcatul cel neertat,

Ca si prinz cu cunostinta
Sufletului si cdinta
Craiului a sd mustra
Diandu-si de gol pe sine
Sd priceapd ori si cine

Cd nu va putea rabda”.

Barac’s text resembles an autochtonous popular ballad, in which one is
surprised to find the presence of the first person of the present tense of the
verb “a voi” (to want), its future tense “voiu” (I will), the gerundial that leng-
thens the state of things (“deschizdndu”-opening, ,, patrunzandu”-entering),
the verb being dominated by all these moods at a lexical and morphological
level at the same time, through an attitude of genuine familiarity.

As a consequence, the Anglo-Saxon atmosphere is not only diminished,
but completely eliminated, the morphemes that the protagonist utters sound
very Romanian in style, with many interrogations and rhetorical exclama-
tions, which turn the translation into a personal creation, thus leading to the
disappearance of the original scenes of the Shakespearian drama lyric poem.

The fact that Barac’s translation would have had the merit of being pub-
lished in 1928 is justified by Bogdan-Duicd (Ion Colan, p. 49, apud Bogdan-
Duicd, 1933, p. 133) through Ophelia’s monologue in Act III, Scene II, which
corresponds to Ophelia’s last line in Act III, Scene I in the original text:

“A unsprezecea aratare.
Ofelia ( singura)

Oh ce suflet nobil s’au stricat aici. Ochiul unui barbat de curte, limba unui inv-
atat, sabia unui viteaz, asteptarea ca sa infloreasca nddejdea statului, oglinda in
care toti se oglinda, ca sd-i placd. O modelid dela toate ce este mare, frumos si
vrednic de iubire s’au nimicit cu totul. O eu nenorocita care odatd cu asa pofta
sugeam armonia lingusirilor lui si acum cautd sd vaz in ce chip isi da din sine
duhul cel mai frumos tonul cel mai stricat, ca si clopotul cel spart si cele nea-
semanate flori ale virtutii care acum infloria cum se vestezesc intru intunerecul
nebunii! Oh vai mie! cdci am vdzut ce am vazut si cdci vdz ce vdz (5S4 duce)”.
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In his analysis, Bogdan-Duica refers to Ophelia’s Songs (Act 1V, Sc, 5, V,
6, V, 10) concluding, ,, The evidence entitles me to say that only an insane
Englishman, or maybe a German, also insane, would consider publishing
Barac’s entire Hamlet, which translation will, however, be mentioned in
some detailed history of how Hamlet became known, in the still unwritten
chapter about Shakespeare in Romanian” (Bogdan-Duicd, 1933, p. 134).
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