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MPEATOBOP

300opHuk caapxu 38 omabOpaHux pamoBa wuznoxeHux Ha [IpBoj mehyHapomaHOj
KoH(epeHIUju Je3uk u Opyuimeene Hayke y KOHMAKMY: U3A308U UHMEPOUCYUNTUHAPHOCTIUL,
onp>xkaHoj 5. okroopa 2024. ronune Ha PunozodckoMm pakynrery Yausepsutera y Hoom Cany
y opranuzanuju lleHTpa 3a MHTpEeIUCLMIUIMHApHA UCTPaXMBamka M pPa3B0Oj HCTpakupaua
Odwmnozodcekor dakynrera Yausepsutera y HoBom Cany. Kondepenmuja je okymmia oko 90
usnarada u3 10 3emaspa: Cpowuje, Lpue T'ope, XpBarcke, bocue u Xeprerosune, CinoBenuje,
Makenonwuje, Typcke, Hemauke, [lInanuje u CAJL.

VY 300pHUKY Cy 00jaB/b€HM paJloBH M3 Pa3IMUUTHUX 00JacTH, TPyNHCaHE y YETUPH
TEMAaTCKe [EeJIMHE U TO: HHTEPAUCIUILIMHAPHOCT Y KEbM)KEBHOCTH, HHTEPAUCIUILTUHAPHOCT Y
00pa3oBamy, HHTEPJUCIUTUIMHAPHOCT Yy IPYIITBEHHUM HayKamMa W WHTEPAUCIHUILUTUHAPHOCT Y
JIMHTBUCTULIH.

KmmwkeBHe cTynuje 3ay3umajy 3HayajHO MecTo y 30upiu, Hynehu HOBe YBUIE Y
MOCTPEATTUCTUYKN POMaH y CPIICKOj KIM)KEBHOCTH, €KOKPHTHYKA YHTama Jena bopuciasa
[Texnha, mcuxoanamuTuuke aHanmm3e mnpo3e Ceeroszapa hoposuwha. JIBa pamga ce 06aBe u
UcTOpuYHOIINy erncke HapoJHe Moe3uje. Y OKBUPY KHIMKEBHHX J€ja aHAJIU3UpaHU Cy
JpyLWITBeHU (peHOMEHHU MoIyT ayropurera y Oajkama Xanca Kpuctujana Anzaepcena, yiore
HETOBaTeJha M OTHOCA Ca IPYTHM, TPETHOCTH PEATHOT COIHjalIi3Ma U KYITYpHOT KOZA Y je3UKY
Mmahapckor pomana. Takole, HIEHTHUTET je cariielaH Ha pa3InyuTe HaYMHE, y OKBUPY pOMaHa,
aJy ¥ y mecMu HoBocaJickor aytopa bopha banamesuha.

PanoBu koju ce 6aBe MHTepIMCHMILIMHApHOIIhY y o0pa3oBamy Hpykajy 3HauajaH
JOTIPUHOC pa3yMeBamby KOMIUIEKCHUX MHTEpakiuja uzMel)y je3uka, KyiaType, TEXHOJOTHje U
oOpa3oBama, HyJleh HTHOBaTUBHE MPUCTYIIE U pelieka 3a yHanpehewme 00pa3oBHE Mpakce Ha
pa3IMYUTUM HUBOMMA. AYTOPH UCTPaXyjy TEME Kao LITO Cy JIMHI'BOKYITYPOJIOLIKE TUMEH3H]e
eKCTepHaJIija MOBE3aHUX C HOBUM TEXHOJIOTHjaMa y 00pa30Bamy U yJIOra eHIJIECKOT je31Ka Kao
JMHTBOKYATYPHOT KOJa Y KOMYHHKanWju. [IpakTHYHN acleKTH HAcTaBe OCBETJHCHH Cy KPO3
pa3MaTpame ICUXOCHCTEMATHKE je3Ka U HheHEe MPUMEHE Y YUewy (PpaHIyCKOT Kao CTpaHOT
je3MKa Ha BHCOKOIIKOJICKOM HHBOY. Jlajbe, MHTEpAMCUMIUIMHAPHU MPUCTYH BHCOKOM
o0Opa3oBamby aHaJIM3Upa C€ W3 NEPCHEeKTHBE PA3IMUYUTHX YHHMBEP3UTETCKMX MHCHja, JIOK
M3a30BH MHKJIY3UBHOI oOpa3oBama Jere mizbermmna y CpOuju mpykajy WIMpU MOIien Ha
00pa30BHE TMONMTHKE W TPAKCy W OCBETJhaBajy IWHAMHYHY TIOBE3aHOCT aKaJeMHuje H

APYUITBCHUX HOTpe6a. Y oBoM KOHTCKCTY, BaAXXHOCT IIOBC3MBAkha PA3JIMYUTHX AUCHUILIMHA



oryiesia ce M 'y pajay o IPUMEHHU MPEIUKTUBHHUX AITOpUTaMa y OCHOBHOIIKOJICKO] KEbHKEBHOCTH.
Konauno, 1Ba paga ¢okycupajy ce Ha crienupuIHe N3a30Be y HACTABU HA €HIVIECKOM jE3MKY:
IPEBa3UIIAKEHE AaHKCUO3HOCTH Y yUelY CTPAHHUX Je€3MKa, U yHanpeheme capaambe y IpUMEHU
EHIVIECKOT Kao je3uka BUcOKoIKoicke HacTaBe (EJBMH).

VY okBHpY aHanM3€ MHTEPAUCHMIUIMHAPHOCTH Y JPYIITBEHHM HayKama HCTaKHYT je
(MHaue 3amocTaBJbEeH) MPOOJIEM KapaKTepUCTHYaH 3a CaBPEMEHY HayKy, a TO jecTe Kpu3a
penInKaOuIHOCTH HaydHHUX pesynrara. [lopea Tora, npeacTaB/b€HO j€ CTAaHOBUIITE KoOje
KPUTHKYje HeonuOepanHy MOJMOBHY XEreMOHHM]y y ApPYIITBEHMM Haykama. Ha pasnuuure
HayMHE IIOBE3aHH Cy je3WK W JpPYLITBEHE Hayke. Y JBa paja carieJaHa je BaKHOCT
MHTEPAUCIUILIMHAPHE aHAJU3€ je3rKa KpPo3 APYIITBEHH (PEHOMEH HMICHTUTETA, alld U Kpo3
aHaJIM3y JUHIBUCTUYKOT ITpobiaema nomnyt o0jekra pedepeHije INYHUX 3aMeHuIa. Y jelHOM
pally UCTaKHyTa je BaXHOCT MHTEPAMCLUIUIMHApHE aHaJIM3€ MPHU YTBphUBamYy HCKPEHOCTH
TOBOPHHUX YWHOBA. VHTEPACHUIUIMHAPHOCT je cariieflaHa W KpO3 pEIaTUBHO HOBY HAaydHY
JTUCHUTUTMHY TpadHUTOIIOTH]y HAa KOHKPETHOM NPHUMEPY HEOHAUMCTHUKUX rpaduta. Ha kpajy,
3HauajaH AONpUHOC (UI030(UjU MHTEPAUCLHUILNIMHAPHOCTH HA OPUTMHANAH HAauuH JaT je y
pany koju ce 0aBU YJIOTOM HayqHOT MOZIEJIOBaba Y MHTEPAUCHUILIMHAPHO] Pa3MEHHU.

Jllamme Oorarehu oBy 30MpKY, paloBU ce OaBe IICHXOJIMHTBUCTUKOM, TAYHUjE H3a30BUMA
y 00acTH ycBajama MaTepmer je3uka, 3aTHM KOTHUTHBHOM JIMHTBHCTHUKOM Y J[Ba HaBpaTa, y
panxy koju ce 0aBM KOHUENTyaJdW3alMjoM I[IOjMa wikola W JIPyTUM KOJU aHaJIW3upa
KOHIIENTYyaJHe MeTadope y NomynapHoj My3uii. COIMOIMHTBUCTHKA 3ay31MMa 3Ha4ajHO MECTO
y 0BOM 300pHMKY, OaBehu ce mpe cBera NUTambeM POJHO OCETJHUBOT je3UKa. Y pajoBHMa ce
Jlaje mpernie] MHTepAMCUUIUIMHApHUX poaHux cryauja y LlpHoj T'opu, npatu ce eBomyuuja
PO/IHO OCETJHUBOT je3HKa of] JyrociaBuje 10 caBpeMEHOr J100a y CPIICKOXPBAaTCKOM j€3UYKOM
IPOCTOPY, Al CE€ UCIUTYjy U CTaBOBHU CTYJ€HAaTa MpeMa POJHO OCETJbUBOM je3UKy U Jaje
aHasM3a ynotpede poiHO oceTbUBOr je3uka. OcuM peduekcrjama jesnka u qpymTsa y Cpouju
u Llpuoj I'opu, pagosu ce 6aBe u Buiejesnunomhy HMcrpe npe [IpBor cBerckor para, kao u
yrunajy bXC je3uka Ha roBop rpaga Kompa. OBu paoBu HaramiaBajy mpeceke HCTOPH)CKOT
KOHTEKCTa, KYATYPHOT HJEHTHTETa W je3uuke eBosyuuje. Ha kpajy, mojenuHu pagoBu ce
¢dokycupajy Ha caJalImby TPEHYTaK, MoaBIadehy 3Hauaj je3ndKe MOJMTHKE U IJIaHUPamba y BE3U
ca Je3MKOM CTpPyKe, 3aTHM yKa3yjyhu Ha Moryhe HauMHe cariiefjaBara JJMHTBUCTHYKOT T1€j3aXka,
T€ aHaIM3Mpajyhm HaYMHE Ha KOj€ ayTOpH TOKYIaBajy Ja MMIUIEMEHTHPA]y CBOj Tilac y
HAyYHHUM paJloBUMa U3 PA3ITUUYUTUX AUCLHUILINHA.

OBoM 30upKOM pajioBa NpeICTaBsbajy ce MoryhHOCTH TpaHC(hOpPMAaTUBHOT OTEHIIM]jajIa

MHTEPIMCIUIUIMHAPHUX HCTpakuBama. CBakKu paja MO3MBA YHUTAOIE Ja pPa3MOTpPE HOBE



NEepCIeKTHBE, Ocrope mocrojehe mapagurmMe W aHraxyjy ce ca CI0KEHOCTHMa CaBPEMEHOT
no6a Ilpenazehu rpanuie Hayka u HAyYHUX TUCHUIUIMHA, OBE CTYIHjE Hy/E IparoleHe yBUIe
y MelyycoOHY ITOBE3aHOCT je3uKa, KYJIType U JPYIITBA.

Hanamo ce na he oBa 30upka HHCIIUPUCATH Jajba HCTPAKUBAKA, PACIIPABE U Capallby
Mmelh)y HaykaMa 1 HaydHUM JUCUUIUIMHAMA, TocTHYyhu 1y0Jbe pa3yMeBambe CII0KEHUX N3a30Ba

U TIPUIIMKA KOje Ie(hMHUITY Hallle BpeMe.

Y Hosom Cany, janyapa 2025.

YpenHuurBo
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THE UNTRANSLATABLE DEPTH OF WOODEN SONG:
UNVEILING SLAVIC IDENTITY TRAITS THROUGH
POETRY TRANSLATION

The paper presents the results of the research on the translatability of Drvena pesma (Eng. Wooden Song), written
and performed by Porde Balasevi¢, appreciated by experts, and included recently in one of the textbooks for
primary education in Serbia (Gruji¢ et al. 2021). The research is based on the translation of the key elements of
the poem, in which the author retraces the various phases of his life: childhood, boyhood, that of an enamored
man and death at the end, through symbolic elements made of wood that represent them, respectively: “npBenn
komuh” (wooden rocking horse), “apsena tamOypa” (wooden guitar), “apBenu kpeset” (wooden bed) and
“npBenn cauayk” (wooden coffin). The two stanzas are linked by a refrain about the life and destiny of the tree
that these wooden objects are made of. The research is based on the analysis of the translation of the
abovementioned elements (and others considered relevant) in the texts in representative languages belonging to
the Slavic, Romance and Germanic branch of languages (in alphabetical order): Bulgarian, Czech, French,
German, Italian, Polish, Romanian, Russian, Serbian and Ukrainian, in order to mark the difference between the
key words related to ‘tree’ (the plant) and ‘wood’ (referring to the material). The lexemic equivalent between the
tree as a living element and wood as a material is essential for capturing the profound meaning of the text. The
results of the analysis lead to the conclusion that Balasevi¢ intuitively perceived his self-declared Slavic identity
numerous times (through autobiographical songs, novels, interviews, etc.) and that the profound meaning of the
song can be conveyed with less effort only in Slavic languages.

Keywords: translatability, poetry translation, Slavic identity, Balasevié.

1. Introduction

The paper presents the results of the research on the translatability of the poem Drvena
pesma, written and performed by Porde BalaSevi¢. The poem, highly regarded by experts,
was recently included in a primary education textbook in Serbia (Gruji¢ et al. 2021). The study
focuses on the translation of key elements within the poem, in which BalaSevi¢ retraces
various phases of his life.
At the outset, an explanation of the motivations behind this research is provided. The
premature passing of the singer-songwriter in 2021 prompted a reflection on the broader

significance of his contributions. By presenting this paper, it is believed that his legacy would

1 jovana.karanikik@ugd.edu.mk
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be even more globally appreciated if his works were better translated and known
acrosscultures and languages. Therefore, this research is focused on the challenges of
translatability, particularly because Balasevi¢’s poetry is rich in culture-specific terms that
reflect significant aspects of his worldview (Asimopoulos 2012).

The poem Drvena Pesma was selected as a representative one owing to a few
particularities. First of all, it encapsulates some of the most recognizable themes of
Balasevi¢’s poetry, such as transience of life and nature. It carries a melancholic tone,
blending humor and introspective insights, characteristic of BalaSevi¢’s style. Furthermore,
from traductological point of view, the translation of Drvena pesma highlights the challenge
of preserving cultural meaning across linguistic borders. It means that the translation of this
poem requires particular skill, as is the case with translating poetry or songs with deeply
embedded cultural metaphors.

Drvena pesma

Snio sam nocas nikad prezaljenu
stvar - Mog drvenog konji¢a
Kanap i zvuk tockica

Vrbice zvon ...

Za mnom verni Sanco moj

U pohodu na Nespokoj

Snio sam jo$ 1 svoju prvu tamburu
Kako, k’0 no¢na dama

1z juZznog Amsterdama

1z izloga. .. mene klinca zavodi

Na smrtne grehe navodi

’Di je to drvo raslo, od kog’ je tesana?
Da’ se pod njime neko nekada ljubio?
Otkud u njemu izvor svih mojih
pesama? Da 1’ je to znao onaj ko ga je

dubio?
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’Di je to drvo raslo, vrh kojih bregova?
Da I’ nas je ista kisa mladane zalila?
Ko mu je grane kres’o, mati ga
njegova?

Cija je ruka li§ée s jeseni palila. ..

da znam?

Snio sam, onda, krevet, sav u ¢ipkama
Obesnu igru vatre

Sklopljene Salukatre

Na uzglavlju... ruza u intarziji

Pod kojom smo se mazili

Snio sam sanduk, crni, srebrom
okovan Novembar... izmaglica...

I kvartet dragih lica

Maleni ¢un... nasred luke pokisle

Da me u vecnost otisne

Di je to drvo raslo, spram kojih
vetrova? Da 1’ je pod njime neko za
nekim Zalio? Sto ga je grom obis’o,
mati ga Petrova? Ko je u Sake pljun’o,

pa ga strovalio?

Jedina moja mila... §to si me budila?
Bio sam tako blizu nali¢ja vremena
Taji se jedno drvo u mojim grudima
Gde li ¢e nesto niéi iz toga semena...

da znam?

2. Drvena pesma (Wooden Song) in the context of Balasevié’s poetry
DPorde Balasevi¢ (1953-2021) was a poet, songwriter, singer, actor, and director from

Novi Sad. His poetry is characterized by motifs of love, friendship, freedom, transience, life
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and death, and current social and political issues (Drazi¢ & Lazi¢-Konjik 2011). Balasevic¢’s
poetics is also distinguishable through his use of metaphors, comparisons, and
personifications, along with a strong sense of social activism, often reflecting both past and
present societal conditions.
“He is skillful with words, adept at translating them into meaning, capturing their
essence, and reaching lyrical depths. He knows how to describe, conjure, explain,
amuse, ironize, and weave words seamlessly. His poems abound with meticulously
polished verses and tightly knit sentences, capable of expressing the most subtle human
emotions and the inexorable truths of life — feelings and realities often too complex to
articulate” (Drazi¢ & Lazié-Konjik 2011: 517).2
The poem Drvena pesma, better known in its song format, was featured on
Balasevi¢’s album Naposletku..., which was released in 1996. This album is known for its
emotional depth and mature themes reflecting Porde Balasevi¢’s evolving perspective on life,
love, and society. The title Naposletku... translates to In the End... or Ultimately..., hinting at
the reflective nature of the songs. It contains a mix of ballads and songs with more complex
narratives, typical of BalaSevi¢’s work in this period. The album shows his ability to weave
humor and melancholia, with a poetic, philosophical undertone. It is one of the later works in
BalaSevi¢’s career, but it remains beloved among his fans.
In the poem the author retraces the various phases of his life: childhood, boyhood, the one of
an enamored man and, at the end, death, through the symbolic elements made of wood that
represent them respectively: “apBenu xomuh” (wooden rocking horse), “npBena tamOypa”
(guitar), “npBenu kpesetr”’ (wooden bed) and “apeenu canayk” (wooden coffin). The two
stanzas are linked by the refrain about the life and destiny of the tree that these wooden objects
are made of. Like much of Balasevi¢’s work, the lyrics of Drvena pesma are rich in symbolism
and storytelling. As mentioned above, his unique ability to mix profound emotions with
everyday details makes these lyrics resonate with listeners on many levels. The poem contains
metaphorical elements and reflections on the fragility and fleeting nature of life, with the
“wooden” elements representing mortality. Those elements in the poem (rocking horse, guitar,
bed and coffin) are connotative and symbolize something man-made and mortal, contrasting

with the eternal or natural of the tree in nature. In an homage article, Radivojevi¢ (2021) refers

2 In Serbian (the original language of the paper): ,,5anamesuh je cruperan ca peunma, 3Ha Kako Jia UX IpeBe/e y
CMHCao, J1a JoMpe 10 CYIITHHE, Ja TOTOIW JUPCKY NTyOWHy, Ja OomuIle, Jodapa, 00jacHH, HacMeje, HPOHHMIIIE,
peunMa noTkauu. IberoBe mecme oOMiIyjy BemTO OpyIIEHMM CTHXOBHMa, HEPETKO OJMCKUM CEHTEHIIMjama,
CIIOCOOHMM Jia M3pa3e HajTaHaHWja Jbynacka ocehama M HEyMOJbMBE JKMBOTHE HMCTHHE, TEIIKO H3penuBe.™
(Translated into English by the author of the paper)
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to this song as a song where the tree has gone a full metaphysical circle, and to the author as a

human-tree.

3. Translatability of Wooden Song

According to the celebrated Italian writer Italo Calvino, translation represents one of the
most in-depth forms of reading, and in this case, it reveals key linguistic and cultural nuances
(Calvino 1995). As far as the Balasevi¢’s poem is concerned, upon first examination, it appears
not to contain overtly culture-specific terms?®, yet translation reveals core differences between
languages, particularly in the representation of “tree” and “wood”.

Even from the first reading we can deduce that the structure of the text lies on isotopy,
i.e., level of meaning which is established by the recurrence of semes belonging to the same
semantic field in a text, which contributes to our interpretation of the theme (Wales 1989, p.
265). The word “drvo” appears either explicitly in the refrain, or implicitly in the other parts of
the text: drveni konji¢ — wooden rocking horse; (drveni) krevet — (wooden) bed; (drvena)
tambura — (wooden) guitar; (drveni) sanduk — (wooden) coffin.

Isotopy is a valuable tool for identifying deeper patterns in texts. It is often used in
structuralist and semiotic analyses to uncover how meaning is built and sustained across a
narrative or poetic structure. In this particular case, the lexemic equivalent between the tree as
a living element and the wood as the material is essential to capture the profound meaning of
the text. It means that the connection between the mortal and immortal lies in this term. In the
refrain, Balasevi¢ refers explicitly to a tree as a living element, and its parts: branches, or the
actions towards him: the leaf burning, the rain upon it and the cutting. Interestingly, in the
stanzas there is an overlap of the ‘object’, as a mortal element, and its living correspondent:
Sancho Panza and the real horse, the vivid play on the fire on the bed, the guitar that seduces
the author as if it were a woman, and the coffin, the ultimate symbol of death, becomes a boat

that takes him into eternity — so the mortal paradoxically becomes immortal.

3 The term “Vrbica® from the first stanza is an exception. It is a culture-specific term referring to the feast of
Lazarus Saturday in Eastern Orthodox Christianity.
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4. Traductological analysis of Drvena pesma

If we try to render these key elements in a few representative languages belonging to

the Slavic, Romance and German branch of languages, we obtain the following table.

Serbian Jpser
(source Jpgol HpBo 2 JlpBeHH KOBUK JpBena necma P JpBeHu canmyk
KpEBET
text)
. JlpBena JpBen JpBen
Macedonian JIpBO ApPBO JlpBeHo Komb1e ecHa KpeReT T Tor
- JbpBena JAbpBeHo
Bulgarian JbPBO IbPBO JAbpBeHo KoHue ecen 1erio JAbpBeH KoByer
Russian Kepeso nepeso JlepeBsIHHBII JepeBsiHHAst Jepepsinna | JlepeBsHHBIN
KOHEK NeCeHb s1 KpPOBaTh rpod
9 Th b 9 9
Ukrainian Kepeso nepeso JepeB’aHuit I[.epeB sAHA Z[.epeB siHe JepeB’sina
KOHHUK MMCHA JIIKKO TPyHa
Czech dievo dievo Di‘evény konik D’r evena Drevéna Di‘evéna rakev
pisni¢ka postel
. . . Drewniana Drewniane Drewniana
Polish drzewo drzewo Drewniany konik piosenka loiko trumna
Romanian Copac Lemn Cal de lemn Ilg;::ec & Pat de lemn | lada de lemn
French Arbre Bois Cheval en bois bC:i?nson en Lit en bois Coffre en bois
Italian Albero Legno Cavallo di legno Cenmgre it el Bara di legno
legno legno
English Tree Wood Wooden horse Wooden song Wooden bed | Wooden coffin
German Baum Holz Holzpferd Holzlied Holzbett Holzsarg

The analysis of the translation of the abovementioned key elements of the text into
representative languages (in alphabetical order): Bulgarian, Czech, French, German, Italian,
Polish, Romanian, Russian, Serbian, Ukrainian has been conducted in order to mark the
difference between the key words related to ‘tree’ (‘drvo’ the plant) and ‘wood’ (‘drvo’ referring
to the material)*. The above comparisons reveal that Slavic languages, unlike Romance or
Germanic languages, maintain a closer relationship between “tree” as a natural element and
“wood” as a material. This distinction proves critical in preserving the core metaphor of the

poem, which juxtaposes life and death through the imagery of wood.

In order to comment on the results of the analysis we also need to take into consideration
that Balasevi¢’s songs are notably autoreferential. While his identification in & national terms
was disputable at times (Tadi¢ & Durdevi¢ 2017), his belongingness to the
Slavic ethnic category was explicitly and implicitly declared in the following songs: Slovenska

(Ancient North is alone in my veins /And sometimes I don’t know what’s wrong with him /Why

4 Acknowledgement of colleagues’ linguistic expertise: Igor Stanojoski — Macedonian, Bulgarian, Russian, Polish,
Czech and Ukrainian language, Marija Krsteva — English, Eva Gjorgjievska — French, Vladimir Andonovski —
Romanian, Darinka Marolova — German.
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is he acting crazy, from happiness he knits sorrow /My simple Slavic soulP); Nevernik (Her father
targeted me:/Am 1 theirs/or not really/I’m a Slav, white/a lone ranger®) and Naposletku (I'll
break my guitar/the darkest night is filling it... / A long time now I’m afraid of my own song/it

moves in me the gene of the Danube...)" (Balasevi¢ 2022).

5. Discussion

In the first place, the results of the analysis lead to the confirmation of the initial
hypothesis about the unperceivable traits of Slavic identity in BalaSevi¢’s lyrics. In particular,
here we intend to say that even though BalaSevi¢ self-declared his Slavic identity numerous
times (through autobiographical songs, as mentioned above, but as well in his novels,
interviews, etc.), he intuitively perceived it too, and the translation of Wooden Song confirms
this statement.

The chart demonstrates that Slavic languages maintain a closer conceptual and lexical
link between the natural element tree and its material form wood, compared to non-Slavic
languages. For instance, while Macedonian, Russian, or Ukrainian treat these terms as
extensions of each other, French or Italian emphasize the material transformation by using
separate terms (e.g., arbre and bois in French, albero and legno in Italian). It has impact on the
deeper metaphorical meaning of the poem and can be conveyed with less effort only in Slavic
languages. For instance, the symbolic transition from “tree” to “wood” in BalaSevi¢’s work,
where the life cycle of a tree mirrors the phases of human life, is more easily understood in
Slavic languages, where the same root word is used. Additionally, it leads to the conclusion that
Slavic languages have a different perception of the link between the natural element and its
derivate, nature and culture, the living and the inanimate, through the invisible human thread
that connects them.

In turn, it also means that Balasevi¢’s Slavic identity is reinforced through language in
songs like Drvena pesma. According to the traductological analysis conducted above, his Slavic
identity is harder to convey in translations into non-Slavic languages, where the linguistic and
cultural connection between nature and its material derivatives is less intuitive.

Nevertheless, the results of the analysis could be interpreted from other perspectives as well,

which concern the following: 1) the philosophical and poetic significance of tree/wood in

> Translated by Mikele (other information unavailable). The translation of the poem is available at
[https://lyricstranslate.com/en/slovenska-slavic.html]

® The translation of this part of the poem is available in Tadi¢ and Purdevi¢ (2017 p. 93)

" Translated by Mikele (other information unavailable). The translation of the poem is available at
[https://lyricstranslate.com/en/slovenska-slavic.html].
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Balasevi¢’s poetics, 2) the challenges of translating culture-specific terms, and 3) isotopy as a
translation challenge.

(1) As far as the philosophical and poetic significance of tree and wood is concerned, we
can further observe how the “wooden” objects in the song — rocking horse, guitar, bed, and
coffin — are not a simple metaphor. Instead, they are symbols for transience and transformation:
from life (living tree) to inanimate wood (mortality), and, ultimately, to eternity (the tree’s
metaphysical circle as mentioned by Radivojevi¢ 2021). Besides, this song is related to other
notable songs of the author that have ‘tree’ as their core element, in such a manner that it can
be considered one of the crucial terms in his poetics. Those songs are, in the first place:
Jednom su sadili lipu, (Once Upon a Time They Planted a Linden Tree), released in 1988, Ne
lomite mi bagrenje (Don 't Break my Locust Trees), in 1986, and Divlji badem (Wild Almond
Tree), in 1991. In the lyrics of these three songs specifically the tree is not a decorative or
accompanying element: it is a symbol of the deepest human emotions. In the first song the two
lovers met under its shade, and it is later personified as the ‘secret keeper’. These lyrics have
multi-layered significance like most, or even all lyrics, written by Balasevi¢, and it was
remembered as a song that refers to the conflict in Kosovo. Nevertheless, the cutting, i.e., the
breaking of the personified tree is considered as a great catastrophe and loss, so he rhetorically
supplicates the authorities to abstain from their intention to destroy the forest. In the other song,
the moments related to the planting and the care for the tree (the burning of the linden leaves)
are significant milestones in the author-protagonist’s life and a testimony to the transiency of
life: the adults who planted the tree, while letting the little neighbor watch that, are all gone in
the second stanza. In one of the interviews, BalaSevi¢ himself states that one of the adults whose
name is not mentioned is his father and that the song is clearly autobiographical. One of the
most quoted Balasevi¢’s verses is part of this song: “He who didn’t understand the tree/ Before
planting it/ He never did anything/And he will realize once/ That he doesn’t know what’s
shade®. In Divlji badem, we find again a brief Bildungsroman transformed into a song. The
wild almond tree near the high school testifies to the carefree period and the first love of the
author-protagonist. The shared moment of savoring its bitter taste is just implicitly mentioned,
but it follows the protagonist throughout his life. At the end, he tastes it again while looking at
his unreached and unreachable big love, already married, but always linked to him by that taste.
In other songs related to the theme of transiency, such as one of the most famous songs Neki

novi klinci (Some New Kids), released in 1979, a walnut tree was planted on the day when he

8 Translated by Igor Marié. The translation of the poem is available at [https:/lyricstranslate.com/en/jednom-su-
sadili-lipu-once-upon-time-they-planted-linden-tree.html].
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was born and now some other kids are growing up by playing under that tree (grown as well in
the meantime as it is described with a “dense crown”). A similar use of the tree Balasevi¢ makes
in the song Dodir svile (Touch of Silk), where the author-protagonist becomes aware of the
process of aging, the passing of time and the consequences of that in his poetry and his life. The
secret ties to his past are not definite, but they are constructed through “some ancient birch
trees”. The ‘tree’ was used as a term for comparison as well. One of the most notable examples
is Covek sa mesecom u o¢ima (The Man with the Moon in His Eyes), where the protagonist, a
war veteran, is compared to “a poplar split by thunder”.°
It is appropriate to mention that wooden objects can also be found in animated form, and with
a symbolic function. Some of the most memorable examples are “wooden (rocking) horses
(of the merry-go-round) sadly stand in place”*° since the beloved one is gone in the song
Ringispil (Merry-go-round).
The ‘tree’ motif has been recognized by the wider public as well. On the occasion of the poet’s
death in 2021, a park was dedicated to his oeuvre in Podgorica, Montenegro®!. The Park
consists of 68 trees, a symbolic number referring to Balasevi¢’s age. The ‘walnut tree’ was
symbolically planted on his birthday, 11" of May, alluding to the verse of Neki novi klinci.
Taking into account that Drvena pesma was released latest in comparison with the other cited
songs, we can think of it as a maturation of the ‘tree’ motif in BalaSevi¢’s poetics. The same
theme of transiency and nostalgia persists, all the significant phases of human life find their
place in this text, the motifs of love and passion for music are here as well. At the end, there
is a philosophical meaning that extends beyond a simple narration of a life story. Furthermore,
the circle of life is extended as well, by “the seed hiding in (his) chests”. In the last verse the
author asks rhetorically “Where is something going to sprout up from that seed, I’d like to
know... 12,

(2) Inthe light of the challenges of translating culture-specific terms, we could deduce
that, while Drvena pesma might not seem to contain overtly culture-specific terms at first
glance, its complexity lies in the underlying cultural and metaphorical meaning of “wood” and

“tree” (as seen in the repeated isotopy of drvo). It displays how certain metaphors and symbols

®  Translated by Igor Marié. The translation of the poem is  available at

[https://lyricstranslate.com/en/%C4%8Dovek-sa-mesecom-u-0%C4%8Dima-man-moon-his-eyes.html].

0 Translated by Didana (other information unavailable). The translation of the poem is available at
[https://lyricstranslate.com/en/Ringispil-Merry-go-round.html].

11 [https://www.slobodnaevropa.org/a/park-i-68-sadnica-za-%C4%910r%C4%91a-bala%C5%Alevi%C4%87a-
u-podgorici/31250077.html]

12 Translated by Kadmos (other information unavailable). The translation of the poem is available at
[https://lyricstranslate.com/en/drvena-pesma-wooden-song.html].
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are deeply rooted in specific cultural and linguistic contexts. The traductological analysis of
Drvena pesma confirms once again that translation is not just about finding equivalent words,
but about conveying the same symbolic and cultural meanings. In the case of BalaSevi¢’s
work, successful translation may require creative adaptation or annotation to retain the cultural
and linguistic depth.

(3) Isotopy is perceived as another type of translation challenge within the present
analysis. The repetition of semantic elements like drvo — plays a central role in creating
coherence and depth in the original poem. The analysis has demonstrated that the repetition
of drvo (tree/wood) throughout the song is not just a lexical choice, but a thematic and
symbolic structure that conveys Balasevi¢’s reflections on life, mortality, and the human

condition.

6. Conclusion

In conclusion, Drvena pesma stands as a testament to Porde Balasevi¢’s unique ability
to intertwine personal reflections with universal themes of life, mortality, and the passage of
time. The poem’s symbolism, rich with metaphors of wood and tree, demonstrates the delicate
balance between the mortal and immortal, the natural and the man-made.

This study illustrates that translating BalaSevi¢’s work into non-Slavic languages
poses significant challenges, particularly due to the nuanced relationship between “tree” and
“wood” in the original text. Through a close reading of its translatability, this study highlights
the challenge of preserving BalaSevi¢’s cultural essence, especially when bridging Slavic and
non-Slavic languages. Slavic languages, with their closer linguistic connections, offer a more
faithful rendering of the poem’s deeper meanings, reaffirming Balasevi¢’s self-declared Slavic
identity.

The analysis also underlines how language and cultural context are integral to fully
appreciating the depth of his poetic vision. While translation may not always capture the full
impact of the source text, understanding the linguistic and symbolic nuances offers a deeper
appreciation of Balasevi¢’s legacy, inviting further engagement with his work across linguistic
and cultural divides. The poetic structure of Drvena pesma is not merely a reflection of personal
memory, but a broader meditation on human existence, where the motif of the tree becomes a
symbol of continuity, change, and eternal return. Thus, the poem remains not only a basis of
BalaSevi¢’s artistic expression, but also a significant cultural artifact deserving of continued

exploration and translation.
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HENPEBOJIUBA N1YBUHA ,,JIPBEHE IECME“: HCTPAYKUBAIbE
CJIOBEHCKOI' UIAIEHTUTETA KPO3 IIPEBOBEILE IIOE3UJE
JOVANA KARANIKIKJ JOSIMOVSKA, FACULTY OF PHILOLOGY, GOCE
DELCEV UNIVERSITY, STIP, NORTH MACEDONIA

Pe3ume

Pan mpercraBipa pe3ynTare UCTpaKMBamba O MPEBOAWBOCTH NlecMe /[peeHna necma, KOjy je HAIKMCAO U M3BEO
Bophe bamamesuh, a koja je nemeHa Mel)y cTpydmannma 1 HeJaBHO yBpiIlieHa y YIOSHHK 32 OCHOBHE IITKOJIE
y Cpouju (Gruji¢ et al.). UctpaxkuBame ce (pokycupa Ha IpeBoljeme KIbyUHHX eIeMeHaTa ImecMe, y K0joj ayTop
CUMOOITMYHO OIMHUCYje pa3nmuunTe (ha3e CBOT KUBOTA: JCTUE-CTBO, MIIATOCT, 3aJby0JbeHOCT U cMpT. OBe (aze
Mpe/CTaB/bajy CHMOOIMYHU MPEIMETH OJ JApBETa: ,,IpBeHH KOmHh®, ,apBeHa TamOypa“,

,JIPBEHH KpPEeBET U ,,ApBEHU CaHIyK". /[Be cTpode mecMe noBe3yje pedpeH Koju TOBOPH O KUBOTY U CyAOWHHU
JpBETa OJl KOjer Cy HalpaBJbeHH OBM IpeAMeTH. VIcTpakuBame ce 3aCHMBAa HAa aHAIM3U NPEBOAA OBHX
eneMeHnara (M JPYyTHX pelIeBaHTHUX) Ha je3WKE M3 CIIOBEHCKE, POMAaHCKE M TepMaHCKe TpyIe je3uKa, W TO:
Oyrapcku, 4enku, (ppaHIlyCKH, HEMauKH, UTaJIMjaHCKH, NOJbCKH, PYMYHCKH, PYCKH, CPIICKH M YKPajHHCKH.
wp ananuse je na ce ykaxe Ha pasiuke u3Mmelhy peun Koje 03HadaBajy ,,JpBO“ Kao OMIBKY U ,,APBO™ Kao
marepujai. OBa pasivKa je KJbyJHa 3a IIPpeHoLIeHhe 1yOOKOT 3Haueha TEKCTa, KOje ce HajIaKIlIe MOXKe IPEHETH
YIIpaBo Ha CIIOBEHCKe je3uke. Pesynraru anannse nokasyjy aa je banmamesnh u HHTYUTHBHO M3pakaBao CBOj
CJIOBEHCKH HJEHTHUTET, Kao M Kpo3 ayTodouorpadcke mnecMe, poMaHe u HHTEPBjye.

Kmwyyne peuu: mpeBOINBOCT, IPeBOlemE MMOe3Hje, CIOBEHCKN HISHTHTET, banamesuh.
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