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Dear Readers

the time has come to say good-bye to all of you. Your support and participation
madc this challenging and demanding journcy a fantastic adventure. Therefore.
we would like to thank everyone who made it possible for us to come so far.
Namely. the Professors of our Institute. for their invaluable help and
encouragement, the authors. without whom FOLIO would never have existed,
the sponsors - our miracle-making benefactors. and last but not least. You - our
Readers. our source of inspiration and enthusiasm. We hope you enjoyed our
company as much as we have yours. in sharing the knowledge and ideas of the
students of our Institute with thosc throughout Poland.

Thank vou.

The Editors.
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Lukasz Kacperczyk

Paul Auster’s City of Glass
as an Anti-Detective Novel

- atruc follower of detective fiction ... would be
bitterly disappointed. Mystery novels always give
answers: my work is about asking questions. !

The question is the story itsclf, and whether or not
1t means something is not for the stony 1o tell.?

Paul Auster’s Ciry of Glasy (the first instalment in 7he New York
Trilogr) has been called a “metaphysical thriller™. or a “postmodern detective
story”. The sccond label scems more adequate as far as the intentions of the
author. as well as the final “product” arc concerned. The adjective “postmodern”
carrics a feeling of something defving all expectations. It suggests an act of
breaking down walls to “cxpose the plumbing.™ Therefore a postmodern
deteetive story should violate some of the rules governing the genre, This is
exactly the case with Ciry of Glass. Not only docs Auster break the rules. he
breaks the most important one - the principle of giving the readcer the answers
to the questions posed by the story. The real content of the novel is that of a
litcrary joumncy into the extratextual world. and the failure to squeeze” the
reality into the confinement of an orderly work of fiction.

The main protagonist of the novel - Daniel Quinn — has the same
mitials as the hero of the most important intertextual reference in City of Glass
re. Cervantes’s Don Quixore. Near the end of the storv. Quinn wonders “why
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instead of living out their adventures.”™ Quimn does the same ~ because all his
knowledge about the subject of his own writing (detective fiction) comes from
books. movics and other fictional works. having the opportunity (being
mistaken for a private cye — Paul Auster) he jumps out of the literary tradition
and straight into the real world and the real case (but not for a “real” detective -
as it turns out. Paul Auster — the detective. does not exist). Quinn fails in his
attempts to get away trom the “text” and apply rules govering literary works
(in this casc — detective fiction) to the extratextual reality. When he follows
Peter Stillman Sr. he gets bored. To kill the time. he buys a notebook — a red
one (another sign of mixing reality with fiction — | have already cited Auster’s
book of essays cntitled 7he Red Notebook). During long. monotonous hours of
his mvestigation. Quinn writes down his observations. Reality. considered by
him to be an alternative to the text. becomes the text itself — there 1s no cscape
from narration.> There 1s however one problem - the fictitious rcalm of writing
does not offer any solutions explaining rcality. The world is immunc to the
scemingly ingenious routines of deduction depending upon the number of
details the detective notices. One of the basic assumptions of the detective
fiction is proven to be wrong — the world is not a logical combination of
apparently unconnected parts. Auster comments on the use of chance in his
work, ... I consider mysclf a realist. Chance 1s a part of our reality: we arc
continually shaped by the forces of comncidence. the unexpected occurs with
almost numbing regularity in all our lives.”® He discredits other so-called
‘realists” for following in the footsteps of Quinn. “Everything's been smoothed
out in thesc |‘realistic’] novels, robbed of its singularity. boxed into a
predictable world of cause and cffect. ... Truth is stranger than fiction.™

An obsessive urge to apply the patterns of meaning found in literature
to reality leads to the destruction of the main protagonist. However. it is not an
apocalyptic “big bang . but rathcr a quict. process of entropy. Onc of the
conditions for entropy to occur is the appearance of a “closed system” — there
mustn’t exist any kind of “outside” encrgy supply that would balance the loss.
Otherwisce, the process would stop.® One cannot escape the thought that human
beings arc not closed systems — we cat. drink. breathe, and slecp. However.
numecrous contemporary Amecrican novels “concentratc on pcople who
preciscly are tuming themsclves into “isolated systems™ ... thev take i a
decrcasing amount of information. sensory data. or even food.”™ Auster’s hero
reminds onc i this respect of the unfortunate scrivener from Mclville's story.
Quinn, as well as Bartleby, loscs contact with the world. When he starts to
watch the Stillmans™ house. and gradually reduces his food rations, as well as
the amount of sleep, he unconsciously allows cntropy to “take over’, and lcad
him to slow, yct unstoppable, decay. The uniformity of Quinn’s daily routine is
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him to slow. yet unstoppablic. decay. The untformity of Quinn’s dailv routine is
vet another cause of entropy. The hero is deprived of almost any encrgy coming
from an external source. and seems to have turned the point of no rcturn. There
1s no going back. Although in the end (when he decides to stay in Stillmans’
empty apartment) Quinn cats (food being provided by some myvsterious foree
from the outside). and therefore violates the principle of a “closed system . the
process does not stop. The hero’s decline towards nothingness continues. Again,
a parallel with Melville's Bartleby comes to mind. Even though Meclvillc’s
narrator goes as far as to change offices to escape from harmful influence of his
cmployee. other scriveners start to use Barleby's sayvings (being asign of having
been “infected”). On the other hand. when Quinn gocs back to his apartment
(bemg a symbol of his “old™ life). it turns out not to be his any more. Thesc arc
the signs of the irreversibility of entropy.

Norbert Wiener. in his work 7he Human Use of Human Beings. uscd
the notion of entropy to develop the theory of information. Zbigniew Lewicki
sums Wiener’s views in the following statement: “the very matter of fiction.,
communication among people. was also influenced by entropy. 1Y The less
probable message counters entropy. vet that might lead to a dangcerous result i.c.
disorder which, according to Wiener. is. along with the untformity, a source of
entropy. To avoid it. the author must walk between the probable message
transmitting little information. and chaotic. incomprchensive works that the
rcader would consider disorderly.!T Auster shows the cntropy that influcnces
Quinn. but at the same time escapes it in the form of his novel — the framework
of detective fiction is used to convey a message very different from what is
usually found in the works of that genre. Auster skillfully balances between too
obvious and too common (strategics and clichés of detective tiction). and too
chaotic (very postmodern and overloaded with intertextuality content of the
novel). Otherwise his message would be difficult to understand.

Another sign of postmodernism of City of Glass is the pervasive
intertextuality of the novel. | have already mentioned Don Quixote when
referring to the main protagonist and his insanc pursuit of the logic in the
“reality that has no coherent structure.”™2 Onc of the references to Cervantes's
novel focuses on the authorship of the book. Auster (the writer from the novel)
theorizes that Don Quixore is narrated by Sancho. written down by the barber
and the priest (Don Quixote’s friends) translated into Arabic by Simon Carasco,
a bachclor from Salamanca. and only then translated back into Spanish by
Cervantes.!3 The casc with Auster’s (the real one) novel is very similar. The
question of the authorship of City of Glass results in a complicated game of the
“doubles™ and mirror images. Quinn scems to be the reflection of the “real”
Auster. still. Paul Auster from the novel also bears some resemblance to the one
from the extratextual world (name ot his wife. son). The issuc of identity is vital
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tor the author of City of (lass. The theme of the “double™ realized in traditional
detective novels by the opposition between the detective and the eriminal
applics m Auster’s book to almost all the characters. They not only double
themselves (cg. Peter Stilman vs. Peter Stillman Sr) but also the extratextual
person of the author (one cannot help considering Quinn the “paper” Auster)
Auster explams the source of that idea:

-t stenmmed from a desire to implicate my sell in the machiners
of the book. T don't mean my autobtographical scif. T mcan mn
atithor sclf. that musterious other who lives instde e and puts my
name on the covers of books. What I was hoping (o do. in cffect.
was to take my e off the cover and put it inside the storv, ..
Pau! Auster appears as a character in Citi of Cilass. but in the end
the reader learns that he's not the author ICs someone clse. an
anonymous narrator who comes on the last page and walks off’
with Ouinn’s red notebook. So the Auster on the cover and the
Auster in the story arc not the same persen. They re the same and
vet not the same. M

The last sentence of the quotation 1s perhaps the best realization of the
postmodcrn mstabilitv reflecting the state of the contemporany world. Quinn
from Ciry of Glass is the writer who never knows what will happen next until it
happens. somcone who cannot be sure of the final resolution until he invents it
But even then. the answers he finds/gives are otten (ahways?) unsatisfactory.

Not only is Ciry of Glass a brilliant picee of contemporary writing. it
also may have a beneficial effect on one of the most stagnant literan genres
Auster “saves” detective fiction from being repetitive by giving it an original
purpose — he uses it as a framework of “writing about writing™. The author does
not allow the form to “swallow’™ him. mstcad /ie uscs up the potential of the
detective story. The postmodern reinvention of this much exploited  form
certainly works well in his attempt to depict the fragmented world of the
writer's mind. The intertextuahity of City of Glass 1s another sign of Auster’s
conviction that onc cannot cross the border between the textual and the
extratextual and still use the sct of principles of the former. It 1s only possible
the other way round ~ by ncorporating chaos and unpredictability of the real
world 1nto the realm of fiction. But then. the climax. so expected at the end of
a detective story., would be non-existent. (iry of Glass™ unsatisfactory ending
results from that attitude. The novel reads like a “grabber . but its content is that
of “litcrary criticism |rather| than fictional depictions of crime and detection. 7
By leaving the reader with unanswered questions. Auster negates the ven
nature of detective fiction. Sull. as he savs. his job s “about askmg
questions”Ho not answering them. That is. of course. it we assume that thev can
be answered.
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Piotr Maj

Deconstructing Detective Fiction:
Postmodernist Features in Paul
Auster’s City of Glass.

The main feature of the postmodernist view of the contemporary
world is that it allows for the unrestrained creativity of a diversity of meanings.
In the ficld of the literary theory it propagates infinite freedom of compilation,
as well as advocates a total subjectivity and plurality of interpretations.
Detective fiction as a genre. on the other hand. in its basis offers an expectation
that patterns do cohere behind the confusing surface of reality!. In this cssay |
want to analyze the way Paul Auster’s City of Glass embodies a postmodcrnist
deconstruction of the genre of detective fiction.

Paul Auster’s City of Glass is a detective story whosc protagonist,
Danicl Quinn is a writer of detective stories. who himself becomes a detective.
The author. in the example of the bond between Quinn and the protagonist of
his storics - Max Work, ponders in his novel not about the classic issuc of the
identification of the reader with the detective. but looks into the relation
between the writer of the detective stories and his protagonist. Quinn writcs
under the pen name of William Wilson. and it is his alias that constitutes a
“bridge™ between him and the hard-boiled detective: a situation where Wilson
“served as a.. ventriloquist. Quinn himself was the. . dummy. and Work ... the
animated voice.”2 Quinn admires Work for the ability to restorc order in the
chaos of the diverse signs and clues that surrounds him. and finds it reassuring
to pretend that he is the detective while writing the book. Also. in spite of the
fact that he used to be a really promising and acclaimed writer. Danicl Quinn
withdrew from the real life. substituting for himself his alias William Wilson.
“He had. of coursc, long ago stopped thinking of himself as rcal. If he lived in
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the world at all, it was only at onc remove through the imaginany person of Max
Work ™ Later in the book. when continuously disturbed by telephone calls
demanding for “Paul Auster” the detective. he decides to play along and puts on
the persona of the non-existent sleuth. This interplay of the selves of the
protagonist exemplifics the way Auster transtorms the existing image of the
main character of the detective novel by transposig his persona through a hall
of mirrors to come up with his numcrous alter cgos. and totally disrupts the
structure of the narrative. starting from its unifyving and central point - the
detective.

The postmodernist tendeney to disrupt the traditional features of the
detective novel is discernible in Paul Auster’s book in numcrous instances.
Having accepted a case of protecting Peter Stillman Jr.. Quinn embarks on the
arduous task ot tollowimg Stillman’s mentally unstable father. But as soon as he
starts his detective practice. we notice how tedious the activity of following an
old man roaming around the city becomes to the inexperienced detective (an
attitude very infrequently depicted m the genrel) “Littde by hittle. Quinn begun
to feel cut oft from his original mtentions. and he wondered now it he had not
embarked on ¢ meaningless project.™ Quinn has become the detective cluded
by the certainty and the cffectivencss of Work's actions. wanted to put some
concrete meaning behind his stories. However. due to the fruitlessness of the
mvestigation he is again thrown back to the uncertain position of the writer as
he starts occupyving himself with writing down the seemingly pointless actions
of Stillman in a red notebook. When Quinn eventually starts to have an idea of
Stillman’s actions. the latter abandons his project leaving the detective-to-be
completely dumbfounded. The writer decides to install himself in an allevway
oppositc Stillman Jr.s apartment. obscrves the building. and spends there
months completely motionless. leaving only in the veny carly hours of the
morning to obtain food. The total inactiveness of observation. as well as the
tediousness and the eventual futility of the mvestigation. all exemplify a
postmodernist breach with the traditional view of the deteetive novel. Similarly.
the fack of definite solutions in the novel 1s an illustration of the postmodernist
attack on the Structurahist idea of the existence of one coherent meaning of the
language. instead of which postmodernism proposes a plurality of possible
meanings. The reverberations of the idea that the language cannot express
adequately anymore cvervday reality are discernible in the project Peter
Stillman Sr. had embarked upon. It was in his endeavor to invent a new
language that he decided to confine his son for nine vears without anv contact
with the outside world. hoping that he would rediscover the inbom Edenic
language that we have been made to forget having transgressed God's will.
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After he is released from jail. he undertakes a new quest. he roams through the
streets of New York collecting objects regarded as uscless because they are no
longerable to perform their original function. with a purpose of endowing them
with new names. that would correspond to therr present un-functionality .

The Postmodermist notion of the unfeasibility of a definite
mterpretation as hindered by the plurality of possible meanings is figured in
Paul Auster’s novel through numerous references to glass and mirrors. As New
York. the city of glass. presents many retlections. the protagonists are never
really sure whether the occurrences that surround them take place on this. or the
other side of the looking glass. In its alternative view of detective fiction. the
novel presents the detection itself as a look m the mirror. with cvery step
forward bringing one closer to the starting point. Quinn. who at one point in the
book sets out to wateh the building where Peter Stillman Jr lives. spends
countless hours watching the glass door of the entrance. However. the myvstery
turks uncomprehended within, to eventually pass under Quinn’s nose S After
Stillman Sr’s disappearance. Quinn suffers a breakdown. having lived in the
streets for months. and when he sces his own reflection in a storefront: “He had
no feeling about itat all. for the fact was. that he did not recognize the person
he saw there as himself 7™ This is a major threat that Auster’s novel conveys.
that too long a consideration of pomtless clues. oo intense a scarch for an
mipossible coherence. eventually ends in destabilizing of the personality.

The concept of the end of hterature. as developed by Postmodernism.
originated from the contemporary mability to invent any new literary forms. and
endowed the Postmodernist writers with the ability to freehy play with and
meorporate any of the existing fterary works and conventions. Such intertextual
borrowings can be found in Auster’s novel in abundance. The protagonist’s pen
name. “William Wilson™. ander which he writes his detective novels is taken
from the cponymous A Poc’s stonv. On closer examination of the text. we
realize. that this choiee was not i the least insignificant. the first lines of the
story bemg: “Letme call myself for the present. William Wilson. The fair page
now Iving before me need not be sellicd with my real appellation.™ - all this
addmg depth to the Quinn’s interplay of sclves. However. this is not a lone
mstance of the mtluences of the father of the mystery storv. as we are reminded
of The Narrative of Arihir Gordon Py when Quinn trics to decipher the letters
that Stillman’s walks arc outlining - Another outstanding nincteenth century
writer Auster refers to s Henrv David Thoreau. whose idea of a room ser ing
as amodcel for the mmd 1s not absent from the novel. and whose name is referred
to when Quinn guesses the orgin of the mitials of Henv Dark. One of the
characters of Lewts Carroll's Through the Looking Glass Humpty Dumpty and
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his linguistic deas have been incorporated by Auster into Stillman’s theories
concerning the state of language. Another great author. whose ideas served as
basis tor Stillman’s theory 1s John Milton and his Paradise Lost.

However, the most mmportant intertextual reference that resurfaces
through the whole text of the novel. 1s Cervantes’s Don Quivoie. At one point
Quinn ponders “Why Don Quixote had not simply wanted to write the books
like the ones he Toved - instead ot living out their adventures™ and why he had
the same inttials as Don Quixote. The most important of the Quixote references
1s Qumn's discussion with “Paul Auster™ who theonzes that the Cervantes’s
novel is actually narrated by Sancho. put m a hiterary form by the barber and
the priest. translated into Arabic by Samson Carrasco. and then translated back
into Spanish by Quixote himself. This theony reiterates the motif of the
multitude of Quinn’s sclves by presenting endless doubles and mirror images.
In tact. ~Auster’s” theory suggests Quinn as Auster’s double. as in his
statement that: ~In some sense Don Quinote was just a stand-in for Cervantes
himselt ™ Quinn is the only witness to all of the novel’s events written down
in his red notebook. which 1s prepared for publication by the novel’s narrator
The narrator at some point savs: “Somchow [ had an intuition... where Quinn
had wound up. "9 to later admit. that “(Quinn) will be with me always,” !

Another postmodermnist feature of the ~Citv of Glass™ Iwould like to
mention is incorporation into the fictional narrative of facts from real life. Paul
Auster employed this technique by furnishing the storv with some
autobiographical information. once again highlighting the concept of the
protagonist of the novel being the author’s double. On one of his numerous
walks through the city - the plan of which is i itself meticulously depicted.
passes by 6 Varick Street “where he had once lived™ 2. the address where
Auster writes one of his memorrs in the fnvention of Solitnde. Also the
anniversary of Quinn’s parents (Mav 6.) coincides with the one given in his
memoirs.

The examples given above depict just a few of the techmques
Postmodernism cmploys in its play with the traditional genres. however 1 hope
that the above exemplitications suffice to show that Paul Auster’s Ciny of Glass
represents a postmodcernist deconstruction of the detective fiction.



literature 17

Notes

Merivale and Sweeney, p.138%
Auster, Citv of Glass, p.6
Ibid., p.6

Ibid.. p.60O

Merivale. p. 136

© Auster., Citv of Glass, p.119
7 Mabbot. p.422

¥ Auster., City of Glass, p.199
2 1bid.. p.9y

10 1bid.. p.132

12 Ibid.. p.132

12

4 TS T

Auster. The Invention of Solitide. p.107

Bibliography

Auster. Paul. 7he New York Trilogy, Faber and Faber.London. 1987

Auster. Paul. The Invention of Solitude, Noir Sur Blanc., Warsaw. 1996

Mabbot, Thomas Olivier. ed.. Collected orks of Icdear Allan Poe, Cambridge.
Mass.: Harvard University Press. 1978

Merivale. Patricia and Susan E. Sweeney. ed.. Derecting Texis: the Metaphysical
Detective Storv from Poe 1o Postmodernism, Universit v of Pennsy lvania Press,
Philadelphia. PA.. 1999



literature 19

Anna Pochmara

The Game of Mirrors and the Impossible
Quest. The Real Lite of Sebastian Knight by
Vladimir Nabokov

The Real Life of Sehastian Knight is a novel that began the hiterary
carcer of Nabokov as an English writer. The novel plavs with the terms of
biography and character identity in a way that questions  the notion of realism
which is alluded to in the title. The author. instcad of realizing the promisc of a
truc and honest  biography. undermines the possibility of success in such a

task. The story becomes a refined game of liter ary striptease which begins on
llu first page and continues up to the end of the novel. The narrator juggles with
facts. drcams and intuitions. rev caling and concealing the information
interchangeably. The story can be read as  a detective game as well as a
phifosophical quest, and the border between the two is never quite clear. as
Dabney Stuart states in his critical work Nabokov. The Dimensions of Parody. .
As the novel is a complicated composition of the mterplay between various
details. 1t requires much concentration and myestigation on the part of the
reader but it turs out o be an extremely rew arding reading experience.

The narrator of the story attempts to write a biography of his brother. ¢
modermst writer. Scbastian Knight, The reader may be touched by his ’runl\
enthusiasm and serious attitude towards the task. However. as the story
progresses the text. instead of being just a biography of a dead writer. becomes
n fact the record of the narrator’s investigation and journcy. Nabokov plays
with the notion of a biography by mtroducing a complicated web of relations
between many lavers of the story as well as many external themes: he constructs
striking and mtricate parallels between the life of Knight. his books. the life of
the narrator. books from the canon of literature that are mentioned in the story
and. finally. the cvents taken from Nabokov's own life. Thus. he discusses the
notions of a biography and autobiography. undermines their standard meanings
and possibly introduccs his own solution.
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Frest of all. T will tryv to discuss the mentioned parallels between the
author. narrator. the fictional writer and his books. The narrator of the noyvel 1s
referred to as Voo which s the initial of Nabokov's  first name. They have a
common mother country. Russia. which they both left in 1918 because of the
revolution. However. this feature Tinks Nabokov also to Knight himsclt. This is
not the only parallel between the real and the fictitious writer. Many facts from
their ives are strikingly similar as is pointed out by Stuart 2 They were born
the same vear: at the turn of the century. in 1899 After leaving Russia Naboko
studied in Cambridge. just like Schastian. Both arc writers who perecive and
present reality in therr works i a similar manner. Finally. V. finds in Knight's
flat pictures which were to be used by his brother in a fictitious biography. This
is another link between the writers and simultancously Nabokov's comment on
his novel. as it 1s also a fictitious biography.

The stony reveals also interesting paralicls between the half brothers V.
and Scbastian. Thev share common oxpericnees  of a childhood in St
Petersburg and cmigration westwards m 1918 V. is inspired by Sebastian’s life.
shocked by his death. and. therefore. he becomes his brother’s biographer. Fis
new writing job conneets him with Scbastian cven more strongly. Their
fraternal relationship s thoroughly discussed by V. in his book. He admits
admiring Scbastian and wishes that their conversations  had been richer and
more frequent. In spite of the fact that they hardly share any conversations and
their correspondence 1s rather formal and conventional. V. belicves that they
arc. in fact. soul mates. He compares this relation to a eame of tennis between
two brothers. Although there are surface diftferences in their stvles of plaving.
there are some deep similaritics that bond them together and. thus. their same
is harmonious. V. argues that his pereeption and his attitudes to the world is
similar to his brother’s. One of the examples he offers is their dubious attitude
towards the idea of physical love. Both of them treat with suspicion the
linguistic realization of this idea. “sex™ 3 Morcover. the narrator claims that he
ts the only person who understands the complicated works of Sebastian in a w an
that his brother intended the readers to. He chastises  the remarks and
mterpretations of other critics. cspecially concentrating on Schastian’s carlicr
biography written by Mr. Goodman. In his own work on Scbastian. V. deyotes
a considerable part of his book to a critical analysis of Knight's work. He
summarizes ncarly all his novels. quotes large fragments of the texts and trics
to interpret them. As a result of this biographical strategy the reader becomes
familiar with the literary output of Scbastian Knight.

Thus. we are able to investigate the autobiographical traits in Knight's
novels. Some of them are pointed out by the narrator himsclf. He feels entitled
to analyze his brother’s work from an autobiographical perspective. However.
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he doces not acknowledge Mr. Goodman's nghts and ability to perform such a
task. V. mocks Goodman’s attempts to trace experiences of Scbastian’s life in
his books and the storics he tells as jokes. From Vs critique of Mr. Goodman's
reasoning we may leam that Knight presents made-up stories and plots from
books as facts from his lifc. This illustrates his indignation to speculate about
his work and his biography. It is another cxample that may be added to the
paratlels between Knight's fiction and that of Nabokoy.

V. 's brographical analysis of his brother's work may be illustrated by his
attempt to grasp the atmosphere at the end of Knight's relationship with Clare
Bishop in Scbastian’s novel Succesyd He justifics this hypothesis when
commenting on an excerpt from another Knight's text. Lost Property. V. argucs
that:

He (Scbastian) had a queer habit of cndowing cven his most grotesque
characters with this or that idca. or mmpression. or desire which he himsclf might
have toved with. His hero's letter may posstbly have been a kind of code in
which he expressed a few truths about his relations with Clare 3

A careful reader may analyvze the fragment cited by V. even more thoroughly.
and for example link the author’s iitial. the letter L. with the figurc of a knight
i chess whose moves resemble the shape of Ls. The chess figure conspicuously
pomts to Scbastian Knight himsclf, Apart from cxplicit attempts of the
biographers to expose conncctions between Scbastian™s  ife and works. the
readers may investigate them on their own, There is a pattern of details which
create a web of parallels between Knight's experiences and the excerpts from
his books. V. describes 7he Doubifil Asphodel the last of Scbastian’s novels.
as a story about a dving man. When his end approaches. images from  his
personal experience appear in his mind. Somie of them can be linked to the
cvents from the last years of Scbastian’s life © There is 4 mention of a double
suicide of a Swiss couple in a hotel room. which coincides with the information
that we gain from the hotel owner in Blauberg about the death of two pcople
from Switzerland that takes in another hotel while Scbastian is staying there.
Among the images V. cites. there is also a primadonna in silver shocs. who may
be identifiable as Clare Bishop. She wears sitver shoes to onc of the partics
described in the novel. The autobiographical details and traits in Scbastian’s
novels create a complicated web which s simultancouslyv tangled with the
experience of the narrator and the structure of his book  This point will be
discussed in detail later in the essay.

Here, T attempt to relate the life of Scbastian  to another literary
discoursc. this time not only to his books. but to other literary texts mentioned
and alluded to in the novel. The first and most claborate allusion to literary
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discourse 1s made when V. visits Knight's flat. He concentrates on the “vague
musical phrase. oddly tamitiar™ created by the shelf of books he tinds there
The sequence starts with Shakespeare’s Hamicr. whose plot is used by Knight
to play a trick on his sceretary. He presents an up-dated version of the storyv as
the plot of one of his own novels. Although this scems to be presented only as
a joke. there are certain striking parallels between the lots of Hamlet and
Scbastian. Both loosc their fathers in tragic circumstances. and both deaths are
connccted with the person of the mother. Hamlet's mother marries the kitler of
her husband. while Knight's father dies in a ducl defending the honor of his ex-
wife. Morcover. Sebastian’s relation to his mother. just like Hamlet's. bears the
traits of an Ocdipus complex. He uses her last name. keeps the violet sweets
from his mother in his locked desk and identifics with her mother country.
England. morc than with Russia. This special relationship is further emphasized
by the similaritics between Virgima Kaight and her son. such as their love of
traveling. Finally. Sebastian’s disastrous choice of his last mistress scems to be
influenced by her strong resemblance to his mother.

Other books on the shelf also scem o be somehow conneeted to the hife
of their owner. The gloomy stony o Docror Jekvil and My Hyde may be linked
to the title of Schastian’s work “The Back of the Moon™ which 1s connected to
Scbastian’s mysterious lady and their affair, Later in the novel she is compared
to the other side of the moon by a man whom the narrator meets on the train 7
Several of the books allude to Knight's name and its connection to chess. First
of all. there 1s Alice in Wonderland. in which the chess figures become living.
personified characters. Sccondly. there are works which point to the death of a
king: La morte d " Arthi: Hamler and King Lear: As Alex de Jonge argues. this
fact links them to chess. as the aim of the game 1s to kill the king” Finallv. as
chess knight resembles a horse. it is related to another of Scbhastian™s books:
About Buving a Horse.

Among the books on the shelf that caught Vs attention are also two
masterpicees of European modemist prose: 1.¢ Temps Retrouve and Ulvsses
Both books deal with some kind of journcy which takes place partly in the mind
of the narrator. This fact would connect them morc to the storv of V. than to that
of Knight. as V. deseribes his quest as a journey into the past.' The former title
15 later indirectly alluded  to. as Knight's editor is called Swan. just like Proust’s
main character (there is just a shght difference in spelling). Swan edits Knight's
novel The Munny Monntain. and this mayv introduce an allusion to Mann's Der
Zaubergherg. the title which complements the trio of modermnist masterpicecs.
The plot of this novel exposes even more parallels to Knight's life. The main
character. Hans Castorp stays in a mysterious sanatorium high in the Alps. in
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Davos. This place corresponds dircetly to Blauberg where Scbastian is treated
tor heart discase. The morpheme Aerg (German for mountain) in the name of
the own furthermore points to the ttle of Manns novel. The parallel scems
cven more striking. when we add that in Davos Hans has an affaur with o
Russian  girl. while Knight mects in Blauberg his Russian mistress. Thus.
Nabokov constructs a pattern of intertextual allusions and parallels between the
characters introduced in his book and the literary discourse. This contributes to
a complexity of lavers in the structure of Knight's character. e is a fictitious
character. deseribed by the narrator i a w av that accentuates his authenticity
Onthe other hand. the author entanples his experiences with licerany plots.
which adds an additional dimension to this figure: ficitious and imaginary,
alrcady mside the reality of the novel.

Knightis not the only character whose life is connceted 10 literary plots.
The narrator. Vois inspired by Knight's books to such an extent that he scems
to live them. The parallcls between his mvestigation of his brother’s life and
Knight's books have been analyzed by many critics. Alexandrov claims that =V,
is caught i a fatidic web and experiences situations and meets characters from
Scbastian’s fiction™ ' The most conspicuous example. analvzed by Stuart.
Alexandrov and other eritics is narrator’s encounter with Herr Silbermani. who
turns out Lo be an almost mirror retlection of Mr. Siller. “perhaps the most alive
of Scbastian’s creatures™ according to V. Apart from the obvious similarity in
the last names of the characters. there is a striking resemblance in their
appearance. which fact is indicated in Stuart’s essav!2 and thoroughly analvzed
by Alexandrov!™ Herr Stlbermann helps Voo acquire information about
Schastian’s mistress. Nevertheless. he discourages him from his quest. calling
the scarch impossible: “You can’t see de odder side of de moon® 1

Stuart argues that there are further instances of  fictional characters
cnriching Vos journey. Stuart quotes Vs summany of The Doubtful Asphodel
and argues that all of the characters mentioned appear in the narrator’s quest. He
mecets uncle “Black™ plaving chess at Paul Rechnoy’s: “Black™ can correspond
to "a gentle old chess player Schwarz. who sits down on a chair in a room in a
house. to teach an orphan boyv the moves of the Knight™ !5 The parallel is
strengthened by the presence of a boy at Rechnoy’s and the fact that “Black™
mends a chess knight. The fat Bohemian lady m Scbastian’s book scems to be
simtlar to Lydia Bohemski. one of the ladies visited by V. scarch of
Schastian’s mistress. Again. the similarity of last names is cmphasized by the
similarity in appearance. Stuart indicates that there is a conneetion between a
primadonna that steps into a puddle and a woman that V. meets at the end of
hus journey. at Schastian’s mistresses” house, She also steps into a puddle. These
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strange occurrences arc a part of Nabokov's plaving with the borders between
text and lifc. The story is constructed in the sphere which mayv be labeled the
“inter-zone 10 of the two.

The fictitious characters from Scbastian fiction who become real are not
the only parallel connecting V.'s storv with Scbastian’s works. Stuart claims
that the structure of V.'s biography of Sebastian is a reflection of the first of
Knight's novels. The Prismatic Bezel 1tis a parody of a detective storv. which
as V. states is the spring-board for the author to leap to other. quite different
concerns. Stuart argucs that the same description also fits Nabokov's novel. It
ts also. in some dimension. a parody of detective fiction. V. is desperately
sccking the identity of Scbastian’s mistress. His fruitless attempts arc supported
by the help of Herr Silbermann. who manages to find the names of three women
that stay at Blauberg where Scbastian supposcdly mects his fast love. V. uses
canny tricks, taken from the novels of A.C. Dovle or A. Christic. in order to
climinate the wrong names and identify Schastian’s dark lady. He asks tricky
and captious questions. When visiting Lvdia Bohemski's flat. he asks if she is a
brunctte: the answer 1s positive. although he expects that she should be a blonde:
Finally. he discovers the identity of Scbastian’s Tover by making a remark in
Russian. which is unconsciously understood by Madame Lecert. Thus. she
becomes unmasked as a Russtan lady. This 1s a parody of a tvpical detective
story trick.

The Real Life of Schasticn Knight bears even stronger resemblance to
The Prismatic Bezel than just its relation to detective fiction. In both novels the
relations between the characters are coinerdental and intricate. In Knight's story
the scemingly strange tenants of a boarding house turn out to be strongly
related: they are blood relatives. Tovers and friends. A similar phenomenon
occurs in V.'s story. The women found by Silbermann’s as potential Scbastian’s
acquaintances. Nina Rechnoy and Helene von Graun. turn out to be strangely
related to Scbastian’s past and to cach other. First of all. when he visits one of
them he some mecets people. who knew Sebastian’s father and Sebastian’s first
love. Natasha Rosanov. Even a stranger coincidence appears between Nina
Rechnoy. Helene von Graun and Madame Leceerf, V. visits Nina's ex-husband
to discover later that his wife 1s - Scbastian’s mistress. a woman whom he later
meets as Madame Lecert, The myvsterious link between them is Helene. who
probably never appears in the storv. We can deduce that she really 1s Madame
Lecert™s friend. who is absent when V. visits her. Being friends. both of them
could stay in Blauberg in 1929, Apart from the parallcl in the complicated
rclations between the characters in both novels. there is another analogy pointed
out by Stuart: the final resolution i The Prismatic Bezel as well as in
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Nabokov's novel takes place in a country mansion. Finally. in The Prismatic
Bezel a dead man. Mr. Abeson. turns out to be resurrected in the character of
old Noscbag. who explains that ~onc dislikes being murdered™ 17 We can seck
parallels between this event and the fact that after Scbastian’s death and writing
his biography' V. concludes: “I am Scbastian Knight™ i

The Prismatic Bezel is not the only one of Schastian’s novels that bear
resemblance to his biography. One may form analogics also with his sccond
book. Success. The novel tells a story of the accidental meeting of a man and a
woman. whose lots are compared (o
Two hines which have finally tapered to the starting point of mecting and which
are not really the straight hines of a triangle which diverge steadily towards an
unknown basc. but wavy lines. now running wide apart. now almost touching. "
This comparison fits perfectly the story of V.s scarch for the identity of
Scbastian’s last love. She may be identified in the beginning of the novel from
her letters. Vi's own novel would benetit greatly from the information contained
i these letters. Nevertheless. Nabokov teases the reader and burns the
epistolary evidence  with the help of Vs hands. The next incident when V.
almost discovers Scbastian’s lover is when he visits Paul Rechnoy. her ex-
husband. This strange wavy line of their lots finds its end when he accidentally
mects her in Helene von Graun's house.

There is also an clement from 7he Doubifidl Asphodel which is mirrored
m The Real Life of Sebastian Knight. The narrator claims that Scbastian’s novel
brings the promise of revealing the answer to the absolute mystery of lifc and
death. Nevertheless. he looks for it unsuccesstully. In V.'s book. Scbastian as a
dyving man is about to communicate him a similar knowledge. We wait for this
moment like V. reading his brother’s book. but all we get is breathing that turns
out to be Scbastian’s. However. this time the narrator scems to be satisfied with
the answer found in the breathing sounds of a stranger.

The refined and devious ways in which Nabokov plays with the identity
of" his characters and the characters in his character’s books create a fascinating
same. His novel can be desenbed (which s also a part of this complex game)
with the remark made about Scbastian’s fiction: “Knight seemed to be
constantly playing some game of his own invention. without telling his partners
the rules™2Y The atmosphere of a strategic game in 7he Real Life of Sebastian
Knight is further emphasized by a web of references to different games. We get
hints that Scbastian was inclined to gamble. The narrator also nvestigates his
attitude towards different games in the college. One of the questions he asks is
“Was Scbastian good at games?~ 2! The answer he gets s negative. Knight's
attempts at sport are limited to a tew unsuccessful games of tennis. This may
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scem a disappointing remark. however. it refers us to V.'s comparison between
the two brothers playing tennis. and his relationship with Scbastian.

The most powerful. ingenious and symbolic web of references
constructed by Nabokov s connccted with chess. First of all. it 1s indicated by
Sebastian’s Tast name. The reference 1s made rather explicithy as Knight's first
pocms arc signed with a small ink picture of a chess kmght. On a deeper level
we might seek simitlaritics between his name and his function in the novel. The
identity of Knight scems to escape V.'s scarch in a scries of L-shaped moves of
a chess knight. The moves of the knight are quite unpredictable. he may move
in different directions. on ficlds of different color. and he may jump over other
chess figures.

Not only Scbastian’s last name is related to chess. His girlfriend Clare's
last name 1s Bishop. which refers us also to the chessboard. It 1s furthermore
cmphasized by the fact that she marries a man. whose last name s also Bishop.
Foster develops the mterpretation of chess motifs i the names ot the characters
by referring to the first tamily name of Nina - Toorovetz. In Russian it is related
to a chess rook.22 The figure of the knight stands on the chessboard
symbolically between the rook and the bishop. but the rook is a more powerful
and mmportant figure, which is reflected by the significance of Nina in the story.

The story of the narrator is also marked with references to chess. When
he visits Paul Rechnoy,  the host is playing chess and throws a tigure of the
knight on the chessboard. The head of the knight is broken. Stuart interprets this
incident metaphorically: Rechnov’'s ex-wife 1s a woman over who Scbastian
loses his head. Furthermore. Paul’s opponent. uncle "Black™ screws the knight's
head on. which is parallel to the fact that he later becomes a key to the mystery
In the final scene Madame Lecert admits knowing a man who can write his
name upside down. which s a trick performed by uncle “Black™. Thus. V.
deduces that Madame Lecerf and Nina Rechnoy are one and the same person 23

Finally. chess s also a clue which leads V. to Scbastian’s sanatorium.
He desperately trics to gets there. having been informed of the poor condition
of his brother. but he forgets the name of the place.24 He recalls it looking at the
chessboard drawn in a phone booth. Chessboard m French is spelled “damiere™
and coincidentally the name of the place he secks is St Damicre. Thus. a chess
motit in the story compliments the image of the strategic game of the narrator
and 1s simultancously a key to the resolution of the mystery.

Nabokov’s complicated game with rcal and fictitious intertextual
motifs. and his playing with the limits of lifc and text, give the readers the kind
of joy he mentions when discussing the possibility of representing a true ston
of another man’s life. He claims that it 1s not possible to present someonc's
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personal histony without distorting it. but the jov derived from this task is
stronger than the reproach 2% The mere jov. however. is not the only value that
The Real Life of Schastian Knight may offer. As I mentioned carlier. Stuart
claums that. like in 7he Prismatic Bezel. parody and plax in 7The Real Life of
Schastian Knight serve as a surface layer. One can go bevond them and read the
story as a symbolic quest for identity.

The surface plot of the storv is based on the narrator’s quest for the
mformation about his brother. and Iater on. an cven more desperate scarch for
his last love: The atmosphere of a journey 1s present througliout the novel.
Following the narrator’s mind and body we travel from Russia to all parts of
Europe. The international journey is reflected also in the multilingual fanguage
patterns. The narrator uses French. Russian and English. This is illustrated by
his association between a drawn chessboard and its French name. which Jeads
him to St Damicre. Other inter-linguistic patterns can be traced in the names of
the characters. which I have analyzed. Finallv. the atmosphere of a symbolic
journcy is strengthened by the allusions to (/ysyes and Le Temps Retrouve.
which also present subjective and symbolic. almost mystic journcys.

The life of Scbastian is mirrored in the theme of journcy in the novel's
structure as he mherits the inclmation to travel from his mother. The favorite
vehieles of Scebastian. his mother and brother are trains. The narrator travels by
rathvay all over Europe. even his final journcy to St.Damicre. which starts in a
taxi. finds its end on a train. Thus. onc has to agree with Stuart that “railroad
trains play an important part in the structure of Nabokov's novel™ 26 Trains scem
to be vehieles connecting the sphere of text and life. V. meets Herr Silbermann
on a train. and presents himself as a traveler into the past. The instance of
missing a train repeats several times. The first time we come across it is in the
draft of’ Scbastian’s story about Mr. Roger Rogcrson. who is a heavy sleeper and
s afraid of lnlssnlL a tomorrow train (a train to tomorrow” 7). Besides. the
narrator also almost misses a tram several  times. Finally, Madame Lecerf
reminds her husband not to miss his train.

The narrator scems to travel through the web of railroads on his

hazardous crrand for identity. Some of his journeys take place on the border of
reality and dream. like that to St Damicre. V. and his brother scem to be like
passing trains that cannot touch. Stuart claims that:
Whenever one encounters a train or a train ride in 7he Real Life of Sehastian
Knight. heis. | think. encountering a focus of the theme of the quest for identity.
The quest is Scbastian’s and the narrator’s. For both of them it leads to memory
and to dreams. in both of which regions time and space, as the waking mind
orders them, arc banished. and more reve caling arrangements of experience arc
possible 27



28 Axxa Pociingaka The Game of Mirrors,.

The quest becomes the adentity atself. a livelv. complicated. accidental and
comcidental progress.

The fact that the parrator discovers Scbastian’s identity in himsclt is
emphasized by the reference that 1s made to D Jekvil and My Hyde >
Schastian’s identity living in V. s connected with the realm of mysteny and
night. Iife and death just as 1t 1s 1 the classic horror stonv: This analogy is
strengthened m the title of Scbastian’s work. 7he Buck of the Moon, which can
be treated metaphorically as looking for the dark side of one's soul

The final resolution of the narrator's quest s his discovery that he s
Scbastian Kuight humselt. This 1s not the onhy parallel between different
identitics m the story. Some of them. such as that between Nina Rechnoy and
Madamec Lecert. have already been named. Stuart draws a Ime of similarity also
between the other women i the novel. He identifies Nina Rechnov with
Natasha Rosanov and Virginia Knight. The former are two of” Schastian s
fovers. who abandon him. They have the same mitials. and the significance of
mitials i1s one of the important patterns m the novel. Morcover. both of them arce
Russian. Furthermore. their tragic influence on his fife may be connected with
the disastrous influence that Virgimia Knight has on Scbastian’s tather and on
other men. The photograph of Natasha 1s kept together with the violet candies
that remind Scbastian of his mother. Violets appear also in the hotel “Les
Violettes™ where Tis mother dics. Strikingly, Madame Lecert attracts Vs
attention with her violet eyvelids. Thus. the three women may be interpreted as
different sides of one identity. Stuart proves in his analvsis that the women not
only arc only onc on a deep level, but they may be also identiticd with
Scbastian.#” Thus. Scbastian Toves not the two women but himsclt. Morcon er.
analogically. V. leoking for Nina Rechnoy vel Madamce Leeerf looks for
Sebastian and simultancously for himsclf’

Nabokov's novel becomes adream i which all the characters arce in fact
onc character, that of the drcamer. This interpretation mav be justificd also by
the fact that. according to Scbastian. the only real number is onc. The rest
remains counting and repeating. A similar impression is presented in the
symbolic dream that the narrator experiences. o which Schastian takes off a
glove and many small hands fall out of 1t. This cvent may be interpreted as an
lustration of the retlections of Sebastian being present in so many characters
in the novel. One identity 1s reflected i different persons. Thus. the narrator’s
scarch tfor Scbastian’s 1dentity resembles opening a Russian doll. which
contains smaller and smaller dolls inside. The smallest. central doll usually docs
not open.

The structure of mirrored characters and many reflections ot one
identity bring us to the motit of the myth of Narcissus. which is central to the
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novel 9Tt s alluded to in the title of Scbastian’s novel. 7he Doubtful Asphode!

the asphodel being an cquivalent of the English daffodil. related to the
nwrcissus. The most obvious and claborate reference to the mvth 1s given in the
portrart of Scbastian. This s a water reflection of his face when he looks at
hrmsclt “These eves and face tseli are pamted in such a manner as to cons cV
the impression that they are mirrored Narcissus-hke i clear water (g

Schasuian’s tigure can be interpreted as Narcissus-ike on seyeral levels,
First of all. he and his mirror reflections - Nina. Natasha and Virginia - arc the
cause of love disappointments. Natasha abandons Scbastian. Nina rejects the
love of Scbastian and Paul. Scbastian feaves Clare. Similarly Narcissus is an
autoerotic figure. who brings sufterig to people who fall in love with him.
Seeondlythe reflections of Schastian in his works and in the other characters in
the novel ereate the parallel between him and Narcissus. The thenie of reflection
is significant to the general structure. but it is also present in details. To illustrate
this. T can deseribe the seene when narrator visits Schastian's flat. He finds an
empty taleum-powder tin decorated with violets. He is. however. able to see the
violets. which are connceted with Scbastian's identity in the novel's pattern.
only m the retlection in the mirror,

Reflection becomes Nareissus's curse and blessing. He is finally able to
experience love, but it may never be realized. The tragic fate of Narcissus 1s
compared by Stuart to Sebastian’s continuous self-awarcness. described by
Kuight in Lost Properns ~“Most brams have their Sundavs. mine was cven
refused ahalf-holiday™ 2 1t brings him fame as a writer and sufferimg i his
personal hie. He is destined o rejeet Clare and look for the reflection of his
mother and himself in Nina Rechnoy.

Stuart interprets the myvth of Narcissus in 77¢ Real Life of Sebastian
Knight as ametaphor of looking for “the reflection of death in the mirror of life”
Death can be deciphered as ~The Asphodel on the other side doubtful as
ever™ s is awell argued thesis. Firstly, Narcissus” preoccupation with his
vetloction 1s deadly i resule leads him o suicide. The narrator’s quest also
seems to be strongly connected to the “absolute solution™ of death and life 34 V.
hopes (o find the answer to this problem first in Sebastian’s book. and later in
his words. When he fails to acquire it in these wavs he suddenly finds the
resolution and peace of mind. This happens when he discovers that Sebastian
bves in himself: Thus. the solution exists also in himscelf, The author teases the
reader with a promise but docs not offer the explicit answer. However,
analyzing the narrator’s experience one can conclude that the answer exists in
himself or herself,

The myth of Narcissus may be applied not only to the particular
characters but to the wholc structure of the novel, As | tried to prove i this
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cssay the pattern of the novel 1s based on the gamce of mirrors in which there are
reflected biographics. characters and other texts. This is strongly connected
with the postmodern thesis about the intertextuality of litcrature. Everny text is
just a simulacrum. a copy reflecting other copies. Thus. cveny word should be
put in inverted commas. The lack of the original is emphasized by the fact that
we cannot be sure if the identity reflected in the novel 1s that of V. or that of
Scbastian. or neither of them. The narrator ¢ends the novel: 1 am Scbastian
Knight. or Scbastian 1s 1. or perhaps we are someone whom neither of us
knows™.3 One may dare to suggest that the unknown person may even be
Nabokov himsclf.

The expericnce of  looking at the Narcissus-like reflections in
Nabokov novel holds a deeper dimension. Robert Graves describes Narcissus’
fate as a mixture of pleasure and torment. He finds perfect. faithtul love. but it
remams unattaiable. The narrator faces a similar problem. He desperateh
sccks Sebastian’s identity. Nevertheless. his biography diverges from the
promisc contained in the title . as the reader gets the story of the narrator rather
than that of Scbastian. It scems that the story 1s impossible to present. Sebastian
escapes the narrator’s quest. as i the scene trom childhood:

[ have a vivid recollection. too. of his riding a bicvele with very Jow handle-bars
along a sun-dappled path in the park of our countivplace. spinning on slowlv,
the pedals motionless. and 1 trotting behind. trotting a little faster as his sandaled
foot presses down the pedal: Tam domg my best to keep pace with his tick-tick-
sizzling back wheel. but he heeds me not and soon lcaves me hopelessiv behind.
very out of my breath and still trotting 3¢

The reader may assume that this vivid image represents the whole novel. when.
suddenly. we are told that V. is Scbastian and. thus. he mav be actually found in
the narrator’s story.

The narrator leads us through the novel in scarch of an unattainable
image of Sebastian. which scems to be Turking somewhere i between the lines.
As the novel demonstrates. there exist ideas which remain unpresentable. Tt can
be mterpreted in terms of the postmodem sublime defined by Lyvotard, The
philosopher. referring to Kant. defines this sentiment as “a conflict between the
faculties of a subject. the faculty to conceive of something and the faculty to
‘present” something™ 7 He claims that the emotions accompanying this
experience arc also simtlar to those of Narcissus. pleasure combined or ¢ven
deriving from pain. This kind of pleasure may also become the experience of
Nabokov’s readers. Therefore one needs to be cautious on entering this world
where fiction 1s confused with reality. nothing is an unquestionable fact. and the
rules to this strange. enchanting game are not preordained. The game may turn
out to be a labyrinth. impossible to leave without a picce of string fastened to
the entrance door.
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Notes

" Stuart. p.2

2 Stuart. p6

S Nabokov., p. 103

+ Nabokov. p.v6

* Nabokov. p.110-111
o Nabokov. p.173

7 Nabokov, p.39

¥ Nabokov. p.130

Y de Jonge. p.63

U Nabokoy. p.123

o Alexandrov, p.153
2 Start p.12

B Alexandrov. p.136
14 Nabokov. p.130

'3 Nabokov. p.173

o aterm borrowed from Borroughs™ fiction

17 Nabokov. p. 93

¥ Nabokov. p.203

¥ Nabokov. p.93

20 Nabokov. p.179

21 Nabokov. p.43

22 Foster. p.164

3 Start. p.14-13

= Nabokov's perverse game reveals the name of the place to the reader several pages
carlicr

2 Alexandrov. p.
20 Stuart. p. 1y

27 Stuart. p.22

28 Nabokov. p.39
29 Stuart. p.8

30 The Real Life of Sebastian Nuight 1 not the only one of Nabokov's novels which
can be inferpreted with reference to Narcissus. Explicit allusions to this myth may be
also found in Pale Fire, the novel. which. like 7he Real Life of Sebastian Knight, is
narrated by a man who comments on the literary work of his fricud.

T Nabokov, p.117

2 Nabokov. p.63

3 Start. p.26-27
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32 AxNa Pociiaaras " The Game of Mirrors. . ™

34 1 have already pointed out to it in the reference 10 /s Jokvll and Vil lvde and “The
Back of the Moon™.

35 Nabokov. p.203

30 Nabokov. p.14-15

37 Lyotard, p.36
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Joanna Sobierajska

Thus Vladimir Peers into a Pool at
himself. Vladimir Nabokov as a
Narcissistic Writer

T Iewasn T who said that . 1Cwas in the book.™ “What book?™
“Well. this one. The one were in now. which repeats all we say as
we say it and which follows and tells about us. a genuine blotier
which has been stuck on our lives™.!

“You know very well you're not real.”(..)
“If Twasn't real (...) T shouldn't be able o crv’.
"I hope vou don’'t suppose those are real tears?”™2

The beautitul youth who fell in love with his own reflection in the
water gave rise not only to the name of a flower (narcissis). but also to a type
of behaviour which we call narcissistic. Narcissism may be referred to. as i a
dictionary entry, as ‘morbid sclf-love or admiration™. Morbid indeed, and not
only m the context of Nareissus” fate - drowning in the vain pursuit of his own
reflection. In-general our society tends to perceive one’s preoccupation with
oneselfias assource of potential disruption and disquict. a force decomposing the
mner structure of society sinee its very welfare is based on contributions of its
members: we are to serve the establishment. tum our eves towards other people.
collective purposes and achicvements - the very things that are jeopardised by
self-interest. sclt-love or any other predominance of the self.

[t 1s curious to notice, however, that the writers whosce gaze repeatedly
turned on their own reflection. and would not be diverted from it produced art
which is interesting and original. although possibly of little communal interest
Anwriter often labelled “narcissistic™ is John Fowles: his counterpart from Latin
America would be Julio Cortazar - and north of the cquator to the latter,
Viadimir Nabokov.
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What does the term "narcissism™ imph” What docs “morbid scli-
admiration” mean i the context of a writer’s work” Is this not just another
example of pigeonhohing”? These are some of the questions which ought to be
answered before undertaking a close analysis of a given work or theme

Ann Jefterson recalls Gerard Genette while discussing the work of
nowvean jomanciers such as Barthes or Robbe-Grillet®. She not only uses the
termmology made famous by Genette (hyvper- and metatextuality). but also
adds her own term = that of sister texts. sister texts being texts belonging o “the
corpus of a given author . In Nabokov's fiction this would be constituted by
most of his "Amcrican novels. Hypertexts are re-writings of previous texis
(hvponvms).with the famous example of Jovee's Ufysses being a re-workimg of
The Odyssey. The text to be re-written may be one’s own life — a point Jefferson
trics to prove on the basis of overt autobrographics such as Roland Barthes par
Roland Barthes. The Nabokov question scems not to be. however. one of overt.
fictionaliscd autobiography. but rather that of obscure autobiographical fiction®
Is there really adifference”? Where lies the border between fiction and fact — this
15 an espectally valid notion m the prose of Viadimir Viadimirovich. who fiked
so much to peer mto the pool of his fiction. This s a very spectal. and not so
uncommon. kind of scl-love.

[ have mentioned writers with whom Viadimir Nabokov mav be held
i fcllowship. e, Fowles and Cortazar. The reader of the former 1s haunted by
a woman — carrier of knowledge. who lives by parables. whether her name be
Sarah. Diana or Rebeeea. In the works of the Tatter “the same”™ lampshade on the
floor beside the bed witnesses and casts violet ight upon tove-making. In the
writing of VN we may enumcerate several such links™ butterflics. a professor
of non-American literature i Amicrica. chessboards - all of which are
significant also beyond themselves - tll we arrive at the most important. and
most filled with meaning — that of the double or the alter-cgo.

The topic in itselt s a subject matter for another essav, or even an MA
dissertation. Humbert & Quilty. Pnin & Viadimir Viadimirovich (1). Scbastian
& Vo Alter-cgo: the other | the "not-not 17¢: the reflection. distorted. discarded.
faithful - but present. whether in the pool or in the mirror. The other serves as
ameans of defining ourselves: our traits of character. vices and flaws are more
clearly visible in our double. We can define oursclves as not being the other.
many writers cmploy the strategy of reduction. by the means of which a full
character emerges. a result of merging the two. It is interesting to note what
Jacques Lacan had to say on the subject (in relation to Hamler):
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The plavwrght situates the basis of ay gx essivity in this paroxvsm ol
absorption in the maginary register. formally expressed as a mirror
relationship. a mirrored reaction. The one vou fight is the one vou admire the
most. The cgoadeal is also. according 1o Hegel's formula which savs that
coexistence s impossible. the one vou have to kill”.

Hamlee killed Lacrtes: Onegm killed Tensky: thus Humbert kills (or
should we say “kills™) Quiltv. V- (merely?) relates the death of Scbastian
whereas Viadimir Viadimirovich chases Pnin out of town (and out of his
narration). Yet are the ones who are “killed™ the “killers™ “cgo ideals™ The
absurd Russian professor Pnin ie ridicaled by his double. the sophisticated
writer Viadimir Viadimirovich: Hunibert is also full of contempt for Quilty.
though he recognises him as an cqual (sic) partner. It is the Tatter. ultimately.
who succeeds mosteabng” Lelita® When it comes 1oV oand Scbastian. the
situation is not so obvious. since Vs feclings towards his brother are by no
means clear. Voadmires Schastian and resents him at the same time for his
having ignored and mflicted a sense of intellectual superiority on his vounger
brother. Vstarts off on a humble mission: to "ty to capture. “save” the image
' Sebastian Knight. Tis Tife and ideas. He does not claim 1o be a proficient
writer: on the contrary. he repeatediy stresses his amateurism. The novel he
wries s not U The real Tife of Sebastian Knieht by his brother™ 1t is a novel of
strugele i order to cateh the butterfly of the Other. as represented by Sebastian.
Vo finds e very disturbing that Goodman, his brother’s publisher. did not
mention his name i Knight's biography. To the reading public in the
microcosm of /he real life of Schastian Knight Vois unknown - he docs not
exist. as Vo Nabokov did not exist for the pre-dominant number of readers in
Amcrica betore publishing the verv work discussed. The novel Vowrites is a
proof of his own existence. but also more — it is an excreise in writing (Thow to
write a novel)o i how to practice various genres and modes of writing: a
W orl'\'\‘hop cnabling V. Scbastian’s brother kept in the closct. to become 'V the
writer.who i the end confesses: T have become Scbastian™. Paradoxicallv. this
I8 I'L‘Ll”} astory about Vi the more he vows not to speak of himselt. of his own
hic. the more he does so = by speaking of Sebastian. “hy defining Scbastian. he
will define himself. In clarifving Scbastian’s existence. he will clarifyv his
own™? By the end of the novel Sebastian grows weaker. his strength being now
Vs dna sense the latter gy indeed become Sebastian: he has absorbed the
trauts of his alter cgo which he found uscful and then discarded his character by
letting him - dic m St Daumier (French chessboard™). as a writer (or script
writer. espectally of soap operas) would do with a tedious character who has
played his/her part and therefore is no longer needed. In this sense we should
use quotation marks when speaking of Scbastian as V's brother. or indeed
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“Schastian” atall. Check. mate. The Knight is swept of the chessboard. as is the
Bishop (Clarc) before him: what 1s left is the great black-white space of
(in)finite possibifitics. and the Onc who has won over the Other. The echomny
names: V. Viadimir Viadimirovich. Humbert Humbert. .

... Vladimir Vladimirovich Nabokov.

For decades we have been wary of ascribing an artisCs life into his art.
vet in some cases certain fucts and parallels are obvious. I have mentioned
certaim recurrent themes and motils - Nabokov's prose. some of which
reappear as clements of that abundant material provided for cach writer - hite
and therctore constitute a biography. Though looking towards a writer's
biography for mspiration and casy answers has been regarded by some erities
as unacceptable, it appears to be justificd i the case of Nabokov. The Viadimir
which emerges from almost every novel is never the straightforward portrait of
the artist and cannot be identificd with Nabokov (as m the utle of Maurice
Couturier’s essay 7L X does not equal Nabokov ™). these portraits are rather
versions of muror mmages. distorted. partial or blurred reflectons. ofien
bordering on parody — glimpses of what Viadimir saw in the pool and how he
tound 1t. In other words. autobiography serves as another clement of the game
of identification. as the chessboard of reduction. Nabokoy s prose cannot really
be treated merely as a re-writing of his life. a collection of untulfilled options.
parallel Tives. 1t is rather a case of sclf-referential fiction bordermyg
on/contaiming clements of obscured autobiography - clements which ma
become powerful tools. reflecting and thus allowing us to understand
Nabokovian pairs. but also at the same time opening up other reflectons. other
dimensions,

In his “The Fledging Fretionalist™ Michacl H. Begnal claims that when
iwcomes to The Real Life of Schastian Knishi :

Something more is going on here than the construction of an artistic chess
problem. Sebasiian Knight is Nabokov's acceptance of the loss of his Russian
heritage. as well as his coming to grips with his own convoluted relationship
with his brother Sergev!0.

Begnal supplies the reader with evidence for the above mentioned claim.
mainly derived from Nabokov's overr memoir Speak. Memory. parts of which
carlicrappeared as short stories (1). Apart from a “psvchoanalvtical” explanation
of Vladimir’s scnsc of having wronged his brother. Begnal traces bits and picces
of Nabokov's lifc which appear to ecmerge shightly twisted in 77¢ Real Life of.
- These include. among others. a London address which Nabokov “assigned” to
Scbastian. a slightly distorted surname. a picture on the wall. as well as certain
‘mental images . also that of the ever-present game of chess. He also traces the
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figure of the brothers™ nannv whom V visits in Sy itzerland to that of Nabokov s
own.and finds features of Sergey not only m Scbastian. but also in Silbermann.
an ambiguous figure, which can be interpreted as mirroring cither V- or
Schastian. as well as being a projection of Scbastian’s fiction on “life™. ic. the
story written by Voo Begnal finally quotes Nabokov's confession in Spedk,
Vienmory:

Fhave often noticed that after 1 had bestowed on my novels some treasured item
of the past it would pine away in the wtificial world where I had so abruptly
placed it the portrait of my old French govemess. whom Fonee lent to a boy in
one ol my books. is fading fast. now that it is cngulted in the description of o
childhood entirely unrelated o my ownl!!,

This confession seemingly contains a disclaimer by the means of which
Nabokovaims o distinguish between the world of fiction and that of reality: vet
sl we may claime as Begnal does. that Sebestion Knight 1s for its author a
vehiele of “putting the past 1o rest in the oniv way he knows how - through the
fabrication of a fiction™ 12, thus making this “unrclated past” another mirror to
peer into. Yet this is also just a “confession™. since the very fragment quoted
appeared m the English version of a short story. Mudemoiselle O, before it
became part of Conclusive I'vidence and finally Speak. Memory: 4n
diiohiography Revisired . 13

A short story becomes part of an autobrography? Perhaps 1 should quote
Couturier:

At the time e was writing Conclusive Fyidence. Nabokov explained to one of

his correspondents that (he book he was working on belonged (o a new genre:

Fhis will be a new kind of autobtography. or rather a new hybrid between

that and a novel. To the Latter it will be affiliated by having a definite plot.

Vartous strata of personal past will form as it were the banks between which

will flow a torrent of physical and mental adventure, !

This would scemingly provide us with a clue: so this cvasive. infuriating
writer-trickster does 1701 distinguish at all between fact and fiction: he is
unrchiable as a source of know ledee. no genre s sacred. ete. Yet it is not so casy
to dismiss Nabokov's traps without fallimng mto them. The topic of
autobiography is taken up by Brian Mc Hale who. when discussing roman-c-
clef discusses several novels by Nabokoy. among others Lolita and Look ar the
Harlequins .

Autobiography plays hide and seck with us even more clusively in Nabokov's
writings. All of Nabokov's English-language novels are in some sense romans-
a-clef—the question is. in what sense. exactly” [ | We seen to glimpse personal



Joaxaa Sonnrausky CThus Viadimur Peers

revelations. but about the author himselt rather than about others: howaver
[...Ithis appcarance of seil-exposure 1s caught up in an ontological game. and we
may well wonder whether what we may have glimpsed is the “real” Nabokoy ot
whether. as scems more likely. the “real” Nabokov maintains a safe distanice
from his texts !?

Look at the Harlequins! 1s a shightly difterent case than the previoushs
discussed novels. as 1t scems to draw more heavily than the others on such
aspects of metafiction as fiction aware of its own status. sclf=begetting novels.
cteall of which form a special kind of sclf=reference fuclling narcissism . Al
of Nabokov's novels are heavily intertextual (henee some readers find them so
demanding). but out of the corpus of his fiction Hearlegiiny scem Lo be the one
which most straighttorwardly stresses the existence of its other “sister texts™. to
recall Jefterson™s term. It we were to retum to John Fowles. we would
encounter many examples of ¢ g authorial comments remmding the reader thot
what he/she 1s readig is indeed ficrion In The rench Licuenant s Woman the
“Author appears twice in his own creation: in the same train carriage as his
main protagonist and 1n one of the final seenes of the book. as a critical
observer standing before a budding i Chelsea. London (a highly auto-ironic
passage. destroving whatever Godlike pretences the Author appeared to have.
by a phrase likening him to a “successtul impressario”) The authorial voice is
heard even more frequently. whether it be in a longish dissertation upon the
nature of the novel and its characters. or merchy a short remark (o the reader
which would remind him/her of the “state of aitars™ Somilarly. Cortazar also
plavs games with his readers. referring them e his other novels and relving
heavily on the intertextuality of the “inverted™ roman-ca-clef type: mentionine
fictitious characters as 1f they were “real” in the microcosm of the novel.
whereas they are really only visitors from another microcosm. An example of
such an action would be the appearance” of Temple Drake in Cortazar’s carly
novel. Los premios. The name s uttered by a voung eirl. a viremn. whose
thoughts circle around the “thing like a cob of com’™. and of the “poor Temple
Drake” about both ot which her friend had told her. The reader who has not read
Faulkner. notably 77¢ Sancruary. will probably assume that Temple Drake s a
victim of rape or similar atrocity. “real” in the world of the novel or possibly
alluding to a factual cvent at the time of the novel's writing. Temple Drake is a
rape victim. but in Faulkner’s literary world. the Yoknapatawpha of 7he
Sanctuary, where she is assaulted with the aid ot a ... cob of corn. The intertext
works subtly — the cob serves merely as a simile. and the event is merely hinted
at. Itis similar in 7he Sanctuary. where the scene of rape is “missing” from the
text.
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Nabokov's method in Look i the Harleqgiuns? is not far removed from
that of these other writers. The novel assumes the form of memoirs of a Russian
novehst hving abroad. 1¢. Vadim Vadimovich. whose life not only resembles
that of Nabokov - something we have got used to by now - but which also
seems o be formed by clements of Nabokov's ficiion There appears. for
example.a Lol motf (Vadim's relationship with his daughter). Quoting Mc
tlale

The most teasing displacements occur in Vadini's bibliography. The novels
listed as "Other Books By the Narrator” obviously correspond to Nabokoy s
own. although the titles and dates have been slightly serambled and. as we learn
m the course of the text. their contents have been recombined. Thus. See [ ider
Real (1939 0r a5 it 19407) corresponds to 7he Keal Lite of Sebastion Knigin
(19413 but mcorporates certain materials (rom Pale Fire: Dr Oloa Repnin is
Puin with the sex of the protagonist switched: | Kinedom by the Sea combines
clements of Ada and Lodita . ]'¢.

This “strange sense of déja-vu” is shared not only by the reader. Vadim's
great problem and sense of anxicty arises form the fact that he is constantly
taken for Nabokov (sic!). He begins to question his own identity (he remembers
his family name way similar o that of Nabokov. but what was it exacthy?).
Finally: Vadim beging to suspeet that he is merely a character in a novel: he is
haunted by the feeling that his 1ife is “the non-identical twin. a parody. an
nferior variant of another man’s life. somewhere on this or another carth 17
Towards this Vadim feels inferior: after all. the other is the original. while he is
merely a “copy” He does not however. kill his alter-cgo. his better version. but
withdraws from the scene himself Neither in this most consciously fictional
novel docs Nabokov actually enter the scene. as Brian Me Hale notes. “the
ontological barricr between roman-a-clet and autobrography totters but docs
ot finally fall'7 Viadimir remains i this novel as clusive to the readers as to
Vadim. his double. even if he opts for the hard-line version of the game. This
wascafter all. the last work of fiction Nabokov published before his death.

The question of writer identity and reliability scems to be an infinite one.
stnee in the case of Viadimir Viadimirovich there seems o be no conclusive
evidence whatsoever. while Nabokov's memony appears to speak m many
votees. . Perhaps all we may do is gaze in wonder at one of the writer's
reflections i a pool and hope that we will sce ourselves appear next to him.
though 1 dare say we may sooner fall victim to one of his games of deception,
a game which lcaves us gasping and cursing the man’s ingenuity. This
happened at feast once while Twas writing this cssay: also when Iused to while
read Fowles and Cortazar. The conclusion: never trust a narcissistic writer,
cspeeially one whose work resembles a labyvrinth.
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Onc may comfort onesclf by tasty bric-a-brac. such as this last treat- one
ot the titles considered by Nabokov for what later became Conclusive Ividence.
aka Speak, Memory was The Prismatic Fdge. a title which somchow strangely
resembles Scbastian Knight's debut in the ficld of fiction Writing ..

Thus Vladimir peers into a pool upon himself. What can we do but £aze
over his shoulder?

Notes

"'Queneau. p. XXX

2 Carroll. p. 71

3 Jefferson, pp. 108-129

Yibid. p. 110

3 See Brian Mc Halc's definition of roman-c-clef as “a form of autobiographical
fiction which preserves much of the ontological force wirliout reproducing real-world
proper names™. p. 206

® Chambers. p.143

7 Lacan. p. 225

& Tt scems we cannot discuss this novel without using quotation marks unless we insist
onaccepting the plot of the novel as reliable (that there “really was™ a Dolores Haze
and not that Lolita is merely a device on Nabokov's chessboard. efc.). which does not
appcear 1o be a plausible assumption.

Y Begnal. p. |

Wibid . p.3

W ibid Ttalics mine.

12 ibid.
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ibid, p.2

1S Mc Hale, p. 207

16 ihid . p.203%

7 Nabokov. 1980. p.76
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Anna Dworakowska

The World of Beckett’s Drama -
a Void Without Divine Anima

“There is only one good definition of God: the freedom that allows
other freedoms to exist™! Although it is hard to state with certamty if Samucl
Beckett would aceept such a definition as valid for the worldview that is
presented in his dramas. it appears that the notion of freedom as such,
constitutes the core of his philosophy. In his plays Becket attempts to depict the
ilusory nature of our mundane existence as well as the bonds and habits of sclf-
deeeption that hinder us from gaining independence and freedom. In this world
bemg a free individual is not a blessing as it involves the shattering of all the
dlusions that help to keep the absurdity. cmptiness and meaninglessness of
evervday hife at a distance.,

Faced with a chaotic world. Becket's characters strive to impose
some artificial patterns on reality i order to make it meaningful and cndurable.
The most basic patterns that superfictally order the reality and endovs it with a
kind of mcaning arc rchigion and a belict in g puppet-master-god who that is
capable of controlling the world. This particular mode of self-deception is
skillfully ridiculed in Waiting  for Godor. Two vagabonds. Vladimir and
Estragon. make their existence dependent on one activity i.c. waiting for god-
like Godot. desperately clinging to the belief that the awaited will fimally appear
and considerably alter their lives, By this they shun their rights of being
ndependent individuals but at the same tme they endow their lives life with o
superficial meaning that is derived from the pattern of waiting for a change that
lics solely within the capacity of the omnipotent Godot.

This craving for a god-like figure is mirrored in the relationship
between Pozzo and Lucky. the second pair of characters in the drama. Pozzo is
the puppet-master, the symbol of power. whereas Lucky is his blindly obedient
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servant-puppet. whose personality 1s reduced to performing certam functions
The two characters are interdependent and they may symbolize the kind of
relationship that exists between traditional. all-powerful. “white-beard” God and
an individual that is crucificd and cntrapped by his faith. This confining qualin
of falsc beliefs 1s symbolized by the dance that is performed by Lucky. “The
Net'. The omnipotent figure of Pozzo i.c. the figure of a puppet-master-god is
rnidiculed. since during the course of the play he turns blind and loses all the
attributes of power. such as his watch or vaporizer. Beekett also questions the
vahidity of suffering that 1s embedded i traditonal faith as the symbolic cross
that is carned by Lucky i.e. his bag. turns out to be filled with sand. If Viadimir
and Estragon scck m Godot what Lucky has alrcady found in Pozzo. the
emptiness and purposclessness of their hope is quite clearly visible. It seems
that by the end of the play Viadimir comes to the realization of the falschood of
his beliefl he seems o recognize that the image of god created by hiim s
cssentially that of"a traditional. omnipotent. white-bearded figure. the mage
that dous not correspond to the reality of the void. Nevertheless, Viadimir and
Estragon. being unable to aceept the meaninglessness of evervday reality. do not
cease to wait and desperately eling to their false belicfin “a personal God . with
white beard..who loves us dearly with some exceptions for reasons
unknown 2. tnving to find a satisfving and meaningful purpose for human
suffering.

Striving to shun the realization that we are born into the void of a
grave. that “the light gleams an instant. then it is night once more™. Viadimir
and Estragon occupy themselves with meaningless activitics. trving. as they sav.
to “find something...to give us the impression we exist™ Engaging themselves
i an absurd dialogue where communication scems (o be nonexistent. they turn.
as J.L. Styan points out. into a kind of speaking machines® They are virtually
unable to keep sifent as this habitual blabbing allows them to reduce the feeling
of anxicty that would be enhanced by the realization of the void. “Nothigness
is what they are fighting against and why they talk ™.

fstragon: In the meantime fet us try and converse calmly. since we are
incapable of keeping silent.

Fladimir: You're right, we are inexhaustible.

[ostragon: 10s so we won't think.

Vadimir: We have that excuse.

Iostragon: [Us s0 we won't hear.

Viadimir: We have our rcasons.

Lstragon: All the dead voices.”
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The “dead voices™ mentioned by Estragon are all the ideas. philosophics and
beliefs that have been discredited as invalid for the contemporary world. Trving
to avoid hearing the dead voices they shun the realization that their watting for
Godot. the purpose and aim of their existence. is such a dead vorce as well.

In Wenting for Godor the characters “go on. but in the old ruts. and
onlv by retreatimg into patterns of thought that have alrcady been thoroughly
discredited™. It appears that “in the universe ot this play on leads nowhere ™.
However. Beeket scems to suggest that it is possible to dismantle the net. thus
frecing oneselt from entrapment. This can be achicved only by abandoning all
the false patterns that blur the reality of meaningless. unredeemed suftering.

Although Vladimir and Estragon appear to be completely unable to
aceept the surrounding void. this cannot be stated about Clov. a character from
Beekets Padeame. The relationship between Cloy and his master Hamm may.
asnthe case of Pozzo and Lucky. symbolize the bond that exist between a
puppet-master-god and a crucificd individual. The action of the play takes place
- dingy room that appears o be onc of the last. it not the last. remnant of hife.
but of hife that is dving and disintegrating. Once powerful. but now crippled
Hamni is obsessed with the idea to be alwavs at the center of this little universe.
the universe that is the onlv one available as. according to Hamm's words.
“outside of here s death™ . Clov is entrapped in this barren universe where sun
Is zero. waves are Tead. hight 1s dving and sceds do not sprout: the universe of
old patterns. old questions and old answers. However. it seems that Clov.
though still unablc o disobey Hamm. gocs through a process of reahization that
heis tied to a “dead voiee ™. a dead. invalid idea or belicf.

Beeket suggests that we are condemning ourselves to death by
clinging o diseredited. dead ideas It seems that the net. the trap lics within our
minds. This domineering subjectivity s symbolized by Hamm's tale of a
madman who saw himself as the onhy human bemg who survived the end of the
world and now starts 1o pereeive the reality around him as completely barren
and devoid of life. The scenery of the play also poimts to the mental trap we are
subjected to as “the room may represent the inside of the skull of a man who
has closed his eves to the external world 10,

“Somcthing is taking its course ™1 the actual words repeated by Clov,
seem Lo suggest a growing awareness that he has tied himsclf with a false.
corpsed 1dea. He begins to sce through the artificiality of the patterns that
govern his existence. He finds the language ic. the modes of thinking that he
had lcarned from Hamm, as insufficient. He says: "l use words you taught me.
I they don’t mean anything any more. teach me others. Or let me be silent™2,
He starts to wonder why he has never rebelled against Hamm. He finally
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recognizes the cycelical nature of time. the recurrence of patterns. the perfect
semblance of consceutive days. As all human cxperience is individual and
subjective. Clov finally realizes that it is absurd to treat Hamm's world as
objeetive reality. He is guided by the desire to know: it becomes insufficient to
him only to say to himsclf that the carth is extinguished. he wants to see it lit.
he wants to experience. The appearance of the little boy towards the end of the
play scems to suggest that life might be resurrccted if Clov dares to encounter
bare reality stripped of distracting noncssentials..

[t 1s hard to decide if Clov. having scen through the patterns. is able
to shatter them and Ieave Hamm in order to begin his quest. Though we are
capable of deciding what he will find at the end of his journey. and though it
may be the meaningless vord. he may gain his freedom and dismantle the net of
dead voices. Abandoning the corpsed idea of puppet-master-god scems to be
benceticial. however, it is not casy to be one’s own man in a universe like this
onc. so completely devoid of the signposts that once made it scem familiar, even
if they mislead ™3,

IF God 1s. or used to be. regarded as The Creator. he is presented by
Becket as an artless artificer. It scems that the only palpable change is
disintegration and decay. Human beings. made in God's image. are portrayed as
physically repulsive and mentally ridiculous. Viadimir has urination problems.
Estragon’s feet are covered with uleers. they both stink. Hamm''s face bleeds:
whereas his parents are a pair of limbless aged people capable of swallowing
solely macerated pap. The heroes of Happy Days scem to attain some
animalistic features. as one of them appears to have a tail. while the other
resembles a fimbless worm. Indeed humanity seems to be at its last gasp. There
is no place here for glory or dignitv. The world seems to be a mistake. a low
quality product. One of the characters in fndfyame tells a joke sugocsting that
God was oo hasty m creating the world and thus it 1s a complete disaster
Winnie. a herome from fHappy Dens Taughs on sceing an emmet carrving, an
cgg. She says: “how can one better magnify the Almighty than by sniggering
with him at his Tittle jokes. particularly the poorer ones™ . 1t scems that +f God
created the world. he must have abandoned it on seeing what he had created.

A human individual is not only abandoned by God. at least God as
understood in a traditional way of the Almighty. he is also utterly isolated from
other human beings. Communication could prove a panacea for the void. but
communication is nonexistent as cach individual is a center of his own
subjective universe. As Martin Esslin!® claims. cach individual has to create
their own salvation. and this can be done only by means of frecing oneself from
the deadening habit. sceing through the patterns governing our lives and facing
the mevitable i1.c. the void.
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In his plays Samucl Beckett attempts to probe into the core of our
cexistence by drawing a distinguishing line “between the merely accidental
characteristics that make up an individual and the essence of his self™ .15 If there
1s any divine anima present in Beckett's dramas it may surface solcly as an
unbound cxustential freedom. This freedom inevitably involves the shattering of
all the artificial social, cultural or historical patterns that bhudfold our
pereeption and hinder us from attaining an insight into surrounding reality.
However. acquiring this insight may involve the probable hazard of peering mnto
the void. as this may prove to be the essence of the reality when all the
nonessentials and artificialitics are discredited and removed. To put it
differently, freedom might turn out to be an unbearable burden that few may
dare to cope with. However, it scems that Beckett is much more interested in
shattering the illusion than in the final outcome of this process. His main
preoccupation is “the scarch for man’s own identity- not the finding of the truc
nature of the sclf™10 By cquating divine anima with freedom. Beckett liberates
an mdividual from the confinement of habit and illusion and invites us (o play
a game of chess with our existence though ~death’s final checkmate is
mevitable™17,

Notes
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I Beckett. p.42
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Andrzej Gabinski

The Free Spirit and the Businessman.
Male Archetypes in American
Literature.

Litcrary theory attempts to examine texts from a number of
perspectives: one such approach is psvehoanalytic criticism whose grandfather
was the renowned Austrian psychoanalyst Sigmund Freud. However: alongside
his own views a rival theon appeared. advocated by his former disciple and
colleague. Carl Gustay Jung. Jung developed his own method of psychoanalysis
which was later expanded and applicd to the theory of literature: it was based
on the assumption that cvery person has an personal unconscious which stores
all their experiences and sensations. and a collective unconscious which
encompasses the experiences. feclings or beliefs shared by the whole humanity.
Within that collective unconscious Jung has discovered archetypes. figures or
patterns of behavior that are common for individuals who share their history.
religion and. most notably. their mythology. It is the culture. argued Jung. that
defines archictypes which may also be understood as recurring modcls of
conduct that we assume and follow. often unconsciously.

Jung's critical approach focuses on ~...a representation of the
relationship between the personal and the collective unconscious. “archetypes’
of past cultures.”™ . Studving literany texts from such a point of view the critic
must locate and identify the archetype that a particular character represents. and
later demonstrate its relation with other characters which arc often
exemplificattons of the Shadow. which is the embodiment of all the rejected.,
undesired characteristise and the exact opposite of the archetvpe a character
represents. the anmus. which is the male clement in every female character., or
the anima. which cmbodics all that is female within a male character. The
Shadow. the animus or the anima often reveal themselves as projections: the
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collective unconscious of a character makes them perecive the characteristics
they either shun or desire o the conduct of others. Projections explain.
therefore. the nature of interpersonal relations: one dislikes others. because they
manifest all that one rejects inone’s own behavior: By the same token. one may
be strongly attached or attracted to others. because they exemphify all that one
wishes to be.

Having adopted Jung's method ['mtend. firstly. to define the two major
male archetypes present in American literature. namely the Free Spinit and the
Busimessman on the basis of a study of sclected works and. sccondlv. procecd
to a discussion of a contemporary text of culture, an American film /ight Club.
The aim of the discussion 1s 1o establish cither of the archetypes as the onc
exerting the greater mfluence upon the contemporary: American society and
culture,

The Free Spirit

The archetvpe of the Free Spirit is undoubtedly the carliest American
archetype that has excrted strong influence upon writers. as well as upon the
common people. One ot the first widely recognizable writers of the New World.
James Fenimore Cooper. was the author of numcrous adventure books. most
notably the “Leatherstocking Tales™ Its protagonist. a fronticrsman and hunter
by the name of Natty Bumppo became the first Amcerican hero whose myvih
spread rapidly not onlv among the citizens of the voung nation. but also i the
intcllectual circles of Europe. and became the first vivid embodiment of the
Amcrican.

Natty represented an mdependent. strong. self=reliant characier. THe
shunned civilization and its laws. preferrng to live in the wildemess and
preserve the harmony with nature, The Free Spimt was resourcetul and skitled
cnough to solve all problems that he fuced without help from others: he
provided for himsclf relving on his mstinets. physical strength and simple
wisdom. rather than a decent education. One aspect that appeared exceptionalls
attractive about Natty was the fact that he was an outlaw figure - he rarchy
respected the Taws of his tellow men. choosing to follow his private beliefs
which often brought him in collision with the law enforcement.

The Businessman

Over a hundred vears later another renowned American writer. Sinclair
Lewis. mtroduced into hiterature an archetype rival to that of the Free Spirit. In
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his novel entitled Babbitr. Lewis portrayed a figure so totally ditferent from
Natty Bumppo that the only relation these two figures might stand is opposition.

The protagonist of Lewis™ novel. George F. Babbitt. was a businessman
cmploved m an advertising agency. His goals in fife were financial stabilitv. a
high standard i life and a striving...to fit perfectly into the people around him.
Babbitt was a conformist. His house, his car. even his clothes were generic -
average. not characteristic of the owner. but rather of a certain class of people.
Babbitt’s tastes and opinions were based on general likes and dislikes of the
middle class: his dreams were ercated (rather than drcamt) by advertisements he
had scen or tales he had heard: they were never his own. Lewis™ character was
onc of the many. a typical. law-abiding citizen who minds all the social
customs. a mediocre product of the 1920°s who considered the public opinion
or persons fitting above him in the social order as judges far more reliant and
proficient than himsclf.

The contention

The protagonist of the film /7ght Club is a babbitt of the modern times.
He works i a big corporation. Icads a dull life and as he remarks: .1 had
become aslave to the Tkean nesting instinet... "2, He is a mediocre person, one
of the yuppies who follow the latest trends and choose their furniture or suits
from catalogucs issued by the well established. popular designers. The hero at
one point realizes. however. that he is dissatisfied with his life and then he meets
Ivler Durden. an cecentric anarchist who wears bright. avant-garde clothes, has
a shocking hair-style and. generally. stands out in the crowd. Tyler is a critic of
consumerism: he shuns stability, social status and material goods. .. the morc
things you own. the less free vou are... 7 he remarks. As the story develops the
busiessman. drawn towards the figure of Tyler. abandons his job and former
lite. choosimg to follow the anarchist’s philosophy. Soon. however, he realizes
that Tyler is a master-mind of a terrorist organization which plans to overthrow
the capitalist system and. instcad. substitute it with a revival of the old. sumple
wavs: hunting. growing crops. walking in the forest surrounded by wild
animals. .

By now it is clear that Tyler Durden is the businessman’s Shadow, the
contemporary incarnation of Natty Bumppo. The mediocre worker finds the
anarchist attractive, but at the same time is repulsed by his violent.
uncontrollable behavior. One of the leading themes of the film are physical
confrontations which may be treated as the struggle of the businessman’s ¢go n
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the process of individuation. which. according to Jung. is a process ot the
tegration of onc’s psyche into a single. in-dividual entity. Individuation
involves the recognition of onc’s Shadow. together with all the vices it may
embody. and then the incorporation of that rejected part into one’s psveche.
Towards the end of the film the businessman realizes that he is Tvler Durden
and the figure of the anarchist was an illusion, a projection created by his
unconscious to demonstrate and cventually integrate all that his cgo had
supressed. The businessman had been leading a double life. completely
unaware of the truth that lay within his mind. In the closing scenes the two
figures mecet for the final confrontation to take place: the struggle on the both
physical and psychological level represents the final stages of individuation.
The cgo must understand and accept all that 1s within its collective unconscious
m order to achicve unity. Finally. the businessman stands over the body of the
anarchist as victor.

I we treat the film as a manifest of the preferences of contemporary
American socicty with regards to desired patterns of behavior it becomes
obvious that Americans choosc the businessman as their champion. His v ictory
symbolizes the dominance of the mediocre worker over the Free Spirit. In
today’s socicty there is no place for a Natty Bumppo figurce: an outlaw in the
I8t century he remains an outcast till this very day. Conversely. the Babbitt,
alongside all his faults. dullness and conformity, appears to be the more
influential archetype, the model citizen of the 215t century and the figure who
will guide the Americans towards material and personal success.

Notes

I Sclden. Widdowson. p.137
“Fight Club™. dir. Fincher David. 1999. Twenticth Century Fox Film Corporation.
3 bid.
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Zuzanna Ananiew

Would the Real Gertrude Please Stand:
The Significance of the Role of Gertrude
in Three Film Adaptations

of William Shakespearce’s Hamlet

William Shakespeare was once poet but Laurence Olivier. Franco
Zettirell and Kenneth Branagh are three directors with three distinet concepts
ot the great playwright's play. Hamler. The intended meaning depends. among
other factors. on the presentation of the protagonists. Gertrude. Hamlet's
mother. may or may not be crucial to the play. In the three film adaptations of
Heamletr chosen for this study. the Gertrudes impersonated by Julie Christic.
Glenn Close or Etleen Herlie are very different. By determining a number of
factors constituting cach Gertrude. it is possible to decide the significance of her
person i cach adaptation. These factors are: Gertrude's physical appearance.
camera shots. her lines. her relation with Hamlet. and the actress’s past roles.

The latest version of Hamler was directed in 1996 by Kenneth Branagh,
who cast himselt for the lead part. His choice for Gertrude was Julic Christic. a
handsome woman of noble facial features and a distinguished air. Her first
appearance on the screen is grand. She is proudly walking alongside Claudius.
her new husband. Head held high. she is radiant and dressed in the white of a
new bride. This joy and white attire meant for a voung girl suits the past-
middlc-aged Christic — the viewer is quickly awarce of her class. She listens to
the words of her husband Claudius but not with naive tondness and puppy-cyved
admiration. She is a mature woman who has decided to marry again. This sclf-
assurcd attitude holds for most of the {ilm and 1s also visible in her relations
with others.

Churistic’s dresses are closely fitted. showing off an attractive waistline.
but smart and classy. never low-cut. She keeps to rich. dark colours like
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burgundy. forest green or gold. symbolising rovalty and possibly a certan
strength ot character. Except for the scene in which Polonius s slam and &
flashback of her honeymoon night. her hair is always pinned up in stateh twists
and she is never seen with an excess of make-up. jewels or other accessories
which might compromisc her distinction.

The camera rarcly leaves Christic’s Gertrude in the background. often
shooting closc-ups. underlining her importance in family matters as the queen
and the mother of Hamlet. She is frequently included in shots which do not
concern her. Branagh wished to emphasise her choice of marrving and the duty
she truly feels towards Claudius. They are often scen side by side. holding
hands. Gertrude supports him. defends him. comes between him and his
cnemies as in Act 1V seene vIwhen Lacrtes thrusts his sword at Claudius in
revenge of his dead father. The camera closes-in on Christic holding back
Laertes™ sword. She never onee betravs suspicion of Claudius™ crime or evil
nature. Her dyving words. “The drink. the drink. I am poison'd™ (Act V. scenc ii)
are not an accusation dirccted at Claudius and the viewer is left with the
impression that Gertrude died i ignorance of her husband's true nature. In The
Mousctrap scene (Act HE scene 1), the camera lens is equally concentrated on
Gertrude and Claudius. There are over ten closc-up shots of Gertrude alone.
registering her emotions: from happy. to uncasy. to being on the verse of tears.
to composed again.

As to Christic’s relation with Branagh's character, the viewer can have no
doubts as to its nature. Gertrude is a loving. though not overly emotional
mother. Her closeness to Hamlet goes no turther than a pat on the back or a kiss
on the cheek. There are no hints at Hamlet's suffering from the Ocdipus
complex: his hate for Claudius and desire of revenge does not stem from an
meestuous obsession with his mother. Analogically. Gertrude is not torm
between Claudius and her son on the same level. The seene in which Hamlet
kills Polonius in Gertrude's bedroom brings out her slight sense of guilt or
uncertainty. cspecially when Hamlet is comparing picturcs of both brothers
However. this guilt does not involve her son. Gertrude's dilemma pertains 1o
Claudius and her late husband.

Branagh's adaptation is unique for having almost entirely preserved the
Folio cdition of Shakespeare’s text. Christic’s Hnes also remain unchanged. This
fact is not particularly significant to Gertrude's character,

Christic is important in Branagh's Hamler when considering the film's
cultural coding. The highlight of her carcer being the part of Lara in David
Lean’s (1963) Dr Zhivago. she contributes to the 19t century Russian setting
Branagh chose for his film. In fact. Christic acts as a svstemic cultural subcode?
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because the informed audience — as opposed to the naive audicnce —
immediately assoctates her with Lean’s film. Her past as an actress docs not
overcode her role as Gertrude as do Glenn Close's previous roles in Zeffirelli's
F990 rendition of Hamler,

Zettirelli saw Hamlet as a passionate and very active man — thus Mel
Gibson as Prince of Denmark — who seems oblivious to the real motives of his
actions. Is his mission agamst Claudius driven solelv by the need to revenge his
tather? Is not Gertrude. the voung and sexy Glenn Close, an object of his
subconscious sexual desire? More mmportantiy to this studv. 1s not Gertrude torn
between Claudius and her son rather than her dead husband?

Zetfirelli chose a setting which probably cortesponds to Shakespeare’s
medieval Denmark. Gertrude is a Viking queen with thick. long blonde braids.
bluc eves and a fair complexion. Her dresses are heavy: jewellery big and
metallic. Together with Claudius they are the only characters to wear colourful
clothing. Gertrude is seen in white in the film's second seene where the court
cathers to hear Claudius announce his new bride. She sports a crimson dress at
amerry feast. full of drink and laughter. and various shades of blue throughout
the rest of the film. On the whole. the adaptation is scen through browns. greys
and other rather drab colours. so Gertrude is singled out and made dynamic.
Close s not beautiful and. in a sense. less attractive than Christic. Flowever. her
veny high forehead. beady eyes and long. pointy. shightly crooked nosc are
almost vulgar. Close’s Gertrude 1s 5o voung she could not possibly be Hamlet's
mother - at least this may be the viewer's impression. She could. however. be
his lover.

The camera is fond of Close. Onc might arguc this could not be
considering her star status. However, it is not only Close who is in the limelight.
1t Gertrude, who plays a much more eritical role in the plot than in Branagh's
version. s interesting to note that. of the main characters. Gertrude is the first
to appearon sereen ma close-up while erying over the king's body. The camera
shows hergrief but it is not convincing. Following is a scquence of short close-
up shots: she looks up from the coffin, then a shot of Hamlet. then of Claudius.
A triangle between these three characters is formed from the very beginning.
Close is often scen passionately kissing Claudius. which c¢mphasises her
sensuality. whereas Christic’s relationship with Derck Jacobi's Claudius
amounts  to hand-holding. During the Mousctrap scene in Zeffirelli's Hamler,
Gertrude s filmed less than Claudius although the camera does catch her eVes
srowing wider with every sccond. It also captures what may be jealousy
towards Ophcelia, When Gertrude. all smiles. asks Hamlet to sit by her, he
answers. “No. good mother. here’s metal more attractive.” (Act I, scenc 1i).
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The camera then swings to Gertrude for a sccond-long reaction shot’~ just
cnough time to show her smiles change to a jealous stare. In the bedroom seene
during which Polonius is slain. the viewer is presented with a very jumpy view
of Gertrude being attacked by her son. The camcra zeros i on her bare
shoulder. her relatively low-cut dress. her loose hair. It ends in a full shot of
Gertrude sitting on the floor in front of her bed on a white shaggy rug, hair in
shambles. looking as if she has just been violated. Her encounters with Hamlcet
arc usually filmed up closc. letting the viewer in on their forbidden intimacy. A
meaningful take is recorded at Ophelia’s funcral when Gertrude exchanges
looks with Claudius after Hamlet leaves Her face is guilty but defiant. whereas
Claudius scems to be slowly realising the nature of the mother-son relationship.
This as well as Close’s jealousy of Ophelia are only and can only be expressed
through camera work because Shakespeare did not actually include such
sentiments in his play.

Unlike Branagh. Zeffirelli took Shakespeare’s words into his own hands
and constructed a very different script. There are entire scenes and characters
cut out. the order of the lines. their speakers switched. Close’s character is also
subject to these modifications. however despite the cuts. ~Zcffirellt enlarges the
role of women” in his Hamlet. according to Deborah Cartmell

What docs however change one Gertrude from the next is cach queen's
relation with Hamlet. It has alrcady been stated that Close and Gibson in their
respective parts as Gertrude and Hamlet are involved i an intense Ocdipal
game. Their three passionate kisses — once in the first scene in which they are
alone. onc in her bedroom and the other when Hamlet is leaving for Eneland -
attest to the sexual desire between them. Zeftirelli does not go as faras writing
in a love scene but “Hamlet makes no sceret of his sexual jealousy of Claudius
and in the closet scene all but rapes his mother, simulating sex with her on the
bed.” (op. cit.) Gertrude cven dics with Hamlet on top of her (op. cit.). This
interpretation changes the nature of Hamlet's revenge mission and therefore the
whole moral or central idca of the tragedy. The Prince of Denmark is not the
noble son of his slain father. He hates Claudius because he would rather be in
his place.

Glenn Close’s parts in Adrian Lync’s Fatal Attraction (1987) and
Stephen Frear s Dangerous Liaisons (1988) (op. cit.). both in which she plavs
over-sexed women, doom her Gertrude to a similar reputation. For those who
saw cither onc of her carlier films., it 1s impossible to erase the very vivid images
of seduction and not transpose them onto Gertrude.

On the other hand. Olivier's choice of Eileen Herlic as Gertrude is onc of
a clean slate. Herlic's account of major film parts is empty when she takes on
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Gertrude. Olivier's black and white Hamlet does not allow for the discussion of
the colours of Gertrude's dresses. Fortunately, cverything that can be said about
her is contained in the necklines of her voluptuous gowns: they are low-cut.
making her at once sexual and vulnerable. 1t is difficult to discern the details of
her physical appearance because she is so often in the background. rarely closed
m on. Not only that, this Gertrude is very often filmed from behind so that only
the back of her head is visible. There are three significant close-ups of Herlie
throughout the film: one in the bedroom scene when the camera focuses
especially on her eyes, one when Claudius drops the pearl into the goblct at the
fencing match — this closc-up allows the viewer to see that she is not as naive
as she has scemed so far, and the final close-up of Gertrude knowingly drinking
the poisoned wine, displaying cven a slight smile of relicf, During the
Mousctrap however, she is shown from afar, her reactions to the play arc left
almost unrcgistered. This filming strategy confirms Carol Chillington Rutter’s®
theory that “[Olivier...| locatc[s] women in his directorial imagination as
occupving the same space as medicval illuminations, dccorative marginal
glosses to the main matter”.

Like Zeftirelh. Olivier modificd Shakespeare’s text substantially. Herlic
has much less significant a role than Close. Her lines scem to be limited to only
the most important longer speeches. but gencrally this weak and victimised
version of Gertrude has little to say.

Olivier’s Hamlet is ZefTirelli's predecessor as the Ocdipal version of this
play. Gertrude and Hamlet kiss on the lips. He throws her on her “immense,
cnigmatic and vaginally hooded bed.”0. Hamlet kisses her practically naked
breasts. These details provide the viewer with the image of a jealous Hamlet,
who. like in Zeffirelli’s version, sces Claudius as a rival.

By 1948, Eilcen Herlic had had some years experience on the stage and
cven plaved Gertrude alongside Richard Burton on Broadway. Howcver, she
was a relatively unknown face and therefore could remain as insignificant as her
character did throughout the film.

Who was the Gertrude Shakespeare wanted to bring to life? Did she love
her son more than a mother should? Did she know that her second husband was
an evil. conniving man? Was the audience supposed to sec her as “the central
object of [Hamlet's| attention™ like Glenn Close, or as “but a handsome [or
robust] side-show™ (op. cit) like Julic Christic and Eileen Herlic. As for
Hamlet. was the death of Claudius meant in homage to his murdered father or
was it rather an act of jealousy. driven by Ocdipal desires? These three filmic
imterpretations of Gertrude's role show that her person is a deciding factor in the
true motive behind Shakespeare’s great revenge tragedy.
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Notes

! Shakespeare. All subscquent quotations from and refcrences to /famiet arc from this
edition.

2 Elam. pp. 55-57

3 Weselinski. p. 29

4 Cartmeldl, p. 215

3 Chillington Rutter, pp. 243-244

S Davics. p. 171

7 Crowl, p. 235
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Tamara Brzostowska

“I'wixt... Ear and Lip There’s Many a
Slip, or H. P. Grice’s Theory of
Conversation in Practice

The present paper has been devoted to the interpretation of a colloquial
diadogue in the light of the Theory of Conversational Implicature as proposed
by M. P Grice i his "Logic and Conversation™ (1975). The [ollowing
mterpretation by no means claims any rights to objectivity and exclusiveness.
for the scale of divergences between interpretations of a single talk exchange
might be obviously very substantial. though the methodological tool applicd
remains the same. This frequently results from the different repertoire of
premises individual interpreters have at their disposal while analysing a
diatogue: therr knowledge of the context. participants and relationships between
them as well as the degree of their personal involvement in the conversation
iselfo An attempt at providing cvidence of how incredibly more gets
communicated than is actually said becames the main objective of the article,
For “twixt car and lip there is indeed many a slip.

The following conversation took place among the co-tenants (students
living together i one flat). who in the late hours of the evening were preparing
thetr meals m-a narrow kitchen. They like cach other very much and are
continually faced with the problem that the fridge is too small to provide for
needs ol as many as six people. The “guerilla warfare™ lasts. Both Macick and
his room-mate Marcin arc enthusiasts ol Polish cinematography - real cinema
maniacs and arc known for their anarchic and “mocking™ approach to
conversation.

Asiaz A czv zamvazvles. ze (vlko my utrzymujemy twoj toster w czystosci?
(pausc)
Maciek: Nice. no... Ja jestent tak wdzigezny!. Ja to kiedys okaze!.. Twasze
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szezeseie. ze zachowujecic’ Ja by wam dal! Nie. ne... jestem niepowazin .
Wszystko schowalem do lodowki. a phwao nie?

Asia: Ale to bvio w przeciwicnsnvie do innveh’

Marcin: W zamrazarce jest jeszeze z pewnoscig miejsce. (laughter)

Maciek: 7rzv lata pozniej... Wiesz kochanie, juz wiem, czemt ta lodowka
eksplodowala... Jak 107 (laughter)

Marcin: O. 0 nwaga...

Maciek: Panuj¢ nad sytuaciq. W pelni. Absoluinie. 1vlko bez paniki.
(laughter)

Monika: Czyzby lekkie przeladowanie lodowki?

Marcin: Niedlugo cksploduje. Woina to wojna.

Maciek: [iceceee, tam.... Od razie eksploduje... Ty to jestes  ten... no ..
Marcin: esymisia. ...

Monika: Pirotechnik!

Maciek: 4 co 1o jest pesymista?

Marcin: Takie male zielone z uszami.

Maciek: O. 1o nawet pasuje! (laughter) Wiccie co?. ja si¢ przenios¢ . kicdy
on jest tam i zrobimy kolacje svatanicznie...

Monika: Gdzie jest Pawel?

Asta: Gidzies w teatrze. slonko. Nie jestem pewna, czv na “Swidryeajlowie ™
czy na Bilardzie Petersburskim ™. W kazdvim bqdz razie. cos z Dostojewskim.
Jak zwykle zresziq.

Marcin: O, 1y juz nie mozesz pokroic tego pokrojonego serd. ..

Maciek: Co. ja nie pokroje? Ja nie pokroj¢? Dobra. to byl evtat z klasyki. A
opowicdzied wam jak z ojeen...

Asia: [ tak opowiesz...

Maciek: Nie, wlasnie, ze nie opowiem... A tu? Ty w ogole wiesz. co 1o sq
proporcje? Owa niebianska harmonia. kiorg juz starozvini Achajowie... O o,
Zaraz dostane w ucho... (laughter)

Marcin: Ucho od  sledzia. Kramer: ucho od - sledzia...

Prosze. osiemdziesiqr dziewie¢ procent pokryeia!

Marcin:A rie? Wolny przebicg! O!

Maciek: Niniejszym, uprzejnie prosz¢ o zabranie reszty platkow sera... (pause)
No prosz¢. Nikt si¢ nie poczuwa. Ille razy mam wam powltarzac, ze jestescie
kompletnie nicodpowiedzialni! To wprost karygodny brak odpowicdzialnosci...
Marcin: 4 jaka jest mianowicie nwoja definicja karveodnosci?

Asia: A gdzie Tamara?

Maciek: A (o si¢ nagrywa? Jestesmy w felewizji?

Marcin: La. la. la.. (laughter)

Maciek: Kochanm cie. mamo! (laughter)

Marcin: To spiewalem ja. Jarzqgbek. (laughter)
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Inorder to “disentangle™ the recorded string of conversation we have (o,
apart from providing its context. agree with regard (o some preliminary
assumptions. listed by H. P. Grice in “Logic and conversation™. Namelyv, that
talk exchanges do not normally consist of succession of disconnected remarks.
but are characteristically cooperative efforts (assumption of continuation). in
which cach of the participants  recognizes a common purposc. or at lcast a
mutually accepted direction of the conversation (interdependence of exchange)
The purpose or direction can be fixed from the very start or evolve during the
exchange. definite or leaving a considerable latitude o the interlocutors. (The
conversation in- question here is an example of a casual talk exchange.
developing ina fairly indefinite direction: although the general (surface)
purposc of this chat can be defined as “giving charm to boring and usual action
ol preparing supper. amusing friends. striving for humorous eflects. keeping
friendly contact with the co-tenants in spitc of the “fridge problem™ ™).
Furthermore. it has (o be taken for granted that the participants at lcast observe
the general Cooperative Principle while taking their subsequent conversational
s (they make their conversational contribution such as is required. at the
stage at which it occurs. by the accepted purpose or direction of the talk
exchange in which they are engaged) and that they share some background
knowledge so that the conversation does not take placc in an “informative
vacuum’ i c. they are able to work out implicatures on its basis.

Starting the conversation Asia’s utterance: “A c¢zy: zauwazyles . ze iylko
DIV EZVRIemy woj Tosfer woczystosei? T gives rise 1o the conventional
iplicature  (hardly  cancellable.  non-calculable., non-truth-conditional)
triggered by “nvfko " a word indicating that someone is the one person that docs
something i contrast to all the other possible persons that do not perform a
particular action: to emphasize the exclusivencss of something/someone. "We
{meaning here me and Marcin) are better than other co-tenants at least with
regard Lo keeping vour toaster clean: we are good for vour possession and
demand praises™ is implicd in this particular context (particularized
implicature). The emphasis put on said “my” as opposed to hypothetical.
mmplicd i the above utterance “oni™ is apparent. strengthened and madc
exphicits i Asia’s sccond utterance.

Maciek's answer: “Nie. no... Ja jestem tak wdzigezny!.. Ja to kiedvs
vkaze! 7. being an example of an ironic ullerance. exemplifics flouting
(exploiting) the maxim of Quality (Try to make your contribution one that is
true: and particularly the second submaxim: Do not say what you belicve to be
false). Itis perfectly obvious to Asia that what Macick has just said is somcthing
he docs not belicve and at the same time Asia knows that Macick knows that the
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very fact is obvious to her. Unless Maciek's utteranee is entircly pointless. he
must be trying to get across sonic other proposition than the one he purperts o
be putting fonwvard. This must be somce obviously rclated proposition: the most
obviously rclated proposition is the contradictory of the one he purports to be
putting forward. Conversational particularized (assuming cextra-linguistic
context) implicature 1s generated: 1 is obvious that vou should keep my toaster
clean. It 1s not a big deal that “vou™. as opposed to “thev™ do it This 1s a duty.
unwritten agreement of all people living in this lat or "O.K._ I am gralctul but
m comparison to other things 1t is nothing™. The particularized implicature is
cancellable. calculable from extra-linguistic context. non-truth-conditional.
Unduc profixity. exaltation and rhetorical exaggeration. mappropriatencss of
affective style are here the indicators of {louting the aesthetic maxum and the
maxim ¢of Manner, since the utterance s far from bemg perspicuous. brief and
simple. Stvlized for threat and changing radicatly the tone of Macick's answer
utterance: [ wasze szezescie, ze zachowugecie! Ja by want dal' ™ 1s a similar
conversational experiment (again flouting the maxim of Quality and Manncr)
“pretendimg” to be a face-threatening act (flouting the maxim ol Politeness).
The conventional implicature that might have arisen from the very utterance.
triggered by the sentence structures: Mwasze szezescie, ze.. " and ja bym wam
dal... " can be formulated as: “If vou didn't keep myv toaster clean. T would
certainly do something bad to vou!” But it is obvious from the context (such an
msignificant and trivial thing as keeping the toaster clean as a focus of
discussion: the [fact that they like cach other. Macick’s facial and bodyv
expression, gestures) that nobody feels cither offended or threatened. Theretore
the particularized nmplicature that 1s generated is similar to Gogol's “Revisor”
“There is no need for breaking chatrs!™ (It is not a big deal!). By saving: “Nie.
no... jestem niepowazny.. Wszwstko schowalem do lodowki, o pivo nie?”
Macick interprets his previous action. I put some of the goods into the fridge -
in fact all except beer”™ exemplifies an entailment (non-cancellable. non-
calculable, truth-conditional).

A simultancous speech occurs and it becomes obvious from Asia’s
utterance that Macick did not fulfill her previous conversational expectations.
Therelore. she once again cmphasizes the “merits™ of herself and Marcin by
saying: "Ale to bylo w przeciwiensiwie do innych!” making explicit what was
conventionally implied in her first utlcrance.

But her utterance 1s suspended. left unanswered, because Macick opens
the fridge and cverybody sces his comically unhappy and disillusioned face
since food wants to “crupt” from the fridge and there is absolutely no room for
his four bottles of beer. Marcin's ullerance: "W zamrazarce jest jeszeze
pewnoscig miejsce” 18 an 1nstance of flouting the maxim of Quality (Do not
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het). Everybody knows that Marcin has just returned from Geanr supermarket
and putinto the freezer his ice-creams. 2 kijos of beefl. one chicken. a packet of
frozen peas and another packet of brussels sprouts in the refrigerator. The irony.

further emphasized by thc C\prcbsmn “zpewnosciq”” (conventional implicature
anises from the use of “for surc™ cxpression cmphasizing that something is
definitely truc) is apparent for all the participants of the conversation and what

can be implicated (particularized implicature) is: “Of course you would not be
able to put vour beer neither into the fridge. nor into the freezer. because they
are packed™).

Having understood the irony Macick simulates a film dialog of an clderly.,
erumbling couple: “Wiesz kochanie, juz wiem. czemu ta  lodowka
chsplodowala... Jak to? " He refers to the participants™ backg ground knowledge
concerning the convention present in some movices, when the dircctor skips a
few vears to bring the viewer (o another times by placing an inscription at the
bottom of the screen: “Three years later..™ and recalls a script of a usual
conversation between clderly couples. He seems to flout at Ieast two of the
maxims: the maxim of Manner (an exaltation. highly sophisticated manner and
fofty styvle characteristic of this utterance scem to lout the Aesthetic maxim),
and Quality. since he ironically portrays an imagined. untruc “scenc”. which he
lacks adequate evidence for. and cven scems not (o belicve in a possibilitity of
occuring of such a situation in the participants” futurc. The particularized
mplicature ariscs and it can be Iormulalcd as: "Beware of packmé up our
fridge. for vour future might be as gloomy as the one recalled bv me.

Nevertheless. Macick decides to try to open the freezer.. ;‘:\ammmg7

carcfully and with “terror™ the whole situation Marcin warns Macick: 70, o
mraga.. - Insaving so he perfectly observes all the maxims listed by Grice:
Quanm\ (maI\mv the conversational contribution as informative as is required),
Quality (saying the truth and having an adequate cvidence for what is said).
Manner (his ulterance is bricf and to the point) and Relation (being relevant).
The conventional implicature is triggered by the exclamative “O.0.. "
immediately attracting the hearer’s attention and ™ nwaga . indicating that there
15 some danger.

Finally. Macick finds himself snowed under frozen products. which he
strives Lo handle desperately and chaotically. This is the context for his next turn
i the conversation: “Panuje nad sytuacjq. W pelni. Absolutnie. 1viko bez
paniki " which - being formulated in such an ironic way - flouts the maxim of
Quality. since it is not truc that he controls the entire situation The
conversational particularized implicature is obvious: “I am desperate! I cannot
stop the rain of food!™ At the same time he scems to flout the maxim of
Refevance. since such an uttcrance would fit better a highly dangerous situation,
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such as a firc in a public place. than just fights over a fridge usual in students’
life! Synonvms “w pelni” and Tabsolutnie” strengthen and cmphasize
expressivencss of this uttcrance. The maxim of Manner scems also o be {louted
since Macick s uttcrance. being extremely (cven deadly) scrious and kept “'m
cold blood” certainly doces not avoid obscurity and ambiguity of expression.

Monika cnters the kitchen and at the same time involves hersell in the
conversation about the fridge: “Czvzhy fekkie przeladowanie lodowki? ™
Monika’s 1ronic uttcrance excmplifics litota (mciosis. understatement) in this
context and therefore flouts the maxinm of Quality. and cspecially its first
submaxim. The particutarized implicature is: "You are of course faced with the
problem of the “overflowing ™ {ridge again. arcn’t vou?”

Marcin immediately informs her: “Niedligo eksplodije ™ This is agam
an instance of flouting the maxim of Quality. sincc Marcin docs not believe that
the (ridge is about to explode. the particularized implicature arising from his
utterance can be lormulated as: "Nothing special happened. We just fight with
the frndge. as alwavs™. This conversional implicature is fully “sustained™ by his
adding: "Woyna 1o wojna™ - an utterance (louting the Quantity maxim. Being a
tautology. it conveys a content that 1s informative-vacuous. but significant and
meaningtul iy this particular context. Macick tries to defend himsclf by saving:
“leeeeeee, tani.... Od razi eksploduje... Tv to jestes  fen... no .- and the sccond
part of his utterance is a classical cxample of “flouting ™ the phenomenon of tip-
of-the-tonguc-cxpression. since Macick deliberately forgets the appropriate
expression. which allows for at Icast two interpretations of the wholce situation:
“Pesvmista” or TPirotechnik”

Macick - pushing ahcad with the humorous cffect - asks Marcin: "A co
to jest pesvmista?” only to hear Marcin's answer: “Tuakie male zielone -
nszami”. (Touting the maxim of Quality and being a mocking deflinition of the
person, The particularized implicature that ariscs can be formulated as: "What
a stupid question to ask!”™ or "Nobody that rescmbles a small creature with
funny cars” referring to participants” background knowledge concerning an
absurd manncr of describing creatures from the outer space. Subsequent: “O, 1o
nawet pasije’ " also flouts the maxim of Quality. since Macick docs not belicve.
that Marcin indeed looks like a green UFO passenger with funny cars
resembling antennas. This is an instancc of irony and the particularized
implicature is cxactly opposite to what had been said: “You do not resemble
extraterrestial form ol life.” Macick’s uticrance flouts at the same time the
maxim ol Politeness. since it can be considered as a comic face-threatening act.
“Wicecie co?. ja si¢ przenios¢ fu. kiedy on jest tam i zrobimy kolacje
symultanicznie... " 1s a purcly informative utterance using deictic cxpressions
(jar. on, tu. tam; in this particular context mndicating subscquently: Macick.
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Marcin. the cupboard. the table)

Monika's question: “Gidzie jest Pavvel”” Tinds the answer in Asia’s:
CCrdzies o reatrze. slonko. Nie jestem pevene. czy na CSwidrveajlowie T czv na
Bilardzie Petershurskim ™ W ka=dvim badz razie. cos  z Dostojewskim. Jak
Swvkle zreszig. " This picee of talk exemplifics Maxim clash: the maxim of
Quantity 1s violated. but its violation can be explamed by the supposition of a
clash with the maxim of Quality. There is no reason (o supposc that Asia is
opting out from the operation of both the maxim and of the Cooperative
Principle Asia’s answer is less informative than Monika expects 1t o be and
Asiaas fully aware of this fact. but to be more informative would be o sav
something that infringed the maxim ol Quality. Asia chooses o answer:
COdzies owrearrze " which leaves room for many possibilitics. implicating
{particulanized implicature). that she does not know exactly in which theatre
Pavvel s spending his evening. However. she trics 1o show her will Lo cooperale
and as 1" to make up for this incomplete information by saving “Nie jestem
pacna. czvona S Swidrvgailowie ' czyona Bilard=ie Petershurskim . at the
same time making explicit and emphasising her uncertainty. The awareness of
the mportance of the Quality maxim seems (o lie behind the expression “Nie
jestenn peia. . (giving rise to conventional implicature - uncertamty). Having
felt that this answer may still not meet Monika's needs. she recalls from her
memory two titles of the performances: “Swidryveajlow " and U Bilard
Petersbursks ™. Not to misinform Monika she immediately withdraws hersell
from what she had said and formulates a general statement: "W kazdvin ez
razicocos 2 Dostojeseskim ™ Furthermore. she adds: “Jak =wkle zreszigq”
What s implied in this utterance (particularized implicature) is that Pawel is one
al the tovers of Dostoevsky's novels who also watches all the plavs based on
the Russtan writer’s texts. Conventional implicatures are created by words “w
keizdvm badz razie” and zreszig mdicating that the statement supports a
previous point ol discussion. making it more visible and obvious. Also the
deminative form of address “slonko ™ gives rise to conventional implicature -
makes 1t apparent that the relationship between the two girls is friendly.
Generahized implicature is derived by the quantity maxim. Generalized
inphcature trigeered by ezl ezy T (cancellable. non-truth-conditional.
calealable by the quantity maxim from scales ofexpressions - here: |(p and q).
(poor @ arises: Pawel cannot watch “Swidrvearlow ™ and “Bilard
Petershurskl ™ at the same time, ~Zwvkle ™ triggers another generalized
mplicature. but this time calculable by the quantity maxim from the scale of
expressions: [(ahways. often. sometimes)]: Pawel does not always watch plays
based on Dostocvsky s novels. He watches another plavs as well.

Marcin’s utlerance: "0 v juz nic mozesz pokroi¢ tego pokrojoncgo
sera.. " conveys a superfluous. additional information (o cmphasize that the
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checse had been already cut up n the shop. Macick’s utlerance: oo ju i
pokrore? Ja nie pokroje? " flouts the maxims of Politencss and Manner. since
such an provocative. aggressive and cxaggerated tonc is not appropriate for
recacting to such a simple thing. The impresston is strengthened by a repetition
and the presence of'a word “co” expressing indignation (the fecling of shock or
anger which you have when vou think that other people have done sth unjust or
unfair) - conventional implicaturc (hardly cancellable. non-calculable. non-
truth-conditional). The irony. resulting {rom the flouting of Quality maxim. is
also present in the utlerance in question. Furthermore. he dcliberatehy
misinterprets “nie mozesz " not as it 1s physically impossible. since the cheese
has been already cut™. but as “vou are inable to cut yvour cheese. since vou have
insufficient strength, skill...”. The particularized implicature ariscs: It is
obvious that cheese that had been already cut needs not be cut. Therefore. vour
remark is pomtless and docs not make any sense™. He reveals the source of his
utterance as a classic film scenc ( "Dobra, to byl cytat z klasyki 7). at the same
time playing with the participants” background knowledge concerning the usual
rcaction when somebody questions sb else’s ability to do certain things as if
stepping on sb clsc’s ambition.

Conventional mmplicature is triggered by the word “dobra™ indicating
the change of subject in conversation and summing up what has been already
said. "4 opowiedzie¢ wam jak z ojeem... " starts a completely different subject
of this talk cxchange. but this utterance. though having the conventional
structure of a question - has not been actually meant as a question. It can be
trcated as (louting the maxim of Manncr. Macick docs not ask the participants
of conversation whether they want to hear his story. Their permission is not
nccessary. The particularized implicature 1s: "l tell vou about some cvent
concerning me and my [ather anyway!”. This intention hidden behind the form
of a question is immediately noticed by Asia who savs: “/ iak opowiesz... " as
i making the above implicature explicit and adding the information that Macick
is a highly talkative person. “Nie, wlasnie, ze nie opowiem...” savs Macick
pretending opting out from the operation both of the Cooperative Principle and
maxims. He makes it visible that he is unwilling to cooperatc in the wav the
maxim requires. At the same time he flouts the maxim of Quality. since cither
way he will tell the participants the story. The conversational particularized
implicature is: "Of course I will tell you. since it is a memorable. great storv...™.
And he certainly would have told them the story, if he had not noticed Asia
putting cheese on her sandwiches. .

Hc points to cmpty spaccs on Asia’s slices of bread: "4 1u? Tv w ogole
wiesz, co 10 sq  proporcje? Owa niehianska harmonia, kiorq juz starozvini
Achajowie... . Macick’s utlerance flouts the Aesthetic maxim and the maxim
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of Manner. Instead of bemg simple. bricf and clear. it is deliberately verbose.
psdeudo-poctic. clevated. highly unnatural and full of supcrfluous affcctation.

Furthermore. Macick does not reallv think that Asia does not know anvthing

about harmony and proportions (hvperbole. irony - flouting the maxim of
Ouality. and especially the directive stating: Do not say that for which vou lack
adequate evidence). Macick’s remark refers to the pammpanlq background
I\IlU\\lLd”C concerning the schema of writing "Matura cssays . starting with:

The ancient Greeks have already known that..” and \,\aﬂ%mlcd lofty stvle.

clichid manner used frequentty while talking about greatness of ancient Greeee
and perfectness of its cultural achicvements. ™ Achajowie " refers direetly to the
name ol Greeks used by Homer in his epics. The particularized implicature can
be formulated as: "You put your cheese on sandwiches in a chaotic manner”
o Zaraz dostung woncho. . is an immediate verbal reaction to Asia’s
tacctious gesture, "0, 0.7 gives rise to conventional implicature as words
attracting atlention. expressing exclamations. Marcin's remark is triggered by
the word “welio ™ referring divectly to the words used by one of the characters
ol Nabank™ " lcho od - sledzia, Kramer: ucho od - Sledzia...

This utterance might have seemed  completely irrelevant (violating the
maxim of Refevance). but all the participants of a “kitchen chat” have watched
the Polish film. understand and appreciate its humorous character and are able
to recall the appropriate film scene. therefore it can be described as flouting the
maximm ol Relation. But. characteristically. the particularized implicature that
arses does not refer direetly (o the appropriate film scene when these very
words arc used. but rather refers to the general comic character of the film and

can be formulated simply as™ “Funny thing”. Macick. as enthusiast of Polish
cinematography mmediately pickes up Marcin's words and probably finishcs
the  film dialogue  with appropriate  facial  and bodyv  cxpression:
CKWINTO! 1 Having added his comment concerning the humorous value
ot the ilme “Pigkny byl “labank ™. Strasznie mi si¢ podobal.." (entailment:
Maciek had watched the film and knows it very well). Macick again changes
the subject of conversation pointing to his own way of putting cheese on
sandwiches (as opposed to the one prefered by Asia) and referring to the
fricnds™ background knowledge concerning bank operations and currency
markets: /lm ¢, osiemdziesiql dziewi¢d procent pokryeia’” He flouts the
maxims ol Relevance and Manner. since his utterance is obscure and
ambiguous. giving rise to particularized implicature: “Look. I cover my
sandwiches with cheese in a better. more organized way than Asia.”
Conventional implicature is at the same time triggered by "Prosze ™ attracting
the hearer’s attention, accompanving  gesturcs of pointing out some action or
entity. Marcin's remark pushes further the subject of criticism concerning
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vartous. individual ways ol putting cheese on slices of bread and pointing to the
“hole™ in Macick's sandwich asks: "4 n:” Wolny przebieg! O!7 thus referring
to vet another ficld of the background knowledge: motorization. This flouts the
maxim of" Manner (as obscurc. ambiguous expression) and Relevance again and
gives rise (o a particularized implicature: “No. vou arc not as perfect in puttig
cheese on vour sandwiches as vou think! ™ Exclamation: “()' ", as accompanying
the action of pointing out the “holes™ in sandwiches and catching Macick s
attention. conveys particularized implicature.

Macick linishes making his sandwiches and says: “Niniejszym. uprzejmic
prosz¢ o zabranie resziy platkow sera.” The utterance emploving the form of a
performative and thus flouting the maxim of Relation (as being irrclevant and
inappropriate in this situation) and the maxim of Manner is so unusual and
unexpected that causes the ovenvhelming sifence and constemation among the
participants. who arc. nevertheless. ahways ready to burst out with laughter
Macick comically misinterprets the silence: “No prosz¢. Niki si¢ nie poczinwe,
lle razv manm wam powtarzac. ze jesiescie kompleinic nicodpowicdzialni! 1o
wprost karvgodny brak odpowiedzialnosei. " and the maxim of Manner is
flouted again. At the same time Macick fTouts the maxim of Quality. since he
docs not belicve that the conversation participants arc completely irresponsible.
And it is perfeetly obvious to the audience as well. The particularized
implicature is "You arc responsible people.” Hyperbole and irony are apparent
Mactek's utterance may be said to flout the maxim of Politeness (mocking facc-
threatening act) and the Social maxim as well - performatives arc used in stricthy
defined social situations: at weddings in a church. at the lawyer’s office while
exceuting the dead’s last will .. Marcin. in turn trics to conform his uttcrance to
the overall lofty tone of the discussion: "4 jaka jest mianowicic twoja definicja
karvgodnosci? " The conventional implicature is triggered by the word
“mianowicie " demanding here an introduction of more detailed and specific
information that would add to or explain what somebody has just said.

Finally the demistification of recording the conversation takes place
Asia’s question: “A gdzie Tamara? ™ is simultancous with her noticing the
dictaphone. The other participants of the chat respond immediately to the new
situation. making fun of it by referring to conventional and ridiculous wavs of
people’s reacting in front of TV cameras (as in Macick's exclamation: "Kocham
cig. mamo! ) or mocking sceret toadving by recalling an appropriate scene in
the Polish film "Mi™. when one ol the emplovees praiscs his boss by recording
his song: "Lubu dubu. lubu dubu. nicch nam zyje nam prezes naszego klubu™
and lcaves the message lor him: 1o spiewalem ja. Jarzgbek™ . Marcin
replaces the actual words of this song with conventional: "La. la. fa.. .
assuming. that the participants of the chat are able to decode them properly in
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the context. All the friends™ utterances seem (o flout the maxim of Manner as

ambiguous and obscure and what is conversationally implied (particularized
implicature) can be formulated as: “We have been tricked b by Tamara but we can
make fun of evervthing”.

"The humour of this conversation results {rom the continuous flouting of
maxims. most of all the maxims ot Manner and Qualily (frequent instances of
irony and hyperbole). Participating in a humorous. casual talk cxchange. the
friends do not bother much about strict observing of the maxim of Relation.
which results i frequent shifts in the course of a conversation. rapid changes of
subject of the chat. which are strictly connected with the context in which the

conversation takes place. The links. associations belween subscquent
conversational moves usually do not surface. remaining hidden. tacit. covert.
not explicit. But they arc always understood. present on the level of “what is
iplied . and inspiring the further conversational turns of the interlocutors. All
the participants cagerly observed the Cooperative Principle and were perfectly
aware of the general purpose of conversation. which was supposcd to be not a
maximally cffective exchange of information. but a humorous game. While
observing the CP.all of them exploited the humour based on taking libertics
with the maxims of Quality. Quantity. Manner and Relevance giving risc to
conversational implicatures. which arc alwavs dependent on the context of the
utterance and shared knowledge between the speaker and the hearer.
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Michal B. Paradowski

Polish Learners’ Mistakes in English
Prepositional Constructions and Their
Possible Causes: A Data-Based
Approach

Prepositions belong to those arcas of grammar which posc difficulty for
the foreign language learner. This is duc to the fact that there exists no one-to-
one correspondence between the prepositions in different languages: suffice it
to present the various uses of English ar and Polish na (Fisiak ef al 1978:68):

En.at - w (at school)

- na (at the university: be angry ai sh siare at Sth)
- prey (stand af the wall)
=0 (al five o clock)
- do (smile at sh)
Pl. na - ar (look ar)
- on (sit on the chair)
- for (for sure: save it for 1omorrow)
- onlo (jump onto the table)
1o (change a name 1o Smith)
- of (dic of pncwmonica)
- by (by the ounce)
-in (in Lithuanica)

Such discrepancics point to the need for a deliberate teaching of
prepositions to the learers. paying particular attention to the arcas in which we
predict the most room for potential crror. Several textbooks have been published
concerning only this arca of grammar. basing on the assumption that cvery
person who has been learning English for some time sooncr or later encounters
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difficultics with the correet usage of prepositions” (Kosonocka-Taber 1997:3y,
Betow we present a number ot authentic mistakes in prepositional constructions
found m essays and spontancous speech of alrcady highty proficient. CAE-iey
third-grade students in one of Warsaw s well-known high schools. (We chose to
disrcgard such special constructions as phrasal verbs as the particles thes
contamn act as an inseparable part of the set expression and not as a preposition
proper.) An attempt s made (o arrive at the underlying causcs of the crrors
made. We conclude by presenting a handful of guidelines which we believe will
facilitate successtul production of correet prepositional constructions by the
students.

‘The most common source of learners™ crrors is probably interference
from L1. also referred to in numerous sources as negative transfer™. In the case
of prepositional constructions we can distinguish here thiee basic subgroups of
the crrors analvsed.

First. et us examine the most obvious and noticcable instances of
mistakes ~ the case when a preposition occurs in both languages. and the onc
that 1s used s the first English cquivalent of the Polish preposition that comes
to the student’s mid. The most numerous group here concerns the use of
prepositions denoting cither spatial relations (also in metaphorical or abstract
uses: divesion after Quuk ef o/ (1989:673-712)). such as:

= postaon: Fon the universine. *in TV Fon the whole world. *on this cursed
waorld: Fthey meet on a stadinm. *maost values still stav on the first place. i
nvowav 1o sehool

- destination: Fa it i ¥ ve never beenin London. * hrought me bach
o carth, ¥ shonted 1o the phone

- source: *wwent ot from the building

- space: ®rom all around Furope

-orientation: */ conldint see anything in the distance of beo metres, *evervihing
inc reach of your hand. *just two sireets firther. *some floors Iovwer

or time:

- time position: ®in the right moment, *in the same time. *in the wrong time. *u
rayv of sun in a clondv day. Fsomeone in vour age. *in the age of 37 %0 may
involve people at any age

- duration: Fimprovise on the lessons. *for the whole school-week Thwait for
Sctrday: Fhow (o survive up to the next month, *from ancient times.
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Ranges of meaning other than place and time included:

- the cause/purpose spectrum:

- purposc. intended destination: *the teacher is supposed o be well-prepared
fo-cach fesson. *she isiiwell-prepared 1o life:

- recipient. goal. target *ady aimed (o children. #an atiack ar *neople who
are lucky o have moneyv only feel contempr 1o the poorest ones. *We are not
able (o speakavith someone who iy really lonely. *we are deafto the suffering

of others:

- the means/agentive speetrum:

- means and nstrament: *hy oot ®if he v not taken jor the snont. he won i do
civithing. =something should be done with it. “making profits on the misery
of others:

- mstrument and agentive: *for money vou can't buy trie love or true
fricndshup, *o decide what we can buy for ir:

= support: *fo vote on a candidate.

The data gathered also contains a fow mistakes in prepositional phrases used
chietly in complementation of verbs. adjectives. and nouns: o he angry on
vomeone. fevervihing depends from vou, ¥ ve abvavs dreami about hecoming
famons. Swith regard on X i nor afiaid about the fitire, #some decide for
anexonc conniey, *forgerwhat theywanied to spend it for Fdiscourage students
1o fearn. and a couple of fixed or metaphorical phrases. such as *in a resulr. *on
e mere thoughe of” *rom the other hand. . *In the other hand. ... *In my
pomi of view. *the building swas in fire, *it won't finish on one hatile.

One glance at the foregoing data sutfices to determine the source of the
mistakes: a rough. direet translation of the Polish preposition into English.
Disturbing 1s the fact that a vast majority (74 per cent) of the crrors here
concerns common. non-idiomatic uses of prepositions and not oncs sclected by
some idiosvneratic propertics of another part of speech. Mistakes in those more
difficult to Team uses of prepositions are prevalent i the two more cases where
micrence from L1 takes place. viz. when a preposition in L1 corresponds to
nonc - L2 and when a structure lacking a preposition in L1 has a
corresponding cquivalent in L2 that does contain a preposition.

fn the former situation. 73 per cent of the mistakes concern
prepositional complementation of verbs. whose idiosyncratic propertics
determine the choice of the preposition. ¢.g.0 * know a few teachers who fit 1o
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this term. *somebody tried 1o contact with the police. *ua sci-fi film turned 1o
reality. ®we could sometimes discuss some issue in groups, *the native speaker
ought (o encourage (o free use of Fnglish by the students, *vou have (o deserve
for it. * don t have to mention about the house in Beverlv Hills: in the latter the
ratio is 100 percent. e.g.: ®isten music. *a funny adventure happened me. *{ n:
very concerned with the things [ read in Steve Flsworth s leiter. *thanky ihat. ..
*we disapprove boorishness. *explain them whai we treasure. 1t thus scems
cvident here that leamers tali back on their native tongue when their command
of L2 is wanting: obscrve that the scarcity of nustakes concerning the use of
prepositions denoting spatial relations and time in the last two subgroups of the
inference errors discussed can be aseribed to the fact that temporal and spatial
expressions i English which lack prepositions are actually very restricted and
timited in number (our database contains only three mistakes in this arca: *for
all my fife, *when Dwas ar vour age and *m the shape of a ship).

Occastonally students. aware of the fact that English. unlike Polish. is
not an flectional language. try establishing a preposition where they feel a
need for one. This is especially the case with Polish Genitive. Dative and
Instrumental. which arc usually replaced with English of. for_ o, or with:

- Pi. Gens: *if there was a need of fighting. *the wind was howling around of
me. fwhowas guilty jor ... *If the teacher is seeking for a job. *for
some people money is the solution of their problems, *it will never
he a substitivie of a friend:

- PL Dat.: ®well-known for us, *give a start of WW HI *when we look closer
(o the problem, *thanks of it [ can believe in the safety of my fitture:

- Pl Instr: */ty good 1o realise that there exists a world outside of school.
*hesides of ... *vou can get bored of it, *I am delighied when I can
share with -my feelings, *the teacher has to share with all the
knowledge he has acquired.

Of coursc. in many cascs this intuitive approach proves (not surprisingly. when
onc takes a closer look at the correspondence) quite successful. but here we
naturally restrict the scope of our rescarch to mistakes only.

Another major source of lecamers™ mistakes in prepositional
constructions is the influence of some other English structure. lexical item or
context that they alrcady know. Belicving that the construction they are creating
ts parallel. or even identical. to another onc they are familiar with. learners often
fall into a trap. Below we present an imventory of crrors that we belicve were
causcd by interference, this time from L2 (the relevant correct constructions
assumed to underlic the mistake arc given in brackets):

o
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Mo disten to stories that she's telling us for the whole evening, *for all
myv life (for life). ®ifthe teacher is sceking for a job (looking for a job).
Fafier time (afier some time), *in the end of mv life (In the end. ..
FAtthe beginning. 1'd like 1o sav that ... *I shouted 0 the phone (1
shouted 10 her), *a sci-fi film trned 1o reality (I turned to him),
Sdiscowrage students 1o learn (cncourage). *the native speaker ought
10 cncourage to free use of Inglish by the students fencourage
stuclents 1o use lnglish freely), *they don 1 pay much atiention to if the
feens fake parl in a mass or not, *we don't have enough time to our
familv and friends (1o talk to them), by my car (by car). *I went out
from the building (Iwent avway from the huilding), *give a start of WW
I (the beginning of WW 1), Fonly few of us are satisfied of their
material status (slad of), it is the reason of most of world’s armed
conflicts (cause of). *I'm very sorry with those people who lost their
lves (Isympathise with ...). *['m very concerned with the things I read
i Sieve Llsworth’s letier *the issiue concerns with teaching methods
(passive). ®hiy is independent on him (dependent on ...). *in my point
of view (in v opinion), *a lot of people in all over the world are
starving (in the sworld). * a good teacher should be able 1o discusy
with students about different subjects and problems (discussion about
e Rwe condd sometimes discuss abonr some issue in groups,
knowledge of students of English as a matter fact depends on the
reacher (Lknow about ..). *poor people can' t afford proper edication
of their children. *it cannot he the most important thing of our life,
“voure not doing anything in home (in the house).

Obviously such mistakes need not have one strictly-defined, discrete
cause only: the reasons mav be manifold and overlapping, e.g. both the
knowledge of another, similar structure in the target language and inference
from the native tongue. It may also be quite the opposite: we occasionally
witness mistakes that could have been avoided if the learner had only gone for
a verbatim. word-for-word translation from Polish (cf. *in my point of view,
afier ime).

The Tast major reason for leamers™ choice of incorrect preposition that
we behieve is n play s the wav the students pereerve/imagine/think of the
sitwation they are depicting. This would explain crrors such as *the building wasy
i fire (engulied by flames). *an apariment in an expensive district in London.
“he saw the cosmos in a space-shuitle. *we will be living in an illusion of heing
Twppy. *sar over my desk (Ieaning over it). *people have been secking answers
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for their questions. *this is a part from a song (taken from a song) or */ wan in
a party (in someone’s apartment). Thus 1t scems that conceptualisation alsc
plays a part when learners decide upon a particular structure whose correctiess
they are not certan of’

We thus distingmish four major (though. as illustrated above. not
necessarily mutually exclusive) causes ot Polish learcers™ mistakes in English
prepositional constructions (as we have obscrved. the prepositional meaning
scldom occurs with one particular underlyving cause: the only safe generalisation
is that complementation of verbs. adjectives and nouns is Iess intuitive and may
therefore require more guidance): direct interference from L1, reliance on the
Polish case svstem. dependence on the knowledge of similar constructions and
fexical ttems in the target language. and students” mdividual wavs of pereciving
certain situations. Recognising these causes. we as teachers could tv using
them to our advantage: porting to similaritics existing between English and
Polish (¢.¢. do Londyniu — 10 London) and general patterns (e ¢, PL Genitive
with nouns denoting entitics other than humans — En. periphrastic genitive).
stressing stmilaritics between English language items (e g enconrage fo,
persuade 1o but - disconrage from. dissuade from) and helping leamers see
situations in a way that would enable them to remember the stracture better (¢ ¢,
on the bus plane —on the deck of the bus/on board). While pointing to existing
stimifaritics. we should at the same tume stress differences between LT and L2
As a result. our recognition of the underlving sources of error should make our
teachmg of prepositional constructions a pedagogical success.
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Michal B. Paradowski

Using Story-telling in Teaching English
to Young Learners

Story-tetling is once of the most primeval human activities, customary to all
cultures and religions. People simply feel a deep need to tell and swap storics;
we all need storics. that is why we watch films and serics on television or go to
the cinema and theatre. we read books. we (or at lcast some of us) gossip and
exchange ancedotes with friends. Stories are particularly important in the lives
of'children as they help them to understand the world and to share it with others.
Children have a natural. constant need for stories and will always be yearning
to listen to a new narrative.

Storics can be found everywhere: in the language classroom we can make use
of:

* traditional fairy-tales — these are appropriate for children and adults alike
(though not so much for adolescents). as they are told in simple language. they
are familiar in outline (though rarcly in detail) in the leamers” mother tongue,
and they bring back recollections trom childhood

« folk talcs

* hterary short storics — particularly for tcenagers: detective stories are
cspecially successtul here

« abridged versions ot well-known literature — they have master plots that arrest
listeners™ attention in a way that most other storics do not

+ films and plavs

* personal ancedotes about the teacher. his/her family or friends. rumours,
storics from childhood - they can be very cffective: students (especially adults)
relish learning about the teacher through his/her storics

* NCWS reports

and many others.
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We can enumerate several advantages of telling storics:

+ students naturally like to listen to storics. and the suspense and attention
mvolved make them remember the plot and the fanguage used fong after the
lesson 1s over (some students like to repeat the story to themselves a few nmesj
» storics arc motivating. nteresting and fun and help develop a positive.
confident attitude towards the forcign language and language learing. the
reduce the affective filter and create a desire to continue learning

« children will often aceept and enjoyv a story in the foreign language which they
might consider infantile and duil in therwr mother tonguce

« storics actively arrest and hold the students™ attention i a way that no othet
technique can: children become personally mvolved i the stonv as they
associate themselves with the characters and try to follow and mterpret the
narrative. cach i lus/her own individual way

» story-telling is a steady source of language experience for children. 1t helps
them develop language awareness. get the “feel™ of the foreign language. Stories
also acquaint children with language items and structures without their
necessartly having to employ them productively. The children can construct a
reservolir of language n this way

« storics arc a handy and flexible technique for both eliciting and exemplifying
various aspects of grammar (¢.g. the Simple Past tense): they provide a realistic
and understandable frame for presenting grammatical structures and can be
cmploved as an almost subliminal. covert grammar input. Storics can be told
and rctold again and again, and thus the language point can be repeated. (1t
should be mentioned at this point that children learn grammar as lexical
chunks.) It is also fairly casy to steer one’s telling or follow-up excreises in such
a way $o as to clicit particular structures from the students

« storics allow the tecacher to introduce new vocabulary items or revise oncs
recently introduced

« stories permit natural frequent repetitions of words and phrases

« stories improve children’s memory and assist storage of vocabulary without
tedious mechanical repetitions. Children’s storage and recall are generally based
on repetitions which enhance the short-term memory: stories. however. involve
long-tcrm memory, children remember words (which need not be simple!)
because they are connected with the suspense generated by the story. associated
with genuine emotions

» stories providc a link to cross-curricular studics: through storics and related
activitics children can develop their comprehension of the surrounding world in
such arcas as geography. history. sociology. science. or maths (c.g. time.
numbcrs).
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« children expect to discover meaning in storics. so they listen actively with a
purposc: when they understand they feel rewarded and encouraged to mcrcase
therr understanding more still

» stories grant constructive and creative comprehension - “when children

Iisten to a story. four types of mental processes are involved in terms of
comprehension/response”™ (Vale 1996:83)

- picturing and imaging — children create a mental image of what they are
listening to:

- predicting and recalling — children attempt to predict what will supervene. or
relate what has occurred carlier to what is taking place:

- dentification and personalising — children become personally involved in the
story as they associate themsclves with, or relate to. the characters and
situations in the story according to their own personal experience:

- making value judgements — children apply their own values to those
cncountered m the narrative:

* listening to storics in class creates a sense of sharing and co-opcration. it is a
shared social experience that is not only enjovable but also can help unfold the
children’s selt-confidence and promote social and emotional development

+ stories build up fluency. develop

- histening fluencey, which is based on a positive attitude to not understanding
evervthingand on the skills of scarching for meaning. predicting, and guessing:
- speaking and writing flueney. which is based on a positive attitude to “having
a go with the Tanguage and not being afraid of making mistakes. and on the
skill of constructing meaning with limited linguistic resources:

* eXxposure to stortes facilitates future production: the more learners hear. the
more they will be able to speak and write

* storics promote communication and expression in the classroom. cncourage
responses through speaking and writing, saying onc’s preferences. and
swapping ideas and associations connected with the storics heard (or read)

* stories can be taught to absolute beginners if their mother tonguc is close to
the target language: unknown lexical items can be conveyed with mime and
drawing: m this way children can be helped to understand fairly complicated
constructions well beyond their own active command

* stories present numerous possibilitics for follow-up activitics

* nearly every teacher can tell stories (whereas not so many can rcad aloud
satisfactorily)

» and last. but not least. stories are inexpensive.

Storv-telling is considered as supcrior to listening to the story from tape. Being
told a story by a live person involves one in | — vou’ listening, something
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special. where the listener has the ability to influence the telling. Listening from
tape. on the other hand. is invariably a third-person listening. an uncompelling
“cavesdropping . Of coursc. for teachers who cannot boast a good pronunciation
or a strong. powerful voice. the tape may be the best alternative.

Telling stories is also preferred to reading them aloud as:

* the children teel vou are presenting them with something personal

+ children these days often spend considerably more time in front of teleyision
scts or computer screens than with thetr parents or grandparents and thus arc
scldom used to the experience of hearing somceone tell a storv: hearing one in
the classroom can have a powerful impact on them

» story-telling cstablishes and sustains a community of attention between the
teller and the listeners. as 1t allows to address the audience directly. and cnables
dircet eve contact

* 1t is often casier to understand a storv being told than one that is read aloud:
- telhng permits natural. non-artificial repetitions.

- vou can obscrve the children and respond to their lack of comprehension and
mstant problems more casily.

- you can makce usc of gestures and facial expressions more effectively to
intensify meaning,

- telling cnables expanding and modifying the form. omitting. adding. or
altering passages. moulding the story to our needs (c.g. to the language level of
the listeners).

For sclecting stories to tell. a few criteria can be recommended. Firsthy. adopting
the viewpoint of the prospective listeners. we must check whether the story we
wish to usc is one which:

- will whet the children’s curiosity within the first opening lines and keep them
cngaged?

- 1s fit for the children?

- the children will understand sufficiently cnough to enjoy”

- offcrs the children amiple experience of language?

- docs not contain lengthy descriptive passages (unless it is a story designed for
advanced students)?

- is fit for the occasion and with regard to the other things vou are currently
teaching the children?

- 1s amusing and memorable?

Sccondly, you must ask voursclf whether it is a story vou would cnjoy telling.
and whether vou feel you would tell it well.



[Iiy'gwistrks] 35

Betore telling a story. vou must make sure vou remember it well. There arc
vartous techniques to achieve this:

» read/histen to the story for a few times and then try to retell 1t

- write down the kev points m diagram-form:

+ make astory skeleton —a conctse written frame of the story giving. in minimal
form. all the essential components of the storv: the plot outline. background
information (where neeessary: of course vou can often choose to alter the
background a hittle) and character detail. The skelcton is for preparation only
and must not be used during the telling:

+ see the story as a film i vour imagination:

* iy to remember the verbal rhyvthm of the stony:

» remember the personalitics of the characters and this will help remind you of
the story,

There are aceepted guidelines concerning the way vou should tell storics. Key
texteal ttems and phrases should be kept to a minimum and pre-taught a day or
two before the stervitselfis told to allow the students ample time to internalise
the atems and give them the chance to concentrate on content rather than on
vocabulany when the lesson is cventually presented (Celee-Murcia 1998:57).
For beginners vou may decide to simplify the language.

Just before vou tell the story vou must make sure the children are in the right
mood for it

-ty 1o get the children much closer to vou than usually — they must see vou and
recognize they are going to share something,.

-arrange the scating i such a way so as to cnable eye-contact with the listeners.
preferably i a semi-cirele.

- make the histeners comfortable and at rest.

- vou may choose to switch some of the lights off,

How to begin:

- falk with the children about their experience of what vou know will be the
central topre of the story. or

- begm with an explicit introduction to the story. or

-smmply begin without any preparation at all.

Do not begin until you have cvervone's attention and complcte hush.

Your manncer and behaviour during the story are cqually. if not more, vital:

- be natural.

- make use of the variety of human voice. pace. and tone (some teachers can foel
more at case using a cassctte mstead of telling the story themselves).
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- halt at key moments - these will arrest the listeners™ attention. who will hayve
to be active in order to fill the pauses in.

- assume a different voicee for the narrator and cach of the characters.

- speak clearly.

move hike the characters.

- look at the children as vou tell the story.

- telf the story with interest.

You should never:

- tell stories vou dishke:

- rate the story above the histener (tell a stony that is too difticult to understand
or too infantile and dull): tell the ston for the sake of the listener not of the
story:

- become preoccupied with “getting the language correct

- tell from notes.

Finally, T should like to mention a couple of activitics to accompany’ story -
tellng.

I Before telling the storv: helpmg children to understand the storv. to
concentrate on the plot and to start to predict what the story might be about:

« reeyele the lexical material vou have pre-taught.

« producc the front cover and ask the children to guess what the storv might be
about.

» sct the scene by drawing upon the chifdren’s experience relevant to the stor
2. During the storv:

* use pictures. objects. puppets. masks (can be made by the children).

« use mime and gestures — vourself or guide the children: numcrous items of
vocabulary (actions. feelings of emotion. adjectives. adverbs) can be conyeved
by mime.

+ use sound ctfects.

« halt and ask what the children think will supervenc.

« drawing and colouring — the children draw and/or colour a
person/animal/object/scene basing on what they hear in the story,

3. Follow-up activitics: tradittonal. routinc comprehension activitics mav ruin
the effect of the storv, so it is preferable to choose alternative. creative activitics.
such as:

« drawing the characters/places/cvents from the story.

« drawing a map of the story.

« designing a book cover.
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- asking about the learners™ individual representation of the characters or places.
ashing the children to describe the characters and setting 1 detail.

= explormg group’s sentiment toveards the characters in the story.

- vaduating the story - asking the children how they judge it.

» asking children to retell the story.

* asking them to produce a similar storv or a modem version of the one told (the
tater asually results mthe children coming up with highly creative and
cijovable narratives).

+ the children invent a continuation of the story.

+ assign roles for children to perform. tell them to mmpersonate the characters.
* cut up a summary of the story - the children will be expected to arrange the
sentenees in the correct sequence.

» childien write comprehension questions for their friends.

*rewrite the story with mistakes of content (never of grammar!) in it - the
chifdren will have to find and correct the mistakes.

+ lor focused practice of a particular grammatical structure — write up the story.
leaving gaps for the students to fill in with the items expected.

Notes
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Redlv, Vi Ferme Youne Learners. OUP 1992

Vales Doand Feuntean A Teaching lnglish. | training conrse for teachers of Inglish
1o clifdren. CUP 1996

Wright. A Storvielling swith ¢Children. OUP 1996
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Agnieszka Kasprzyk

Translating 7The Hobbit. A Case Study
in Contrastive English-Polish
Grammar

[Cwas at this point that Bilbo stopped. Going on from there was the bravest
thing he ever did. The tremendous things that happencd afterwards were as
nothing compared to it. He fought the real battle in the tunnel alone, before he
cver saw the vast danger that lay in wait, At any rate after a short halt go on he
did: and you can picture him coming to (he end of the tunnel. an opcning of
much the same size and shape as the door above. Through it peeps the hobbit's
little head. Before him lics the great bottom-most cellar or dungeon-hall of the
ancient dwanves right at the Mountain’s root. It is almost dark so that its
vastness can only be dimly guessed. but rising from the near side of the rocky
foor there is a great glow. The glow of Smaug!

There he lay. a vast red-golden dragon. fast aslcep: a thrumming came
from his jaws and nostrils. and wisps of smoke. but his fircs were low in
slumber.

(Tolkien, 1993: 205-2006)

W tym momencic Bilbo stanal w micjscu. To. z¢ po chwili znéw ruszyl
naprzod. bylo najwickszym dowodem mestwa. ma jaki w zyciu sie zdobyl.
Wszystkic okropnosci. kiore sdarzyly si¢ potem, byly niczym w poréwnaniu 7
ta decyzjy. Prawdzivg walke stoczyl samotnic w cicmnym tunclu, nim jeszcze
Zrozumial ogrom czyhajacego nicbezpicezenstva, W kazdym jednak razic po
krotkim przystanku poszedl dalcj. Wyobrazcic go sobic sblizajacego si¢ do
kotica tunclu. gdzic otwicra sic waski wylot. podobny 7z ksztaltu i wiclkosci do
drzwi wejsciowveh. Mala glowka hobbita wsuwa sig ostroznic w szparg. Bilbo
ma przed oczyma wiclka, najuizsza picczare, moze loch wigzicnny dawnej
sicdziby krasnoluddw,. wyzlobiony u samvch korzeni Gory. Jest tak ciemmno, 7¢
mo/na tylko zgadywa¢ rozmiary obszcrnej piwnicy. lecz w ciemnoéciach pod
najblizszy ciang od skalnej podlogi bije jasna funa. To blask Smauga!
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Oto lezy tu olbrzymi. czerwonozlocisty smok. pograzony w glebokin
snic: z paszczy iz nozdrzy dobywa si¢ pomruk i klgby dvmu. lecz podczas st
potwora ogicil ledwie si¢ th w jego wngtrznosciach.

(Skibnicwska. 1995: 1663

W tym momencic Bilbo vatrzymal si¢. Podjgcic dalszej wedrowki w dol
korytarza stanowilo najodwaznicjszy czyvn, jakicgo kicdykolwick dokonal. W
porownaniu z tvm wstrzgsajice zdarzenia. ktore mialy micjsce poznicj. byvly po
prostu niczyny. Prawdziwg bitwe stoczyl samotnic. w tunclu. zanim jeszcze
uprzal groze. oczekujacy go u kresu drogi. Po krotkim postoju ruszyt naprzod.
Wyobrazcic sobic tg sceng: oto konezaey tunel otwor tej samej wiclkosci i
ksztaltu. jak drawn w zboczu Gory, Mala gléwka hobbita wysuwa si¢ 7 nicgo.
Przed nim w dole rozcigga sig ogromma sala. najnizszy 7 pradawnych
krasnoludzkich lochow. u samych korzent Gory. W péhmroku nic da si¢
oszacowac j¢j ogromnych rozmiarow. lecz niedaleko wejscia od kamicnnej
podlogi bije tuna. To $wicel Smaug!

Lezalb tam — olbrzymi. zlocistoczenwony smok. pograzony w
glebokim Snic. Z jego paszezy dobywal si¢ grzmiaey pomnik. 7z nozdrzy
uchodzily smuzki dymu. lecz podczas snu ogicn smoczy ledwo sig thit,

(Braiter. 1997 149)

The purposc of this paper is to discuss the differences between two
language systems: English and Polish on the basis of an analysis of an extract
from the novel "The Hobbit™ by John Reuel Reginald Tolkicn (Tolkicn. 1993)
and 1ts two Polish translations donc by Maria Skibnicwska (Tolkicn. 19935) and
Paulina Braiter (Tolkien. 1997)!1.

The linguistic differences emerging in the process of translation can be
divided into three types: 1) syntactical. 11y morphological. HI) Iexical and
phrascological. The synlactic diflcrences can be further subdivided into: 1a)
categorial. 1b) functional and l¢) differences between specific svntactic
constructions.

a) The English text under discussion and its transfations, although quitc
short. contain almost all the word-classcs. thus allowing for a full comparison
of English catcgorics and their Polish corrclates. Among the outstanding
diffcrences onc has to count:

Polish nouns having diffcrent cndings for diffcrent cascs
(inflection)(in English only onc casc - genitive- is visibly marked on nouns and
two cases - genitive and objective - arc marked on pronouns):
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¢ g (o the end(objective. unmarked) of the tnnel (periphrastic genitive)
do konca(genitive) tunelu(genitive)
(Skibnicwska)

al the Mountain s(Saxon genitive) roor (objective. unmarked)
CAesanvel korzeni(genttive) (ory (genitive)
(Skibnicwska. Braiter)

all Polish nouns having onc of three grammatical genders. impose
this gender on the verb (in past and future simple tense — Subject-Verb
Agreement). adjective and other modificr forms. while in English the logical
{sex-based) gender of nouns is marked only on the singular subject pronouns:

c.g. /lle fousht) the real batile. ..
Dravedziveq bitwe (stoczvl.j (Braiter)

Bitho the)  stopped — 1...) he ever did
Bithotony zutrzvimal sie ... jakicgo kicdviohrick dokonal (Braiter)

English articles the and a/an, non-cxistent in Polish. where the
definiteness of nouns is marked by the determiners or must be deduced from the
context:

c.g. « vastred-golden dragon

(25 othrzvimi, czervonozlocisty smok (Skibnicwska)

lexical aspeet (perfective vs. imperfective) in Polish (marked by
lexical means of prefixation. suffixation and suppletion) vs. grammatical aspect
(perfect vsimperfect. progressive vs, non-progressive) in English (marked by
erammatical means - the combination of auxiliary verbs “be” and “have™ and
the present and past participles of verbs, respectively). Differently than in
English. cach Polish verb is marked for aspect:

e.p e fought the real barttle... (no aspect marked)
Prenvdziveq walke stoczyl... (Skibnicwska)
(perfeetive as opposed to
non-perfective “toczyl™)

— opposition of the adjective in English to the adverb in Polish in the
sentences beginning with expletive ir:
c.g. [t is almost dark...

Jest tak ciemno... (Skibnicwska)

— English prepositional phrases translated into Polish as noun phrascs
(duc to the different ways of signalling the mecaning and the structural
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relationships: inflectional i Polish. positional and dependent on the
prepositions in English):

c.g. ... were as nothing...
... bvly miczym .. (Skibnicwska. Braiter)

b) In the group of functional contrasts. two cxamples can be
distinguished. Firstly. as the subject cannot be dropped in English. cven in the
cases where the third person neuter pronoun if is used non-anaphorically. ir
cannot be omitted. The Polish counterpart of such sentence would be a
subjecctless sentence:

It is almost dark. ..
(?) Jest tak ciemno... (Skibnicwska)

Braiter again prefers more free translation. replacing the sentence with expletive
it with the prepositional phrase “w pélmroku™ (roughly: “in the scmi-
darkness™).

Sccondly, in her translation of the sentence:

Before him lies the great bottom-most cellar
or dungeon-hall of the ancient dwarves...

Skibniewska changes the very long subject into a direct object. altering the
structure of the whole sentence:

Bilbo ma przed oczyvma wielky, najnizszq
pieczare, moie loch wiezienny... (Skibnicwska)

A similar situation occurs in the translation of the following fragment (the
subject becomes the dircct object): here the alteration follows the replacement
of the English passive voice with its Polish counterparts:

C.8. ...ifs vastness cain only be dinly guessed...
~omozna ko zeadvwwac rozmiary obszernej piwnicy... (Skibnicwska)
Lo ie da si¢ oszacowad jej ogromnyeh rozmiaron... (Braiter)

¢) In the cxtract under discussion there arc many cxamples of
differences between specific syntactic constructions of English and Polish. In
the first sentence of the English text a clefling construction is used both 1o
cmphasisc a picce of information and to keep Given-New word order:

c.g. ftwas at this point that Bilbo stopped.

There 1s no grammatical device of this kind in Polish becausc of its free word
order. Thus the topic comment distribution can be retained by simply moving
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the needed constituent to the beginning of the sentence:
W tym momencie Bilho zan=vmal sig. (Braiter)

However, the cffect of cmphasis is not as clearly visible as in the
English construction and if we insist on enhancing it. some lexical means must
be used. for instance the word “wlasnic™ (roughly: “just. at this very moment™):

I nean wlasnie momencie Bilho zatrzyvmal sie [AK ]

Duc to the existence of the full conjugational paradigm for most of the
verbs in Polish, Subject-Verb Agreement is marked more visibly than in English
m which only the third person singular of the Present Simple tense and the
defective verbs “be™ and “have™) arc marked. This allows for dropping the
subject pronouns in Polish as the gender, person and number of the subject can
be discovered from the form of the verb:

o can picture him...
(WYY wpebrazcie go sobic... (Skibnicwska)

Subjeet-Verb inversion in English serves (among others) to impose the topic
comment distribution over the stiff syntactical frame of the English sentence.
Sometimes it is also uscd to avoid putting the fong subject before the short Verb
Phrasc (the question of End Weight):

Before him lies the great bottom-most cellar
or dungeon-hall of the ancient dwarves...

Subject-Verb inversion is used in Polish. too:

e.¢. Preed nim w dole rozeiqga si¢ ogromna sala,
najnizszy 7 pradawnych krasnoludzkich lochéw...
(Braiter)

However. from the sccond Polish version of the same sentence we can
see that the question of the topic comment distribution need not be solved in
Polish by means of the SV inversion:

Bilbo ma przed oczvma wielkq, najniiszq
picczare, moze loch wigzienny... (Skibnicwska)

What was the subject (New) in the original text. was translated as the object
(New) into Polish and the translator decided to introduce the already Given
proper name of the hobbit as the subject. The first translation is, of course,
structurally closer to the English original.
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English has developed many other grammatical devices to deat with the
problem of fixed word order. for instance existential sentences and the passive
voice (the latter also uscd to avoid talking about the Agent). Exisicntiai
constructions beginning with “therc + be (the form of the verb in agreement
with the mtroduced subject)” serve to introduce the New clement as the subject
of the sentence. They have no counterparts in Polish becausc Polish word order
does not require the subject to go first in the sentence:

C.g. ...rising from the near side of the rocky floor
there is (v) a great glow.

Morcover. the verb “be™ in an existential construction is often replaced in Polish
by lexical verbs:

- w ciemnosciach pod najblizszq scianqg od

skalnej podlogi bije(v) jasna tuna. (Skibnicwska)

In this casc. some of the meaning of the Polish “bije™ (roughly: “shines™.
“rises  used by both translators) was taken from the participial Subject
Complement “rising from..". Both translators decided to omit the participle in
order to avoid using another word of the similar meaning to the verb “bije™
Thus. the lack of the Polish counterpart of the existential construction became
the mdirect reason for translating the participial Subject Complement as scveral
adverbials of place.

The English passive voice allows for two different transformations of
the sentence (in Polish only the Dircct Object can become the Subject of the
sentence) and for the passivization of the prepositional verbs. On the other hand.
except for the relatively free word order. Polish developed the impersonal verb
forms. third person neuter reflexive verb forms. and non-inflected verb forms.
all of which serve as translational cquivalents of the English passive voice. In
the extract under discussion there is an example of the passive voice combined
with a modal verb:

.. ... so that its vasimesy can only be dimly guessed...
wze moina (ylko zgadywac rozmiary... (Skibnicwska)

This structure is rendered into Polish by Skibnicwska as the non-inflected verb
form "mozna” (trcated as a modal) followed by the imperfective infinitive.
Paulina Braitcr chosc a less litcral translation with the infinitival “oszacowaé™
(roughly: "o estimate™) preceded by the negative third person neuter reflexive
verb form "nic da si¢™. This type of grammatical structurc can also be helpful
in the transtation of the sentences beginning with the subject pronouns “they.
you. onc” (the identity of the Agent is unimportant).
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There are not many morphological contrasts exemplified in the given extract.
Those of the greatest interest could be:

the complex noun “opening” rendered as the morphologically
stmple noun “otwdér” and morphologically complex noun “wylot™ in Braiter’s
and Skibnicwska’s translations. respectively,

- bwo compounds of the type Noun-Noun and Noun-Determiner The
firstone. “dungeon-hall” translated by Skibnicwska as the noun phrasc “loch(n)
wigzicnny(adj)™ and disjoined by Braiter into two separate nouns “sala”(hall)
and “lochow™(dungeons, genitive). The second one. “bottom-most” rendered by
both translators as “najnizszy™ — (he superlative form of the adjective
“niski“(roughly: “low™) — because “najnizszy” can mean “the lowest as well
as situated closest to the bottom™.

- the very rich and productive system of diminutive formation in Polish
as opposed to the rather poorly represented system of diminutives in English. In
the origimal text the small size of the hobbit's head is implied by the adjective
“hittie™.

c.g. the hobbit s little head

Both translators render it doublc as “glowka™ in itself means a little head™ and
they modify it with the adjective “mala” (fittle). Such overtranslation alters the
meaning of the original. though not in a particularly harm(ul way.

I11.

The discussion of the last two types of contrasts. that is thosc of lexicon and
phrascology. is in fact mainly devoted 1o the question how we can render some
English words and cxpressions literally. Many of them have fixed countcrparts
i Polish and other suggestions sound awkward:

C.2. wisps of smoke
smuzki dvinr (Braiter)
kieby (77?2 v (Skibnicwska)

Lthe vast danger that lay in wait.

~ogrom czyhajgeego nichezpieczenshra. (Skibnicwska)
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Lgrozet???), oczekujgeq go u kresu drogi (?77). (Braiter)

IHe touehrt the real battle...
Prawdzivwe walke stoczvl . (Skibnicwska)
Prawdziwaq bitwer???j stoczvl.. (Braiter)

In the last example two fixed Polish expressions are confused a little.
.c. “walczve z samym soba” and “bi¢ si¢ z myslami”. The mcaning of the
English sentence is that Bilbo fought against himsclf. trving at the same time to
convince himself to go on and to go back. In Polish. the closest cquivalents
would be:

c.g. Stocoyt pravedziveq walke sam ze sobq. .
Diugo walczyt ze sobq...
or
Dhugo bit si¢ z myslami... |AK |

Two cxamples of a particularly striking phrascological contrast arc:

c.g. 1) fast asleep
translated by both Skibnicwska and Braiter as:

pogrqzony e giehokim snie
There 1s no simple adjcctival phrase in Polish to render the meaning of “fast
asleep™. The adjectives “$pigey™ and “uspiony” cvoke different chains of
associations, the former also meaning “slecpy™. and the latter “put to sleep by
somebody™. The Polish combination of the participle “pograzony “(roughly:
“immersed in”) with the prepositional phrase “w glgbokim $nie™ (roughly: “in

deep sleep™) scems to be the closest in meaning but being twice as long as the
Englhish cxpression it certainly influences the stvle of the translated text.

2) Another example
.his fires were low in slumber:

18 translated as:

—podezas smi ogien smoczy ledwo sie tit. (Braiter)
~podezas snu ponvora ogien ledwie sig tliw jeco wnetrznosciach.

(Skibniewska)

where the verb plus the subject complement arc replaced by the lexicalised
reflexive verb “thic si¢” (roughly: “to smoulder™).

Except for the contrasts discussed above, cach text contains a certain
amount of culture-specific words and ideas. In addition to that. it is strongly
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marked by the author’s stvle. erudition and mmagination. Those factors arc no
less important in the translation process than the problems of a purcly hnguistic
nature.

The extract chosen for analvsis in this paper is far too short to allow any
thorough discussion of Tolkien's style or crudition. Neither is it long cnough to
enclose any cultural particularitics. However. the next few paragraphs i the
text show Tolkien's skill in describing the creaturces and items from his world.
An impressively picturesque depiction of Smaug sleeping on his mound of
wealth at the same time presents an idea that might be strange to the Polish
reader: that of the dragon. the treasure-hoarderer (even if we are familiar with
dragons. vide the legend about Smok Wawelski. dragons in Polish legends and
fain tales are not presented as treasurc-hoarderers). Equally unknown are the
dwarves. gobling and hobbits. the first two coming from the Scandinavian and
Celtic mythologies. and the third being a personal invention of the writer (Maria
Skibniewska coined the Polish name for the hobbit. Alluding to the hobbits
being rather short persons, she named them “niziotki™).

Tolkien's way of writing also requires a lot of work on the part of the
translator: the novel is full of cunningly hidden prolepses and allusions to the
torccoming events. Tolkien often addresses the reader dircetly and he changes
from narrating in the Past Tense into the Present to make the narration more
dramatic (this technique is used in the analvsed extract). The parts written in
prosc arc regularly scparated with poems and songs. all of them rhythmic and
rhvmed. The style of the whole narrative oscillates between high and
humorously colloquial.

A translation is in fact an artistic rewriting of the original text.
Assuming a certain overall atmosphere. a certain style for the translation.
naturally Teads (o situations in which the translator has to alter the original to a
substantial extent m order to retain that style. Thus cven the grammatical
structures. despite having particular correlates already ascribed in the target
language. often have (o vield to the stylistic requircments of the translation
process. It is important. however. to avoid inappropriatc and wrong structurcs
which mstead of creating the desired cffect may irrevocably spoil it. Grammar
and style have to be analysed together if they arc to be properly unified. creating
a successlul translation product.
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Notes

" This essay is based on the analysis of the extracts from: “The Hobbit or There and
back again™ (English original) by John Ronald Rcucl Tolkicn published by
HarperCollins Publishers in 1993 in London ( pages 205-206). “Hobbit albo tam i #
powrotem”™ by J.R.R. Tolkicn translated by Maria Skibnicwska published by
Wydawnictwo “Iskry™ in 1995 in Warszawa (page 166) and “Hobbit. Czyli tam i #
powrotem” by J.R.R. Tolkicn translated by Paulina Braiter published by Wydawnictwvo
“Atantis-Rubicon™ in 1997 in Warszawa (page 149). All quotations throughout the
body of the paper come from these three extracts.
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Anna Maczkowska

A Translation of the Fragment
of Arundhati Roy’s
The God of Small Things

Arundhati Roy: The God of Small Things, pages 51 — 58

When he died. Pappachi left trunks full of expensive suits and a
chocolate tin full of cult-links that Chacko distributed among the taxi drivers in
Kottavam. They were separated and made into rings and pendants for unmarried
daughters™ dowrics.

When the twins asked what cuff-links were for — “To link cuffs
together.” Ammu told them — they were thrilled by this morsel of logic in what
had so far scemed an illogical language. Cuff  link - Cuffolink. This. to them,
rivalled the precision and logic of mathematics. Cufflinks gave them an
mordinate (il exaggerated) satisfaction. and a real affection for the English
language.

Ammu said that Pappachi was an incurable British CCP. which was
short for chhi-chhi poach and in Hindi meant shit-wiper. Chacko said that the
correet word for people like Pappachi was Anglophile. He made Rahel and
Estha look up Anglophile in the Reader's Digest Great Incyclopaedic
Dictionary. W said Person well disposed 1o the I'nglish. Then Estha and Rahel
had to look up disposed. '

It said:

(1) Place suitably in particular order

(2) Bring mind into certain state.

(3) Do what one will with, get off one's hands. stow away. demolish, finish.
seltle, consume (food), kill, sell.
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Chacko said that in Pappachi’s case 1t meant (2) Bring mind into certain staie.
Which. Chacko said. meant that Pappachi’s mind had been hrought into a staie
which madc him like the English.

Chacko told the twins that though he hated to admit 1t they were al!
Anglophiles. They were a familv of Anglophiles. Porated in the wrong
direction, trapped outside their own history. and unable (o retrace their steps
because their footprints had been swept away. He explamed to them that histon
was like an old house at night. With all the lamps it And ancestors whispering
inside.

“To understand history.” Chacko said. "we have to go inside and listen to what
they 're saving. And look at the books and the pictures on the wall. And smell
the smells.”

Estha and Rahel had no doubt that the house Chacko meant was the house on
the other side of the river, in the middle of the abandoned rubber cestate where
they had never been. Kart Saipu's house. The Black Sahib. The Englishman
who had "gone native”. Who spoke Malavalam and wore mundus. Aycmenem's
own Kurtz. Ayecmenem his private Heart of Darkness. He had shot himsclf
through the head ten vears ago when his young lover's parents had taken the boy
awayv from him and scnt him to school. Afier the suicide. the property had
become the subject of extensive litigation between Kari Saipu’s cook and his
sccretary. The house had laimn empty for years: Very few people had seen it But
the twins could picture it.

The History House.

With cool stonc {loors and dim walls and bitlowing ship-shaped shadows.
Plump. translucent lizards lived behind old pretures. and waxy. crumbling
ancestors with tough toc-nails and breath that smelled of vellow maps gossiped
in sibilant. papery whispers.

‘But we can’t go in,” Chacko explained. “because we ve been Jocked out. And
when we look in through the windows. all we sce are shadows. And when we
try and listen. all we hear is a whispering. And we cannot understand the
whispering. because our minds have been invaded by awar A war that we have
won and lost. The very worst sort of war. A war that captures drecams and re-
drcams them. A war that has made us adore our congucrors and despisc
oursclves.”

“Marry our conquerors. is morce like 1.7 Ammu said drily. referring to
Margarct Kochamma. Chacko ignored her. He mnade the twins fook up Despise.
It said: 10 look down upon: to view with contempt: to scorn or disdain.

Chacko said that in the context of the war he was talking about — the War of
Dreams — Despise meant all those things.

*We're Prisoners of War.” Chacko said. "Our drcams have been doctored. We
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belong nowhere. We sail unanchored on troubled scas. We may never be
allowed ashore. Our sorrows will never be sad cnough. Our jovs never happy
‘nou”h Our drcams never big enough. Our lives never important cnough. To
matter

Then. to give Estha and Rahel a sense of historical perspective (though
perspective was something which. in the weeks to follow. Chacko himself
would sorely lack). he told them about the Earth Woman, He made them
imagine that the carth — four thousand six hundred million vears old — was a
forty=six-year-old woman -- as old. sav. as Aleyvamma Teacher. who gave them
Malayalam lessons. It had taken the whole of the Earth Woman's life for the
carth to become what it was. For the occans to part. For the mountains (o rise
The Earth woman was cleven vears old. Chacko said. when the first single-
celled orgamisms appeared. The first animals. crcatures like worms and
ielyfish.appeared only when she was forty. She was over forty-five - just cight
months ago — when dinosaurs roamed the carth.

“The whole of human civilization as we know it.” Chacko told the twins. *
began only nro honrs ago in the Earth Woman's life, As long as it takes to drive
from Avemenem to Cochin.”

It was an awe-inspiring and humbling thought. Chacko said (Humbling was
anice word. Rahel thought. Humbling along without a care in the world). that
the whole of contemporary history. the World Wars. the War of Dreams. the
Man on the Moon. science. literature. philosophy. the pursuit of knowledge -
was no more than a blink of the Earth Woman's eye.

"And we. my dears. everything we are and cver will be — are just a twinkle in
hereve.” Chacko said grandly. Iving on his bed. staring at the ceiling,

W hcn he was in this sort ol mood. Chacko usced his Reading Aloud voice. His
room had a church-feeling. He didn’t care whether anvone was listening to him
ornot- And if'they were. he didn’t care whether or not they had understood what
he was saving. Ammu called them his Oxford Moods.

Later. in the light of all that happened. nvinkle seemed complctely the wrong
word to describe the expression in the Earth Woman's eve. Twinkle was a word
with crinkled. happy edges.

Though the Earth Woman made a lasting impression on the twins. it was the
History House - so much closer at hand — that really fascinated them. They
thought about it often. The house on the other side of the river

Looming in the Heart of Darkness.

A house they couldnt enter. full of whispers they couldn’t understand

They didn’t know then. that s
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river and be where they weren't supposed to be. with a man they weren't
supposed to love. That they would watch with dinner-plate eves as histon
revealed itself to them in the back verandah.

While other children of their age learned other things. Estha and Rahei
lcarncd how history ncgotiates its terms and collects its dues from those who
break its laws. They heard its sickening thud. They smelled its smell and never
forgot 1t.

History’s smell.

Like old roses on a breeze.

It would lurk for cver in ordinary things. In coat-hangers. Tomatoces. In the
tar on the roads. In certain colours. In the plates at a restaurant. In the absence
of words. And the cmptiness in eyes.

Thev would grow up grappling with wavs of living with what happened. They
would tryv to tell themselves that in terms of geological time 1t was an
insignificant cvent. Just the blink of the Earth Woman's Eve. That Worse Things
happened. That Worse Things kept happening. But they would find no comflort
in the thought.

Chacko said that going (o scc 1he Sound of Music was an extended exercise in
Anglophilia.

Ammu said. “Oh come on. the whole world goes to sce 7he Sound of Music.
It's a World Hit.

“Nevertheless. my dear.” Chacko said in his Reading Aloud voice. "Never
The. Less.”

Mammachi oficn said that Chacko was casily onc of the cleverest men in
India. “According to whom?” Ammu would sav. “On w/af basis?” Mammachi
loved to tell the story (Chacko’s story) of how onc of the dons at Oxford had
said that i his opinion Chacko was brilliant. and made of primc ministerial
matcrial.

To this. Ammu always said. "Ha! Ha! Ha!™ like pcople in the comics.
She said:

(a) Going to Oxford didn’t necessarily make a person clever,

(b) Cleverncss didn’t nccessarily make a good prime minister.

(¢c) I a person couldn't even run a pickle factory profitably. how was that
person going (o run a whole country?
And. most important of all:

(d) Al Indian mothers are obscssed with thetr sons and arc therefore poor
judges of their abilities.

Chacko said:
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(1 You don't go to Oxford. You read at Oxford.

And

(b) After reading at Oxford vou come down.

“Down to carth. d'vou mean”” Ammu would ask. “7har vou definitely do.
Like your famous airplancs.”

Ammu said that the sad but entirely predictable fate of Chacko’s arrplanes
was an impartial measure of his abilitics.

Once a month (except during the monsoons). a parcel would arrive for Chacko
by VPP It alwavs contained a balsa acro-modelling kit. It usually took Chacko
between cight and ten davs to assemble the aireraft with ifs tiny fucl tank and
motorized propeltlor. When it was ready. he would take Estha and Rahel to the
rice ficlds in Nattakom (o help him 1y it. It never flew for more than a minute.
Month after month. Chacko's carcfully constructed planes crashed in the
slushgreen paddy ficlds into which Estha and Rahel would spurt, like trained
retricvers. to salvage the remains,

A taill a tank. a wing.

A wounded machine.

Chacko’s room was cluttered with broken wooden plancs. And cvery month,
another kit would arrive. Chacko never blamed the crashes on he kit

It was only after Papppachi died that Chacko resigned his job as lecturer at the
Madras Christian College. and came to Avemenem with his Balliol Oar and his
Pickle Baron drcams. He commuted his pension and provident fund to buy a
Bharat bottle-scaling machine. His oar (with his tcam mates’ names inscribed in
gold) hung from iron hoops on the factory wall.

Up to the time Chacko arrived. the factory had been a small but profitablc
enterprise. Mammachi just ran it like a farge kitchen. Chacko had it registered
as a partnership and informed Mammachi that she was the sleeping partner. He
mvested m cquipment (canning machines. cauldrons. cookers) and expanded
the labour force. Almost immediately. the financial slide began. but was
artificially buoved by extravagant bank loans that Chacko raised by mortgaging
the family’s rice-ficlds around the Avemenem House. Though Ammu did as
much work in the factory as Chacko. whenever he was dealing with food
mspeetors or sanitary engineers. he always referred 1o it as my factory. my
pmeapples.my pickles. Legally. this was the case because Ammu, as a daughter.
had no claim to the property.

Chacko told Rahel and Estha that Ammu had no Locusts Stand 1.

“Thanks to our wonderful malc chauvinist society.” Ammu said.
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Chacko said. "What s vours 1s ninc and what's mine is also mme.”
He had a surprisingly high laugh for a man of'his size and fatness. And when
he laughed. he shook all over without appearing to move.

Until Chacko arrived 1 Avemenem. Mammachi's factory had no namc.
Evervbody just referred to her pickles and jams as Sosha’s Terder Mango or
Sosha’s Banana Jam. Sosha was Mammachi’s {irst name. Soshamma

It was Chacko who christened the factory Paradise Pickles & Preserves and
had labels designed and printed at Comrade K. N M. Pillai’s press. At first he
had wanted to call it Zeus Pickles & Preserves. but that idea was vetoed because
evervbody said that Zeus was too obscure and had no local relevance. whercas
Paradisc did.(Comrade Pillai’s suggestion ~ Parashuram Pickles — was vetoed
for the opposite reason: too much local relevance.)

It was Chacko’s tdea to have a billboard painted and instalied on the
Plymouth's rool rack.

Tlumaczenie

Kicdy Pappachi umarl. zostawil po sobic kulrnv pelne drogich gamiturow 1
pudelko po czekoladkach ze spinkami do mankictow. ktore Chacko porozdawal
taksowkarzom z Kottayvam. Spinki zostaly podziclone na czg¢scer i przerobione
na picrscionki 1 naszyjniki. ktore mialy stanowic posag niczame¢znych jeszeze
corek.

Kiedy bliznicta zapvtaly. do czego sluza naszviniki - do noszenia na szy i
powicdziala im Ammu - bvly pod wrazeniem tego przeblysku logiki w jezvku.
kiory do te) pory wydawal si¢ im calkowicie niclogiczny. “Na™ + “szvja™ =
naszynik” Bylo to dla nich pordownywalne z preevzja 1 logikg matematyki
Slowo "naszyjmk™ dalo im niczwvkly (jakkohwick przesadng) satvstakeje i
spowodowalo u nich naplvw cieplyeh uczu¢ do jezvka angiclskicgo.

Ammu powicdziala. ze Pappachi byl niculeczalnym CCP Brytyjczvkow. co
bylo skrotem od chhi-chhi poach 1w jeczvku Hindi oznaczalo zamiatacza
gowien. Chacko stwicrdzil. ze odpowicdnim okresleniem dia ludzi takich. jak
Pappachi. jest “anglofil”. Kazal Rahel 1 Esthcic sprawdzi¢ znaczenie slowa
“anglofil”™ w “Wiclkim Slowniku Encvklopedveznym Reader’s Digest™
Definicja brzmiala “osoba dobrze usposobiona do Anglikow”. Estha 1 Rahel
musieli sprawdzi¢, co znaczy slowo “usposobi¢™.

Stownik mowil:

1) wprowadza¢ kogos w okreslony nastréj
2) ustosunkowvwac kogos w jakis sposob. nastawia¢
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Chacko powicedzial. ze w przypadku Pappachicgo “usposobi¢™ znaczylo ~2)
ustosunkowywac kogo$§ w jakis sposob. nastawiac”Jak twicrdzil Chacko.
znaczylo to. ze Pappachi zostal nastawiony na lubicnic Anglikow.

Chacko wyznal blizniakom. z¢ chociaz nic znosil sig do tego przyznawac, 1o
ontwszysey s anglofilami. Sa rodzing anglofilow, Popchnigty w
nicodpowiednim  kicrunku. uwigziong poza swojq historia. niczdolng do
wyeolania si¢ po $ladach swoich krokow. poniewaz zostaly one zatarte.
Wyjasnil im. ze historia jest jak stanv dom noca. Dom. w kiorym palg si¢
wszystkic Swiatla. A w $rodku szepezy przodkowic.

Abyv zrozumic¢ histori¢ - powicdzial Chacko - musimy weys¢ do srodka i
postuchac tego. co mowia. | obejrzeé obrazy na sctanie. ksiazki. I poczué
zapachy.

Estha 1 Rahel nic micli watpliwosci. ze domem. ktory Chacko mial na mysli.
jest dom po drugicj stronic rzeki. posrodku opuszczone) plantacji kauczuku.
gdzie nigdy nic byli. Dom Kari Saipu — Czarnego Sahiba. Zhinduizowancgo
Anglika. Ktory mowil w malajalam i nosil mundu. Micjscowy Kurtz.
Avemenem -~ jego prvwatne Jadro Ciemnosci. Strzelil sobic w glowe przed
dziesigeioma laty kiedy rodzice jego miodego kochanka zabrali chlopeca od
nicgo 1 poslali do szkoly. Po samobojstwic posiadlos¢ stala si¢ przcdmiotem
dlugich sporow sadowych pomigdzy kucharzem a sekretarzem Kari Saipu. Dom
stal pusty od lat. Bardzo nicwielu ludzi go widzialo. Alc bliznigta umialy go
sobic wyobrazic.

Dom Historii.

Z chlodnvmi kamicnnymi podlogami. wyblaklymi scianami i falujacymi
cicniami w ksztalcie statkow. Pulchne. polprzezroczyste jaszezurki zyja za
starymi- obrazami. a woskowi. kruszacy sic przodkowie ze stwardnialymi
paznokciami u nog i oddechem. ktory czu¢ pozolklymi mapami. plotkuja
SWISZEzgevm szeptem przypominajacym szelest gazel.

Leez nic mozemy wejsé do srodka — wyjasnil Chacko - bo zamknigto przed
nami drzwi. A kiedy zagladamy przez okna. widzimy tylko cicnic. Kiedy
probujemy sluchac. styszymy (vlko szeply. | nic mozemy zrozumie¢ tych
szeptow. bo naszymi umyslami zawladnela wojna. Wojna, kiorg zarazem
przegrywamy iwygrywamy. Najgorszy rodzaj wojny. Wojna, kiora Wigzi nasze
sy 1 kaze je nam $ni¢ na nowo. Wojna. kiora kaze nam podziwiac¢ naszych
najezdzeow 1 pogardzac soba.

“Raczej poslubiad naszveh najezdzeon’ — powicdziala sucho Ammu,
majac na myshi Margarct Kochamme. Chacko nic zwrocil na nig uwagi. Kazal
bhznigtom sprawdzié. co znaczy “pogardzac” . Znaczylo: “patrze¢ z gory na cos
tub na kogo$: mic¢ w pogardzic: wykpiwac lub lekcewazy¢™.
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Chacko stwicrdzil. Zze w kontckscie wojny. o ktore) mowil - Wojny Snow -
“pogardzac” obeymowalo wszystkic te znaczenia,

Jestesmy Jencami Wojennyvmi — powiedzial Chacko - Nasze snv zostah
zalalszowanc. Nic mamy swojego micjsca Zeglujemy bez kotwicy po
niespokojnych morzach. Mozliwe. ze nigdy nic pozwoli si¢ nam dobi¢ do
brzegu. Nasze zmartwicnia nigdy nie bedq wystarczajaco smutne. Nasze radosci
wystarczajaco wesole. Nasze marzenia wystarczajgco ambitne. Nasze zyvcia
wyslarczajaco wazne. Abv si¢ liczyve.

Potem. aby dac Estheie 1 Rahel poczucie perspektywy historvezney ( choc to
wilasnic perspektywy mialo samemu Chacko w nastgpnveh tveodniach
dramatveznie zabraknac) opowicdzial tm o Kobiccie Ziemi. Kazal 1m
wyobrazi¢ sobic zicmi¢ — liczacq czlery (ysigee szeseset miliondow fat - jako
czterdziestoszesciolelniy kobicte, jak na przyklad nauczyeiclka Alevamma.
ktora dawala im Ickcje malajalam. Potrzeba bvlo calego zveia tej Kobicty. by
Zicmia stafa si¢ tym. czym jest. By rozesziy si¢ occany. By powstaly gorv
Kobieta Ziemia miala jedenascie lat. powiedzial Chacko. kiedy pojawily sie
pierwsze jednokomorkowee. Picnwsze zwicrzeta. takic jak robaki ¢zv meduzy.
pojawily sig dopicro. gdy miala czterdzieser lat. Miala przeszlo czterdzieser pice
lat — zaledwic osiem micsigey temu — gdv po ziemi wedrowaly dinozaury.

W zyeiu Kobicty Ziemi cala ludzka cvwilizacja. jakg znamyv — powicdzial
Chacko bliznigtom - zaczgla si¢ dopicro dwic godziny temu. To tvle. ile nam
potrzeba by dojecha¢ samochodem z Ayemenem do Koczinu,

Chacko stwicrdzil. ze groze 1 upokorzenic (upokorzenie (o tadne stowo.
pomyslala Rahel) budzi mysl Ze cala historia nowozytna, wojny $wiatowe
Woina Marzen. czlowick na ksigzveu. nauka. literatura. filozolia. pogon za
wicdza — trwa nie diuze). jak mrugnigcic oka Kobicty Zicmi.

A my. moi drodzy. wszyvstko czym jestesmy 1 czvim bedziemy - jest tyviko
iskierka w jej oku — powicdzial Chacko uroczyscic. lezac na tozku 1 wpatrujac
si¢ w sufit.

Kiedy byl w takim nastroju, Chacko uzywal swojcgo Dostojnego glosu. W
jego pokoju panowata kosciclna atmosfera. Nie dbal o to. czv ktos go shucha.
czy nic. A nawet jeshi stuchali, nic przejmowal si¢. czv rozumicja. co mowi,
Ammu nazywala to jego Nastrojami Oksfordzkimi.

Poznicj. w swictle wszystkicgo. co si¢ wydarzylo. “iskicrka™ wvdawala si¢
zupelnic nicodpowicdnim slowem na opisanic wyrazu oczu Kobicty Ziemi.
[skicrka byla slowem z radosnic pofalowanymi brzegami.

Chociaz Matka Zicmia wywarla na bliznigtach tnvale wrazenic. to Dom
Historii - o wiele im blizszy — naprawdg jc fascynowal. Myslaly o nim czg¢sto.
O domu na drugim brzegu rzeki.
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O domu na drugim brzegu rzeki.

Wynurzajacym si¢ z Jadra Ciemnosei.

O domu. do ktorego nic mogly wejsé. pelnego szeptow. kiorych nic mogly
zZrozumicc.

Nic wicdzialy wiedy jeszeze. ze wkrotee tam wejda. Ze przckrocza rzeke i
beda tam. gdzie nic powinny byve. z czlowickicm. ktorcgo nic powinny kochaé.
Z¢ rozwartymi szeroko oczami bedy patrzeé na historig. ktdra objawi si¢ przed
nmy na tviney werandzic.

Podezas gdy dzicei w ich wicku uczyly si¢ innvch rzeczy. Estha i Rahel
nauczyli si¢ jak historia stawia warunki i scigga dlugi od tych. ktorzy lamiq jej
prawa. Uslvszeli jej gluchy. przyprawiajacy o mdlosei odglos. Poczuli ici
zapach 1 nigdy go nic zapomnicli.

Zapach historii.

Jak zapach wigdnacveh 1oz na wictize.

Potem czail si¢ juz zawsze w zwvezainveh rzeczach. W owicszakach do
plaszczy. Pomidorach. W asfalcic na drogach. W nicktorvch kolorach. W
talerzach w restauracji. W braku slow. T w pustee w oczach.

Dorastali borvkajac si¢ weigz z problemem jak zv¢ po tvm. co sic stalo.
Probowali wmowic sobic. z¢ w kategoriach czasu geologicznego byvlo to nic nic
znaczace zdarzenic. Tvlko  mrugniceic okicm Kobicty Ziemi. Ze przedtem
dzialy si¢ Gorsze Rzeezy. Ze ciagle dzialv sic Gorsze Rzeezy. Lecz nie znalezli
W te] mysh pocieszenia.

Chacko stwierdzil. ze ogladanic “Dzwickow Muzyki™ bylo wreez chorobliwym
przejawem anglofilii,
Ammu powiedziala: Daj spokoj. caly $wiat oglada “Dzwicki Muzyki™ To
swiatowy przebo.
Niemniej jednak. moja droga. — powicdzial Chacko swoim Dostojnym
vlosem. Nic. Mnicj. Jednak.

Mammachi czgsto mowita. ze¢ wiadomo. ze Chacko jest jednym z
najmadrzejszyeh tudzi w Indiach. Ko tak uwaza? ~ pvtala zawsze Ammu. Na
Jakic) podstawie? Mammachi uwiclbiala opowiada¢ histori¢ ( ktora znala
od Chacka) o tvm. jak jeden z profesorow w Oksfordzie stwicerdzil. ze jego
zdaniem Chacko to czlowick genialny i material na premicra.

Na to Ammu zawsze mowila: Ha. ha. ha!. jak bohatcrowic komiksow.
Mowila jeszeze:
a) jesh ktos$ pojechatl do Oksfordu. nic znaczylo (o jeszeze. ze byl madry:
b) to. ze klos byl madry. nic znaczylo koniceznic. ze byiby dobrym premicrem:
¢) jesli ktos nie potrafil nawet zarzadzac fabryka marynat tak, aby przynosila
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{. co najwazmeysze
dy wszystkic hinduskic matki majg obsesje na punkeie swoich svnow i dlatege
nie umiejg obicktvvnic ocentac ich zdolnosci.

Chacko mowil:
a) do Oksfordu si¢ nic jezdzi. W Oksfordzic sicstudiujc
|
b) po studiach w Oksfordzic laduje si¢ wysoko.

Chcesz chyba powicdzicc. ze laduje si¢ 7 hukiem na ziemi”? — pyvtala Ammu.
Co ty z pewnoscig robisz. Jak twojc slyvnne samoloty.

Ammu mowtla. z¢ smutny, ale catkowicic przewidywalny los samolotow

Chacka byl obicktywng miarg jcgo mozlnvoscl.

Raz w micsigeu ( z wyjatkiem pory monsunow) do Chacka przychodzila pocztg
paczka. Zawsze zawicrala drewniany model samolotu do skladanta z drzewa
balsa. Zwykle Chacko potrzebowal od osmiu do dziesi¢eiu dni. zeby zlozyve
samolot lacznie z jcgo miniaturowym zbiornikiem na paliwo 1 napedzanym
siinikiecm smiglem. Kiedy samolot byl gotowy. Chacko zabicral Esthe 1 Rahel
na pola ryzowe w Nattakom. aby pomogli mu go uruchomi¢. Samolot
nigdy nic latal dluze) niz minute. Miesiac po miesigeu starannic zlozone przez
Chacka maszyvny rozbijaly si¢ na mulistoziclonveh polach ryvzu. Estha i Rahel
zrywali si¢ jak wytresowane do aportu psy. aby ocali¢ resztki wraka.

Ogon, zbiornik. skrzydlo.

Zraniona maszyna.

Pokoy Chacka byl zasmiccony polamanymi drewnianymi samolotami.

Kazdego miesigea przychodzil kolejny zestaw, Chacko nigdy nic twierdzil. ze
samolot rozbil si¢ z powodu wad fabrycznyveh.

Dopicro po smicrel Pappachicgo Chacko zrezvenowal z pracy wykladowey w
Christian College w Madrasie 1 wrocil do Avemenem z Wiostem z Oksfordu i
marzeniami aby zosta¢ Krolem Maryvnat. Przeznaczyl swoja rentg 1 picnigdze
ksigzeezki oszezgdnosciowe] na kupno maszyny do zamvkania butelck z
Bharat. Jego wioslo ( ozdobionc wykutvmi w zlocic nazwiskami mnych
czlonkow jego druzyny) zawislo na zelaznych obreczach na scianic fabrvki.
Do czasu przybycia Chacka fabrvka byta nicwiclkim. lecz dochodowym
przedsigcbiorstwem. Mammachi prowadzila j¢ po prostu jak duzg kuchnic.
Chacko zarcjestrowal jc jako spolke 1 pomformowal Mammachi. zc jest w nicj
ona tylko figurantem. Zainwestowal wwyposazenic (maszyny do puszkowania.
kotly, kuchenki) 1 zwigkszyl zatrudnienie. Prawie natvechmiast rozpoczal si¢
finansowy upadck. ktory Chacko staral si¢ sztucznie hamowaé za pomocy
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ﬂnuns‘m\‘\ upadcek. Ktory Chacko staral sic sziucznic hamowaé za POMOoCY
szalenczo \\\soklch pozycezek bankowvceh. ktére nzvskiwal dzicki oddaniu w
astaw hipoteczny rodzinnveh pol nzowveh naokolo Domu Avemenem.
“hoctaz Ammu pracowalta w fabrvee rownie duzo. co Chacko. to zawsze. kiedv
mral on do czvinienia z ispeklorami zvyw nosuo\\\ml fub kontrola sanitarna.
mowil mota fabrvka,mo e ananasv. moje marynaty. Bvlo to zgodne z
prawem. bo Ammu. jako corka. nic miala vraw majatkowyceh.

C'hacko powiedzial Rahel 1 Estheic. ze Ammu nic moze sobic roscic.

Dzigki naszemu cudownemu. meskicmu. szowinistycznemu spoleczenstwu -
odparla Ammu.

Co jest twoje. jest moje. a co jest moje jest takze mojc - stwierdzil Chacko.

Smial si¢ glosem zadziwiajgco wysokim jak na czlowicka o takim wzroscic
tuszy. A kiedy si¢ smial. caly si¢ trzasl. chociaz sprawial wrazenic. zc
pozostaje w bezruchu.

Przed przybveiem Chacka do Avemenem fabrvka Mammachi nic miala
nazwy. Wszysey nazywali jej maryvnaty i dzemy po prostu Mango Soshy albo
Bananowy Dzem Soshy. Sosha to bvlo imie Mammachi. Soshamma.

To Chacko ochrzeil fabryke nazwa “Marvnaty i Przetw ory Paradisc™ i zlecil
Towarzyszowi KIN.M. Pillaiowi zaprojektowanic i wvdrukowanic ctykietck. Z
poczatku cheial jq nazwa¢ “Marvnaty i Przetwory Zeus”. ale w SZYSCY
zaprotestowali przeciw pomyslowi. twierdzac. ze nazwa “Zeus™ jest nicjasna i
nic ma budzi skojarzen z regionem. podezas gdv “Paradise” - owszem.
(Propozycia towarzysza Pillaia - “Marvnaty Parashuram™ - zostala odrzucona
7 przeciwnego powodu: zbyt duzo skojarzen z regionem).

To Chacko wpadt na pomysl. zebyv namalowaé billboard i zainstalowaé g0 na
rozsuwvanym dachu Plymoutha.

On translation strategy

The God of Small Things is the first novel of the Indian writer. Arundhati Roy.
The novel. which takes place in the state of Kerala in south India. recalls some
dramatic cvents from the lifc of a local family. Those cvents. though they took
place in the space of just a few weeks. changed the life of this family forever —
especially the lives of the twin children Rahel and Estha. who are the main
protagonists of the story. The subject matter of the novel (which is about the
experiences of childhood. the disintegration of traditional family. a forbidden
love) has drawn the attention of the readers. But the immense popularity of the
book was duc not only to its subject matter. but also to the exotic (fora Western
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Rov describes the world in a very sensuous way. based not only on images.
but also on the sounds. smells. and tastes. It is her characteristic style and the
vocabulary she uses (frequent puns and ncologisms). and the whole culturai
context. that make 17e God of Small Things a real challenge for a translator

The fragment of the novel which I translated exemplifics perfectly the
problems that may appear during the translation ol 7he God of Small Things
Such problems arisc in three main spheres: in rendering the vocabulary. the style
and narrative technique of the author. and the cultural context of the novel. The
aim of my translation was the functional cquivalence. 1.c. rendering the onginal
text so that for the Polish readers (the target audicnce) it had the same (or at lcast
very similar) meaning as for the implicd. source audicnce (and by source
audience I mean both the Indian and the British readers — because the novel was
published almost simultancously in India and in Britain. Morcover. the upper
classes of Indian socicty. which constitute the majority of the Indian readers of
this book. arc strongly anglicized).

The Vocabulary

An cvidently problematic issuc 1s how to translate, or rather how to create the
Polish versions of the Hindi or Malavalam (local dialect) words and names. It
would be possible to translate the words and to present the names i a Polish
phonetic version. However, I decided not (o change any words (such as
‘mundu’) and names ("Aycmencm . “Pappachi’. “Soshamma’). In the original
version of the novel the names and expressions in Hindi (even if that is only the
English phonctic version of Hindi words) clearly differ from the English text
and contribute to creating the exotic atmosphere and the focal colour of the
sctting. They should perform the same function in the Polish text. Apart frons
that. in my opinion the Hindi names would fook unnatural in a Polish phonctic
version. Besides. Polish readers arc used to the convention of leaving foreign
names i their original language version. The only names that T have changed
are thosc conventionally written in the Polish version (c.g. "Okstord”.
‘Koczin).

Another problem that appears 1s the translation of the expressions that have
a structure typical for English. but not cxisting m the Polish language
(cspecially when the author transforms or usces (his structurc in a ¢rcative way).
Such is the casc of compound nouns. ¢.g. “cufl-links™ In the casc of this
particular word, its structure and mcaning were crucial for the whole sccond
paragraph (as the structure of the word “cufl-links™ was for Estha and Rahel the
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first “morscl of logic they noticed in the English language). Therefore it was
Aecessany Lo find (and introduce somchow in the first paragraph) a Polish word
created on the base of two other words. and meaning “some object made of
metal” (fit for being made into jewellery). “Naszyjnik™ is such a word.
Originally 1 intended to translate “cuff-links' into “naszviniki® but. as it would
be a bit strange for a man o keep a box of neckiaces. T decided to translate the
unimportant word “pendants” into naszyjniki’.

Phrasal Verbs are an obvious cxample of awhole class of words that docs
not exist in Polish. One can of course aly avs find a Polish single verb to be a
counterpart of” a Phrasal Verb. but such translation becomes impossible when
the structure and propertics of the Phrasal Verb are important. and used by the
author in a pun. In onc moment Roy makes fun of immense productivity of the
Phrasal Verbs formation pattern: when Rahel hears the adjective “humbling” she
mistakes it for a verb and a Phrasal “humbling along” immediately comes to her
mind. As it is impossiblc (o render the process of a Phrasal Verb formation in
Polish. I omitted the sentence that includes “humbling along™ in my translation.
In another case Roy usces the ambiguity of a Phrasal Verb “come down' to play
onwords (taking advantage of a fact that onc meaning of “come down’ is rather
apparent and casy to gucss. while another — quite non-transparcnt).

Rov often creates her own words (in accordance with the word formation
patterns of English) - such us “re-drcam”. It could be translated as “przesniwa
(using the Polish prefix “prze-" as a counterpart of English “re-) but it sounds
rather awkward (especially in present tensc). That's why I decided to use a
longer expression “$ni¢ na nowo . instead of onc word.

Problems with translation were sometimes caused by the fact that some
words have in Polish fewer meanings than in English. Such was the case of
dispose” (Polish “usposobi¢’). The only solution was to make the dictionary
definition of “dispose™ shorter in translated text (as “usposobi¢™ has two
meanings. while “dispose” — three). A slighdy different problem was caused by
the translation of a fragment abou( the "War of Dreams™. The context made it
possible to translate “drcam” cither as “marzenic” or as “sen it depended only
on my interpretation. I decided (0 use the word “sen” — whose mcaning is wider
(and in this context interchangeable with the meaning of “marzcnic”).

I'have alrcady mentioned a difTiculty in translating the ambiguous verb
‘come down’. It means cither “to leave a university” or “to fall and crash’. The
fact that two so different mceanings arc expressed by one form was crucial (as it
became the basis for a sarcastic joke). To preserve such sense of using ‘come
down’ and its importance in the play on words. I translated it into ‘ladowac’,
adding “wysoko™ to render the first. and 7 hukiem na ziemi® to render the
second meaning of *come down”.
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The expressions that do not have Polish counterparts can also cause
difficulties in translation (for instance “read at Oxford ™. which 1 have translated
simply into “studiowac w Oksfordzic™). A case of "Reading Aloud™ was a bit
different. One cannot translate it into a single verb. but it would be possible to
use a phrase “czytac na glos” or “czvtac z ksiazki™. However. for stvlistic reasons
I decided to translate “Reading Aloud Voice™ into "Dostojny Glos™ The meaning
slightly changes. but the expression “Dostojny Glos™ is stylistically better than
alengthy phrase “¢los jakby czvtal 7 ksiazki’

The most difficult translation problem in the sphere of vocabulany was
rendering in Polish the English puns of various kinds: I have already mentioned
the author’s plavs with the structure or ambiguity of numerous expressions.
Nevertheless. the most difTicult to translate was the expression “Locusts Stand
I" — the eflect of transforming by a child an unknown and not understood phrase
‘locus standi. T tried to render this pun by transforming the Polish counterpart
of “locus standi™ (“status prawny”) but it turned out to be impossible to transform
itm away that would allow a reader o guess the original meaning. That's why
I introduced another play on words. which (like the origial one) is based on a
distortion of an expression not understood by a child (Ammu nic moze sobie
roscic is the only thing the children remember from the sentence “Ammu nie
moze sobic roscié praw do majatku’).

The style and the narrative technique

A translator obviouslv has to render somchow in Polish the syntactic
constructions typical for English (¢.g. “to go something” — “Englishman who had
"gone native™: "to have something done” - “Chacko (...) had labels designed and
printed’). [t is usually quite casy. although the Polish constructions (and as a
result the sentences too) are in most cases longer than the English ones. A more
complex issuc is rendering the ime perspective. The fragment that | translated
is an analepsis in analepsis (the most of the novel is retrospective — the main
protagonist Rahel s about thirty when the novel begins. and the storv is mainh
about her recollections of the childhood). In this analepsis there are also
prollepses ("They didn't know then. that soon they would go in’). It is not
difficult to translate. but requires a lot of attention and accuracy in order not 1o
distort the original time perspective.

Another translator’s task is to render two very frequently alternating styles
of narration: dialogucs and description. The style of Rov’s description is very
distinctive: she uses short. broken scntences to creatc an impression of
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somebody eradually recalling and telling slowiv. with lots of breaks. his
chuldhood memorics.

A translator has to remember that the greater part of a fragment translated
here presents the reality from the point of view of a child (Rahei—the child is the
tocaliser) . That's why 1 tried to render as faithfully as possible a lofly. pompous
style of Chacko's speech (which ofien causces the children to misunderstand
bim). For this reason I wanted to render the sense of various plavs on words.
which reflect the children’s Tack of understanding or peculiar way of distorting
Certain expressions.

The most distinetive feature of Rov’s stvle is its sensousness. Rov describes
the world by referring to feelings coming from all senses: sight (“ship-shaped
shadows’™. “slushgreen ficlds’). hearing (‘ancestors (..) gossiped in sibilant.
papery whispers™). smell (“old roses on the breeze™). touch (“cool stone floors™).
Sometimes the author combines the feclings of various senses (o create
svnacsthetic expressions such as “Twinkle was a word with crinkled. happy
cdges.” In this case the sound of the word causes a child to imagine it visually
- avery specific way. | believe that the Polish word “iskicrka (“Iskicrka byla
slowem z radosnie pofalowanymi brzegami. ') makes a similar impression - but
a translator cannot of course predict the subjective impressions of the readers.
Anvway. | wanted to render as faithfully as possible the sensual impressions
described by Roy. so that a Polish reader could feel the same when rcading what
an English-speaking reader felt.

Cultural context

The God of Small Things is a very “Indian” novel: imbued with local colour. and
thus exotic for a Western reader. A translator must be very carcful when he tries
to make the text clear and comprehensible for a Polish reader - not to make it
00 clear and not to lose anyvthing from its exoticism. Such was the intention of
the author, who claims

“that her novel hasn’t been in any way “smoothed” for the sake of a Western
reader. “It's not a guide to Indian culture. The American publishers said that 1
should explain more. that 1 am exploring an unknown territory. Unknown for
whom? — T asked. When I read Updike. | don’t want him to cxplain to me some
American idiosyncrasics.” ! (Rov 1998: 316)

The sensousness of Rov's stvle. which I have mentioned, 1s also connected
with cultural context: it is typical of the Indian literature. That makes it cven
more important to render the author’s style faithfully.

Another problem that a translator of /e God of Small Things has to lacc
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1s the translation of names. words. and quotations in Hindi. I have alrcady
explained the issue of translating the names. Apart from names. however. there
arc words and cxpressions referring to evervday in India; to Indian houscs.
dishes. clothes (c.g. "mundu’). I decided to follow Rov’s intentions and not to
create a Polish version of such words. and not to give any footnotes cither — so
that a rcader could explore the exotic world of this novel himself. For this
reason | didn’t consider it necessary 1o give any explanations of the fragments
concerning historical or political problems of India (c.g. the English influcnce
on Indian culture. which 1s referred to in Chacko’s stonv about the War of
Drcams).

The last issuc connected with cultural context is the intertextuality of the
novel. The author often uses bits and picees of different works — not necessarily
literary ones (for instance songs. a dictionany). In casc of relerring to other
works of litcraturc. cspecially those translated ong ago and well known (Hearr
of Darkness) 1simply cited their Polish titles (Jaddro Cienmosci). In case of the
quotations from the works. which do not have a Polish version (il there exists
onc. anvway I did not have access to it) — like Readers Digest Grear
Lncyclopaedic Dictionary -1 tried to translate the given fragment faithfully.
consulting similar sources (Polish dictionarics) for the styvlistic reasons.

The fragment of the novel that T translated exemplifics the most important
problems that a translator of 7he God of Small Things has to face. | tricd 1o
translate this fragment as faithfully as possible - and at the same time I wanted
it to make the same impression on the Polish reader as it made on the reader of
the English version: the impression that the author had intended to make.

Notes

PRoy 1998 p.316 (translation mine)
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Poem Translations

One Cigarette
Ldwin Morgan

No smoke without you. my fire.

Alfter vou left.

sour cigarette glowed on in my ashtray

and sent up a long thread of such quict grev
Fsmiled to wonder who would believe its signal
ot so much love. One cigarctic

i the non-smoker tray.

As the last spire

trembles up.a sudden draught

blows it winding mto my lace.

Is ttsmell. is it taste?

You are here again. and T am drunk on vour tobacco lips.
Out with the light,

f.et the smoke he back in the dark.

Tl [ hear the very ash

sigh down among the (Towers of brass

Pl breathe. and long past midnight. your last kiss.

(from: Roderick Watson ed. and intro.. Three Scottish Pocts. Maccaig, Morgan.
Lockhead. Cannongate Classics: Edinburgh 1998 p. 51)
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Papieros

Edwin Morgan

Przckiad: Uczestnicy seminarium magisterskicgo z transiatorvki. 1V rok.
jesicn 2000,

Nic ma dymu bez Ciebic. moj ogniu.

Po Twym odejsciu.

Twoy papieros til si¢ w mojej popiclniczee

i slal dluga ni¢ cichej szarosci.

Zabawnc — klo by uwicrzyvl w svgnal

tak wielkiej milosci. Papicros

w popiciniczce nicpalacego.

Gdy ostatnia smuga

unosi si¢ drzac. nagly podmuch

oplata mi dymem twarz.

Czy to zapach. czy to smak?

Jestes tu znow. a ja upajam si¢ smakicm Twych ust.
Niech zgasnic $wiatlo.

Niech dym $cicle si¢ w ciemnosci.

Poki nie uslysze szeptu popiolu

posrod mosi¢znych kwiatow.

bede wdvehac. dlugo po pélnocy. Twoj ostatni pocalunck.
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“watbia Khan, or a Vision dream
samuel Taylor Coleridge
S Nanadu did Kubla Khan
s ostatedy pleasure dome decree:
wWhere Alph. the sacred river. ran
Hhrough caverns measureicss to men

Down to a sunless sca.
Sowiee five mides of fertile ground
With walls and towers were girdled round:
wnd there were gardens bright with smuous rills.
Where blossomed many an incense-bearing (ree:
\ad here were forests ancient as the hills.
Enfolding sunny spots of greenery.

Bul oh! That deep romantic chasm which sianted
BDown the green hill athwart a cedar cover!
A savage place! As holv and enchanted
As ¢er beneath a waning moon was haunted
By woman wailing for her demon lover!
And from this chasm. with ceaseless turmoil seething,
As il this Earth in fast thick pants were breathing.
Amighty fountain momenthy was forced:
Amid whose swift half-intermitted burst
Hluge fragments vaulted like rebounding hail.
Or chalty grain beneath the thresher's flail-
And ‘mid these dancing rocks at once and cver
It lung up momently the sacred river.
Five miles meandering with mazy motion
Through wood and dale the sacred river ran,
Then reached the caverns measureless to man.
and sank in tumult (o a lifeless occan:
and “mid this tumult Kubla heard from far
ancestral voices prophesving war!
The shadow of the dome of pleasure
Floated midway on the waves:
Where was heard the mingled measure
From the fountain and the caves.
It was a miracle of rare device.
A sunny pleasure dome with caves of ice.
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A damscel with a dulcimer
In a vision once I saw:
It was a Abvssinian maid.
And on her dulcimer she plaved.
Singing of Mount Abora.
Could I revive within me
Her svmphony and song.
To such a decp delight “twould win me.
That with music loud and long.
I'would build that dome in air
That sunny dome! Thosc caves of ice!
And all who heard should sce them there.
And all should cry. Beware! Beware!
His flashing cves. his floating hair!
Weave a circle round him thrice.
And closc vour eyes with holy dread.
For e on the honevdew hath fed.
And drunk the milk of Paradisc.

Kubla Khan albo senne marzenie
Samuel Taylor Coleridge
Przeklad: Joanna Dymitruk

Rozkazem Chana z Xanadu
Palac przepickny wyrosl na skale
W micjscu gdzic Alfa. naj$wigtsza rzcka
Plynac przez skivie przed okicm czlowicka
Jaskinic
W otchlani bezkresne) morza nagle ginic.
Na ziemi zvzne| palac ten si¢ wznosi.
Ogrod basniowy mury pierécicniem otacza.
Strumicn srebrzystym si¢ Smicchem zanosi
Aromat drzew wonnveh wokol sic roztacza.
Prastary las rosnic na tveh starveh wzgdrzach.
W soczystej zicleni blask stonca si¢ nurza.
Leez oto swym cieniem duch romantyvezny
Przecigl szezeling wzgdrza cedrem otulone
O Dzika Kraino! Tak pigkna. tak swicta
Jak ksi¢zyca oblicze blade. zm¢ezone
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Jak ksi¢zyca oblicze blade. zmeezone
Placzem kobicty tesknigeej za swyvm kochankiem demonem!
Nagle z tej szezeliny kipicla goraca
Jak gdyby ziemi gardzicl si¢ ogniem dlawila.
Strumieniem fontanna pod nicbo si¢ wzbila.
W jej gniewnych gwaltownic plujacvch jczyvkach
Runely na ziemig patacowe zgliszeza
Jak grad. jak plewy kiedy z nich gospodarz
Zlote ziamo pszenicy. mldcyc. 0czNSzeza.
Wsrod deszezu skal roztanczonyeh spictrzyly si¢ wody
Alfv. rzeki $wiglej gwaltownic wzburzone.
Pokretne meandry poniosly wartko rzeke
Przez doliny gorskic, wawozy., lasy ziclone
Az wdarla si¢ w jaskinic skryte przed czlowickiem
By w occanu runaé glebic niczmicerzone.
Uslvszal w fal foskocic Kubla Chan niespokojne
Przodkow swoich glosy zwiastujace wojng.
Cien palacu niewyrazny
Znika w wody martwej toni
Stychac tvlko jak fontanna
Gdzie$ w jaskiniach cicho dzwoni.
Jak gdyby cudem pigkne komnaty malowane sloficem
Zmicnily si¢ w jaskinie srebrnym lodem Isnigce.
Sen przepigkny kiedvs $nilem:
Z Abisynii dzicweze $liczne
Na cymbalach picsn swq gralo
O gorze. Aborze. magicznej.
Czy bede umial w sobic odnalezé
Te piesn. t¢ symfonic
By tak znow oszale¢
By muzyka ta nicbianska wytnwvale
Zbudowac palac? jak tamten. na skalc?
Malowane sloncem komnaty lodowe-
-clalo majestatvezne zbudowane stowem!
Przez wszystkich widziane. Leez oto przestroga:
Przed Nim. natchnionym poslancem od Boga.
Wlosy wiatrem splatanc, trwogg dziwng przejmujace oczy.
A wokol niego moc magiczne kregi toczy.
Ten boski poslaniec z nicba pochodzi,
Z raju. gdzie miédd zloty mleczne rzeki stodzi.
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Men Talk (Rap)
Liz Lockhead

Women

Rabbit rabbit rabbit women
Tattle and titter

Women prattle

Women waflle and witter

Mecn Talk. Men Talk.

Women into Girl Talk
About Women’s Troublc
Trivia 'n” Small Talk
They vap and they babble
Men Talk. Men Talk.

Women gossip Women giggle
Women niggle-niggle-niggle
Men Taik.

Women yatter

Women chatter

Women chew the fat, women spill the beans
Women aint been takin

The oh-so Good Advice in them

Women's Magazines.

A Man Likes A Good Listencr.

Oh ycah

I like A Woman

Who likes me enough

Not to niptick

Not to nag and

Not to interrupt “causc I call that treason
A woman with the Good Grace

To be struck dumb

Be my Swect Reason. Yes —

A Man Likes A Good Listencr




translation ]

12
(U8}

A Real
Man
Likes a Real Good Listener

Women vap yap vap

Verbal Diarrhoca is a Female Discase
Woman she spread the rumours round she
Like Philadelphia Crcam Cheesc.

Oh

Bossy Women Gossip
Girlish Women Giggle
Women natter. women nag
Women niggle niggle niggle
Men Talk.

Men
Think First. Speak Later
Mecn Talk.

(from: Liz Lockhead. Truc Confessions & New Cliché’s. Edinburgh: Polygon Books
1985 pp. 134-5)

Maz Rzecze (Rap)
Liz Lockhead
Przeklad: Jakub Nowicki

Zona

Gledzi gledzi gledzi zona
Gega gulgocze

Zona kwcka

Zona smeci szezebiocze

Maz Rzecze. Maz Rzecze.

Zona i Corka

O Babskich Sprawach
Bzdctach Blahostkach
Weigz moga nadawad
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Maz Rzecze. Maz Rzecze.

Zona bzdurzy Zona brzgczy
Zona dreczy-dreezy-dreczy
Maz Rzecze.

Zona pvtluje

Zona trajluje

Zona leje wodg. chlap — wygada si¢
Zona ma za nic
Ach-jak-Dobrg-Radg w tcj tam
Kobieccj Prasic.

Maz lubi kiedy Zona slucha.

Tak tak

Ja to lubig¢ kiedy

Zona lubi mnic

[ nic zrzedzi

I nic truje

I nie wchodzi w stowo bo to dla mnic zdrada
Lecz ma Dobre Checei

By oniemie¢

Gdy Me Slowo pada. Tak —

Maz lubi kicdy Zona slucha

Maz-
czyzna
lubi kicdy Z-ona slucha

Zona traj-trajkocze

Bicgunka Slowna to Choroba Zony
Zona plotki ona wkrag roznosi ona

Jak mleczarz micko co rano do domow

Oo

Wiadcza Zona Bzdurzy
Zona-Trzpiotka Brzgczy
Zona paple truje weigz
Zona drgczy dreezy drgezy
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Mgz Rzecze.

Maz
Pomvsli Zanim Powic
Maz Rzecze.




