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Izabela CURYŁŁO-KLAG

BRAVE NEW WORLD ANXIETIES: THE IMPACT OF
EVOLUTIONARY THEORY ON DYSTOPIAN WRITING
Tracing the development of the modern cautionary tale in her Dystopian
Fiction East and West (2003), Erica Gottlieb calls dystopia a post-Christian genre.
She observes that while for the age of faith, the central drama was the conflict
between salvation and damnation by deity, in our secular modern age this drama
has been transposed to a conflict between humanity’s salvation or damnation
by society (2003:3). In the process of this transition, as old paradigms ceased
to operate, our catastrophic imagination came to be fuelled by completely new
fears and anxieties. Authors of modern jeremiads seem to share the existentialist
conviction that hell is just – other people (Sartre,1958:16): we need no supernatural
assistance to punish ourselves. In place of the medieval morality play, we now
have dystopias and science fiction, delineating new maps of hell – to borrow
Kingsley Amis’s (1961:5) phrase. Inspired by Gottlieb’s observation, this essay
will focus on Darwin as one of the thinkers who helped usher in the post-Christian
era. It will try to show how the theory of evolution, variously interpreted, and
often rather misinterpreted, has contributed to the rise of the dystopian tradition.1
One important Darwinian influence, not just on dystopia but also on
other kinds of writing, is expanding the temporal frame within which writerly
imagination operates. Darwin made people think differently about time: in his
research he was preoccupied with change happening over thousands, or even
millions of years. Although he himself looked to the distant past for proofs
1
A disclaimer is due here: this essay is not concerned with accurate renderings of Darwin’s
ideas, but rather with Darwinism as it exists in the popular imagination. Misinterpretations of
Darwin’s theories have encouraged fascinating dystopian speculations, and are therefore relevant
to my study. Establishing the truth about the famous biologist and his work is the domain of
historians of science, who, during the recently celebrated Darwin year (marking a bi-centennial
of his birth and a 150 anniversary of the publication of On the Origin of Species), devoted much
energy to expelling some of the Darwin-related myths and misconceptions (see for example the
publications of dr John van Wyhe at www.darwin-online.org.uk).
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of his theories, his legacy prompts us also to speculate about far away future.
The imaginative consequences of this approach are reflected in a proliferation
of futuristic books in the second half of the 19th century, and generally in the
rapid development of the science-fiction genre in the past 150 years. Dystopia,
whose time of action is usually that of ‘not yet’, has definitely benefited from
a broadening of the temporal perspective: ever since the protagonist of Wells’s The
Time Machine (1895) moved forward by eight hundred thousand years, leaps into
invented terrible new worlds of distant future have become a popular literary ploy.
Of course, the impulse to imagine the future was not new in itself, yet what
evolutionary science added to it was a very profound realisation: that man, as
a biological species, could change. Before Darwin, there existed visions of the
future where societies changed but people stayed the same. Darwin’s theory made
writers aware of the fact that life is plastic, that we may morph into another form,
or even that the future may not belong to us at all, but to some completely different
creatures. Thus, for instance, the Time Traveller from Wells’s story mentioned
above, first sees humanity divided into two independent species, the elf-like
Eloi and the simian Morlocks, but later, when he moves further into the future,
he finds the Earth inhabited by giant crabs, one of which nearly devours him:
Looking round me again, I saw that, quite near, what I had taken to be a reddish mass
of rock was moving slowly towards me. Then I saw the thing was really a monstrous crab-like
creature. Can you imagine a crab as large as a yonder table, with its many legs moving slowly and
uncertainly, its big claws swaying, its long antennae, like carters’ whips, waving and feeling, and
its stalked eyes gleaming at you on either side of its metallic front? […] With a frightful qualm, I
turned, and saw that I had grasped the antenna of another monstrous crab that stood just beside
me. Its evil eyes were wriggling on their stalks, its mouth was all alive with appetite, and its vast
ungainly claws, smeared with an algal slime, were descending upon me (Wells, 1948:83).

Related to this broader perspective is another realisation which Darwin
helped to bring home, namely that man does not occupy the central position
in the chain of being. We are interconnected with other forms of life, and it is
an act of hubris to assume our separation from creatures of supposedly “lower
order”, or to think that the universe has been created to serve man’s needs.
A denial of anthropocentrism has proved extremely fertile in terms of culturally
pessimistic writing, for it inspires all kinds of fears resulting from “loss of
control”. The threat to human supremacy can come from various directions: for
example, our place can be taken by insects, as Wells imagined in “The Empire
of the Ants” (1905), dogs, as in the science-fiction novel City (1952) by Clifford
Simak, monkeys, as in Pierre Boulle’s Planet of the Apes (1963), and, in more
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recent posthuman fantasy fictions, also by cyborgs, robots and computers.
An interesting vision of evolutionary dominance of the latter can be found
in Frederik Pohl’s Man Plus, describing mankind on the brink of nuclear
apocalypse, hastily implementing a programme of space colonization by means
of technologically augumented superhumans. A twist ending reveals that the
entire enterprise has been orchestrated by sentient computer networks, which by
sending a cyborg to Mars have ensured their own survival.
The notion of interconnectedness, optimistically endorsed by Darwin in the
famous entangled bank2 metaphor in the concluding paragraph of On The Origin
of Species (1859), gets reworked in dystopias to mean entrapment in a matrix,
especially as our natural habitat has become permeated by technology. Similarly,
an organicist view of society, propagated by Darwinists such as Herbert Spencer,
has been extrapolated to nightmarish conclusions. E.M. Forster’s science-fiction
short story, “The Machine Stops” (1909), is a representative example. It offers
a vision of a global community of soft-bodied humans who have lost their
physical strength in the process of evolution as they no longer have to work,
and who now live within a gigantic machine controlling all their needs. In
this networked society, people and places have become homogenized, the
need to explore the world has disappeared, travel is conceivable only for
commercial purposes and in enclosed capsules with sealed windows. The
external environment is poisoned and uninhabitable for all higher life forms,
so the citizens of the machine are dependent on it for survival. The simulation
of experience supercedes experience itself as everyone is sitting in front of
a small screen and interacting with technology. Towards the end of the story
it becomes clear that the network connecting the community is actually an
oppressive net: the Machine tends towards entropy, because due to the loss
of human control of it, there is no one who can remedy its defects. When
the gigantic beehive eventually fails, all the inhabitants have to die with it.
But human aspirations to lordship and leadership are challenged in dystopias
also in more ordinary ways, which bear a stamp of Darwinian thinking. One
of the distinguishing marks of dystopia as a genre is a preoccupation with the
individual being reduced to a member of the herd. It becomes noticeable in the
second half of the 19th century and certainly has to do with the appearance of
mass society, but the impact of Darwin is there, in that individualism and human
2
The quote runs as follows: It is interesting to contemplate an entangled bank, clothed with
many plants of many kinds, with birds singing on the bushes, with various insects flitting about,
and with worms crawling through the damp earth, and to reflect that these elaborately constructed
forms, so different from each other, and dependent on each other in so complex a manner, have all
been produced by laws acting around us (Darwin, 1964:489).
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tendency to self-aggrandisement are put under pressure. From the perspective of
biology, one’s uniqueness can be interesting as far as mutations are concerned,
but usually the focus is on the entire species. Phylogeny wins over ontogeny; the
multitudes take precedence over individuals. In many dystopias ruling modern
society becomes a matter of “herd management” and the question that often
perplexes those who are in power is how to introduce improvements on a mass
scale, even to the point of remaking the people who are to be governed. The
ultimate goal is a social order so thoroughly rationalised that humans are just
small cogs in a vast mechanism, geared towards yielding best results. Many
dystopian classics describe projects which are focused on ensuring collective
success, with little regard for individual satisfaction or fulfillment. Often, to
minimize dissent, conditioning is used to make individuals accept the status
quo. For instance, in Zamyatin’s We (written in 1920-21, first published in
English in 1924), society resembles a giant organism where everybody has his
function. The main protagonist describes its clockwork organization with pride:
Every morning, with six-wheeled precision, at the very same hour and the very same minute
we get up, millions of us, as though we were one. At the very same hour, millions of us as one, we
start work. Later, millions as one, we stop. And then, like one body with a million hands, at one
and the same second according to the Table, we lift the spoon to our lips. And at one and the same
second we leave for a stroll and go to the auditorium, to the hall for Taylor exercises, and then to
bed (Zamyatin, 1993:13).

In a vision of antlike humanity, individuals count only as components of
the mass, and so they are easily replaceable. The Director of Public Hatcheries
in Huxley’s Brave New World, where humans are produced like cars on
a production line, makes this point very clear: [a]fter all, what is an individual?We
can make a new one with the greatest ease – as many as we like (2007:128).
Which brings us to another problem dystopias frequently explore, namely
the interfaces between knowledge and power. Understandably, it is the eugenicist
project within Darwinism that has always attracted attention in this context.
A reservation must be made here that eugenics is actually a misinterpretation of
Darwin’s original thought,3 nevertheless it captures the imagination of authors
delineating new maps of hell because it offers a solution to the question of
sex and breeding, which they inevitably have to address. As Margaret Atwood
explains, sex is often centre stage in utopias and dystopias, […] being one of
3

Eugenics was developed by Darwin’s cousin, Francis Galton, who believed in the
possibility of perfecting human genetic stock, much as farmers do in agriculture. Darwin himself
dismissed the idea of harnessing the process of nautral selection as utopian.
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humanity’s main preoccupations (Atwood, in: Introduction to Huxley 2007: xii-xiii).
It is to the credit of the dystopian tradition that it foresaw the dilemma related
to institutionalised control of reproduction – ostensibly benign, but morally
repugnant and likely to plunge humanity into an abyss of self-inflicted misery.
Probably the best known dystopian image of selective breeding is employed
in Huxley’s Brave New World, where members of a highly stable and differentiated
society are manufactured in a bottling plant. By the double process of genetic
manipulation and post-natal conditioning, scientists succeed in producing a race
that loves its servitude. Revisiting the novel in an essay of 1958, Huxley thus
summarises his concept:
In one set of bottles biologically superior ova, fertilized by biologically superior sperm, were
given the best possible prenatal treatment and were finally decanted as Betas, Alphas and even
Alpha Pluses. In another, much more numerous set of bottles, biologically inferior ova, fertilized
by biologically inferior sperm, were subjected to the Bokanovsky Process (ninety-six identical twins
out of a single egg) and treated prenatally with alcohol and other protein poisons. The creatures
finally decanted were almost subhuman; but they were capable of performing unskilled work and,
when properly conditioned […] could be counted on to give no trouble to their superiors (Huxley,
1989:13).

This vision of controlled reproduction at least offers a possibility of
satisfaction for everyone involved, but many imagined dystopian states deny its
citizens such comfort. This is the case with Kuno from “The Machine Stops”,
who is prevented from having children because he is an unsatisfactory type, or
with the women from Margaret Atwood’s The Handmaid’s Tale (1985), forced to
procreate in the service of religious fundamentalism.
Apart from various forms of eugenics, dysgenics, enforced or selective
breeding, dystopian fiction frequently explores the possibility of influencing
the processes of evolution through technological manipulation. Many authors
see biotechnological augmentation as the next progressive step in human
evolution, as we learn to adapt to our changing environment at a rate far
exceeding that of a natural selection. This view is symptomatic of the widely
shared anxiety about the future controlled by science and technology. The
idea of hastening the evolutionary process by the adoption of dubious surgical
techniques was first depicted by H.G. Wells in The Island of Doctor Moreau
(1896), in which the eponymous scientist carries out gruesome experiments in
vivisection, altering the bodies of a number of animal species and raising them to
a semblance of sentience. Along with the progress of biological sciences in the
twentieth century, further fictional reworkings of the evolutionary theme have
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begun to appear, increasingly focusing on the creation of cyborgs and androids.
Frederik Pohl discusses this type of forced evolution in the already mentioned
Man Plus, where the ability to modify the human form provides a means of
colonizing otherwise hostile environments. Another well-known dystopia which
ought to be mentioned in this context is Philip K. Dick’s Do Androids Dream of
Electric Sheep? (1968), revolving around the idea of humans competing against
androids who have become virtually indistinguishable from them.
Returning to the question of knowledge and power, it seems that in response
to Darwinism, dystopia generates a more general didactic project, aimed at
underlining the promise and threat of science, as well as its transformative potential,
which, in the eyes of many moralist writers, ought to be contained before it is too
late. Aspirations to transcend human limitations and get hold of god-like powers
are often introduced in dystopias through the stereotype of the mad scientist,
well rooted in the western cultural tradition and exploiting latent anxieties about
“disturbing the secrets of nature”. The mad scientist crosses the boundaries that
need not to be crossed: he may be a daring experimentator who ventures into the
unknown – like the Time Traveller, or a ruthless torturer with power over life
and death – like Doctor Moreau, or a genetic engineer devoted to some vision
of progress – like the Director of Public Hatcheries in Brave New World. In
any case, he elevates himself above ordinary humanity and pursues his twisted
dreams regardless of consequences which he often has no chance to envisage.4
The final issue I would like to mention in relation to the dystopian
reworking of evolutionary theory is the progress/regress dychotomy. Evolution
in the Darwinian sense means “descent with modification”, that is, successful
adaptation to a changing environment. Dystopian fiction is often concerned with
whether such advancement is synonymous with progress. Can the people of the
imagined futures be throwbacks to some savage types? Quite predictably, rather
than celebrate humanity’s upward climb, dystopias focus on the precariousness
of our civilisational pretences. The main fear is that progress can be undone as our
atavistic heritage resurfaces and the repressed returns with a vengeance. Another
frequently invoked bleak vision is that of technological advancement leading
to an entropic collapse of civilisation. Wells’s The Time Machine explores both
possibilities of regression, picturing the delicate but childish Eloi at the mercy of
the Morlocks, the bloodthirsty reverted creatures. Forster’s “The Machine Stops”
shows humans incapacitated by their reliance on comfort, as does the popular
4

Given the controversies that Darwin’s theory still arouses, one may risk a statement that in
the popular imagination even the eminent Victorian himself fits the stereotype of a mad scientist,
being perceived as an iconoclast who dealt a death blow to God and invalidated the cosmology of
the Christian church.
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science fiction story by David Keller, entitled “The Revolt of the Pedestrians”
(1928), in which human beings no longer have limbs to walk but are fused with
automobiles. Eventually, in the process of evolution the weakened humans must
meet their doom, either eaten up by a stronger race (the Morlocks in the case of
the Eloi), or dying when the machine breaks down as in Forster’s story, or – as in
the case of the automobile men – being effectively eliminated by the pedestrians
who have clandestinely prepared their attack and managed to breed successfully
in hiding.
The striking thing about the dystopian visions of evolution is that they
often picture mankind bifurcating into two distinct species. It is a case of
those who are “naturals” versus those who are privileged, cybernetically
augmented or genetically advantaged. The creatures which are disadvantaged
are usually kept in some enclosed zones (the savage reservation in Brave
New World), relegated to the margins of society or pushed underground. This
strategy possesses a disquieting angle, as it reworks the 19th-century idea
of competition for lebensraum – getting rid of rival species and usurping or
colonising their space. Evolutionary notions are thus presented in dystopias
as justifying pugnacious attitudes. No cooperation is possible, and usually
there is no question of interbreeding, so it is really a matter of the winnertakes-all competition. Not surprisingly, what many fictions mentioned in this
essay subject to critique is the idea of social Darwinism in its aggressive form.
Summing up, while we would have probably developed dystopias without
Darwin, his thinking has proved extremely influential in expanding the limits
of writerly imagination. The great biologist’s contribution to the progress of
science has also been a contribution to culture: the aftershocks of the Darwinian
revolution can still be felt, as both his concepts and their evolved, often
misshaped versions, are continually invading the social world. The words of Ian
McEwan, a contemporary novelist whose fictions possess a definite evolutionary
streak, bear out the attractiveness of the Darwinian legacy to the writers of today:
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I think Darwin has fundamentally shaped our sense of ourselves and our relationship to the
natural world. As a novelist I suppose that one of my central concerns is the investigation of human
nature, and the biological materialism of Darwin fascinates me because it’s opened up so much
in the way of explanation. And so really it’s that, I guess, it’s the notion that thinking biologically
as well as ourselves as cultural products is central to both one’s curiosity about who we are and
curiosity about how our science is going to unfold in future years (McEwan, 2009).
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Alicja FROŃ

AMERICANISATION THROUGH SENSES: EXPLORING
THE IDEA OF AMERICANISATION THROUGH SENSORY
PERCEPTION AMONG STUDENTS IN TEACHER
TRAINING COLLEGE, CIESZYN 2010
Myths by design are meant to arouse (...) feelings and sensory image
(Geurts, 2005: 175)
I can easily imagine what America is like1
The article examines the ways of experiencing the process of Americanisation
as revealed through investigation of first-year college students. The participants
of this qualitative project have explored the links between sensory qualities of the
available markers of American culture through their personal experiences of five
senses in relation to their own ideas about the concept of America.
The term Americanisation applied here pinpoints the participants’ constructive
approach to its apprehension and definition, which is loosely based on ideas, symbols,
events, and practices, as well as the sensual experiences that evoke America as an
ideal notion. As such, its components form stereotyped, generalised, simplified,
and subjective set of associations and thoughts attached to the Other culture,
unexperienced by the majority of the project participants, except through mediated
sensory apprehension.
The project’s objective is to explore how experiences form, maintain, and
reproduce personal or communal ideas and meanings of the image of America.
1

This text is the result of a participatory students’ project whose personal engagement
and dedication allowed me to analyse the data collected in the form of photographs and their
accounts. I am thankful to the first-year students of 2010 in Teacher Training College, Cieszyn
for their enthusiastic cooperation. Consequently, the cited accounts which have been treated as
the primary sources here are taken from the anonymous questionnaire conducted as a preliminary
part of the research. The data analysed in the entire text derive from interviews, questionnaires and
participants’reserach accounts. Therefore the personal details of the participants have been coded
to preserve their anonymity in this text.
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The phenomenological approach allows us to experience this notion at work:
imagining and living Americanisation is as the daily reality of young adults.
Their personal accounts help visualise their own interpretations.
The research consisted of two stages. In the first, students answered openended questions about their own sensory experiences, which “tuned them in” to
experiences considered “natural”, “biological”, and apparently the same to all
of us. However, anthropologists and sociologists hold that sensory experiences
are constituted by and interpreted through local cultural patterns generated by
a culturally-maintained sensory profile. Therefore, it is essential to see how
students see their worlds around them through five senses and then see how
sensual knowledge construes, affirms and reproduces the myth of America.
Consequently in the second phase of the endeavour the participants were asked
to display photographically the objects, people and places that – they sense –
Americanise them, and then account for their choices. This second stage of the
project contributed to the phenomenological apprehension of how tactile, auditory,
culinary, visual, and olfactory experiences structure the image of America among
young people who had never set their feet on the North American continent.

PART ONE: WHY SENSES?
The phenomenological standpoint approaches habitus2 (Bourdieu 2004:
436-439) from the perspective of people whose interpretation of everyday
events, daily experiences, and engagement constructs the meanings of their
social world. In the course of this process local sensory knowledge plays an
extremely crucial role. Senses become the agents of the ways of knowing reflecting modalities of how we know in practice (Pink 2009: 38). The assumption
remains in congruence with the sensory paradigm and its primary corollary: sensory perception is a cultural as well as a physical act; sight, hearing, touch,
taste and smell are not only means of apprehending physical phenomena but
are also avenues for the transmission of cultural values (Hertzfeld 2006: 240).
In a result, personal identities and values are rooted in body hexis3 (Bourdieu 2008:
95) and the daily practices of it. Although the senses are essential to understanding
2
The term coined by Pierre Bourdieu highlights the function of the sensoriality in the
subjective practices subconsciously constructing social (also sensual) environments: systems of
durable, transportable dispositions, structured structures predisposed to function as structuring
structu res, that is, principles which generate and organise practices and representations that
can be objectively adapted to their outcomes [...] the embodied history, internalised as a second
nature (Bourdieu 2004: 435-440).
3
The term body hexis has been interpreted as: the various socially inculcated ways an individual
moves, carries, and positions his or her body in the lived world (Throop, Murphy 2002 :188).
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the fixed nature of stereotypes (Lippmann 1946: 57) as well as their longevity and
persistence, sensory experiences remain subconscious and underestimated functioning
as invisible anchors to socially generated preconceptions about cultural notions, such as
“America”, “American people” and “Americanisation.”
The sensory paradigm stresses two vital components significant in the
role of the senses in building sensory identification, that is, identity based on
active engagement, involvement in the formation and retransformation of the
social reality. One is the paradigm of embodiment, the other of emplacement.
Embodiment defines how people acquire common knowledge of a subject through
their own senses which help embody the experienced aromas, tastes, factures,
sounds, images to the extent which makes them sound, smell, feel, etc “natural.”
Emplacement accentuates the role of both social and physical environment as
space where senses are performed and produced, defined and acted on (Pink
2009: 30). Both paradigms permeate the local/regional myths of America.

experience. However, tactility, usually considered insignificant, was given equal
importance to auditory experience.
The “lower senses,” that is, the tactile, gustatory and olfactory senses, have
been identified as irrational (Classen 2005: 71) and ascribed to the feminine
world. These senses apparently seem valueless to the project participants who
are not aware of their potential but who nonetheless unconsciously value them
in their accounts of their own sensory experiences in the further questions. Since
the preliminary survey accentuated the overlooked sensory activities, the further
studies focused on the sensual, often imperceptible, less quantifiable aspects of
lives of the young people.

The gaze of the young adults
Sensory experiences have long been exclusively associated with the
physicality of the body. Yet, the social researchers (Pink 2009, Howes 2005, 2010,
Classen 2005, Stoller 1986, Synnott 1993, 1994) have demonstrated that senses
through their physical dimension affect the socio-cultural choices of individuals
and communities as well as construe their local cosmologies and worldviews.
This twofold nature of the sensual experience brings surprising features
of the senses to light: on one hand they register the incentives from the world,
on the other interact with them from the inside. The sensory experiences are
anchored in the physicality of the body as well, simultanously being constituted
within the surrounding social and cultural environment. This may be the clue to
understanding the fixed nature of images and stereotypes about other cultures:
the meanings attached to the senses are different due to varying ways of knowing
and hence rationalising social order providing cultural categories. In this text,
I challenge the popular category of Americanisation and explore the ways of
knowing the world among the people whose cultural and personal strategies are
used to assimilate the American myth.
The table below shows the results of a questionnaire distributed among over
fifty first-year students who responded to two questions of the most and least
valuable sensory experiences.4 Results concerning adherence to visuality among
the ocularcentric-oriented people in their early twenties were as anticipated:
little more than ten percent of the participants claim insignificance of visual
4
Anthony Synnott conductiong the research among his students provided inspiration for
this study.
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Olfactory
The questionnaire reveals that the smells are on average perceived as
gendered. The female smells have been associated with fruity/flowery aromas,
virtually underscoring their “delicacy”, “subtlety” and ”charm”, simultaneously
emphasising the qualities traditionally ascribed to an ideal woman in Polish society.
Meanwhile the cultural historian Constance Classen sheds light on the underlying
roots of this analogy. Classen accounts for olfactory stereotypes of women as
rooted in the ancient world imagery of which the Harpies were the core scheme
as excrement-dropping bird-women (Classen, Howes, Synnott, 1994: 38) which
undeniably relate to foul femininity and a witch as its incarnation with poison in
her breath (ibid.). The foulness linked with womanhood was eradicable otherwise
but by means of sweet and delicate or evanescent scents. Characteristically, the
smells have been associated with the ethical qualities resulting in the negative
or vices attached to certain type of women usually subservient to the social
order – witches known as objects of disgust (ibid.: 164) unable to be controlled.

22

The research demonstrates that female smell descriptions reveal social
metaphors of the ideal woman. The words like: evanescent, peachy, cocoa,
vanilla5 signify that women are barely visible, scented instead. These aromas
match the stereotypic ideal of femininity, a metaphor of a sweet flower, weak,
gentle and fragile. The terms used to identify male aromas are utterly the
opposite: strong, spicy, intensive, aggressive, deeper, smell of petrol, sweat and
soil. Therefore, men seem to be allowed to retain the natural aromas of human
body while women are denied of that privilege and expected to conform to the
social imagery of womanhood. Given this the words denoting aromas effectively
evoke the generalised gender sensory models in the region, and olfactory
imagery affects and is applied to social structure as well as value judgements of
different groups of people (ibid.: 38) which make smell a powerful cultural factor.
Other traces of olfactory experiences demonstrate that not only scents
themselves but also smell-related practices have been used as tangible indicators
of smell in action. However, the question remains how to meaningfully link the
evanescent senses of tactility, aroma and taste with their inherent temporality to
the indiscernible social values. The mediating elements of the two categories lie
in the notion of embodiment, which puts body and bodily ways of experiencing
the world in the centre of the study. What body does, how it experiences the
surrounding world and ways it communicates them, or – to put it differently – how
senses which are the means by which human body perceives and responds to the
material world (Edwards et al. 2006: 2) interact with objects, people and places.
In this paper, the collaborative team had to rely on the participants’
willingness to convey their ways of knowing and experiencing their worlds,
given that the goal was to outline the patterns by which students experience
the olfactory within its social context. Consequently, we may observe the ways
aromas register and trigger memories of past events concerning moments, people
and objects. Olfactory memory transfers young people in time and space carrying
feelings, emotions, and imprinting both in the body which is tense at recollection
of dramatic events or relaxes at the memory of them: the smell of my mother’s
perfume because it makes me calm. When I was a child and my mother was hugging
me I felt that smell. Strangely, today I calm down every time I sense that smell.
Among the positively valued odours students list the fragrances which
accompany their leisure time, simultaneously bringing to light the associations of
‘freedom,’ ‘opportunity to see everything’ and evoking memories of happiness,
family and home. Sometimes, scents such as vanilla trigger the memories of
stay abroad where I met fabulous people and I‘ve spent the most wonderful
moments of my life.
5

All italicised quotations come from the questionnaires as well as research papers of the
project participants whose identities have been conceiled and purposefully remain anonymous in
the entire article. Other citations are provided with appropriate sources.
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Conversely, the malodorous smells are encoded in hectic experiences
or dramatic events: the smell of hospital or less obvious of cheap cigarettes,
sweat, decomposing flesh of animals and plants. To exemplify this, consider the
connotations of death and illness surrounding an old house. These connontations
both indicate the close relation between personal history and perception and
highlight the interpretation of the olfactory experiences. Another respondent
describes: the smell of fire that surrounds a burning house, people or animals, the
cries of the people trying to save them from fire and suffocation and how these
images remind him of a fire experienced in his early childhood. Smells are relative,
and so are smell related practices, which depend solely on the individual life story.
Relativity in perception is particularly evident when we consider olfactory
impressions. Hay, for instance, has been described as the positive aroma of spare
time in the country, but also an indicator of danger to an interlocutor allergic to it.
Similarly, sweat, a typical male fragrance, is attributed to the public space as its
negative attribute: Sweat in public transport or queues and the people who rarely
change their clothes. This makes me sick (...) or related to accidents in the account
of another respondent: I remember smoke in the bus accident. The choking smoke
seemed to be omnipresent. It simultaneously signals the social order6 (Synnott
1997: 194) and nose politics that forces the young people to avoid public spaces
and highlights profound disgust towards others encountered in them.

Tactility
The tactile experience calls up the association of the physicality of the body,
its limbs (hands) since the sense of touch is located in the skin which clothes
the entire body (Synnott 1997: 157). Regardless of the conventional notions
bracketed together, touch is also encoded in the body movements i. e. how body
as an instrument of tactility interacts with other bodies, objects and people or
elements of environment.
Touch mediates the visual and auditory, taking the second position in the
young adult world. Their questionnaire responses demonstrate the key role of
touch in contact with other people: I love when my mum gently scratches my
head and hair, and other respondents explain: hugging and handshaking ensure
the sense of security and enhance affinity with others. Among other positively
valued features of tactile experiences students have listed: animal fur, bedding, or
sun rays, beach sand and wind/breeze, and activities like: walking bare foot in the
6

Anthony Synnott quotes George Orwell’s statement on the relation between social
order and smell: [The] real secret of class distinction in the West ... is summed up in four
frightful word s [...] The lower classes smell. (Orwell’s emphasis)
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morning dew, touching the galloping horse, or unexpectedly playing my musical
instrument, that is, the touch of it as well as tapping the keyboard of my computer.
When asked about negative associations of touch, participants enumerate: violent
behaviour, being beaten, hit, sharp, slimy, sticky, wet, hot and cold objects.
Further on the increasingly physical aspect of tactility has been adhered to
the problem of symbolic purity/impurity and social moral judgements. Feeling
of disgust i.e. various levels of disgust became their vehicle (Miller, 2005: 342).
Disgust highlights the social and has an impact on the perception of people who
happen to touch us. This mirrors the inherent relation between emotions and senses.
Concomitantly, negative opinions about touch of other bodies in line which
violates my personal space or when someone, whom I do not know, accidentally
touches me reveal an extremely crucial aspect of sensory perception. It not
only signifies the proximity rule viz. strangers, in which permitted closeness
is proportionate to familiarity, but it also points out to the fact that in certain
circumstances elements of the sense of touch such as temperature – coldness and
heat (warmth of other body) may be considered: as pollutant as more material
pollutants in the setting (ibid.: 343).
Yet again, the experiences identified through the negative emotions are
immediately linked to negatively valued situations, and qualities as in this cluster
of words used to exemplify negatively qualified touch: sticky, dirty, something
old and bad. Here, tactile qualities (sticky/dirty) have been equated with ethical
qualities (bad/good) and given moral weight. Those ethical judgements may pose
a real threat to a society in which social groups are often ascribed stereotypic
sensory characteristics, and consequently ethically deprecated, or marginalised
in social matrix/profile.
Finally, the responses to the questionnaire unveil two anxieties connected with
the physicality of the body, namely a lack of the sense of control over one’s own body
and its inertia, which contributes to the perception of body and a rank it has embraced.

Gustatory
Of all the senses, survey participants credited taste as offering the smallest
contribution to their cultural profile. However, tastes transmit messages about
community values, shape social order, and play a role in identifying included
and excluded members.7 Stoller discusses the etymology of the term: its earliest
meaning was closer to “touch” or “feel” (Stoller 1989: 23-24). Paradoxically, on
7

Paul Stoller gives an account of the sense of taste as employed in symbolic of social order.
A bad sauce is synonymous with the status of an excluded woman who in this way transmitted a
message that she had wanted to be rejected, cast away, spit out. (pp. 22-23)
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the whole, the participants emphasize the effect of eating on their moods: sweet,
fresh tastes have a relaxing effect, whereas fitness and health are perceived as
tastes of medical drugs, healthy mixtures: beetroot/carrot/parsley juice or raw
meat are all given negative characteristics.
However, the primary indicator of taste is taste memory. It implies specific tastes
as related to events, situations, moments, people and experiences. The taste memory
is important, but the food itself is not priority. The essential process is actually all the
intangible circumstances of eating e.g. company, family, pressure, etc. When seen in
this light, the accounts that read: I dislike fatty meat. As a child I used to be forced to eat
meat or liver which I was compelled to eat in childhood convey increasingly intimate
messages about young people’s taste choices and the nature of their upbringing.
The gustatory has long been linked to the olfactory. This interconnection of
senses is attributive to sensual interaction because only on rare occasion does a sensory
experience define the entire situation. Unless the sensory abilities are impaired they
fully take part in the process of cultural encoding of the incentives absorbed from the
social environment.
Furthermore, commensality has been accentuated in the responses and is
indicative of gustatory experiences. It brings to the light an anthropological
phenomenon of “eating together” and the circumstances assisting the event.
Who is allowed to take part in the eating rite, who is excluded, and on what
account, what are the duties of participants, what is the order of serving food
who is being served? Our study sheds light on the cultural and religious rites
being incorporated into students’ sensory profile through participating in them.
The indicative instance of this process is Christmas dinner: My favourite is
gingerbread [which] evokes memories about Christmas. I, my brother and my
mother in the kitchen rolling the dough, crushing nuts, and the smell of cinnamon
is in the air. The participant’s personal sensory account reveals the individual
identity components: the taste of traditional family meal, integrating it around
a common taste practice in an explicitly Christian background. Home-made
Sunday dinner has a similar function, as can even taste of a melon: I remember
when my dad returned from the grape picking in France and brought it [...]
We were eating it excitedly in silence. It shows that the gustatory practices not
only build but also reaffirm family bonds through commonly practiced tastes.
The responses to the preliminary questionnaire provide valuable input to the
in-depth research on sensory Americanisation: how senses shape the perception of
other invented concepts of America and American society/culture and of America as
a cultural/social product. Our research also explores how senses bridge the distance
between two societies, and what recurring motifs are substantial to the formation of the
sensory Americanisation in the everyday sensual experience of research participants.
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PART TWO: THE AMERICANIZED AND
MYTHOLOGIZED AMERICA
The second phase of the project was based on the premise made by Tim Ingold
that people acquire knowledge about their surrounding world through an active
involvement in it and that their engagement is only possible through personal
experience of the world (Ingold 2003: 85-86). Furthermore, the fundamental
aspect of the individual experience is rooted in the senses and sensory practices
of a body. As a result, the student participants were asked to demonstrate visually
the ways they experience America in their home localities where they took
digital photographs and provided visual and verbal accounts for their choices.

In touch with America: I have never been
to America but I can sense it
Sensory experiences of the idea of Americannes are embedded in the
physical world. Sensory absorption and cultural interpretation of this physical
world through the senses convey messages about U.S. society. Stated otherwise,
senses mediate between an environment and the body which perceives and
responds to the material world (Edwards at al. 2006: 2).
The organ of touch is represented by skin which covers the entire human
body and consequently may register sensations while touching. However, the
participants have associated this sense with hands and their imediate responses
prioritised intimate situations with close family over other forms of tactile
practice such as walking. Although most of the efforts of the participants focused
on American commodities that may be bought, or sensed nearby, there are a
few conspicuous examples which demonstrate explicitly that the phenomenon
of Americanisation reaches deeper into personal identity emerging from latent
sensory layers of memory. To illustrate this, one of the chosen items was
unexpectedly, clothes shops: branded and second-hand.
I never buy anything there [Lee, Wrangler, Levi’s Mustang stores] because of too high prices
[...] When I enter these shops I feel like I am on a desert in Utah, empty place where you can feel
total freedom. This is what America is like in my mind.

These accounts are imbued with a personalised and reduced image of
Americanness. Moreover, the accounts show the link between sense of tactility
and emotions connected to America as personal freedom: independent, cool. The
apparent reverence may be due to the remnants of the American dream among the
younger generation or a literal reverence for the values America stands for, but it is
also linked to marketing of the American idea in order to advertise and sell products.
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Still the question remains where to search for the explanation of popularity of
American second-hand clothes? Apart from price alone, the idea of Americanness
vested in this complex concept is expressed locally by one respondent: I think
it is also a good thing [for] people who cannot afford to buy branded items [...]
not to feel worse. This implies that appropriating markers of imaginary America,
whether bought in a regular or second-hand shop, lifts an individual status in the
eyes of his/her peers.
Project participants especially honored jeans. Wearing jeans made pariticipants
“feel America,” and shows an easy-going style, for people who feel free and do not
care about [any] rules. When [they are] wearing jeans [they] feel like those calm and
relaxed American people who do not worry about anything. Jeans are also identified
with western movies and the increasingly masculine world of this era (my emphasis):
In old cowboy movies we can see tough men wearing jeans, fighting, doing nothing, drinking
and they are all free and independent. I think all people in jeans have even a little sense of
independence and courage to express oneself. Personally, I do.

Ads and commercials do not only sell products but they convey sets of
values and beliefs as well. The most attractive to the young adults seem to be
unconstrained freedom, and independence, but the clothing industry also sells
rebelliousness and racial identification: big T- shirts, pants, shiny jewellery boys
trying to look like African American rap boys. Clothes are no longer matter of
personal taste worn for their own sake but they are also markers and status symbols.
Tactile experiences are the gates to recollections triggering memories
enmeshed in emotions as elucidated by a female participant profoundly delving
into her childhood (my emphasis):
I was seven years old [...] when my aunt [...] had promised me to send toys from America. I
had been waiting for that gift for a long time. Every day I would ask my mum if a postman delivered
it. One day after coming back from school, I found a parcel on my table. I rapidly tore the paper
and saw a beautiful Barbie. I remember this feeling well. She was wonderful. None of my friends
had such Barbie, the original Barbie from the US. When I touched her shiny, soft hair it seemed to
be real hair. I gently ran my finger over her perfectly sewn black dress that was as smooth as velvet.
I used to set my Barbie at the most noticeable place of my room so that everyone could admire her.
I was so proud to have such a thing from America [...].

Senses are usually wrapped up in an emotional veil of personal stories
as Synnott observed: the tactile metaphors are primarily concerned with our
‘feelings’, ‘sensitivities and emotions,’ and our interactions with other people
(Synnott 1997: 158). Sensory memory records, preserves and solidifies the
American myth in the form of concepts and values of the sensual practice.
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Futhermore, values such as unrestrained freedom, toughness, beauty ascribed to
commodities made in the U.S. are carried to Polish cities, towns, villages where
they ultimately acquire a value-status of higher rank from early childhood onward.
Americanisation is also made clear by the number of American vehicles on
Polish streets and the ways their ownership affects others:
[It] shows that Polish people want to feel better, to be a person of higher status. If you have
an American car in Poland, you are always in the centre of attention. People perceive you as more
interesting, and after all it is American extravaganza [to own Dodge, Chevy, Chrysler]. Ford is
one of the most popular cars in Cieszyn.

One of the participants even interviewed his own neighbour on the subject
matter citing neighbour’s response: I like American cars. They are big and have
more powerful engines [...] I think there is something in American cars for
example muscle cars – simple, rough car body, huge gas engines with big horse
power. They are beautiful.
The subtext, power and strength, is a vital component of imaginary
America. Chidester emphasises the distinctiveness of the “American tactile way
of knowing” in which the moving body has been mediated by machines, from the
bicycle to the space shuttle, which has extended the speed, rhythm, and scope
of embodied notion (Chidester 2005: 57). The widely recognised instance of
the embodied tactile skill, as stressed by Chidester, is the T-model automobile,
not only a car but American obligation as it is to the proponents of the myth.
Likewise, the aura of fetishism, which drives the longing for the desired
objects, mediates intercultural communication as well as cross-sensory
practices8 of the car industry. Its sensory potency lies in powerful gears which
affects the hierarchy of desired objects with equal strength. Particularly in the
South, the ownership of American cars and their conspicuous display guarantees
higher social rank. It emerges that the perception of America is under the strong
influence of American value of embodied movement, which, paradoxically,
affects the symbolism of upward social mobility.
Among other interesting motifs participants discussed street dance,
cosmetics, the entire spectrum of touch technologies (laptops, iphones) joysticks,
and banknotes which yet again are considered to be tokens of higher social rank
as verbalised below:
What America really is to me in terms of touch? It is a five-dollar bill, which my aunt showed
me once. There was one of American presidents on it, and it was nothing special when I held it in
8
See Tim Dant’s list on the qualities of the fetish objects which include: function, meaning,
sexuality, knowledge, aesthetics and mediation. (my emphasis)
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my palm [...] made of paper with printed pictures. I remember it was strange for me to hold a note
from another country [...] what is more from the United States of America. At that time dollars were
such expensive currency in Poland.

This passage intertwines the personal memories of the participant’s aunt,
discusses the texture of a note and its function as a meaning conveyor that
stresses a valuable icon in relation to the desired world. Hence the metonymic
association of the note, the myth of its land of origin (what is more [it comes]
from the US) and its mythical higher value: to possess a piece is to possess the
entire entity that strengthens fragmentation of the myth.
Tactile Americanisation also includes painting, tattooing, tanning, shaving,
or perfuming as well as what may be shown in public:
I think it comes from America that a lot of people express their opinions and emotions openly.
[...] Freedom is also a visible sign. Citizens want to express themselves wearing extraordinary
clothes, earnings, tattoos [...] I can notice people who demonstrate their feelings in public and
they are not ashamed.

The photograph assisting the above explanation displays two men holding
each other’s hands. It suggests that the participant not only identifies freedom
of speech as an American value but it is regarded as increasingly affecting
Polish social environment. Furthermore, the participant highlights gay/lesbian
identification as a vital instance of American freedom of expression.
As presented, America can represent a vast range of values and concepts
through the mediation of tactility and mnemonic objects. This mediation enables
navigation through participants’ memories of people, objects travelling between
the past, or present, and their America, the dream land. The tactile experience
guided them through.

The smell of America: I believe
America has to have a very strong smell
The sense of smell is defined by quite a limited terminology. Adjectives for
smell are borrowed from other senses such as taste (sour, sweet, bitter) or tactility
(strong/weak). Moreover, aromas have been categorised into natural, manufactured
and symbolic (Synnott 1997: 182), which further blurs their definitions.
Nevertheless, terms used to delineate the concise aspects of odours associated
with the idea of Americanness are predominantly positive, be they, luxury
perfume brands (Calvin Klein, Old Spice, Dinky), tobacco, coffee or food items.
Although the studies show that each generation has preferable fragrances which
they relate to different feelings i.e. hot chocolate or cut grass made the people of
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early 20th century feel nostalgic (Classen et al. 1994: 203), the project participants
sense a bond to the imaginary America via the scent of hot chocolate and coffee.
This is a suggestive argument which points to the fact that smell is defined socially,
culturally, even generationally as well as in terms of time and space.
Other surprising matches have encapsulated the idea of Americanisation in the
form of a candle representing a popular culture Indian icon. It misleads its naive users
about not only the origins of vanilla but the vanilla scent as originating in the US
indigenous cultures as well: I have a candle in a shape of an Indian. It is an Indian’s
head with plume.[...] It smells vanilla. The first inhabitants of America were Indians
so I connect the smell of vanilla with the country because of the shape of my candle.
Yet, this statement illustrates the depth of the assumptions about other cultures
as emerging in everyday sensory experiences and practices which, in most cases,
resist potential future alterations due to their physicality. The sensory memory
registering both sensual past events and their personal, social, and/or cultural
meanings determines their fixation. Smell, more than any other intangible sense, is
tied with memory, and for some people smells evoke memories, for others, memories
evoke smells (Synnott 1997: 187). Therefore the participants recognise the American
idea through the fragrances of objects and other people as examplified below:
Smell of new skating rink [...] every time I go to the rink [...] I feel the smell of modern
construction, the smell of new things reminds me of all American movies about hockey that I used
to watch when I was a child. Also, I associate that smell with American industry, high technology
and modern construction [...] perhaps I imagine America as a modern city.

This image delves into symbolism and metaphor. The female participant
appears to be surprised herself with her chain of associations: ice rink plus modern
building plus advanced technology equals modern city which is evocative of the
homology between imagery and sensory experiences. The myth of “America”
evokes aromas.
In a similar vein, the successive accounts of individual memories shed
light on the olfactory aspect of sensory memorizing as entangled in the sensory
interactions with other people/bodies.
I remember the aroma of my aunt’s perfumes [lives in the U.S.]; when she came to visit us
the entire house always smelt like her, and it was a very nice smell; sweet, fresh and very intensive.
It smelt like something agreeable and new. [...] I imagine that this is the smell of modernity,
entertainment, and happiness. So is the smell of America to me.

The fragrance of speaker’s perfumes does not merely fulfil the mediatory
function between the respondent and America for the other sensory agent
appears, namely that of the body of a relative who bridges the distance
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between “here” and imaginary “there.” The aunt does not prevent American
myth from evolving but the presence of the witness adds a new quality to it:
the technological advancement and no-worry-and-have-fun mood which
mirrors emigrant assumptions about life in the US as happy and devoid of
daily problems enhanced by contemporary technological devices. One wonders
whether the participants realize the current state of economic affairs in the
US. If they do, regardless of the news coming from beyond the Atlantic, the
accounts of this sort may only be attributed to Walter Lippmman’s definition
of stereotypes, and resistance to changes of stereotypic images in particular.
Images about what imaginary America is are transmitted from generation
to generation. Not only does the olfactory exhibit the quality of transplantation
in space but also has the power to travel in time as in the account of
a participant recalling his adolescent years under the Communist regime:
At that time they had already made a few windows in the Iron Curtain. One of them was
opened every Saturday: John Wayne riding his horse and purifying the world, [eliminating] the
evil men. The smell of adventure, the smell of freedom: a lonely macho sitting at a fireplace on
a desert night smoking cigarettes. We could not become gun-wielding horse-riders, but we could
buy a pack of Malboro and enjoy the transfer to the better world. [...] With every puff of aromatic
smoke, we were rising above the ground getting closer to a better place. The place of quality,
luxury, freedom. (my emphasis)

Similar to tactile Americanisation, olfactory experience is related to social
values which overlap the sensory ones. The recurrent leitmotif of freedom
has been enveloped in the tokens of luxury which stood for the deficit values
behind the Curtain. The respondent, as the entire generation, found their own
ways to sense mythical America which did not necessarily disappear with the
actual physical contact with the culture. Instead a trip to the U.S. might actually
reinforce their convictions as in the example below, a debate with native people.
The author participated in a debate on stereotypic images of native people
of America in an indigenous college in southern Ontario where the subject of
Eastern European wannabes9 was suddenly brought up by an indigenous student
who had witnessed a summer camp of wannabe Indians in Czech Republic.
Facing the gross of accusations from the students present, the author explained
that the “playing Indians” was a form of contesting the abhorred social order in
the similar way native peoples had done in the 60s and 70s, which the Polish
9

Derogative term applied to non natives who ”want to literally become” imaginary Indians
by certain groups of indigenous people because vast majority of wannabes want to appropriate the
image fulfilling own stereotypic images about Native Americans.
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Indianist Movement [PIM] members declared in the research taken in 1998
(see Froń 2000:97-112). The PIM members held that it had been their way
to widen the scope of freedom. This revelation about the reasons behind the
wannabe movement organised in many Communist countries (Soviet Russia,
East Germany) prior to the 1989 was recognised with the great surprise by the
indigenous students who were not aware of the fact that the term “Indian” in
those cultures was/is idealised and identified with the struggle for independence
which makes an imaginary Indian a perfect anticommunist Polish hero.
Hence mentioned above the Malboro smoke in this respect becomes an
example of Dialectical odours (Drobnik 2005: 277) which are aromas, removed
from their original context to be placed into a culturally different one. The object
of change (in this case symbolic Malboro smoke) interferes with the new context
by bringing to it complexities of competing meanings, yet it enlivens and activates
political dynamics: to smoke American cigaretts (as to listen to American music,
jazz) meant both sensorially and symbolically to contest the establishment and
to identify with anti-oppressive American values. Consequently, smell is both
social and political.

The taste of America: I know that part of the US
is travelling from my mouth to my stomach
George Simmel writing on the sociological aspects of eating pointed to
the sociological institution of eating which resonates with regular gathering in
order to eat and drink together, a hierarchy of eating and the common set of
normative rules regarding ways of aesthetic food consumption (Simmel 2006:
272-282). The sense of taste has been thus structured and, simultaneously,
is the agent increasingly structuring social communities and relations in
a group. Not only are ingredients important for understanding eating rites but
all social forms of behaviour are vital to comprehend taste-related practices.
The respondents’ answers to the inquiries about food were astoundingly
similar. Mostly, the branded food restaurants and familiar worldwide
products such as: KFC, McDonald’s, Jeff’s and all sorts of burgers, cola,
bacon, doughnuts, cakes, and peanut butter respectively have been brought
up and their choices justified likewise: I think Americans have good ideas
about making sweets, peanut butter is also available in Poland. Its delicacy
is typical for America, McDonald’s [food] can improve our mood, give more
energy. One participant recalled the indroduction into Poland of Donald
Duck bubble gum in the early 90s: For those too young to smoke there was
Donald Duck bubble-gum, the only gum that allowed you to make real
bubbles to the disgust of older family members and admiration of your friends.
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There were a few sudden clarifications of predictable responses concerning
food viewed as American which demonstrate a narrow knowledge of American
culinary experiences:
I am completely sure that the idea of eating popcorn and drinking Coca-Cola, sitting in
the comfortable, soft places in the cinema derives from the US. Perhaps touching soft and crispy
popcorn with salty and sticky hands is, afterwards, a way to feel American.

This multisensorial experience of all five senses at once is actually evocative
of American taste for the young adults. The most intriguing part is ‘eating with
one’s hands’ which is tantamount to a visceral, American way of eating. This
recurring motif is also represented in the following quotation:
As far as I’m concerned there’s is no other drink in the world which represents American
culture in such as strong way. [...] When I touch a glass bottle of coke, smell it and drink it I feel
like being an American. I know that part of the US is travelling from my mouth to my stomach.

This picturesque description of the gustatory experience emphasises not
only the fact that the brand mentioned above is extremely popular and desired
but it stresses the symbolic, representative relation between the popular drink
and the entire country or culture. If this is the case, the relation between Coca
Cola brand and other representative brands and the mythical notion of America, is
conceptualised as a symbol of America. The fragmentary reduction of a complex
culture into a set of commodities and values demonstrates synecdochical nature
of sensory appropriation of American culture. Hence, sensory experiences
operating in relation to American commodities may be considered as a temporal
replacement of America – the continuum of the mythical. The account of it resides
in the anthropological rule about contagion which holds that: things which have
once been in contact retain a permanent trace of this contact and, simultaneously,
thus retain acquired attributes which are sensed as inherent (Counihan et al. 1997:
96). As a result, once eaten and drunk, American food and coke transgressing
space make people taste America. This is also implied in the following passage:
I love eating there [fast food restaurants]. I try to make my own hamburgers [...] but they
never taste like American ones. This is specific taste of great combination of ingredients that affects
me and other people. If you want to feel like in the US, go to McDonald’s or KFC, eat a sandwich,
and feel the American culture [...]

and when I was in the 5th grade on a school trip we went to McDonald’s. [...]
I finally got a chance to ‘taste the U.S.’ The hamburger was nothing like I
have ever eaten and delicious which clearly indicates the homology between
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gustatory way of knowing, personal history and “America” as a notion.
Although the above accounts glorify the tastes and ingredients and describe
the emotional aspects of the sensory experiences, the following explanations
ascribe the Polish fascination with American idea to the contemporary lifestyle
and underscore the changes it introduces:
Fast food restaurants are connected with the western culture, modern, easy and fast. People
who live in the US have more time on their own [so] they do not waste it in the kitchen. They prefer
going to the fast food [restaurant] to preparing a meal by themselves. And we [Poles] want to be
more ahead doing the same.

In the words of another participant: Every time I eat fast food in these
places I think about Americans fighting with the common problem of obesity
in their country [...] that is my stereotypic, media image, but I can’t change
it. The respondents’ opinion mirrors the popular myths about Americans, yet
accentuating the social ails that also increasingly affect Polish society. However,
if the participant’s former beliefs that the primary reason for eating out is the
lack of time or the desire to spent it more efficiently, portray an act of cooking as
a waste of time, and Poles as mimicking Americans, the latter opinion focuses on
the quality of eating. Yet, simultaneously she realises her own inability to conceive
of the people and their ways in other than a stereotypic way.What the respondents
failed to notice is the social nature of eating out. Due to the lack of lunchtime in
Polish tradition, the participants did not see this social aspect of eating with others,
or to perceive fast food restaurants as a nexus of informal social interactions.
Furthermore, adolescent commensality at fast food restaurants such as KFC,
Pizza Hut or McDonald’s becomes a symbol of belonging to the peer group.
In her article ‘Deciphering a Meal’, Mary Douglas expounds the cultural
aspects in which food is enmeshed. Treating food as a cultural code, she accounts
for its social significance and its symbolic role of exclusion / inclusion social
hierarchy formation, and social bonding through patterns and eating rites.
Therefore food categories (and eating customs) code social events which
can be perceived in the most traditional of Polish eating customs – Christmas
Eve dinner intertwined in the nexus of the eating social norms and values.
What message, then, is found in recent modification of the traditional
thirteen-dish meal, which now can include cola? Traditional soup, fish, pierogi
and wafer are often all juxtaposed with American products, and this juxtaposition
may be perceived in the participants’ images of their Christmas dinner table.
One possible account may be related to the quality of Christmas food, which in
a vast majority of contemporary families, include American food items such as
hamburgers and cola. Incorporation of American food items signals a split in the
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traditionally gustatory profile of this religious and cultural event which might
further lead to other borrowings from the surrounding social world. Another
explanation is more symbolic, that is, the items discussed are synonymous
with daily interactions in a group. Hence participants desire something which
they identify with the family and aura of friendly and relaxing atmosphere they
would like to bring into a quite structured Christmas Eve, but which represents
quite the opposite. First and foremost, the presence of coke and fast food items
among traditional Polish meals raises symbolically the quality of the latter.
Eating out and food-related practices, quite undervalued in the questionnaire,
bear a heavy burden of social meanings revealing the process of value
formation. The participants are inclined to public gatherings over hamburgers,
French fries, coffee or coke. Through dietary changes and alternative eating
practices, rooted in American culture, lives of the young adults have been,
however subconsciously permeated with the ideas of free and open society.

The sounds of America: Looking for
an untainable ideal in American songs
What sounds shape the perception of mythic America? The responses go beyond
‘trendy’ American popular music, the omnipresent lyrics of American songs that I can
hear [...] everywhere at work, at school, in the shops, at home, on the street, on the bus,
in pubs and clubs. There are also sounds which got participants interested in English
so that they assume I can say a lot about that country and the ways of its people, their
language, slang causing a sonic shift in the auditory aesthetics. As a result, the younger
generation is more inclined to American songs: we know American songs better than
[contemporary] Polish ones, and infuse English swearing into Polish sentences.
Indeed, American kinds of music bring audiences into concerts and shows. It is
a further component of the myth of the US as stated: Many of my friends think that
American music is superior to Polish. I cannot understand why. American music genres
construct another component of American myth as desirable sound conveying more
significant messages about the world than those expressed in their native language.
The act of hearing is not confined to an organ of sound – ears, but it affects the
entire body activating other senses as exhibited in one of the accounts:
For me [the sound of Harley-Davison] engine is the most American sound I have ever
heard. [...] while riding, he [an owner] focuses on many things [...] the touch of handlebar and
the vibration of the engine. When you add the sound and the appearance of the motorbike, it is
possible to picture yourself in a different place – riding Route 66 in the States.

The sound of the Harley Davidson motorcycle as an imaginary catalyst
triggering the imaginary journey across the U.S. heading west corresponds
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to Jim Drobnick’s observations on the homology between hearing of a sound
and its incorporation, internalisation into the body physical. The former act is
not an activity done remotely; it inevitably involves corporeality, it envelops
listeners [...] it resides within the body (Drobnick 2005: 227), which is justified
by the indigenous drummers of a heartbeat rhythm. Hence the music, be it jazz,
pop, hip hop, or, blues affected the sonic aesthetics of the young participants
of our project. The music imbues both their bodies and minds with the
rhythm and sounds. They succumb to the sense appeal of the commodity that
makes it (ibid.). To the participants, the American motor industry represents
a multisensory experience bombarding all senses at once displaying sensory
relations through the vehicle. Hearing experience, which engages other senses
and incorporates sounds into one’s body, has been associated with American
vehicles. Mainly their sounds and sizes are accentuated rather than their brands:
We see them [American cars] everywhere. Their size is a very characteristic feature. American
cars are huge. Their second attribute is [...] their noise. Large engines sound like wild bears. When
I hear such noise, I know where that kind of sound comes from. [...] One of the unique features
of American cars is their automatic transmission [so] whenever I sit in a car like this, it always
reminds me of America.

The above account was delivered by a participant who actually had spent
a few months in North America where he had a chance to embody the sound,
memorize it and link it to the noisy cars heard in his hometown. It contributes to
the power of semblance: sound once heard in one context, is cognate to a similar
sound elsewhere, in another context. The participant also notices other sensual
elements that evoke the memories and images from his past. Tactility intervowen
in the experience of driving the vehicles implies strong attachment not only to
cars as status symbols but primarily to the country of their origin, the American
cars so: Therefore the most popular car in Cieszyn is a Ford. Reaching out to
the mythical America through real products helps tame the unknown, otherwise
unattainable country, and reaffirm the imaginary America, Land of Dreams. In
turn, advertising both appeals to the dream, and simultaneously exploits it in the
process of marketing. In a nutshell, the American dream still sells successfully
the American idea seen in the account of an American truck driver’s dream:
As a [...] kid I was dreaming about having a car with that kind of CB radio in order to
communicate with other drivers. I wanted to feel like an American trucker (truck drivers are free,
independent men who travel across America). Sometimes, when I hear specific sound of the voices
of other drivers I think about my old dream that actually came true.

Multisensoriality hidden in the experience of driving Chryslers, Fords,
Dodges, muscle cars, and Harley Davidson motorcycle, described as: one
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hundred percent American style illustrates the marriage of sound and touch where
the latter adjusts to the rhythm of the former: sounds are imprinted into the body.
The revealed embodied hearing practices and sounds form and express values,
class tastes, life styles, in short, our world as a sensory continuum. Both transmit
the local ways of knowing being lived through the body (Classen 2005: 162).
Multisensory experience of the mythic sound of America resonates further on
through personal memories: when I hear [the word] America I can see Indians, I
smell body lotion which my aunt from the U.S. gave me, I smell fresh pop corn, hear
“I can’t stop falling in love” and feel my jeans. Is there any other culture to which
our senses are so profoundly attached? The strength of imaginary America and the
U.S. products lie in everyday sensory experiences that not only young adults but
entire generations cannot live without. Through this process, including tactility,
sounds, visuality, tastes and olfaction, ideas and beliefs are transmitted and hence
incorporated into the corporeality of the body where the sensual experiences
are anchored. As in the above quotation in which the author links vehicles with
the values of freedom, independence and mobility, the ideas are encapsulated
into the sensory bundles (Howes 2003: 224) in which commodities are veiled.

The visual: I can actually see America in my house
The project has been dominated by ocularcentric approach. The discernible
apotheosis of the visual dimension of the project permeates from the students’
work through photographs provided for every aspect of the sensoriality. To
put it differently, the visual is applied in a form of a device to actually see the
senses at work.
The list of visual components, which are supposed to Americanize the world
of participants, open American film genres, television series, commercials and
advertisements representing America through the brand images. This is clearly
elucidated by one of the students: while watching this commercial [Manhattan icecream] we can actually feel America in our home and taste it because the sensory
images of the products and actually products are coded culturally and constitute
sensory signs of commodities that can encode crucial social values (ibid. 228).
The apotheosis of American myth is passed on from generation to generation,
which is accounted in the excerpt on the role of westerns in the family life
inhabiting rural environments:
The most famous kind of movie is western. My parents used to watch the films about cowboys,
Indians and sheriffs when they were teenagers. The Sunday’s evenings were expected by my parents
because of “Winnetou”10 and “Bonanza.” Western movies influenced my childhood. I used to play
10

Television series based on novels by a German writer Karl Friedrich May (1842 -1912).
He owes his great popularity in Europe to novels about characters known by their generic name –
Indians whose dramatic plight formed the plots. The extreme popularity of the novels, especially
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cowboys and Indians with my brother and cousins. We would organise meetings with friends and
peers from the same village and [...] imagine that e.g. my neighbour’s cows need protection [...].

Although virtually little is left of the agricultural environments of the area, the
nostalgic longing for simpler lives, moral clarity, and pastoral imagery of living
on the frontier attracts the young who revitalise the western imagery by playing
Indians. All in all, films are the major sources of: American lifestyle, habits, customs
as other student declared. In the similar vein, the film icons contribute to the
dissemination of the American dream among the young, visually-oriented people:
The first thing that comes to my mind and reminds me of America is a portrait of Marilyn
Monroe [...] in my sister’s room. Her portrait [...] reminds me of Hollywood which is the chief
medium by which people across the globe see American fashion, customs, scenery, a way of life,
and which also affects my life somehow.

The above quotation demonstrates the awareness of the significance of television
and the power of the visual in disseminating the images of the United States. In the
face of the intergenerational transmission of the American dream in southern Poland,
with no opportunity to face the realities of the U.S. while travelling it, the American
dream is most likely to be generated onto the next generation of the young people.
The fragmentary image of this multicultural and multiethnic society is
represented by other visual elements which attracted the attention of participants.
How selectively perception works has been demonstrated by the popularity
of dental devices like teeth braces: which was visible in American films [for
teens] and now we can notice Polish teenagers wearing it. The desired object
watched in the image has been vested with the host of additional meanings
suitable to a new cultural context in which the items, the commodities symbolise
other values such as higher status, wealth, fashion, but healthy teeth as well.
In consequence, the young participant is convinced that American movies
make an immense impact on the people in Central Europe for whom the
films are the major sources of inspiration of what America is like and is not.
This process of transubstantiation has been identified as a shift in values
which have been vested in the items that had been previously in touch with
the mythical dream land. Having lost the original, literal meaning, the
new one adheres to the same objects of desire which are metonymically
in Eastern Europe, contributed to the rise of benevolent perception of indigenous peoples behind
the Iron Curtain among the successive generations of the young people who identified themselves
with the native victims of growing capitalism. Also it may explain the persistence of the American
myth which is partly funded on the literary fiction of Karl May who had never been to the U.S.
himself.
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extended to signify different values now. Hence not only the visual images
but the entire material world is integrally associated with mythical America and resonate with the values adhered to the concept (Edwards 2006: 15).
One of the vivid examples of the mechanism of transubstantiation used
to be the American Indian Movement (AIM) flag often flown upside down
by the AIM members. The symbolic visual act was taken over by the Polish
Friends of Native Americans who organised yearly meetings to manifest their
support for the AIM movement and opposition to the communist government
in 1980s. However, the American cult among young people in Poland generates
new patterns around the crucial core values surrounding a mythical America and
its components. Apart from the traditionally recognised as American freedom
and independence, but not necessarily equality in its creedal sense, new values
appear to be inbuilt in the American myth, be they, social, physical mobility and
conformism. The latter manifests itself in the desire to be an American consumer
of commodities ranging from IT devices and automobiles to branded clothes,
perfumes and food items.
Despite the fact the commodities are perceived as tokens of a better life,
the project revealed their coupling with traditionally Polish values, such as
intergenerational affinity as manifested in strong bonds with relatives. The
accounts of participants about events from personal experience were anchored
in the imagery of America through the mediation of the photographs that retain
the mnemonic trace of the sensory myth of America. Hence the photographs
depicting the sensoriality of America function themselves as detritus of the
sensory (visual) experiences.
Furthermore, the photographs of visualised America/Americanisation
submerged in the new context of personal past became the relics of that person’s
past and/or: a bearer of memory or access to a past either real or imagined
(Edwards 2005: 422) which enlivens both the sensory experiences and revitalises
the myth of America.
All things considered, Americanisation through senses, that is, through the
materiality of objects of American origin, which may be smelt, touched, seen,
heard, or tasted maintains sensory relations embodied in commodities affecting the sensory perception of a wider image of mythical America. It simultaneously generates and is generated by the sensoriality of the commodities, whose
mere presence constructs, maintains and reaffirms Americanisation articulated
through senses among successive generations. In this respect the sensory project of the first year students has been research on our own identity, its sensory components which gave rise to a regional manifestation of American myth.
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Agnieszka KALLAUS

A VISION OUT OF THE GUTTER: THE DEATH OF
CUCHULAIN BY WILLIAM BUTLER YEATS
AS AN ANTI-HEROIC PLAY
The Death of Cuchulain is considered to be one of the most controversial
of Yeats’s plays. As Barton M. Friedman claims, the play is Yeats’s dramatic
epitaph (1977:130). Written in 1939,1 at the end of Yeats’s career as a dramatist,
it can be read as a commentary on the poet’s entire life and artistic achievement.
Few of Yeats’s dramas have provoked such fierce discussion, as critical opinions
on the play’s merits are sharply divided. The early studies, like those by F.A.C.
Wilson (1960) and Helen Vendler (1963), examined the play for its philosophical
and literary values, ignoring its theatrical application. In contrast to them,
Richard Taylor (1976) and Katharine Worth (1978) noted the play’s theatrical
potential and discussed its impact on the post-war experiment in drama. They
pointed to the play’s anti-heroic character and anti-illusionist techniques which
foreshadowed the innovations of the Theatre of the Absurd. These interpretations
have influenced the most recent approaches, like that of Michael McAteer (2010),
who studies the play as an example of modern anti-theatre.2
A striking feature of the play, however, is its experimental form; even in his last months
Yeats was continuing to engage new kinds of theatre, responding to developments elsewhere and
anticipating some of the most radical innovations of post-war drama, particularly those of Beckett.
For all the heroic iconography, “The Death of Cuchulain” carries in form and theme a subversive
undercurrent of farce. Significant is its refusal to grant Cuchulain a noble death, Yeats offering

1

Yeats finished the first draft of the play by mid-October 1938, and he continued to make corrections
until 27th January, the day before he died. The play was first produced posthumously by Austin Clarke’s
Lyric Theatre Company in the Abbey Theatre, Dublin on 2nd December 1949 (Miller 1977:317-318).
2

The term anti-theatre is used to designate a dramaturgy and an acting style that negate all of the
principles of theatrical illusion. The term was coined in the 1950s with the beginnings of the Theatre of
the Absurd (Pavis 1998:26).
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instead his final contribution to a new form of anti-theatre emerging in response to the crises
visited upon European society in the first decades of the twentieth century (McAteer 2010:111).

The critic draws attention to the play’s experimental form which shaped the
contemporary drama from Maeterlinck, Strindberg and Pirandello to Beckett,
O’Casey and the modern European drama. This paper is intended to examine the
stylistic innovations of Yeats’s last play in order to prove the crucial influence of
Yeats’s method of composition and stage presentation upon the contemporary theatre.
Yeats’s play is the last one in his heroic cycle3 devoted to the legendary hero of
the Celtic epic. Throughout his career as a dramatist Yeats continued the practice
of drawing upon Irish mythology as a source of plots, characters and themes.
As many as twelve of his twenty-six plays are set in the remote Irish Heroic
Age. Yeats’s last play also centres upon the Irish legendary hero Cuchulain and
dramatizes his death. After binding himself into an upright position in order to
die heroically in battle, Cuchulain is murdered by a blind old beggar for the sake
of a mere twelve pennies. Yeats’s version is a free adaptation of the Celtic legend.
Those who are familiar with the legend will know that Cuchulain was killed by
Lugaid, a great warrior.4 Yeats denies the hero his noble death, using instead the
loathsome Blind Man. As James Flannery (1976:89-90) notices, the development
of an ironic counterpoint to Yeats’s concept of the heroic ideal was of great
importance to Yeats in both dramaturgical and thematic terms. The critic argues:
By creating a dramatic form in which heroism and its ironic counterpart are interwoven,
each balancing and strengthening the impact of the other, Yeats made an original, indeed unique
contribution to the modern drama (Flannery 1976:91).

My purpose is to look at Yeats’s last play as an important achievement in
the development of modern anti-heroic theatre. In Yeats’s play the heroic vision
of Ireland and its romantic past is deformed. The poet plays with dramatic
illusion to show the image of heroic Ireland as reflected in a distorted mirror.
Metaphors of perception point to the inadequacy of words to preside over the
meaning, giving the audience an insight into the subconscious. Thus, the aim
of this paper is to prove that the play has vast dramatic potential and tragicomic
quality, which anticipate some of the most radical innovations of modern drama,
particularly those of Brecht, Beckett, Pinter and the Theatre of the Absurd.
3

The cycle comprises five Cuchulain plays, which should be placed in the order of the epic plot:
At the Hawk’s Well (1917), The Green Helmet (1910), On Baile’s Strand (1904), The Only Jealousy of
Emer (1919), The Death of Cuchulain (1939). The order of the plays reflects the plot development. The
Death of Cuchulain presents Yeats’s resolution of his epic theme (Miller 1977:322).
4
This version was made popular by Lady Gregory in her collection of Irish myths entitled
Cuchulain of Muirhemne (1973:252-263).
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The Death of Cuchulain marks the end of the age of myth. According to
Alan Parkin (1978:165), it shows the death of heroism. In the introductory note
to the play Yeats sets the stage in the following way: A bare stage of any period.
A very old man looking like something out of mythology.5 The stage for Yeats’s last
play is empty, which draws the audience into the timeless dimension of a dream.
This nakedness, though, is functional. It emphasises the death of an era of myth and heroism,
and together with the use of darkness to punctuate the scenes throughout the play, it suggests that
what we see is mythological dream hovering above the present time, in which (…) chaos is come
again (Parkin 1978:164).

The audience are invited into the contemporary world of Dublin, where the
Old Man, presumably the director and author of the play, appears to introduce
the play about Cuchulain’s death. There are obvious autobiographical traces in
Yeats’s last play. As it was coming at the end of Yeats’s life, it is quite easy to see
in Cuchulain the figure of Yeats himself, determined to hold on to heroic values
in the face of physical decay and approaching death. These values are, however,
subversively undercut in the Old Man’s introductory speech.
I have been asked to produce a play called “The Death of Cuchulain”. It is the last of a series
of plays which has for theme his life and death. I have been selected because I am out of fashion
and out of date like the antiquated romantic stuff the thing is made of.

From the very beginning, Yeats resorts to subversive irony to perplex the
audience and challenge their expectations. Instead of an epic hero, whom the
title suggests, the audience are encountered with a comically irascible old man,
an antithesis of the poet himself. The Old Man’s prologue expresses Yeats’s
disappointment at the rejection of the heroic ideals which lay at the roots of the
reform of modern Irish theatre. His speech reflects Yeats’s attempt to re-establish
ritual verse drama in the contemporary theatre, where the public preferences are
for melodrama, realistic social plays and satire.
I wanted an audience of fifty or a hundred, and if there are more, I beg them not to shuffle
their feet or talk when the actors are speaking. […] On the present occasion they must know the
old epics and Mr. Yeats’ plays about them;

The Old Man’s wish to reduce the audience to a limited number of those
who read the old epics and Yeats’s plays recalls the poet’s views on anti-theatre
as presented in his essay ‘Certain noble plays of Japan’ (1916), where Yeats
claimed to create an aristocratic form of drama, indirect and symbolic, and
having no need of mob or Press to pay its way (Yeats 1961:221). However,
Yeats’s early wish to speak to the elites stands in striking opposition to the
5
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All unmarked quotations have been taken from Yeats (1976:438-446).

straightforward and reckless language of the Old Man’s prologue, which reveals
the poet’s attempt at the popular touch. Making reference to his own earlier
plays is a conscious trick the poet uses to confuse the audience and reinforce
the estrangement effect, which brings to mind Brecht’s further experiment in
epic theatre. Moreover, putting on an auto-ironic mask of a fool allows Yeats
to disclose a more emotional and subjective part of his nature. The speech has
an air of improvisation, unusual for Yeats’s style, which makes it an ingenious
device allowing Yeats, the lyrical poet known for the perfection of form, to speak
his mind without restraint. When the Old Man’s speech finally reaches a shrill
of frenzy in its vision of society as the people who are educating themselves
out of the Book societies and the like, sciolists all, pickpockets and opinionated
bitches – a remark showing obvious arrogance and contempt for the audience
– he is suddenly interrupted by an outbreak of off-stage drum and pipe music.
The audience might be deluded into thinking that there are some external powers
controlling the play and that the Old Man falls victim to them. But he says
he arranged the noise in advance in case he ended up going beyond himself:
That’s from the musicians; I asked them to do that if I was getting excited.
If you were as old you would find it easy to get excited. The abrupt intrusion of the
musicians, who brutally interrupt the director just as he is becoming unmannerly,
can serve as proof that Yeats does not treat the Old Man seriously. However,
the fact that the musicians’ intrusion was prearranged as an essential part of
the show proves that the director is desperately trying to have the final word.
Next, ignoring the off-stage noises, the Old Man sets the stage for the inner play.
Before the night ends you will meet the music. There is a singer, a piper, and a drummer.
I have picked them up here and there about the streets, and I will teach them, if I live, the music of
the beggar-man, Homer’s music. I promise a dance. I wanted a dance because where there are no
words there is less to spoil. Emer must dance, there must be severed heads […].

The dancer will embody Yeats’s ideal of the unity of the opposites, life and
death. She is going to be the tragi-comedian dancer, the tragic dancer, upon the
same neck love and loathing, life and death. She stands in flagrant contrast to
the classical ballet dancers painted by Degas with short bodices, stiff stays and
chambermaid faces, on whom the Old Man spits with contempt. His speech
reveals yet another paradox. The Old Man promises the dance for where there
are no words there is less to spoil, but he does just the opposite; he spoils the
play with his rant lecture which is becoming increasingly intemperate and
inarticulate. His reference to the dancer reveals a striking opposition between
words and image: the words are no longer an adequate means to express the
beauty of the body in movement. To emphasise this inefficiency of words, the
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Old Man’s lecture turns into a nonsensical tirade on contemporary art. Finally,
the Old Man leaves the stage accompanied by the off-stage sounds of drums
and pipes, which remind him that his time is up, and the play proper begins.
The first scene of the inner play allows the audience to revise their notions
on heroic values, as presented in the Celtic legends and Yeats’s earlier plays.
The plot of the play draws on the last two chapters of Lady Gregory’s collection
Cuchulain of Muirthemne and explores its three episodes: the treacherous
message delivered from a war-goddess to Cuchulain by his mistress, his heroic
death against a pillar-stone and Emer’s lamentation over his severed head (cf.
Ure 1963:77). The play proper begins when Eithne Inguba, Cuchulain’s former
mistress, arrives with the message from his wife Emer. Eithne, playing the
assigned role of Niamh in Lady Gregory’s version, tells the warrior she has been
charged by Emer to urge him to go forth to the battle and fight with the troops of
queen Maeve, who has just invaded the country.
Eithne: No matter what’s the odds, no matter though
Your death may come of it, ride out and fight.
The scene is set and you must out and fight.

Cuchulain responds immediately with his readiness to fight. However, he
is distraught by Eithne’s confusion and notices she carries a letter in her hand
telling just the opposite.
Cuchulain: There is something in your hand.
Eithne: No.
Cuchulain: Have you a letter in your hand?
Eithne: I do not know how it got into my hand.
I am straight from Emer. We were in some place.
She spoke. She saw.
Cuchulain: This letter is from Emer,
It tells a different story. I am not to move
Until to-morrow morning, for, if now,
I must face odds no man can face and live.
To-morrow morning Conall Caernach comes
With a great host.
Eithne: I do not understand.
Who can have put that letter in my hand?

The dialogue reflects the lack of communication, typical of post-war theatre,
especially the plays by Beckett and Pinter. The contrast between the verbal (Eithne’s
words) and the non-verbal (the letter she holds in her hand) suggests that the words
have no longer the power to control the play. It also reflects the anti-literary character
of Yeats’s drama. The poet is turning away from language as an adequate means to
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express the deepest levels of consciousness. The contradiction between Eithne’s words
and the message in the letter raises Cuchulain’s suspicion about the girl’s honesty. Still,
regardless of the warning in the letter, Cuchulain takes up the challenge and desperately
decides to fight against all the odds.
Cuchulain: All that is written, but I much prefer
Your own unwritten words. I am for the fight,
I and my handful are set upon the fight;

The growing communication gap between the speakers leads the audience
toward the conclusion that the action might be controlled by some obscure external
forces. In fact, Eithne’s confusion is a result of enchantment. This becomes
obvious to the audience, when the Morrigu,6 a woman with a crow’s head,
appears on the stage and stands between the couple. Her appearance on the stage
– visible to Eithne and to the audience but invisible to Cuchulain – is convincing
proof that supernatural forces are at work. The fact that Cuchulain cannot see the
goddess suggests he is blinded to the truth by his wish to die. When the Morrigu’s
wing touches Eithne’s arm, suddenly the charm is dispelled. When she is restored
to her true self, Eithne realizes that she had been bewitched into acting as the
mouthpiece of the treacherous queen Maeve, who wanted to destroy Cuchulain.
Eithne: Maeve put me in a trance.
Though when Cuchulain slept with her as a boy
She seemed as pretty as a bird, she has changed,
She has an eye in the middle of her forehead.

The reference to Maeve, a monstrous creature with an eye in the middle of
the forehead, recalls an image of distorted perception. It also suggests that there
are some invisible witnesses watching the protagonists. These destructive forces
assume the shapes of birds. The Morrigu – the crow-headed goddess of war –
resembles the monstrous Maeve, who once looked like a bird but now has an eye
in the forehead. This suggests that action has been taken over by some obscure
agents of fate.
Contrary to Eithne, whose eyes are opening to the truth, Cuchulain is blind to
his fate and is drawing false conclusions from the course of events. He wrongly
accuses Eithne of treachery, attributing her behaviour to her wish to send him to
6

According to the legend, the Morrigu, a crow-headed goddess of war, was one of the three
daughters of Calatin, adopted by Maeve after her father had been killed by Cuchulain at the great
Battle of the Ford (Jeffares, Knowland 1975:301). Her appearance in the play is widely commented
on by the critics (cf. Marcus 1992:138; Wilson 1958:168; Ure 163:80). However, as Barton M.
Friedman (1977:137) notices, the audience cannot discern in her anything but a foreshadowing of the
hero’s death, the embodiment of a force of history lying beyond his control and winding his age down
to his inevitable meeting with the perpetrators of his six mortal wounds.
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death and take a younger lover. He does not believe her plea of innocence, which
gives grounds for further confusion and misunderstanding. His desire to die proves
his resistance to change and shows that his heart is set on the grand heroic gesture of
going to the battle, regardless of the changing circumstances.
Cuchulain: You thought that if you changed I’d kill you for it,
When everything sublunary must change,
And if I have not changed that goes to prove
That I am monstrous.

Cuchulain’s determination to face death results from his desperate wish to
hold on to a sense of virtuous nobility in a sublunary world where everything
is about to change. His ignorance of biological laws would only prove he has
become a stubborn old fool, a caricature of a hero. The fact that he forgives Eithne
and does not take any action against her is evidence that he is growing weaker.
His generosity terrifies Eithne. She loses faith in his validity as an epic hero,
since it is not typical of a warrior to change his mind, lose strength or become
forgiving. Eventually, the woman rejects Cuchulain as her lover and master.
Eithne: You’re not the man I loved,
That violent man forgave no treachery.
If, thinking what you think, you can forgive,
It is because you are about to die.

Cuchulain mistakenly takes her horror for affectation, projecting on her his
own suspicion and terror at the thought of the approaching death.
Cuchulain: Speak low if you would speak about my death,
Or not in that strange voice exulting in it.
Who knows what ears listen behind the door?

His suggestion that their conversation might be eavesdropped upon entraps
the characters in the confined theatrical space by introducing some invisible
witnesses who might watch and overhear them. It reinforces the dramatic effect
and creates space for the unspeakable. Eithne is desperately trying to preserve
the image of the heroic past by her wish to immolate herself. However, her
exaggerated manner, which reduces her passion to mere childish affectation,
ironically undercuts the value of her statement.
Eithne: […] When you are gone
I shall denounce myself to all your cooks,
Scullions, armourers, bed-makers and messengers,
Until they hammer me with a ladle, cut me with a knife,
Impale me upon a spit, put me to death
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By what foul way best please their fancy,
So that my shade can stand among the shades
And greet your shade and prove it is no traitor.

The comic image Eithne contrives, of the torture at the hands of the servants
who would hammer her to death with a ladle and impale her upon a spit, is
electrifyingly theatrical in exposing the contrast between the grandeur and the
grotesque. It subversively undercuts the tragic vision of approaching death.
Cuchulain knows that he is about to die – since he cannot resist death, he chooses
to die like a hero, in battle. He deludes himself into thinking that he is in control
of events by having the final word: I make the truth! His assertion of the power
to shape his own destiny expressed in the context of his growing weakness and
imminent death reinforces the ironic effect.
The stage darkens and the curtain falls. Some off-stage noises made by drums
and pipes suggest the sounds of the battle. When the lights go up, Cuchulain enters,
mortally wounded in the battle. He is trying to bind himself to a pillar-stone, so that he
may die upon his feet, like a hero. Yeats consciously omits the battle from the play to
show the world deprived of heroic action. An old woman appears to the dying warrior.
He can hear a voice coming as if out of the abyss: Am I recognised, Cuchulain? The
white-haired woman resembles a ghost, or a figment of the imagination of a mortally
wounded man, whose mind is teetering on the brink of understanding. When she
approaches Cuchulain, he recognizes his opponent whom he has defeated in a fight.
Cuchulain: You fought with a sword,
It seemed that we should kill each other, then
Your body wearied and I took your sword.
Aoife: But look again, Cuchulain! Look again!
Cuchulain: Your hair is white.
Aoife: That time was long ago,
And now it is my time. I have come to kill you.

It takes him a while to realize that the white-haired woman is Aoife – his
former lover and mother of his son, whom he had killed by chance, not knowing
he was the youth’s father.7 The fact that Aoife comes to kill Cuchulain in revenge
for killing their son carries the potential for heroic action. However, Yeats
introduces her in his version of the myth in order to undermine this potential
by showing the passage of time. The scene turns into a sentimental recollection
of the past. Aoife insists on Cuchulain looking at her again in order to help him
recall her image from the past. The white-haired woman does not resemble the
7

This incident was presented in Yeats’s earlier play, On Baile’s Strand (Yeats 1976:162-182).
Cuchulain killed a young warrior, Aoife’s son, whom he had begotten while seducing Aoife after a battle
and who later challenged him to avenge his mother’s disgrace. When Cuchulain realized that the youth
had been his own son, he went insane and fought with the waves to overcome his frenzy.
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beautiful queen with whom Cuchulain fought and slept. The discrepancy between
what he can see now (an old woman) and what he remembers from the past (an
image of beauty) is further proof of the erosive power of time which destroys
all heroic qualities. Aoife comes to avenge her son’s death, but she gives up
her wish for revenge, when she realizes she is old and too feeble to kill him.
Aoife: But I am an old woman now, and that
Your strength may not start up when the time comes
I wind my veil about this ancient stone
And fasten you to it.

Aoife is now deprived not only of her former beauty, but also of her
strength and determination to avenge her son’s death. The ornamented veil she
wraps around Cuchulain is a symbol of her weakness. Her symbolic gesture
of giving it to Cuchulain means taking away some of his power, symbolized
by his sword, and instead endowing him with her feminine weakness. Their
meeting allows us to recede from external reality further into the interior.
Images from the past appear before Cuchulain’s eyes like flashes of memory
of the dying man: his first encounter with Aoife, her seduction and giving birth
to their son. The scene resembles a dream which allows for a regression into
the deepest recesses of memory.
Aoife: I seemed invulnerable; you took my sword,
You threw me on the ground and left me there.
I searched the mountain for your sleeping-place
And laid my virgin body at your side,
And yet, because you had left me, hated you,
And thought that I would kill you in your sleep,
And yet begot a son that night between
Two black thorn-trees.

When they recall their moments of happiness, for a while they seem to be
united by the tragic loss of their beloved child. The couple once united by strong
passions, are now meeting again in a most dramatic moment, but instead of
taking revenge on each other, they nostalgically recollect the past. Finally, Aoife’s
weakness overcomes her wish to exact revenge, which gives her an excuse to leave.
Aoife: Somebody comes,
Some countryman, and when he finds you here,
And none to protect him, will be terrified.
I will keep out of his sight, for I have things
That I must ask questions on before I kill you.

The reasons for Aoife leaving the stage are not very convincing. However,
her exit in the most dramatic moment is Yeats’s conscious device to show the
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demise of the heroic ideal. Aoife should have had the strength to avenge her
son’s death and kill Cuchulain; her failure to perform the deed proves the loss
of the potential for all heroic action. Someone else is going to strike the mortal
blow. Enter the Blind Man, the character from On Baile’s Strand, who was once
a casual witness of the scene in which Cuchulain killed his son and madnessstricken fought with the waves. He is immediately recognized by the audience
as the right agent of fate, and by contrast, Cuchulain’s meeting with Aoife
seems even more absurd than before. He embodies the anonymous blind force,
indifferent to high names and great deeds, ready to kill the hero for the reward of
twelve pennies offered for his head. That bitter confrontation of the heroic ideal
with the coarse reality is reflected in their dialogue.
Cuchulain: I think that you know everything, Blind Man.
My mother or my nurse said that the blind
Know everything.
Blind Man: No, but they have good sense.
How could I have got twelve pennies for your head
If I had not good sense?

The potential for heroic vision represented by Cuchulain’s encounter with
Aoife in the previous scene is brushed aside and replaced by baseness, squalor and
mean-souled materialism. Instead of heroic death on the battlefield the warrior’s
life is taken away by a casual witness who beheads him with a butcher’s knife
for a material reward. What better reason for killing a man? – is Cuchulain’s
sarcastic comment on the beggar’s motivation. Both Cuchulain and the Blind
Man represent extremely different states of consciousness – the heroic code of a
warrior and the primitive ignorance of a beggar who is totally indifferent to heroic
values in his mean wish to fill his belly. Still, both systems, the heroic code of
values and blind animal instinct, are real and coexist side by side. Both men are
equally subjected to natural laws. The moment of Cuchulain’s death, which marks
the symbolic passage from one order to another, deprives the event of its brutality.
Cuchulain’s soul assumes the shape of a bird who sings his death song.
Cuchulain: There floats out there
The shape that I shall take when I am dead,
My soul’s first shape, a soft feathery shape,
And is not that a strange shape for the soul
Of a great fighting-man?
[…] I say it is about to sing.

Cuchulain himself grows increasingly weaker in the course of the plot, he also
falls victim to some external powers. He is no longer recognizable as an epic hero.
He does not resemble the legendary warrior who kills all his enemies in savage anger
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before he dies. He seems totally submissive to the women who manipulate his feelings.
He cannot be harsh with either of them. He forgives Eithne’s treachery, which makes
her reject him; he agrees with Aoife that she has the right to kill him, and finally he
passively submits to the knife of the Blind Man.
When the stage darkens, there is a momentary illusion of finality. Cuchulain has
died; the crisis has reached the climax. However, the lights go up and the play begins
again, like a recurrent dream. On an empty stage appears the Morrigu, the goddess
of war, and begins her soliloquy: The dead can hear me, and to the dead I speak.
The Morrigu appears in the play twice: her appearance in Act One shows that the
characters are driven by some magical powers. Later, she appears in Act Two to give
a record of Cuchulain’s death. She is an astute and precise witness and commentator
of the events that were not seen by the audience. She thus acts as an agent of fate and
resembles the chorus in the Greek theatre. The Morrigu holds a wooden parallelogram
which symbolizes Cuchulain’s head; six identical parallelograms representing the
heads of the warriors who fought with Cuchulain lie in the background. The hero
– a living man – has been transformed into an abstract idea. The goddess gives
an account of Cuchulain’s death and those who wounded him: four of them were
great warriors, but the last two were people of no account. She also says that she
arranged the final dance. Her words recall the Old Man’s introduction to the play:
I promise a dance. […] Emer must dance, there must be severed heads […]. The
comically irascible Old Man, whose scornful tirade was not taken seriously, is
brought to mind, but now his vague memory evokes sentiment and respect. He
had already predicted the course of events and arranged them carefully before they
happened. The words of the play’s director find their embodiment in an image of
Emer’s dance. While his incoherent speech is replaced by the perfection of an image,
the beauty of a human body in movement endows his words with a new meaning.
Emer’s dance with the warriors’ severed heads illustrates the symbolic passage of
Cuchulain’s soul into another order of existence. The aim of the dance is to animate
abstraction with movement and breathe some spirit into an abstract idea.
Emer runs in and begins to dance. She so moves that she seems to rage against the heads
of those that had wounded Cuchulain, perhaps makes movements as though to strike them, going
three times round the circle of the heads. She then moves towards the head of Cuchulain; it may, if
need be, be raised above the others on a pedestal. She moves as if in adoration or triumph.

Her dance is a sign of transformation and transgression, in that it shows
the victory of life over death. As the Old Man has said, it conveys both love and
loathing, adoration and horror, two contradictory emotions which the spectator
feels at the thought of death: adoration, because death is the beginning of
reality; and horror because it is life’s opposite, something alien to flesh and
blood (Wilson 1958:174).
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She is about to prostrate herself before it, perhaps does so, then rises, looking up as if
listening; she seems to hesitate between the head and what she hears. Then she stands motionless.
There is silence, and in the silence a few faint bird notes.

The dance is interrupted by a sound which resembles a bird’s song, a symbol
of the soul called back from eternity. Death transforms the hero into his anti-self,
the warrior becomes an artist, his soul sings. The stage darkens slowly, which
suggests an intrusion of some supernatural forces. For a while, the audience
might seem entrapped by their magical powers. They are resting under a spell,
enchanted by Emer’s dance and a faint sound of the bird’s song. Then the stage
brightens again and there comes the loud music of some contemporary Irish
fair. The illusion is suddenly dispersed and the theatrical elements are brought
to the foreground once more. The epilogue, which switches us back into the vile
modern age, is another of Yeats’s skilful contrivances aimed at manipulating the
audience. Nostalgia and pathos, which were predominant moods in the previous
act, are suddenly counterbalanced with a gaudy show. There appear three
Musicians dressed in ragged clothes who sing a street ballad which resembles a
song sung by a harlot to a beggar-man. The song stands in stark contrast to the
mood of the previous scene.
The harlot sang to the beggar-man.
I meet them face to face,
Conall, Cuchulain, Usna’s boys,
All that most ancient race;

The ballad is an allusion to modern Ireland which Yeats compares to a harlot,
a symbol of the new era.8 Modern Ireland is contrasted with the heroic Ireland of
old, an ideal which survives in imagination. The harlot is confronted by the heroic
world of the past, the spiritual world of imagination, but cannot make contact with
it. She can only make contact with the ignoble present, with the material world
(Knowland 1983:246). The song tells a story of heroes whose physical beauty,
strength and mighty deeds arouse the desire of a common girl. However, her desire
is satisfied not by the heroes but by ordinary mortals. Thus, the ballad turns out to
be an affirmation of life in all its imperfection, brutality, physicality and triviality.
The heroic ideal is dispersed in confrontation with the commonplace reality.
Are those things that men adore and loathe
Their sole reality?
8

The explanation of the meaning of the symbol can be found in Yeats’s introduction to
the play The Resurrection and his essay Wheels and Butterflies (1934), where Yeats presents
his theory of history and compares modern civilisation to a harlot (Yeats 1962:393). For further
examination of the symbol, see Wilson (1958:175-180).
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What stood in the Post Office
With Pearse and Connolly?

The words adore and loathe recur like a refrain in various moments of the
play. In the prologue the Old Man uses them in his description of an ideal dancer,
then they reappear in the Morrigu’s monologue to be embodied in the dancer
image in Act Three, and finally they are recalled in the beggar’s song. Their
meaning transforms according to the context to show the transient nature of
human life which combines elements of tragedy and farce.
No body like his body
Has modern woman borne,
But an old man looking on life
Imagines it in scorn.

The beggar’s song shows that Cuchulain was brought to life by the Old Man,
who openly expressed his contempt for life and ideals in his speech. Now, the song
reduces the figure of the Old Man to any old man, which reveals Yeats’s auto-ironic
distance to human life and ideals. However, it is the ideals alone that arouse intense
passions. The legendary Celtic hero once stirred the mind of those who were fighting
for Ireland’s independence in the Easter Rising in Dublin in 1916. His image not
only survives in the memory of a scornful old man but it also inspired the leaders of the
uprising, Patrick Pearse and James Connolly,9 whose heroic fight at the Dublin Post
Office was commemorated by the statue of Cuchulain sculpted by Oliver Sheppard.
A statue’s there to mark the place,
By Oliver Sheppard done.
So ends the tale that the harlot
Sang to the beggar-man.

Although born from the foul rag-and-bone shop of the heart,10 myths, legends
and old heroic epics, light up the heart with passion and excite the imagination to
inspire heroic deeds. Yeats’s final message, though filled with bitterness, reflects the
poet’s belief in the revival of the nation through the myth.
Yeats’s subversive playing with the audience draws on the principles of
contradiction and contrast. The contrast between the elevated mood of Emer’s dance
and the final street ballad sung by contemporary street singers reveals the anti-heroic
character of the play. The introduction of popular tricks, taken straight from the music
hall or vaudeville, displays the poet’s attempt to take the audience into his confidence.
9

Patrick Henry Pearse (1879–1916), Irish poet and leader, the president of the provisional
government. James Connolly (1879–1916), Irish trade-union leader and organiser of the Irish Citizen
Army. Both were shot for taking part in the Easter Rising in 1916 (Jeffares, Knowland 1975:310).
10
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The quote comes form Yeats’s poem “The Circus Animals’ Desertion” (Jeffares 1996:417-418).

It also proves Yeats’s dramatic art to be an important stage in the development of
modern theatre. Both the Old Man’s prologue and the final song place the heroic matter
of the inner play in the contemporary context and emphasise the poet’s detachment
from romantic idealism and heroic values, the features most characteristic of his early
writing. To those who are not familiar with Yeats’s earlier plays the tone of his last
play may seem shockingly straightforward, whereas to those who know Yeats’s style
it is yet more proof of the poet’s constant search for new means of expression. As
Katharine Worth notes:
In getting so much of himself into this subtly autobiographical play – absurdly irascible Old
Man as well as amorous Cuchulain – and confronting the audience so directly with the back-stage
of the drama those two make between them with the aid of the goddess, he had created a new kind
of dramatic mirror, as complex as any the novel or poetry could offer, to reflect complex modern
states of self-consciousness (Worth 1978:193).

By showing the back-stage of the drama, Yeats’s play allows the audience
to confront the heroic ideal with sordid reality. The image of heroic Ireland
from the past is filtered through modern consciousness. The Death of Cuchulain
proved to be a successful experiment in dramatic form which endowed modern
theatre with a satiric power and theatrical effectiveness that has continued
down to the contemporary Theatre of the Absurd. By using the techniques of
conscious irony, paradox and contradiction, the play reveals the absurdity of the
human condition in a world deprived of heroic values.
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RATIONAL RECREATION: THE TRANSFORMATION OF
POPULAR LEISURE IN VICTORIAN CITIES
Leisure and relaxation are inseparable from human experience irrespective
of temporal or cultural considerations. They provide all human beings with an
opportunity to express their emotions, achieve a sense of well-being, display social
status or foster social bonds. Relaxation comes with the pleasure of doing things
which are not considered work, and with the apparent freedom to choose when
and how to have fun (Mazur 2010:9). Mazur concurs with Huizinga1 (2010:9)
that patterns of relaxation are social constructs subjected to environmental
and historical influences, as well as social control. As a result, involvement in
recreational activities coerces its participants to conform to social rules, accept
competition and adopt ritual behaviour. Collective leisure practices involving
members of a certain community are a mapping of their cultural environment,
offering them a means for displaying their core values, assumptions and conflicts
and establishing a sense of togetherness resulting from shared pleasure. Therefore,
an analysis of the leisure patterns typical of a given society provides historians
of culture with a unique insight into the system of values implicit and explicit in
this society, as well as allows them to penetrate into the patterns of power and
mutual relations between different social strata. This work attempts to present an
overview of leisure transformations and the assumptions pertaining to relaxation
in Victorian Britain which gave rise to new forms of recreations in the urban space.
Popular urban recreation underwent considerable changes in 19th century
Britain. In mid-century, respectable, ‘rational’ and more disciplined leisure
activities replaced belligerent, brutal and noisy pursuits typical of pre-industrial
Britain. In predominantly rural pre-industrial society festivals and community
celebrations, e.g. harvesting tended to be concurrent with the agrarian calendar
and were hardly viewed as leisure specific since there was no clear dividing
1

Huizinga, J. Homo Ludens: A Study of the Play Element in Culture. London: Routledge
and Kegan Paul
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line between work and recreation. Traditional leisure activities, such as fairs,
street games (including street football) or blood sports were unrestricted by
temporal or spatial limitations. Moreover, they tended to be accompanied by
excessive drinking and gambling and often resulted in violent unruly behaviour.
The progress of industrialisation and the growth of large urban centres in the
early 19th century rendered such leisure pursuits incompatible with new urban
culture and more prevalent moral attitudes of the governing classes. Thus inspired
by philanthropic middle-class interventionists or municipal authorities, new
commercialised and more ‘improving’ forms of recreation, as well as leisure
amenities appeared. Chief among them were amateur and professional sports,
‘Penny Readings’, seaside trips, working men’s clubs, music halls, amusement
parks and museums. These transformations and accompanying cultural changes
became the subject of intense analysis of numerous social historians in the
second half of the twentieth century. A great number of researchers acknowledge
that class, alongside other factors such as gender, generation or level of poverty,
is paramount in any analysis of Victorian recreation and in understanding its very
nature. There is little doubt that an evangelically inspired middle class played
a central role in instigating cultural changes in Victorian society. Huggins and
Mangan maintain that public discourse in Victorian Britain was dominated by
a cultural argument over ‘correct’ social values and ‘appropriate’ ways of life
(2004:11). The symbols and norms of respectability served the middle class to
impose cultural hegemony and demonstrate that their practices and principles
were superior to those of the working class. Defining society through the
perspective of middle-class inflexible values and ideas, which clashed with the
actions of others, was divisive.
Reputability and disreputability set parameters and allowed segregation. They permitted selfserving dichotomous identities – ‘refined’ and ‘rough’ – and defined a polarised world of absolutes:
virtue and vice, morality and immorality, sanctity and sin, purity and impurity, puritanism and
pleasure (Huggins, Mangan 2004:11).

Townson (1997:64) connects the conception of the idea of rational
recreation with middle-class fears of urban extremism. By the 1850s these
fears had been fuelled by a growing conviction that the traditional respect
for the Church and authority protecting the bourgeoisie against the wrath of the
working class had weakened. Vorspan shares Townson’s view that undisciplined
public recreation which tended to be associated with crime, immorality and
disorder, aroused middle-class apprehension:
Although by 1850s working-class movements no longer posed an actual danger of revolution,
episodes of outdoor protest persisted, and the governing classes feared that even a crowd assembled
for recreational purposes might suddenly dissolve into a menacing political mob (2000:10).
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Therefore clearing public thoroughfares2 of rowdy pre-industrial pursuits
became of utmost importance for middle-class activists and city authorities alike.
Besides, public space was an amenity in high demand in rapidly urbanising Britain,
therefore with the help of the rule of law in the second half of the 19th century,
popular street entertainment was transferred and confined to specially designated
and regulated amenities such as public parks and sport fields. The urge of national
and local authorities to exercise ‘social control’ over the city population resulted
in a programme of moral reform and instruction known as rational recreation.
Holt3 expresses it thus:
The very idea of a ‘play discipline’ would have seemed absurd ... yet this is what a growing
band of bourgeois idealists advocated during the second half of the century. Sports were to play
a major part alongside the provision of parks, museums, libraries and baths in the creation of
a healthy, moral workforce... Fear of urban radicalism, above all, was what galvanised the rich into
thinking about the poor and gave weight to the wider programme of moral reform and education
that was proposed by a vigorous minority of evangelicals and idealistic political economists
(quoted in Townson 1997:65).

For many social historians, Beaven (2005:1) among them, there is a strong
correlation between the rise of rational recreation and the expansion of the
franchise in the second half of the century. The 1867 Reform Act4 gave voting
rights to a considerable proportion of the urban male population, thus elevating
the question of responsible citizenship to a matter of national importance. Male
leisure, especially that of new voters, also became the focus of national discourse.
Beaven maintains that:
During the late nineteenth century it was decreed that ‘elevated’ recreation would stave
off the degenerate influences that seemed to accompany a ‘mass’ society. Thus, for those in
society keen to create a bond between individual and nation during this mass democratic age,
the diffusion of appropriate leisure activities became a means to achieve a more incorporated
and civic-minded population (2005:1).

In the late 19th century there was a strong belief that democracy both at a local
and national level could be built only on the basis of ‘active citizenship’which would
involve working-class people and create bonds between an individual and society
as well as the authorities, both at the local and national level. Beaven argues that:
2

As open space in burgeoning cities was rapidly disappearing and homes became increasingly
insalubrious, streets remained the only venue where the inhabitants could play sports and games.
3
4

Holt, R.1989. Sport and the British – A Modern History. Oxford: Oxford University Press

1867 Representation of the People Act also known as the Reform Act doubled the number
of adult male voters in England and Wales by enfranchising all male householders and abolishing
compounding.
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(...) social citizenship defined desirable patterns of behaviour in both public and
private life which interlocked with the cultural norms of a burgeoning liberal
democracy (2005:8).
Therefore, the question of who qualified for citizenship raised such strong
emotions among the middle class inspired by evangelical ideals and morality.
Tamed and ‘civilised’ inhabitants of sprawling Victorian cities whose instincts
had been brought under control could be subjected to greater scrutiny in
respectable public spaces of parks or squares. However, the propagators of this
‘civic project’ soon discovered that strongly established working-class leisure
patterns were hard to change. Far from the public gaze, narrow backstreets and
yards of the inner city offered a convenient environment for the dubious, illicit
pleasures of their inhabitants. In his study of middle class’s leisure activities
in Victorian Liverpool, Pinfold (2004:66) claims that cock-fighting, which was
made illegal in 1849, continued at Aintree long after the ban had been established.
He also alleges (2004:71) that despite criminalising betting off-course in the
1853 Act for the Suppression of Betting Houses, betting houses in Liverpool
continued to exist long afterwards. According to him, tobacconists’, stationery
shops and at least one music hall in the city doubled as bookmakers until the
1870s; from then on, most off-course betting took place on the streets. Until
the end of that decade nearly all attempts to clear the area around Williamson
Square, which was notorious for off-course betting, proved ineffectual. It was
only when some bookmakers were prosecuted for obstructing the traffic that the
city authorities could claim a modest victory against this widespread practice.
Commercialisation of leisure and the emergence of a more disciplined
leisure culture based on the ideas of sobriety, morality and self-improvement
were strongly connected with industrialising economy of Victorian Britain.
Traditional working class revelry usually involving much drinking proved to
be incompatible with work organisation and a drive for bigger productivity in
the burgeoning industry of the second half of the nineteenth century. Since the
doctrine of Sabbatarianism limited the range of legitimate pleasures available
to workers on Sunday, a tradition of giving the workers a day off every week
for relaxation had arisen in the eighteenth century. Thus, Saint Monday –
a day for playing sport, gambling and drinking came about. The practice had
temporarily faded out by 1800, but then under the religious inspiration of
Victoria and her court there was a return to Sabbatarianism and taking a day
off on Saint Monday was revived. Excesses of the day, however, often led to
workers’ taking Tuesday off as well to recover from the effects of hangover.
Although they made up for the hours of work missed on Saint Monday on other
days, so as not to lose their wages, from the point of view of factory owners
maintaining that tradition was no longer feasible and in the 1850s and 1860s it
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gradually disappeared. New legislation regulating working hours was passed.
Working hours were shortened on Saturday and the Saturday half-day became
an occasion for sport, gambling and drinking. Thanks to it, workers had a whole
Sunday to sober up and the factory was full on Monday. Townson argues that:
The demise of the Saint Monday tradition strengthened the role of the public house in
respect to the working man and woman’s drinking habits, as did the rise in the percentage of the
urban-based population. As towns and cities became more crowded, space for recreation was at
a premium, but the desire for revelry remained (1997:31).

The shortage of open space in cities established the pub as a setting for the
majority of working-class leisure activities. Ratting satisfied the public’s desire
for violence and created an opportunity to earn extra money by placing the
right bet. But the pub also offered less brutal entertainment in the form of such
activities as darts or billiards. A change of attitude towards drinking, especially
by women, under Victoria’s reign brought about a change in the layout of the
pub. A drinking woman, especially a married one, was regarded as anything
but respectable. Therefore, towards the end of the century many public houses
were complete with a men-only room, where drinking took place, a separate
room where newspapers could be read and a parlour where women and children
could get refreshments. According to Mitchell (2009:232), the pub was also
the venue where the most popular form of late 19th century entertainment, i.e.
the music hall originated. In order to lure more customers and increase their
sales of alcohol, pubs began to offer some popular entertainment, e.g. comic
acts, singing or animal training. By the 1880s special halls had been built to
house working-class and lower middle-class audiences entertained by a mixture
of popular songs, dances, acrobat and comic acts, which the typical music hall
consisted of. They were distinguished from proper theatres by the fact that
the audience was seated round the tables and could enjoy a drink and smoke
tobacco while watching the performance. Though regarded as rather lowbrow
entertainment, the music hall enjoyed enduring popularity well into the 1960s.
Indoor games and entertainment did not completely replace those of
an outdoor nature. Whenever the opportunity arose, workers were eager to
participate in recreation in the fresh air. Increased leisure time at the weekend
meant that many of them headed off to the nearest river to do some fishing.
Sports and angling clubs began to spring up all over the country. Many of them
were affiliated to the local pub, a substantial number, however, to the church
or a temperance society. Although drinking was an essential part of being in
an angling or sports club, the membership also offered male workers an escape
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from domestic life and gave them a sense of comradeship. Unlike gambling or
ratting, which tended to be associated with crime, fraud and violence, the sporting
club had an air of respectability. It was a move towards healthy recreation and
‘culture of respectability’ filtering down from the middle-class social reformers.
A new organisation of working hours and the scarcity of open space in the cities
inevitably imposed time and space constraints on sporting activities of the city
dwellers. Unlike their predecessors who could continue playing football until
they collapsed from exhaustion, the Victorian working men could not afford to
miss a day at work in order to play. As a result their sporting activities were
subjected to regulation, a game of football had to start and finish at a set time.
Lack of available space as well as legislation removing football and other
outdoor sports from city streets resulted in the building of sporting grounds
across the country. Not without importance was the possibility of earning money
by charging admission fees to enclosed sporting amenities and the urge to
promote healthy pastimes in a bid to improve the physical and moral condition
of the nation. One of the outcomes of the tendency to provide city dwellers
with enclosed sporting grounds was the shift in sporting preeminence from the
South-East to the North where the large industrial conurbations had evolved.
Health considerations and increased leisure time played a vital role in
the popularisation of seaside trips and country walks. Summertime seaside
excursions to resorts like Brighton, Ramsgate, Shoreham or Hastings became
a popular form of family leisure of the London middle class during the second
half of the 19th century. During the week the mother and children would go for
walks along the seashore, enjoy donkey rides on the beach, attend concerts at the
bandstand, watch puppet shows and take sea baths. The father joined the family
for the weekend and for a week or so of his holidays from work. A somewhat
different pattern of seaside trips developed in the North. Seaside resorts of
Yorkshire and Lancashire, e.g. Blackpool, were frequented by factory workers
for day or weekend stays only. Without doubt the seaside resorts of the Victorian
period owed their popularity to the expansion of the railway in the 1840s.
Inexpensive train tickets made railway travel accessible to the lower social
orders, who quickly took to spending time off work far from the noise, pollution
and overcrowding of the industrial cities which they inhabited. A cheaper form of
active recreation in the fresh air, away from the hustle and bustle of the city, was
country walks. Outings to the nearby countryside were often arranged by local
church organisations, temperance societies or Sunday schools and encouraged
by progressive employers who were of the opinion that recreation enhanced
workers’ productivity. The propagators of healthy pastimes as a means to improve
public health persuaded Parliament to pass legislation which would secure
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open space for the recreational purposes of local residents in the areas where
enclosures were taking place. The 1845 Enclosure Act was the first in a series of
acts which mandated open space for exercise and recreation for local inhabitants.
By the 1870s public health had become a matter of pressing national
concern. The urban population, adversely affected by scarcity of open space in
new towns and cities, lack of physical exercise, overcrowding, poor diet and
lack of sanitation, drew the attention of middle-class philanthropic reformers
and physicians. They began to alarm the authorities about the detrimental effects
of the rapidly progressing industrialisation and urbanisation on the physical
condition of the working population, which had been made only too painfully
obvious some time earlier when the draft for the Crimean War was conducted. The
poor physical condition of industrial workers, which might again impede their
military performance, was not the only reason for a growing public alarm, there
were also viable fears that the working class ridden by disease and decimated by
occasional epidemic outbreaks might be susceptible to skilful political agitation
and pose a serious threat to public order. As Vorspan says: Disease would
demoralize city dwellers, reformers argued, making them easy prey for political
agitators and interfering with industrial productivity (2000:23). It took some
time, however, before local authorities responded to the calls for the provision or
preservation of green areas for the sake of the healthy recreation of city dwellers.
With the help of proper legislation, such as the 1848 Public Health Act, which
enabled municipal authorities to finance what was then called ‘public walks’, the
first public parks began to be established in cities. Soon, acting for the benefit of
the public, some wealthy industrialists, especially in the North, donated land to
the municipalities for the purpose of establishing a park open to the city public
at large. Increasingly, the public park was perceived not only as an aesthetic
element of urban architecture and the ‘lungs’ of the city providing its dwellers
with fresh air, but also as the embodiment of rational recreation ideas allowing
intermingling of the classes in public space and middle class values penetration
to the lower echelons of the social ladder. The sheer novelty of the public park5
combined with its dual function posed numerous problems to the designers.
The significance of its regenerating function is encapsulated in the words of
Reverend J.E. Clarke: Recreation is the RE-creation, the creation anew of fresh
strength for tomorrow’s work (Carré 1992:79). Mixing of social classes was seen
as desirable, as it was assumed that by brushing shoulders with their superiors
in the public space, the lower orders would imitate middle-class manners and
absorb their values and taste. Thus they would approach the ideal of responsible
citizenship. Carré quotes a Parliamentary report on ‘Public Walks’ to illustrate
this beneficial influence:
5
In London the Royal parks had been available to the public for more than two centuries,
but elsewhere in Britain parks became an urban feature only in the second half of the 19th century.
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A man walking out with his family among his neighbours of different ranks, will naturally
be desirous to be properly clothed, and that his wife and children should be also; but this desire
duly directed and controlled is found by experience to be of the most powerful effect in promoting
civilisation, and exciting industry (1992:80).

The morally regenerative function of the park aside, factory owners,
local authorities and philanthropists hoped that the public park would
provide both a healthier and more attractive alternative to the pub, which
was the traditional leisure venue of the working class. That is why space
for playing various games or participating in sports was always provided.
The games which were encouraged by local authorities were those requiring
skill, rather than just energy, for instance bowls, archery, croquet, and of
course cricket. Football, on account of its roughness and vulgarity, was
not favoured by the authorities and was hardly ever played in public parks.
Concerns about the degenerative influence of traditional working-class leisure
pursuits on the city poor were also at the centre of attention of the temperance
movement. The temperance movement, which drew its members from skilled
working class and lower middle class, was strongly influenced by Nonconformist
teachings and middle-class evangelical culture of self-improvement, morality
and sobriety. Some temperance societies allowed moderate amounts of wine or
beer to be consumed with meals, others required teetotalism of its members.
Basically, the movement aimed at organising the social life of the lower social
orders elsewhere than the pub. It tried to promote pursuits, such as gardening
or marching bands, which were not associated with working-class drinking
culture. According to Mitchell, temperance societies sponsored sports teams,
bands, picnics, trips to the seaside, lecturers, meetings, and appearances by
clean and sober athletes and other successful adults (2009:260). The movement
was particularly active in recruiting young boys and girls from working class
families. The membership of some societies was indeed impressively large,
e.g. the Band of Hope founded in 1847 was three million strong in its heyday.
According to Mitchell, the temperance movement (...) provided training,
discipline, and contacts for upwardly mobile working-class children as they
moved into skilled or white-collar occupations (2009:260). A more aggressive
soul-saving drive (Beaven 2005:36) was propagated by the Salvation Army,
which in the late 19th century began to establish its colonies in the slum areas
of large urban centres in a bid to save the working class from the degrading
influence of urban working-class leisure culture. The Salvationists attacked
popular working class recreations on the grounds of their promoting drunkenness
and moral negligence and strove to convert the city poor to more civilised
middle-class leisure patterns. Nevertheless, uprooting working class leisure
traditions and replacing them with rational and morally acceptable norms
of social behaviour proved to be hard to attain. Aggressive campaigning of
temperance movement and Salvation Army activists produced a counteraction
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in some working-class neighbourhoods. Beaven (2005:36) provides examples
of such reactions. He describes the activities of ‘Unconverted Salvation Army’,
which was the first organised response of Whitechapel workers to Salvationists’
activities, and the so called ‘Skeleton Armies’ consisting mostly of young males,
which emerged in cities and towns across England. In defence of their drinkbased culture and the pub, the Skeleton Armies often resorted to violent means
in their confrontations with the Salvation Army. A different approach was used
by the Dunstable drinkers, who parodied local Salvation Army’s tactics by
going to their quarters and imposing drinking and traditional music hall songs.
Instruction and improvement were important elements of rational recreation
ideology. To offset political agitation of the working class in the 1830s and
1840s, instruction and improvement societies were formed in almost every town
with the intention of converting workers to the religious and social ideas of the
middle class. Though established for the improvement of the working class,
these societies were almost universally rejected by the working community and
their survival into the second half of the century was the result of patronage of
middle-class reformers. According to Beaven (2005:19), their unpopularity with
workers was connected with their strong insistence on teaching and monitored
discussion and almost complete absence of entertainment. The 1860s marked
a turning point in rational recreation with a growing number of workers participating
in organised events. Some historians interpret this turn in the working class’
approach to rational recreation as a sign of their adoption of middle-class culture
of ‘respectability’. Beaven, however, ascribes it to the organisers’ reassessment
of rational recreation. Educational clubs and societies began to experiment with
giving lectures combined with a little entertainment, such as singing or music.
It would be difficult to assess the educational success of these enterprises or the real
motivation of their participants, some of them, however, drew very large crowds.
Beaven maintains that the so called Penny Readings6 were a kind of rational
recreation attracting working-class audiences in their thousands across the country,
(...) between October 1857 an April 1858 nine Staffordshire towns were hosting Penny
Readings, attracting audiences between 60,000 and 70,000 in a district population of
100,000 (2005:21).
The Readings were usually staged in a local theatre or corn exchange.
The organisers, a group of philanthropists or a working men’s association,
at first targeted these events at males but as their appeal to the working class
increased, they began to admit women too. Beaven provides evidence that Penny
Readings, although intended to be a civilising influence on the workers, were
6

The form emerged in 1854 in the Midlands when Samuel Taylor of Hanley’s Mechanics
Institute began to organise public readings of extracts of The Times interspersed with musical
entertainment. The going rate for admission to these events was one penny.
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occasions for the display of traditional working-class behaviour, whereby an
unpopular act was often ‘stamped down’. Moreover, in some towns the workers
had a considerable influence on the choice of entertainment accompanying
the Readings and the proceedings themselves. As a result, readings were often
kept to the minimum while entertainment, such as music, ventriloquism or
conjuring acts, played a central part in the events. Beaven thus concludes that:
The continuation of these behavioural traits casts doubts on the assumption
that popular rational recreational events successfully diffused the organisers’
‘civilised’ values to an expectant public (2005:22).
Many historians rank the emergence of Working Men’s Clubs among the
most successful efforts which middle-class reformers undertook to assimilate
the proletariat into a society governed by middle-class values. Clubs for working
men were formed throughout the 1860s to provide working males with facilities
for secular entertainment and save them from the degenerating influence of urban
environment. With the foundation of Club and Institute Union in 1862, some
coordination and supervision over the formation and activities of Working Men’s
Clubs was introduced. CIU management believed that the clubs should be venues
for civilised amusement for working men and eventually would become agents for
popularising more elevated forms of leisure among the working class. Lifting the
alcohol ban in the 1870s gave a new impetus to the formation of Working Men’s
Clubs and their number is estimated to have reached 550 by 1883. By the end of
the century it had become the most rapidly expanding working-class movement.
Funds raised by the sale of alcohol enabled many clubs to become independent
of their middle-class patrons and progressive management of the clubs allowed
bigger participation of the workers in organising club activities. By the mid1870s a number of clubs were set up by workers themselves without bourgeoisie
patronage. Working-class members of these clubs usually followed typical
working-class leisure patterns, shunning middle-class reformatory influences.
Rational recreation schemes attempted in the second half of the 19th century
were supposed to diffuse middle-class moral values and norms of behaviour
into the working class. These concerted efforts of bourgeoisie philanthropists
and city authorities aimed to foster a ‘civilised’ worker who would be an active
and up-standing member of the country’s developing parliamentary democracy.
Thus a more integrated society would subsequently develop in which certain
ideas and norms of behaviour would be shared by everyone. Nevertheless, by the
1880s a conviction was growing among social reformers that their activities had
produced only a limited success. While artisans were more eager to accept new
forms of regulated recreation, the city poor were reluctant to change their leisure
patterns. Aggressive forms of rational recreation implemented in working-class
neighbourhoods often resulted in indifference, derision or even violence. Workers
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showed a remarkable propensity to defend their leisure traditions and often
manipulated the entertainment offered so that it would conform to their cultural
preferences. At the root of the unpopularity of rational recreation schemes was
the fact that they were clearly perceived as attempts to impose social control over
workers, regulate their behaviour and confine their entertainment to specially
designated facilities. On the other hand, rational recreation ideology brought
about numerous new recreations which became part of the new mass culture and
bolstered the development of commercial leisure and professional sport.
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A NEW TOWN IN ANGUS WILSON’S LATE CALL:
IN SEARCH OF PARALLELS BETWEEN LITERARY
REPRESENTATION AND THEORETICAL
ANALYSIS OF SOCIAL SPACE
British New Towns, whose heyday took place in the 1950s and 1960s,
reflected an attempt on the part of the state to stimulate previously undeveloped
areas of the country. Their creation was supposed to divert economic growth
away from those parts of the country in which it was ‘naturally’ occurring, to
areas of underdevelopment or to those areas where the impetus of the nineteenth
century was long spent (Palmer 1972:23).
New Towns may be thus seen as examples of state interventionism and
planning. They were a result of faithful implementation of urbanistic projects in
which life of inhabitants was planned according to strictly rational and scientific
principles. As such, New Towns are also examples of what Henri Lefebvre calls
abstract space, the social space of modern state founded on Cartesian rationalism.
The aim of this paper is to present the idea of the New Town as it is
represented in Angus Wilson’s novel Late Call, first published in 1964. The
main focus is on strong parallels between the way in which Wilson depicts social
space of Carshall, the fictional New Town of the novel, and the conclusions
of theoretical analyses of New Towns which can be found in the works of
Henri Lefebvre and other thinkers engaged in the study of social space.
In the novel Wilson shows social space of Carshall New Town from
two perspectives. One of them is the experience of the protagonist, Sylvia
Calvert, who moves to the town after her retirement, and the other is the point
of view of her son, Harold, who has lived in the town from its beginning.
Sylvia moves to Carshall with her invalid husband, Arthur, after health
problems make her give up her job as the manageress of a hotel on the coast.
She accepts the invitation of her widowed son to come and live with him and
his three children in his big modern house – ‘The Sycamores’ – in the town,
because her gambler husband systematically loses all their money, and they have
no savings to buy a place of their own. Sylvia, however, is not happy about the
move, as she has never been close to her clever son.

71

Harold is a vocal advocate of the idea of New Towns. As a prominent figure
in Carshall he tries to see to it that this idea is realized as faithfully as possible
in his town. He lectures Sylvia on the theory behind New Towns on the very
first day of her stay in his house. The theory behind the town is important to
him because he is convinced that there is no difference between the two – the
town is a direct and faithful reflection of an idea. He makes it clear during one
of his discussions with Chris and Lorna Milton concerning the town. To indicate
the superiority of his own point of view, he points out that Chris has not seen
Carshall grow as he has. When Lorna accuses him of sentimentality, he says:
‘To believe in a serious social experiment like the New Towns,’ Harold said.
‘Do you call that sob stuff? It seems to me clear thinking’ (Wilson 1968:120).
Sentimentality about the town would mean being unreasonably attached to
a certain place because of having lived there for a long time. But for Harold
the fact that he has seen the town grow does not make him unreasonable
– on the contrary: it gives him an advantage in any rational argument about
the town, because he completely identifies the town with the theory which led
to its creation. The long period of time he has spent in the town only makes
him a better expert in the principles governing its creation and development.
His conviction that creation of space is identical with the construction of
rational arguments reflects a kind of approach to social space which is one of the
stimulants of abstract space. According to Lefebvre, such an approach allows
those in power to
commandeer social space and physical space and reduce them to an epistemological
(mental) space – the space of discourse and of the Cartesian cogito. It is conveniently forgotten
that the practical ‘I’, which is inseparably individual and social, is in a space where it must
either recognize itself or lose itself (Lefebvre 1991:61).

Sylvia considers Harold too clever for her and therefore does not even try
to understand his ideas about the town, to say nothing about taking issue with
him – her gradually growing despondency in the town is her only comment on
the issue. She clearly does not recognize herself in the social space of Carshall,
but Harold tries to ignore this. Everything which does not conform to his idea of
the New Town is either irrelevant or dangerous to the success of the experiment.
And as his family lives in the New Town, it is obvious that also they are part of
this experiment. As Krystyna Stamirowska notes:
‘Experiment in the new way of living’ affects family life and the life of the community, and the
two levels are interconnected: progressive tendencies fashionable in the sixties are cultivated by
Harold, both in the context of his domestic arrangements (‘there’s no parents and children in this
house, we’re all just friends’), and in the sphere of public life where he plays an influential role as
a teacher and a headmaster (Stamirowska 1992:95).
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The New Town as a social experiment is the epitome of a rational approach
to life, and everything else is just a reflection of it. That is why, when Harold is explaining to his mother the ultramodern kitchen equipment which is
supposed to rationalize the sort of chores that don’t really enrich life (Wilson
1968:81) his son Mark says: Oh, take no notice of him, Gran. Just push the
knob you like and hope for the best. Don’t let him treat you to his little hobbies. We never do. The great student of social trends! [...] (Wilson 1968:79)
The methodology of Harold’s social studies is made clear when, after the
welcoming party, he and Sally Bulmer begin to ask Sylvia questions from
a sociological survey they are conducting, in order to, as Harold says, confound
professionals:

Reduced models are constructed – models of society, of the city, of institutions, of the family,
and so forth – and things are left at that. In this way social space comes to be reduced to mental
space by means of a ‘scientific’ procedure whose scientific status is really nothing but a veil for
ideology (Lefebvre 1991:106).

‘[…] Mrs Calvert,’ she turned to Sylvia, ‘these are just a few questions that you may
find it fun to answer. Now, first, how do you think of yourself? Don’t worry about class, age or job
– just how do you think of yourself?’
‘Mother’s in rather an intermediate position. As a result of the Butlinization of the seaside ...
‘Now, Harold, keep quiet or go away. It’s so interesting. Just because of the close emotional
relationship with her, you’ve immediately objectified. That’s according to our prediction. It’s
a triumph for our system. But I’m afraid you’ve spoilt the question. Look, forget that
question, Mrs Calvert, and answer this one – what are you?’
Sylvia laughed, ‘I’m very fat.’
But neither Miss Bulmer nor Harold smiled. She tried again more seriously. ‘I was
a manageress, but I’m nothing now.’
‘The atmosphere isn’t right.’ Miss Bulmer reminded Sylvia of that Mrs Maugham who’d been
a medium at Clovelly. ‘Your mother’s tired. She isn’t finding this fun and that of course is
fatal to the answers. You aren’t finding it fun, are you?’
Sylvia could think of no answer but friendly laughter. It came out as a snigger.
‘We aren’t doing this just for fun, Mother, you know’ (Wilson 1968:128).

In this way reductionism presses an exclusively analytic and non-critical
knowledge, along with its attendant subdivisions and interpretations, into the
service of power (Lefebvre 1991:107).
According to James C. Scott, sociology with its reductionistic model of
society has been particularly apt to be put into the service of power. When social
laws are elaborated as a result of the simplification and rationalization of society,
there is only a small step from a simplified description of society to a design and
manipulation of society, with its improvement in mind (Scott 2003:129). John
Palmer explains the relationship between sociology and town planning in the
specifically British context:

Apparently Sylvia is not a triumph for their system, because at first she
is not funny in the right way, and then she is too serious. Of course, what is
really important in both cases is not whether she finds the survey funny or not,
but the fact that she does not give the right answers. With her surprising (to
Harold and Sally) self-assessments it is Sylvia who confounds the theory behind
their survey – their system. But instead of thinking about her answers, Sally
looks for excuses to ignore them – she finds a perfectly rational explanation
why Sylvia’s answers are not what they should be, and Harold, obviously,
accepts this. In this way, their system is still perfectly watertight. Harold’s and
Sylvia’s survey is clearly just another example of reducing the reality of social
space to the level of rational discourse, which is characteristic of abstract space:
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Such reductionism can have far-reaching implications, for it can ‘descend’
to the level of practice. According to Lefebvre:
Reduced models constructed by one particular specialist or other are not always abstract
in the sense of being ‘empty’ abstractions. Far from it, in fact: designed with a reductive practice
in mind, they manage, with a little luck, to impose an order, and to constitute the elements of that
order (Lefebvre 1991:106-107).

Traditionally, the techniques of town planning in Britain have been summarized as ‘survey
and research, analysis and plan, programme of implementation’. In the early days of post-war
urban renewal this programme was confined to renewal of the physical infrastructure of the city,
then extended to include ‘social’ facilities. Now, according to one senior planner at the Department
of the Environment, ‘the society we are planning for can be analysed through its system of
activities and relationships’, and a similar programme of research, planning and implementation
applied in social planning. By this he means the ‘sociological study of man, his relationships
and his communities, the preparation of an overall plan, and the subsequent programme of
implementation’. From that, of course, it is not a big step to the ‘scientific’ implementation of
socialization or segregation policies, or of Bantustans (Palmer 1972:37).

Of course, Harold and Sally are only amateur sociologists, but Harold clearly
resents his lack of any significant power. As he says at one moment to his mother:
Well, there it is,’ Harold put down the Observer, ‘all these chaps with the right
names have strings to pull, but they have very little to say that I couldn’t have
said better for them. Or many others like me, of course (Wilson 1968:64). Characteristically, it is on the level of discourse that he compares himself to those in
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power. And indeed, if, as he believes, a planned social order is the best way to
organize society, the conclusion must follow: Only those who have the scientific
knowledge to discern and create this superior social order are fit to rule in the
new age (Scott 2003:130). With his belief in his ability to confound professional
sociologists Harold may thus be justified in feeling resentment about not having
some strings to pull. Therefore it is in his family and in the town where he is,
as he describes himself, a local tycoon, that he tries to descend to the level of
practice.
Sylvia herself is personally affected by Harold’s ‘amateur sociology’ when
she tries to convince him to give her some work to do at home. When, some time
after moving to the house, she complains to him about her feeling of uselessness,
Harold – after she dismisses his anxiety for her blood pressure – comes up with
a weightier argument:

Of course, Harold is trying here to rationalize a decision evidently taken
under the influence of emotions. As he rationalizes, he inevitably creates another
reductionistic model, which has very little in common with reality.
His good humour, however, ends when he learns that his parents have
changed the temperature in the house without his permission, and Sylvia learns
how ‘the more practical of us’ resort to principles to show who is really in charge
in a household governed by the notions of freedom and companionship. At
breakfast the next morning Harold asks the whole family whether it would not
be a good idea to revive a lapsed custom, namely the family roster, and he shows
to them a rough draft. To her great disappointment Sylvia notices that she has no
more duties than the other members of the family. To her feeble protests Harold
answers:

‘I know this may sound silly to you, Mother. But it’s really a matter of principle. From the
very start, as early as they could be useful, Beth brought the children up to live the co-operative
way. We all did a full day’s work and we all ran the house. Anything else, as Beth said, belonged to
the era of slave and owner, wives and chattels, and the rest’ (Wilson 1968:90).

‘I think you’ll find it works out best as it is, Mother. Oh, and please notice, everyone, the
highly coloured addenda.’ And indeed, at the bottom of the page there is a line in large red type:
Temperature Control 1st Jan, 1st March only – Harold (Wilson 1968:95).

His wife’s belief in the cooperative way of living parallels in a significant
way the ideas of Ebenezer Howard, the creator of the idea of Garden Cities, on
which much of the New Town planning was based. Howard believed that he had
discovered the peaceful path to real reform: Mankind, he proclaimed, was moving
inevitably toward a new era of brotherhood, and the Garden City would be
the only fitting environment for the humanity of the future (Fishman 2003:32).
The way to achieve this humanity was, according to Howard, small scale
voluntary cooperation (Fishman 2003:41). Therefore, it seems that if he agreed
to his mother’s request, Harold would violate the principles of the new era of
brotherhood.
However, when after some more argument he sees his mother close to tears
he unexpectedly gives up and says that she could run the house on weekdays.
Sylvia’s contentment infects him and in a spell of good humour he announces:
All this problem of retirement and families has been grossly worked up by the professional
sociologists,’ he said. ‘While they’ve been arguing, some of the more practical of us have been
solving it for them. The basic answer’s simple enough – the notions of freedom and companionship
that we’ve stood for, and still stand for, are by no means incompatible with our grandparents’
ideals of responsibility and manliness’ (Wilson 1968:91).

Confronted with such ‘practicality’ his mother is bewildered: Sylvia couldn’t
make any sense of it. His grandparents! Her parents were not much of an
advertisement, and Arthur’s had been dead since the year dot (Wilson 1968:91).
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Harold most probably does not see himself as taking revenge on his parents.
Their meddling with the temperature simply puts him back on track after the
mistake of giving in to emotions, when, seeing tears in his mother’s eyes, he
agreed to her taking on all family duties on weekdays. Now he is again a man of
principle. What is more, the order of the roster that he forces on everyone may be
still seen as reflecting the notions of freedom and companionship, ideals for which
he still can be said to stand, provided they are seen through technocratic lenses:
Some critics today worry that our democratic, free societies are becoming overmanaged.
I would argue that the opposite is true. As paradoxical as it may sound, the real threat to democracy
comes, not from overmanagment, but from undermanagment. To undermanage reality is not to
keep free. It is simply to let some force other than reason shape reality. That force may be unbridled
emotion; it may be greed; it may be aggressiveness; it may be hatred; it may be ignorance; it may
be inertia; it may be anything other than reason. But whatever it is, if it is not reason that rules
man, then man falls short of his potential (Robert S. McNamara, Secretary of Defence in John
Kennedy’s government, quoted in Goodman 1972:202).

Thus the relationships in the house are straightened out by Harold, a smallscale technocrat.
The roster was Beth’s idea – as Harold indicates, one of her most cherished.
It makes it clear that life is no longer coincidental but planned and organized
according to progressive principles of cooperative life. In this way it fits in
perfectly with the ideology of the New Town, the centre of all they both believed
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in. The rigid organization of family life reflects the organization of the life of
New Town inhabitants. According to Lefebvre, in New Towns everyday life is
organized, neatly subdivided and programmed to fit a controlled, exact timetable (Lefebvre 1971:59). In the New Town everything is foreseen, life is
compartmentalized into zones, people have to shop in the shopping centre, relax
in a leisure park, gather in the meeting hall. All this organization is the result of
a colossal analysis – indispensable, effective, terrifying – which has been turned into
objective reality and projected on to the new towns. Everything which could be has been separated
and differentiated: not only specific spheres and types of behaviour, but also places and people.
All those things which have made up the interwoven texture of the spontaneous places of social
living since the neolithic village have been hurled one by one into time and space. Consequently,
the intermediaries between these disjointed elements (when there are any, which is always a good
thing: means of communication, streets and roads, signals and codes, commercial agents, etc.)
take on an exaggerated importance. The links become more important than the ‘beings’ who are
being linked (Lefebvre 1995:120).

That is why Harold is so proud of the gazetteer of Carshall Streets, which he
prepared, and why he is so annoyed when Mark points out mistakes in it.
The problem with New Towns is that everything that has been separated
as a result of analysis has to be put together again like the pieces of a puzzle
(Lefebvre 1971:58). This twofold movement, in Lefebvfre’s view, reflects the
truth of the New Town, which is to be found in the movement of totalization and
fragmentation taken as a whole. This is the truth we read in that obscure and
legible text: the new town1 (Lefebvre 1995:121).
Thus the initial dividing process is
replaced by the practical reconstruction of a kind of unity, a tendency officially called ‘urbanism’.
The problem of synthesis returns to the fore; the ‘man of synthesis’ is very much in demand,
and there are many candidates among philosophers, economists, sociologists, architects, town
planners, demographers and other technicians; nearly all of them bank inconspicuously on
a certain ‘robotization’ shaped on their own synthetic model which they would programme; the
more intelligent among them hope to achieve this by a spontaneous, or democratic, rather than an
autocratic, method (Lefebvre 1971:65).

Harold’s synthetic model of totalization is based primarily on the idea
of the multi-status character of the town. Thanks to this character, the town,
1

Obviously, this is also the truth of Howard’s Garden City:
[Howard] concisely and rigorously outlined a new direction for the development of cities
and advanced practical solutions that covered the whole range of city planning problems: land
use, design, transportation, housing, and finance. At the same time, he incorporated these ideas
into a large synthesis: a plan for a complete alternative society and a program for attaining it
(Fishman 2003:32).
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which is the result of the analytical division of space along the lines of
abstract principles, is supposed to achieve a kind of totality, characteristic
of a complete society in miniature.2
Harold attaches great importance to this idea, which Sylvia learns about
on the very first day of her stay in Carshall when Harold takes her and Arthur
to the garden to show them the estate. The style of the house is a strange
hybrid of modern and old-fashioned styles which puzzles Sylvia. ‘It’s a ranchtype house,’ her son explains (Wilson 1968:66) – to keep local industrial
executives in the community, a number of large modern houses with details
supposed to convey a notion of a ranch have been built. His explanations are
a mixture of pride in his own high status – the textbook tycoon, as he describes
himself – and resentment directed towards those of the business executives
who do not want to stay in Carshall. But he still hopes that there will be
enough of them to give the community a balance of status that is so important.
One such person is Harold’s old friend, Jack Cranston. When Cranston
is promoted, thus achieving higher status, Harold counts on the Cranstons to
contribute to the fine new experiment:
‘[…] It’s typical of them not to put on any airs. All the same I hope they look out for something
larger. Like this perhaps, if a little less formidable,’ he laughed. ‘If the older executives are too
snooty for the Town they work in, we’ve got to breed our own. Carshall must develop its own
mixed society – status wise, I mean, nothing to do with class – or it must die of atrophy’ (Wilson
1968:135).

But the Cranstons have different plans. At first they do not inform Harold
about their intention to move out of the town, knowing what his reaction would
be. But when – during an argument about the principles of the New Town
development – Harold reminds Jack Cranston that he will soon need a new
house in Carshall, and thus he will contribute to the multi-status character of
the town, Jack answers:
‘You can count us out for a start! Multi-status community! No, thank you. That’s all right
for you, Harold. Not to be rude, you like to be – what do they call it? – a trout among minnows.
Anyway you’re a County Council man. That’s quite different. But executive people in industry don’t
want to live among their work-people and their work-people don’t want them there either. No, no,
Renee and I’ll be moving out to the country as soon as we can find a place.’
Harold took a deep draught of his bitter and wiped his mouth slowly with his handkerchief.
‘Then I’m afraid you’ll be ratting on a fine experiment, Jack’ (Wilson 1968:208).
2
The 1952 Town Development Act specified desirable features of the New Towns. One
of them was balance in terms of social structure: this was conceived of as a reproduction of
some standard demographic, social and industrial structure, with a view to creating a socially
homogeneous community (Thomas and Cresswell quoted in Stamirowska 1992:94).
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For Harold, the most important thing in the relationship with his acquaintances
is their attitude to the principles governing the creation and development of the
New Town. Therefore, Jack’s refusal to stay in Carshall just when – because of
his promotion – he could contribute to the multi-status character of the town
community, is for Harold a personal blow. Jack turns out to be another local
tycoon who is ratting on a fine experiment.
When Harold shows his estate to his mother on the first day of her stay at
‘The Sycamores’, he introduces her to what seems to be another of his ideas to
cope with the fragmentation of New Towns, namely ‘good neighbourliness’. The
implementation of this principle demanded some effort from him and Beth. To
attract the executive group to the ranch-type houses, the architects made concessions to the English mentality and surrounded their gardens with high fences.
Harold and Beth had their fence removed at once: ‘[…] After all, if the New Towns
have done nothing else they’ve taught us the one valuable lesson the famous
American way of life has to offer – good neighbourliness. […]’ (Wilson 1968:68).
But when Sylvia looks out of the garden, listening to Harold, who proudly gives
the names of the streets in the neighbourhood, she notices only the monotony of
the buildings in the neighbouring streets, which are strangely like those in the other
parts of the town that she saw on her previous visits to Carshall, when Harold lived
in a different district of the town. This is abstract space with its standardization and
homogenisation of dwelling, in which a ‘normal’ lifestyle means normalized lifestyle
(Lefebvre 1991:338).
Not wanting to offend Harold with her impressions, she remarks only: ‘It’s very
quiet, isn’t it?’ (Wilson 1968:68). Harold, however, frowns even at this remark. He
did not remove the fence to come into contact with silence and emptiness, but this is
evidently the case – a fact he is unwilling to face, for it could be suggestive of a lack
of social life in this fine social experiment. Fortunately, he is spared the necessity
of dwelling upon the issue. For, suddenly, two young men in crash helmets come
out of one of the neighbouring houses and start revving up their motorcycles. As the
noise becomes more deafening Harold’s frown changes into a smile. His principles
are saved but the fact remains that the sound of motorcycles as the only sign of social
life in the neighbourhood is rather a meagre comfort.
There seem to be two basic reasons why the streets are empty of people. One
of them is zoning. Jane Jacobs in her The Death and Life of Great American Cities
argues that lack of what she calls mixed primary uses even in a small part of a city
is responsible for the fact that people appear in particular streets only at particular
times, leaving them empty for the rest of the time3 (Jacobs 1992:143-177). In
Lefebvre’s view, zoning is responsible for the fact that [s]uburban houses and
3

Although Jacobs says that she is concerned in her book with big cities, many of her
observations may be applied to smaller towns. It is obvious that the negative effect of zoning on
the social life of the streets in small towns must be, if anything, only more pronounced.
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‘new towns’ came close to the lowest possible threshold of sociability – the point
beyond which survival would be impossible because all social life would have
disappeared (Lefebvre 1991:316).
The other reason appears to be the low population density of New Towns,
a principle which, like zoning, comes from Ebenezer Howard’s Garden City
project. In his plans Howard uses ideas from a book by Benjamin Richardson
entitled Hygeia, a City of Health. The book was a presentation of the principles
of public sanitation in which Dr Richardson depicted a city whose design would
be the healthiest for its inhabitants. In order to achieve this aim, he prescribed a
population density of twenty-five people per acre, a series of wide, tree-shaded
avenues, and homes and public gardens surrounded by greenery (Fishman
2003:40). This is again a scientific mind at work – clear thinking, as Harold
would call it – with precise numbers and plans for the betterment of society.
These progressive, scientific methods of planning lead inevitably, with the
progress of technology, to an obvious solution – the use of computers. Their
uncompromising objectivity and efficiency in ‘clear thinking’ make them a
powerful ally of the technocratic planners in debates over the future of society
(Goodman 1972:197). Harold is clearly proud that one of his sons is to become
an electronics engineer. But it is pride that sometimes borders on envy and
apprehension. When, after showing his house and garden to his parents, Harold
wants to explain to his mother the bus connections in Carshall, Mark accuses
his father of mixing up the names of the streets of the town. As Harold is the
author of the gazetteer of the streets of Carshall, it is a serious accusation.
Sylvia, sensing a quarrel, says:
‘Oh, don’t worry about me. I can find out the bus times for myself, I’ve still got a tongue.’
But Harold raised his voice and drowned hers.
‘And I suppose you’re going to produce computers that make perfect maps and foolproof
gazetteers?’
‘How did you guess? We’re working on them at the moment. And to replace headmasters.
Eliminating the purely hackwork type of manpower in fact’ (Wilson 1968:71).

Of course, Mark is only being spiteful, but his malice is well aimed. In one
quick rejoinder he indicates the consequences of his father’s infatuation with
‘clear thinking’, of abstracting everything to the level of discourse and Cartesian
cogito. If that is his father’s ideal, then obviously computers would seem to be
more appropriate for the job.
But Harold prefers to steer their conversation deeper into the quarrel than
seriously consider Mark’s point:
‘Oh, indeed, well if you want to be in at the death you’d better buck your ways up a bit and
get through your exams, Mark. Otherwise you may find Electrometrico have eliminated you before
your apprenticeship’s finished.’
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Mark’s voice rose now, almost hysterically.
‘Don’t worry, we’ll probably all be eliminated long before then.’
‘Oh, no! Oh, no! Not again! Not the same old cry! And you call yourselves the cool generation.
Can’t you even discuss the times of buses without whining about the bomb? Have some sense of
proportion’ (Wilson 1968:72).

Whining about the bomb is ridiculous in the context of the times of
buses, but it is certainly not ridiculous in a conversation in which complete
computerization of society has been mentioned. Both the atom bomb and
the computerization of society exemplify extremities of technological
development. This development may be considered as a direct reflection of the
‘clear thinking’ championed by Harold and which is one of the basic tenets of
abstract space. According to Lefebvre, the nuclear arms race and freewheeling
technology are both related to abstract space, which harbours them, receives
and transforms them into efficacious (operational) agents, because they are
conducive to its strategic aims: the removal of every obstacle in the way of
the total elimination of what is different, and thus the imposition of abstract
homogeneity (Lefebvre 1991:371). Harold clearly views both the atom bomb
and the computer as signs of progress. His ridicule of Mark’s involvement
in the Campaign for Nuclear Disarmament seems to be proportional to his
inferiority complex generated by Mark’s proficiency in electrical engineering.
On the same day, as they sit down with their beers and sherries before dinner,
Harold tells his mother with disarming sincerity:
‘You may have noticed, Mother, that in the opinion of the younger generation, I’m a monster
of obstinacy and insensitivity. As a matter of fact, strictly between ourselves, I have a strong
suspicion that they’ve got a point there. But unfortunately there it is. That’s the nature of the beast’
(Wilson 1968:74).

But it is not within the family that the monster of obstinacy finds the greatest
challenge – it is in the problem of Goodchild’s meadow and the plans of the
Corporation to build a new housing estate in its place. The meadow is a belt
of pastureland going through the centre of the town, in accordance with the
principles of the development of the New Town that demand a mixture of the
countryside and the town. This is one of the schemes supposed to obliterate
the basic fragmentation in the town by creating a kind of total environment
which is attainable neither in the city nor in the country. But this keeping of
‘natural’ spaces within the limits of the town inscribes itself into a broader
phenomenon. According to Lefebvre, abstract space is characterized by the
receding of nature – in fact, the disappearance of nature is one of the defining
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characteristics of this space (Lefebvre 1991:50). As real nature recedes, the signs
and images of nature become exalting and a kind of fetishisization of nature
is introduced: Theoretically, nature is shrinking, but the signs of nature and
the natural are multiplying, replacing and supplanting real ‘nature’ and thus
becoming signs of absence: of an illusory and fictive presence. On the level
of urban planning, it is parks and open spaces that play this role, in spite of
the fact that they are simply a poor substitute for nature (Lefebvre 2003:27).
Harold’s mother is aware of this ersatz character of such places in the town:
As she read of belts of ploughed land or of pasture preserved in this or that New Town ‘to help
the children grow up in familiarity with the natural rotation of the seasons’ she forced herself to
bring it all alive by recalling exactly how Goodchild’s meadow looked; but if you’d been brought
up in the country you couldn’t take fields seen from the top of a bus seriously (Wilson 1968:172).

But for Harold himself it is again a case of clear thinking – the meadow
must be saved if the principles on which the New Town was founded are to be
preserved. His main ally in his fight to keep the meadow in the town is Muriel
Bartley, who lives in the town with her husband, a businessman, in the same type
of house as Harold, in this way also contributing to the multi-status character of
the town. It is during Harold and Muriel’s argument with the Miltons during the
welcoming party that Sylvia first learns of the Goodchild’s meadow controversy.
During this argument Muriel says:
‘We’ve helped to make the place, we intend to see it keeps its character.’
‘Hear, hear,’ Harold cried.
‘It’s the Ministry that decides, surely,’ Lorna Milton said.
‘Right,’ Muriel answered, ‘but who makes up the Ministry’s mind? Public opinion. That’s
democracy’ (Wilson 1968:120).

Harold thinks the same and therefore he tries to influence public opinion
using his position in the town. He makes a speech after his well-attended
production of Look Back in Anger, in which he calls for the active support for
the defence of the meadow, ‘[…] to make sure that the ideal of the New Towns,
the ideal on which Carshall was founded, shall not be forgotten and neglected
through reasons of expediency, or economy, or so-called commonsense. […]’
(Wilson 1968:158). The problem here is that the alternative to building on
Goodchild’s meadow, which Harold advocates, is the development of an area
outside the town boundaries. But this also goes against the founding principles of
the development of the New Town, as Jack Cranston reminds Harold at one point:
‘And I’m sorry to disagree with an old friend, but if what you want is to maintain Carshall as
the blokes who started it intended, then there’s no question about it. Let Goodchild’s meadow go.
Anything better than extending the boundaries, making the place geographically larger. That way
you are going back on the original intention. ...’ (Wilson 1968:207).
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With his back to the wall, Harold admits that it is a choice between evils,
but still he is convinced that the disappearance of the meadow would be far more
harmful to the town, or rather to the ideal of the New Towns, and there is no point
in arguing with him.4
Sylvia, who is far from thinking about principles and ideal solutions for the
New Town, has a feeling that the disappearance of the meadow would be a better
solution:
She found it far worse anyway to think of the alternative of Carshall houses like Harold’s
and Muriel’s eating further into that vast dark stretch of country that she looked out upon from
her window each night. As she visualized the scene her pulse beat more quickly, and giddiness or
shortness of breath intervened to save her from contemplating the struggle – the digging up of
those gloomy fields, the bricks and mortar, the workmen with their transistors sprawling across the
clayey land (Wilson 1968:172).

These images come to her while she is working for ‘The Save the Meadow
League’ – Harold, a strong believer in the idea of cooperation for the common good (or for what he thinks is the common good) makes Muriel engage
his mother in the campaign to democratically influence the Ministry’s decision.
Working for Muriel Sylvia not only has the impression that the disappearance
of the meadow is the better alternative for the development of the town, but she
realizes the pointlessness of the campaign to save the meadow:
In her experience the Ministry people would settle matters on their own, however interested
you might be, as they had all the problems of rationing in the years after the war, and goodness
knows those problems had concerned her enough when she was running the hotel at Scarborough.
As to bothering about such matters where you weren’t directly concerned, she wondered that the
people on the committee could have so much spare time. Look at that business about the widening
of the Esplanade at Eastsea! A nice state the hotel would have got into if she’d spent her time going
into all the ins and outs of that. Anyway the Town Council and the Ministry of Transport had got
it all carved up between them before the public inquiry came on – Arthur had been told the inside
story of it down at the club (Wilson 1968:171-172).

Sylvia’s experience with the Ministry people is just another example of the
rule of technocrats who believe they know better, notwithstanding their apparent
interest in the opinion of the public. According to Robert Goodman, [u]rbanrenewal administrators frequently speak of ‘citizen participation’ and ‘planning
4
Most probably Harold is so convinced of the proper solution because it is what
his wife thought.
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with people.’ Yet, the final decisions after the public hearings are made by those
in power (Goodman 1972:54).
What is more, after Harold’s speech in defence of the meadow following
his production of Look back in Anger, Jock Parsons, who is the town’s Public
Relations Officer, makes it clear in his speech that public opinion, although
welcomed by the Ministry, will not matter much:
‘[…] Of course, we hope and I believe we can expect that that decision will reflect the interests
and wishes of the residents of Carshall, will not depart from the spirit that actuated the founding
of the New Towns, but it is a decision which inevitably involves a mass of legal, economic and
administrative elements that cannot be decided in the emotion of public controversy or debate…’
(Wilson 1968:159).

The obvious irony here is that Harold uses the same methods, if only on a
smaller – or an amateurish – scale. His reintroduction of the roster in the family
is a clear example of this. When he presents the rough draft, he says that it needs
the family’s approval. But when Sylvia raises objections he says: ‘I think you’ll
find it works out best as it is, Mother. […]’ (Wilson 1968:95). The opinion of the
public or family is welcomed, but it is those who are in power who really know
what is best for them. It is clear that if Harold himself was pulling the strings he
would be no more concerned with public opinion than the people who actually
are in power.
As a result of Harold’s refusing to allow his mother to play a bigger role in
the running of the house, she begins to perceive herself as a nonentity with a fat,
old and useless body. What is more, she begins to realize that ‘The Sycamores’
as it was run by Beth (and as Harold still tries to run it) is in fact only a small
part of the progressive, youth-oriented society of the New Town, whose values
and habits she – as the old woman she has now become – finds difficult to
conform to. Already during the first months of her stay in the town she discovers
that her meetings with Harold’s friends are for her only a source of strain and
embarrassment.
When, at the beginning of her stay in the New Town, she goes shopping in
Melling, where, as she notices, everybody is so young (Wilson 1968:133), she
is always accompanied by Renee Cranston. Seeing that their shopping needs
and even their pace vary significantly, due to the difference in age, Sylvia would
gladly suggest that each should do her own shopping on her own. But she is
afraid to offend her companion: Renee Cranston, a woman young enough to
be her daughter, only accompanied her out of kindness. But there it was, they
were friends of Harold and they’d been so good to Arthur (Wilson 1968:132).
The shopping, punctuated by Renee’s conversations with other young
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housewives of Melling, always ends in Renee’s house, where Sylvia is invited
for a chat, although the two women have virtually nothing in common, so that
they find it difficult to make even small talk. In spite of this Renee tells her the
secret of her and her husband’s desire to leave the town and bids her not to reveal
it to Harold. After that Sylvia has a most uncomfortable time in keeping the
secret from Harold without resorting to lies, and she clearly resents this sharing
of confidences on the part of Renee.
Shopping in the Town Centre is no better. On her second outing to the shops
there she comes across Lorna Milton, who insists on taking her to a café. This time,
however, Sylvia thinks she has a topic for conversation – she asks Lorna about
Goodchild’s meadow. Unfortunately, Lorna’s explanations gradually grow more
and more bitter. Finally, she has no qualms about openly criticizing Harold and all
his family, including his dead wife. And, once again, Sylvia is deeply embarrassed.
A day after the encounter with Lorna, Sylvia reflects upon her new life in the
New Town, as she tries to make herself comfortable in her room:
She busied herself with moving the cushions around, but it was no good, she did not feel at
home. She felt shut in, and, closing in upon her like the doors of a jail, came first the thought of
Melling, with its crowds of children on bicycles and kidicars and tricycles, its ton-up boys and girls
in jeans, its endless lively houseproud young couples producing more and more kids, what place had
an old fat woman there drowned in Renee Cranston’s cheeky certainties? (Wilson 1968:143-144)

What she is thinking of is in fact abstract space. According to Lefebvre,
the only immediate point of reference of this space is genitality: the family unit, the type of dwelling (apartment, bungalow, cottage, etc.), fatherhood
and motherhood, and the assumption that fertility and fulfilment are identical. In this way the reproduction of social relations is crudely conflated with
biological reproduction, which is itself conceived of in the crudest and most
simplistic way imaginable (Lefebvre 1991:49-50). Being old, Sylvia finds herself on the margins of this space. And, as she continues to reflect on her life
in the New Town, she feels increasingly alienated – even from her family:
And then, like the clanging of the outer door, came Carshall with its prams and arcades, and queues
of teenagers for the Mecca, and churches like halls, and ten pin she didn’t understand, and murals she
could make nothing of – bang, this outer door clanged, blown shut in the gale of Lorna Milton’s buffeting
words. It was unbearable to go about where strangers discussed and criticized your own flesh and
blood; especially when those strangers knew all about the family and you did not. But of course
they were not strangers; she was the stranger (Wilson 1968:144).

Sylvia is not prepared for the level of intimacy assumed by Harold’s friends
and her inability to exchange confidences only underlines her own alienation
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in the town. According to Krystyna Stamirowska, Sylvia’s unsuccessful social
encounters stem partially from the structure of social life characteristic of the
New Town:
although they reflect more general patterns of social behaviour and conventions, they are
also shown as stemming from the involved and closely knit structure of the New Town. Thus,
instead of generating more freedom (as Harold imagines the New Town would) Carshall in fact
imposes more restrictions through the very artificiality of its inbuilt concept of community life
which leaves little room for spontaneous relations (Stamirowska 1992:99).

In fact, social life in Carshall reflects one of the ideals of planning theory;
that is, ‘togetherness’: ‘Togetherness’ is a fittingly nauseating name for an
old ideal in planning theory. This ideal is that if anything is shared among
people, much should be shared (Jacobs 1992:62). According to Jacobs, planned
communities lack the neighbourhood commerce and sidewalk life which usually
provide opportunities for natural and casual contacts. In such communities all
social life is organized in various clubs and centres, which are supposed to bring
people as closely together as possible. As a result, there is no natural public life,
but differing degrees of extended private life. And the outcome is that you either
share much, or you share nothing.
Sylvia does find pleasure in casual, fleeting social contacts, which is made
clear by her conversation with the manageress of the Trust House in Carshall
Old Town. She is again her old self from her hotel days – understanding but
also assertive. Significantly, at one point the manageress tells Sylvia: ‘Oh yes,
we do most of the parties for the directors and senior executives in the New
Town. There’s nowhere of the right kind in that terrible place, of course’ (Wilson
1968:146). In Carshall New Town such spontaneous social contacts are for the
elderly Sylvia virtually impossible and, inevitably, she finds herself in a position of sharing nothing with others. The apparent reason why she is unwilling to
embrace the alternative – sharing much – is the age difference which, she feels,
divides her from almost everyone else in the town and certainly from Harold’s
friends. But the fact is that even as a manageress she was reserved in her contacts with people – even those of her own age. Her attitude to the residents of the
hotels she managed is shown in the scene of the farewell party organised for her
on the eve of her departure by the residents of the last hotel in which she worked:
Not that Sylvia had to restrain any strong emotions herself at leaving Palmeira Court or
parting from its residents. She’d left so many other hotels, known too many people in her life to get
upset by such things now. Keep your feelings for your own flesh and blood was what she had come
more and more to think (Wilson 1968:33).
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The problem is that when she moves to Carshall and is condemned by Harold
to idleness, she begins to believe that as a superfluous, fat old woman, she does
not have much to offer, even to her family. One day in the early spring she reflects:
Arthur seemed as pleased as Punch with life – she’d spent her ₤ 200 gratuity in paying all his
debts, but what did he care about that? As to the family, with all that education what did they want
with her? She was grateful to them for being so kind and she tried to do a good part by them where
she could; for the rest she could repay them best by keeping her trap shut (Wilson 1968:163-164).

What is more, she finds out that in Carshall strangers know more about
her own flesh and blood than she does herself – she is the stranger, even in her
own family. After her experiences with Renee and Lorna, her conversations with
Muriel only confirm this situation, as Muriel seemed to know everything that had
gone wrong in Sylvia’s life, and some things even that she’d forgotten, so that
during the two weeks that she works for Muriel Sylvia always sits down to her
lunch-time snack hot with a mixture of shame and irritation (Wilson 1968:169).
To find some comfort in her life, she turns to reading popular novels
and watching television: Some days she would sit still all day curled up with
a book or in front of the tele like a dormouse in a cage. On other days she
would hop from one book or programme to another (Wilson 1968:177). Such
behaviour, according to Lefebvre, is typical of the silent ‘users’ of abstract
space, people who allow themselves to be manipulated in ways so damaging
to their spaces and their daily life by all kinds of ‘authorities’ of which
abstract space is the locus and milieu (Lefebvre 1991:51). To keep them from
protesting, they are given an opportunity to escape from their damaged spaces
and lives into the world of mass media. Taking this opportunity, however,
they find themselves deeper than ever in the abstract space from which
they sought escape, because the place of social space as a whole is taken by
a part of that space endowed with an illusory special status – namely, the part which is
concerned with writing and imagery, underpinned by the written text (journalism, literature),
and broadcast by the media; a part, in short, that amounts to abstraction wielding awesome
reductionistic force vis-à-vis ‘lived’ experience (Lefebvre 1991:52).

Under the sway of this reductionistic force Sylvia often reacts to the
surrounding world with a limited stock of phrases and clichés from the books or
TV programmes that she read or watched. According to Krystyna Stamirowska,
the way in which Sylvia is influenced by popular novels and television implies
a criticism of the limited and limiting vocabulary of the media – the dead
English – which leads to a simplified view of reality (Stamirowska 1992:101).
However, even during her deepest engrossment in the world of fiction she
is capable of some discrimination, as when she decides to have no more of
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Martin Home’s sentimental novels because they have become too silly (Wilson
1968:143). Her final recognition of the falsity of fiction is even more telling:
the great comforting engulfing whale of fiction seemed now to have died on her, so that she
looked out through its ribs to nothingness; and even that skeleton was decaying into dust from
which nothing more came to her than the sweetly sick smell of romantic falsity (Wilson 1968:200).

Disappointed with fiction, she decides to take Harold’s advice about going
out of doors and among people. Harold recommended to her Gorman’s Wood,
which lies between Melling and the Industrial Area, but when she reaches
the copse she finds herself almost alone. Gorman’s Wood itself – shabby and
dusty firs with a mass of bruised brambles in the undergrowth – disappoints
her. Sylvia would like to see some flowers but they are nowhere to be seen.
But even if there were some stray clumps of wild flowers in Gorman’s Wood, Sylvia could not
find them, for the only footpath was cut off from the trees on each side by close-meshed wire fences.
To offer this narrow, well-trod, ant-infested way as some substitute for the ranging, unbounded
choice of the solitude of the countryside seemed to Sylvia such a cheat that had she been younger
and more agile she would have climbed the fence in defiance of authority to tread down the
undergrowth if only in protest (Wilson 1968:194-195).

Gorman’s Wood is just another example of the illusory and fictive presence
of nature in abstract space, and when Sylvia returns home and shares her
disappointment with her son, she receives another lecture on the need to preserve
patches of the countryside in the New Town.
So, on the next day, she decides to try another of Harold’s suggestions
for open-air neighbourliness: Sugley Park. According to Harold, the place has
changed for the better recently. A few years previously, he tells her, ‘[…] it still
looked rather like a private garden […]. But they’ve made a lot of changes –
much of Sugley Manor’s been pulled down – I believe they’ve made it all most
attractive’ (Wilson 1968:190). As a result of Harold’s recommendation, Sylvia
imagines the park as some gentle, lively place. What she finds there is an old
garden partially covered with concrete and swarming with children at play. Around
a small pond sit all the young wives of Craighill (Wilson 1968:196), chatting
happily or sewing in a contented silence. This is certainly one of the places for
practising ‘togetherness’ and, obviously, Sylvia is not willing to join in the idyll.
Sylvia’s despondency ends finally when she accidentally becomes friends
with the Egans, Shirley and Tim, after saving their daughter’s life during a storm.
The Egans live at the Murrel Farm in the country and are different from Harold’s
friends. Mrs Egan’s youth no longer seems to be a downside for Sylvia. For
this is not youth which, because of its ostentatious fertility and self-confidence,
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makes old age appear useless and therefore unwanted. This is the youth of
a child who respects old age. Of course, this respect is conditioned by the fact that
Sylvia has saved her daughter’s life, but this does not detract from its genuineness
and it is precisely Shirley’s youth that allows Sylvia to view this respect from
a proper distance: But, in fact, she never felt in danger from Shirley Egan’s praises
any more than from Mandy’s wonder, for she didn’t really take any notice of what
Shirley said; she just let herself relax in the affection which was given her; after all
Shirley was almost as much a child as Mandy (Wilson 1968:240). In fact, Sylvia
basks in the gratitude of the Egans from the very first day of their acquaintance.
At ‘The Sycamores’ her comfort of doing nothing did not fill her with pleasure.
At first because she was not used to inactivity, but then also because she became
aware that her leisure was forced – she was not given any work because her work
simply would not fit in with the roster. Therefore the fact that she did not have to
do anything was not the result of any fondness for her, but it was simply part of
a larger scheme. Now, when the comfort that she is surrounded with has its origin
in affection for her, Sylvia can savour it without any misgivings about being idle.
Her visits to the farm, although limited to afternoons, become in this way the
centre of her life, which puts her activities at ‘The Sycamores’ into perspective:
One of the happiest features of this new routine had proved to be the easing of life at ‘The
Sycamores’. She no longer felt the guilt of her unhappiness, the strangeness of her long desperate walks
coming between her and her family. She carried the shopping and the roster duties (now so increased
by Mark’s absence and Harold’s preoccupation with Goodchild’s Meadow) without any sense of
strain; she sat in the evenings reading or watching tele without any sense of melancholy. The pleasure
that came from her afternoons at the farm lasted all that day and into the next (Wilson 1968:244).

Uneasy about her new-found happiness, she tries to keep her two lives apart.
Harold, however, is very interested in her life at Murrel Farm for it turns out that
it is Tim Egan who is leasing Goodchild’s Meadow. Egan is not pleased with the
plans to develop the meadow either, but there is a significant difference between
his reasons and those of Harold and Muriel’s ‘The Save the Meadow League’.
Harold explains to the Egans the importance of the meadow for the town when
he fetches his mother the day after the storm:
‘That Carshall people should have good farmland well-farmed running through the centre of
their conurbation lies at the basis of everything the New Towns stand for.’
After a silence, Shirley said, ‘Well, if sincerity can raise mountains …’
‘Remove,’ Tim said, ‘or better still level.’
Shirley giggled. Sylvia realized that up to that moment she had not heard any of the Egans
laugh (Wilson 1968:235-236).
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The Egans are clearly not impressed with the whole theory behind the New
Towns. When Harold begins to move deeper into it, Egan explains his reason for
fighting for the meadow:
‘Look, I think I’d better make things clear. I’m appealing for the right to keep my lease of
Goodchild’s meadow purely out of sentiment. And not my own sentiment either. My aunt’s. The land
had belonged to her family for centuries and when the New Town came along it almost broke her
heart. However the fact that the architect’s plan allowed for the survival of this strip of meadow,
even though it was only on a lease, was something. It seems absurd, but I understand how she felt.
All the rest, Murrel Farm and Oakhurst, belonged to my uncle – he was a rich man anyway. But
this was what my aunt had brought to him on her marriage. And so I’m willing to offer a piece of
good land from here in place of Goodchild’s meadow, which by the way is only passable grazing.
It’s quite insane, but it makes up for all sorts of bad conscience which is my own personal affair.
And if I don’t win the appeal, well I shall have done my best’ (Wilson 1968:236).

For Harold the value of the meadow stems from its complete conceptualization
– its existence is part of a larger plan, an abstraction which for the Egans is
completely alien. As far Tim Egan is concerned, he is keeping the meadow for
the sake of his aunt, although his approach to land is that of a capitalist farmer
– it is the economic value of the land which is the only rational consideration
for him, and when he talks about being insane defending the meadow he says
it from this perspective. When he loses his appeal and gives up fighting for the
meadow his interests stand in conflict with those of Harold. In this way the
meadow becomes a place of conflict of two different varieties of abstract space.
Harold treats his mother’s friendship with the Egans solely as a piece
of good fortune in his struggle for the defence of the meadow. Even directly
after the storm he is more excited about his getting in touch with the Egans
than he is concerned about his mother’s health. Later on, he probes her about
Egan’s attitude to the problem and when after the decision of the Minister
to develop the meadow Egan finally refuses to go on fighting for it, Harold
is in a bad temper with Sylvia for the rest of the week (Wilson 1968:267).
In fact, he breaks down when his hopes are finally shattered at the meeting
organized after the decision. This could seem strange, for Goodchild’s meadow
was apparently only an example of ‘clear thinking’ for him – as is the whole
theory behind the New Town – but here one has to remember that it was ‘clear
thinking’ which he shared with his wife Beth. At the moment of crisis this fact
overshadows his reason, and the amateur technocrat gives way to the bereaved
husband who sees his wife’s ideals destroyed.
Angus Wilson’s image of the New Town in Late Call reflects closely the
findings of theorists like Henri Lefebvre who in their works criticize the kind
of social space that is represented by New Towns. Like these theorists, Wilson
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shows that life in a New Town, which is organized according to strictly rational
principles, is in fact severely limiting for all those who do not reflect thoroughly
the abstract models of the technocrats. Sylvia Calvert, the protagonist of the
novel, belongs to this category of the inhabitants of Carshall New Town, as she
cannot adapt to the new way of life. And in the character of her son, Harold, an
amateur technocrat, Wilson shows the mindset of people behind the idea of New
Towns, people who try to look at the world from the perspective of unwavering
rationalism and who want everyone else to do the same.
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THE PORTRAYAL OF LAW ENFORCEMENT FIGURES IN
THE AMERICAN DETECTIVE AND POLICE FILM GENRE
Introduction
The aim of this article is to depict law enforcement figures: detectives and
police officers as they are portrayed in American crime films. Dictionary entries
provide two definitions for a detective: 1. a police officer whose job is to find
out information that will lead to criminals being caught. 2. A person who tries
to find out information about something, esp. a crime, for someone else, and
who is usually paid by that person.1 The subtle difference concerns whether the
detective operates inside or outside the official organizations of law-enforcement.
The content and conventions of the detective and police genre can be regarded
as subcategories of the crime film. The detective film requires two features: an
investigation and a detective figure who functions as the investigating protagonist.
The detective figure is most often male and the detective film offers a specific
kind of image of American masculinity defined by heroism. His masculinity is
proven through his success in solving the case. The police genre depicts the
activities of a police force as they investigate crimes. Police film emerged from the
remains of noir’s private detectives and created the character of the vigilante cop.
The detective and police genre adapts with social change and offers new
images of law and order in the American society. There is an evolution from
the classical to hardboiled detective, and then to the police investigator who
diligently follows procedure. Film as a cultural product is inevitably affected by
social and cultural changes. However, popular film does not necessarily record
reality but processes it through idealized characters, narratives, and themes into
a fantasy (Gates, 2006: 48).
Popular film offers many valuable avenues of exploration for understanding social trends and
values in American society. Examining the intersections between historical events and the filmic
fictional responses which surround them provides a significant look into cultural manifestations
that are incorporated into our national self-image (Burke, 1998:87).

The Detective Story
Edgar Allan Poe is credited with writing the first modern detective story,
thereby launching a genre and creating his proto-detective, Augustine Dupin. In
“Murders in the Rue Morgue” (1841), “The Mystery of Marie Roget” (1842-43),
and “The Purloined Letter” (1844), Poe established a number of standards of the
genre, such as two types of detective: the amateur detective who works by the
deductive method and an eccentric mastermind. Detective fiction also developed
its own conventions, e.g. a number of suspects who give the appearance of guilt
and plot development that leads to the surprising revelation of the murderer.
The private detective achieved popularity with the creation of Sir Arthur
Conan Doyle’s Sherlock Holmes, who remains one of the most famous private
investigators on the big screen. Holmes solved mysteries through observation
and logical deduction. This type of detective was adopted by Hollywood.
The 1930s detective, nicknamed “the dapper detective,” was usually an upper-class and
independently wealthy character, on the model of Sherlock Holmes, whose sleuthing was confined to
baronial mansions and landed estates (though the villains could often be lower class or foreigners)
and who viewed the law as ignorant, seeing himself as a much more successful embodiment of it
(Broe, 2005: 167).

However, a radical departure from the conventions established by Poe came
in the 1920s and 1930s when Prohibition, gangsterism, and the Great Depression
gave birth to the hard-boiled novel (Coit 2003: 7). With the spread of organized
crime, the classical, British type of detective had to adapt to the urban American
environment. Pulp magazine2 stories gave way to the hardboiled private eye
who had a tendency to use violence to conduct investigations in the American
city. Those stories focused on the tough guy detective who was definitely no
comparison to Sherlock Holmes. A crucial difference between the hardboiled
and the classical detective was the former’s relation to the law (Broe 2005: 167).
The hardboiled detective did not hesitate to disobey the law for the larger goal
of investigating the case. Examples include Dashiell Hammett’s Sam Spade and
Raymond Chandler’s Philip Marlowe. They combined the investigating qualities
of the police detective without the usual constraints placed on the official force.
Americans have always loved the outsider hero using unconventional methods to
solve the case. The appeal of the private eye endures in contemporary cinema, even
though the detective today has to be more sensitive to issues of race and gender.
Hardboiled detective fiction was born in reaction to the widespread shift in
values during the Prohibition period, when Americans were criminalized for the
possession of alcohol and their faith in law and government was eroded. Chandler
2

1
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Longman Dictionary of English Language and Culture, UK: Longman, 1992, p. 346.

Pulp magazines were periodicals printed on coarse wood pulp paper, containing stories of
violent and exotic adventure (Jurczyński, 1995: 76).

94

rejects the possibility of an ideal society, preferring a world in which crime exists
and where the causes of crime are ignored. His novels are based on a view of a corrupt
modern American society. Chandler found in crime the ideal means by which to
illustrate societal tensions, especially interactions between the police and the
private detective. Throughout all of his novels, police corruption is examined just
as closely as any crime scene clue. Film adaptations of his novels depict the police
officers as unimaginative members of police enforcement who abuse their power
(Athanasourelis 2003: 325). Similar views are expressed in Hammett’s fiction.

The Detective Film of 1940s and 1950s
The 1930s detective films depicted how the sex of the investigating protagonist
complicates the traditionally male noir detective narrative. Those films usually ended
with the solution of the mystery but often also with a marriage proposal for the heroine
from her investigative rival. Although many female detectives accepted the proposal,
just as many others did not, as the female detective was not always ready to give up
her career. Moreover, Hollywood’s female detective attracted her man because of her
masculinity, independence, drive, and success. In this way, the female detective of
1930s Hollywood film was presented as a positive feminist role – she was respected
and desired, masculine and feminine, successful in both a man’s and a woman’s world.3
In the 1940s and 1950s, the hard-boiled detective became the main character of
film noir. American pulp fiction writers created the hard-boiled detective story with
a greater emphasis on realism as a rebellion against the classical detective story of British
writers. Similarly, film noir arose in a rebellion against the classical Hollywood style of
filmmaking (Gates 2008: 7). Film noir offered darker narratives, characters, themes,
mood, and cinematography and expressed the anxieties of postwar masculinity. War
veterans returning home faced unemployment, alienation and degradation. Many of
these problems were regarded as the result of increased female independence, changing
gender roles and women challenging their husband’s masculinity.
Film adaptations such as The Big Sleep (Howard Hawks, 1946) and The Maltese
Falcon (John Huston, 1941) became extremely popular. Those movies provided
an alternative to the traditional murder mystery that had dominated detective films
throughout the silent era and into the 1930s. The hardboiled noir detective was a seeker
hero (Orr 1997: 21). Humphrey Bogart, who starred as Sam Spade in The Maltese Falcon
and as Philip Marlowe in The Big Sleep, became the archetypal private detective, living
dangerously on the borderline between criminality and lawfulness (Rafter 2000: 73).
3
Philippa Gates (Fall, 2009) Maritorious Melodrama: Film Noir with a Female Detective
[in:] ‘Journal of Film and Video’.
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The cinematic detective frequently felt himself close to his working-class
clients and was often harassed by the legal system. During the war, the hardboiled
private eye emerged with a set of interests and concerns that paralleled those of
labor as a whole, e.g. Bogart’s Sam Spade is unromantic and focused on “getting
paid”. He is hounded by the law and considered a suspect in the case he is
investigating. The popularity of this adaptation changed the dominant character
of the crime film from an official agent of the law to a private detective whose
relation to the law was much more ambiguous. The Maltese Falcon was released
as the country was preparing to go to war, when the police officer was expected to
defend the law, but instead was depicted as a corrupt character (Broe 2005: 167).
Maltese Falcon is a story of lies and betrayals revolving around the
competitive search for the legendary Maltese Falcon, a jeweled statue believed
to be a treasure. In the end, the statue turns out to be a fake which symbolizes
the corruption of the search for truth and value in contemporary San Francisco.
It is Spade’s status as non-female and non-gay that rescues him from the film’s
villainous conspiracy. Spade is masculine because he is not female or homosexual.
Hence the private eye’s manliness must be constantly confirmed through conflicts
with asexual or bisexual characters or more often with female or gay male
characters who the film leaves defeated and disempowered (Leitch 2002: 198).
This contemporary viewer or reader reaction indicates the extent to which the hard-boiled
tradition has been distorted and contorted for use in each ensuing era. We see this phenomenon
most stunningly in conceptions of hard-boiled masculinity. The tough guy figure has largely been
flattened out and reshaped into a solitary, gleaming icon: Humphrey Bogart. The predominance
of Bogart as the hard-boiled hero reduces the complexities and variations of the genre into
a single, unchangeable image: Bogart, in fedora and trench coat, cigarette hanging from his mouth.
Bogart’s interpretations of Raymond Chandler’s detective hero Philip Marlowe and of Dashiell
Hammett’s Sam Spade have mingled with other, still-tauter models of hard-boiled masculinity, to
spawn a hyper-tough guy icon bearing minimal relation to any individual film and even less so to
the source novels (not to mention the eras from which these texts derive) (Abbot 2003: 305).

The Police Genre of the 1960s and 1970s
Until the 1940s the police officer was portrayed as an inefficient figure who let
the private eye solve the case. During the Cold war period the professionalization
of law enforcement was reflected by the emergence of the professional
police detective in the American cinema. Audiences were able to see detailed
investigations including ballistics tests, surveillance, and forensic technologies.
The police detectives were methodical and committed to the fight against crime.
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The crucial period in the Hollywood police film is the late 1960s and early 1970s
because of the loss of confidence in law enforcement in the USA. The hero of
the detective film became the vigilante cop who would even break the law to get
the job done. Hollywood films started to feature police figures as independent as
private detectives. Police cops typically shot guns and pursued suspects in chase
sequences (Leitch 2002: 198). It was also a period of a public debate about police
tactics. Bullitt (Peter Yates, 1968) and Dirty Harry (Don Siegel, 1971) focus on
this debate. They feature cops who are in conflict with judges, lawyers, politicians,
and their own bosses. Those movies raise doubts whether the law-enforcement
officers are justified in breaking the law in order to protect justice. In these
movies the vigilante cop is put over the system that has failed (Leitch 2002: 229).
Bullitt is an American thriller film starring Steve McQueen. The film is
probably best-remembered for its car chase through the streets of San Francisco,
regarded as one of the most influential car chase sequences in movie history.
Lieutenant Frank Bullitt is asked to provide protective custody for a key witness,
Johny Ross. Bullitt, Sergeant Delgetti and Detective Carl Stanton, provide Ross
with round-the-clock protection at a cheap hotel. Late at night, a pair of hitmen burst into the room and shoot both Detective Stanton and Ross, seriously
wounding them. Ross subsequently dies of his wounds but Bullitt suppresses
news of the death and hides the body. While conducting the investigation
he is followed by the two hit-men, which ends with the famous car chase.
Bullitt treats the streets of San Francisco as a maze of urban canyons (Leitch,
2002: 232). Back at the police station, Bullitt is interrogated, and given
time to finish the case. He discovers the true identity of the murdered
man who turns out not to be Ross. Eventually Bullitt follows Ross to the
airport and after a chase across the airport runways shoots Ross dead.
Several factors contributed to the slow development of the police genre.
The first obstacle concerned characterization as filmmakers found it difficult to
make good guys entertaining. It was much easier to deliver adventure, illicit
sex, and concentrate on lawbreakers. Another problem was the popularity
of Westerns and noirs, featuring a central, law-restoring character with a gun
who was either a sheriff or a detective. Consequently, there was little need for
police heroes. Moreover, for over a century police officers had enjoyed a low
status in American society so filmmakers doubted their popularity potential with
film viewers. However, the social position of police officers began to change
with the 1967 publication of a report by the President’s Commission on Law
Enforcement and Administration of Justice. The aim of this report was to make
policing more professional requiring advanced education, technical skills, and
scientific training. It helped develop the new police genre (Rafter 2000:71).
Police films comprise the newest genre within the crime film category.
Police officers themselves have been depicted in movies since the early twentieth
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century and in television series since the 1950s, but the police drama did not fully
emerge on the big screen until the 1971 with Dirty Harry (Don Siegel, 1971).
Clint Eastwood played the title role of inspector Harry Callahan and is seen as
a progenitor of the cop film (Rafter 2000: 74). Dirty Harry set the style for a whole
genre of police films. The film was followed by four sequels: Magnum Force
(1973), The Enforcer (1976), Sudden Impact (1983), and The Dead Pool (1988).
Harry Callahan is a San Francisco homicide detective assigned the case of a
serial killer named Scorpio. The inspector is an unemotional, individualistic, and
violent police officer who deals with criminals with his 357 Magnum pistol, a
method which turns out to be more effective than the law. Eastwood plays a hero
who battles alone against a society riddled with crime, violence, and corruption
(Jeffords 1994: 17). Dirty Harry reveals the cinematic use of violence. Harry
Callahan is a vigilante cop who has to deal not only with criminals but also the
red tape in the police force.
He becomes a hero by using his power to clean up the streets of Los Angeles, even if it means
disobeying his superior officers. We could also say that some of the criminals Harry takes down
suffer from economic desperation and an inability to express their masculinity through socially
acceptable channels. Instead they choose crime, or crime chooses them. The dramatic action of
Dirty Harry and similar films is extracted from male desperation, which in reality as well as in
films, often leads to violence (Wicks 1996: 93).

In the film Dirty Harry, a psychopathic killer, Scorpio, kidnaps a teenage
girl, buries her alive and demands a ransom for revealing information about
the location of the girl. Inspector Harry Callahan is assigned to the case. He
illegally searches the suspect’s room, tracks Scorpio down, shoots him in the
leg, and then tortures him to get the information about the location of the girl.
(Delattre 1989: 207). Eventually, Scorpio confesses and the police exhume the
dead girl. Because Callahan broke into Scorpio’s home illegally, the killer cannot
be charged. Harry’s arrest of Scorpio is invalidated because he did not follow
correct legal procedure. After Scorpio goes free, Harry uses off-duty time to
watch him until he is charged with harassment and ordered to stop. Scorpio then
takes a bus full of elementary school children hostage. Callahan pursues him
again outside procedural law and, after a fierce gun battle, the inspector shoots
Scorpio in the chest and throws his dead body into water.
The film deliberately intervened in a public debate raging in the American
society of the late 1960s and early 1970s. As the film explicitly mentions, a liberal
Supreme Court had handed down decisions (Miranda, Escobedo4) protecting
4
Escobedo v. Illinois (1964), the US Supreme Court held that suspects have a Sixth
Amendment right to the assistance of counsel.
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the rights of accused criminals and limiting police interrogations. The Miranda
decision required arresting officers to read a criminal his rights.5 The film poses
the most extreme example of the legal issue when a totally uncontrollable and very
clever killer preys on society and is protected by those very same legal sanctions.
The film underlines the inability of the police department to jail a known murderer
as Callahan failed to read Scorpio his Miranda rights. Callahan is frustrated by the
legal “technicalities” involving the admissibility of evidence. Callahan represents
the old school of crime fighting where cops rely on instincts and experience
more than formal education and professional training (Lenz 2005: 120). He
is more interested in fighting crime than upholding the law. The law prevents
Scorpio’s conviction because Callahan violated Scorpio’s constitutional rights.
Dirty Harry provides an excellent insight into the change from liberal
to conservative thinking about crime during the founding era of modern
conservatism in the period from the mid-1960s to the early 1970s. The movie
shows why modern conservatives advocate justice without law: […] when
forced to choose between law and order, conservatives generally prefer order
because law is merely an instrumental means to an intrinsically valuable end,
the maintenance of public order (Lenz 2005: 117). The film is a criticism of
political and legal liberalism. The film is set in San Francisco at a time when
the city symbolized the liberal permissive culture that conservatives blamed
for crime. The city mayor and chief inspector are portrayed as weak, indecisive
liberals, whereas Callahan is a strong, decisive conservative (Lenz 2005: 121).
In each of Dirty Harry films, though Callahan “solves” the crimes by killing the
culprits, the institutions that enabled these criminals to operate retain power. Dirty
Harry and its sequels also depicted government officials who were not fulfilling
their duties, simply because the system favored the advancement of incompetents
who were too indecisive to make any significant changes. Such sentiments were
logical outcomes of a post-Watergate era, in which it seemed that institutions
of government corrupted individuals and society (Jeffords 1994: 17-18).
One of the film’s most controversial subjects is the relationship between
law and violence. Dirty Harry portrays violence as a legitimate solution to the
problem of too much law, and advocates the justice and social utility of violence
(Lenz 2005: 123). Callahan’s willingness to break the law is shown as a necessary
response to street crime that had previously spiralled out of control. He saw his
role as a police officer rather than a law enforcement officer. He was not enforcing
law but policing to prevent criminal behavior. The film portrays the problem of
5

Miranda v. Arizona (1966), The Court held that any statements made in response to interrogation by a defendant in police custody will be admissible at trial only if the defendant was
informed of the right to remain silent and to have a lawyer present during questioning. This had
a significant impact on law enforcement in the United States, by making what became known as
the Miranda rights a part of routine police procedure to ensure that suspects were informed of
their rights.
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street crime as a manifestation of a broader political problem – the breakdown
of social order caused by liberal ideas and legal policies (Lenz 2005: 130).
Dirty Harry completely remodels the police procedural story, by inventing
a new position for the hero and for the city as gigantic crime scene. Before
Dirty Harry, police procedural models were based on the realist, just, ordinary
police officers trying to do their job. Dirty Harry created a new model: middleaged male cops going through mid-life crisis, loners whose marriages collapsed,
alienated, self-destructive, in conflict with their superiors. Eastwood played the
true urban cowboy, the lone, silent and totally tough individual who is called upon
to save Society from the Bad Man – Scorpio. To do this he naturally must take
the law into his own hands, exactly like in westerns. His disregard for the law is a
feature that makes Harry “dirty” (Caputi 1987: 86). In the Leone westerns law is
virtually nonexistent and justice comes with a heavy and bloody price tag. In the
seventies and eighties, with Harry Callahan, we are in contemporary America and
the Eastwood figure operates within the law, but just barely (Schwartz 2002: 30).
Although Eastwood is on a mission of vengeance, his killing is cold, calculating,
and ruthless. The scene violates the cardinal rule of all westerns – the good guy
(no matter how provoked) can’t just shoot a man in cold blood (Tibbetts 1993: 10).

An Inversion of the Classic Detective Formula: Columbo
Any analysis of the detective and police genre has an obligation to include
the popular TV detective serial Columbo.6 It ran from 1971 to 1993 and
featured Peter Falk as Lieutenant Columbo. He was a dedicated and extremely
effective detective with a brilliant Sherlockian mind. Columbo was assigned
only to the most controversial cases, usually with no obvious clues and little
evidence which made the case seemingly unsolvable. A large part of Columbo’s
success came from his commitment to find the truth and his persistence
in looking for a contradiction in the facts. Nobody could intimidate or force
him to give up, even powerful politicians or wealthy aristocrats. He focused
on his quest for the truth despite the circumstances. He was also very modest
and never worried about taking credit for his discoveries (Joyce 2000: 48).
The most distinguishing aspect of the series is the plot structure itself, as
each episode is actually an inversion of the classic detective formula. In the
classic formula, the crime is committed by an unknown person and the identity
of the murderer is not revealed until the climax of the story, and the hero
uncovers clues pointing to the killer. In each Columbo episode, the crime and the
culprit are shown in great detail. Since the audience knows who committed the
crime and how, the enigma becomes how Columbo will figure it out. This allows
the story to unfold more from the criminal’s point of view, rather than that of
6

Columbo was created by William Link and Richard Levinson.
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Columbo himself. He does not do the things police officers usually do in mystery
stories. He does not detect the crime in the classic sense or rely on laboratory
tests or coroner’s reports. He operates more in the style of the amateur sleuth.
Columbo is a detective story in which the killer’s identity is known in the first few
minutes and the real mystery is how the strange little man is going to catch him.
Columbo was alone, both as an investigator and as a character since Falk was
the only permanent cast member in each episode. For Columbo, each guest villain
becomes something of an ironic “Watson”. Columbo and the murderer spend
most of the story playing off each other. He looks for the one tiny element the
killer overlooked in order to expose the crime. Columbo solves his cases through
scrupulous attention to tiny inconsistencies in a suspect’s story. By the end of the
episode, the criminal usually admits to his or her guilt. There was always a subtle
level of class warfare in each episode since the killers were usually wealthy and
powerful. They slowly came to realize that Columbo was smarter than they had
ever imagined, thus adding an element of underestimation to the plot as a whole.
Colombo’s attributes are: an old Peugeot, a shabby overcoat, a stubby cigar
and an apparently confused attitude. However, Columbo is not confused at all
but acutely aware, waiting for a moment of weakness. His investigative methods
characterize persistence and non-violence (Rose and Sloniowski 2005: 85).
Columbo keeps gathering what seem to be the most unimportant clues but he
constantly pesters the person he believes to be the central suspect. At first even
the murderer assumes that the murder will never be found out. The detective’s
shabby dress and mannerism indicate a level of apparent incompetence and signal
that he is harmless. His untidy overcoat seems to suggest that the detective does
not care about superficial things like appearance. It can also mislead the suspects
that he does not notice details (Butler, 2002: 104). His shabby appearance masks
an incredibly sharp and analytical mind. Columbo manages to identify the culprit
through his brilliant powers of deduction. The emphasis on the detective’s
personality reflected the movement of police drama away from pure action
toward character development. His pleasure came from deceiving everyone
about his real abilities, and he always nailed his suspect (Rose 1985: 18).
Whenever the suspect seems to be rid of Columbo, the persistent police lieutenant
returns and the criminals eventually learn that appearances can be deceiving.

The Action-cop Films of the 1980s and 1990s
One of the most dynamic genres of the 1980s and early 1990s proved to
be action-cop films. Those movies reflected cultural tensions within American
society and provided audiences with a corrective vision of urban violence, corrupt
government agencies, endangered families, and growing cultural antagonism.
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The fundamental American ideologies of individualism and communal responsibility are
naturally resolved in the action-cop genre through its emphasis on the inevitable victory of good over
evil (Jeffrey 1993: 84).

Although Action-cop movies were often criticized for lack of artistic value,
they allowed cultural studies a clear point of reflection. The villains are rich and
corrupted, high-ranking officials. Their acts of violence are depicted as cold,
calculated and businesslike.
The organized and officious characteristics of the villains make them the perfect nemesis for the
hero whose passion makes him unable to work as part of the system and whose life has become an
unorganized mess (Jeffrey 1993: 79-81).

When the plot advances, the conflict between the good guys and the bad
guys develops. As the police begin their detective work, they encounter numerous
attempts to deter their investigation.
There is also another aspect of the 1980s American film. As a consequence
of the Civil Rights movement and the second-wave feminism the American
cinema offered space for expression of the problems of race, class and gender.
The producers supported programs with so-called multicultural casts to reaffirm
a commitment to African-American viewers, as well as other minorities.
Blacks and whites, blue collar and white collar, foreigners and Americans - all are united in
action-cop movies. In these films, Hollywood is selling the ideological belief in an America where all
men are equal and can be masters of their own fate (Jeffrey 1993: 84).

In the 1980s biracial cop films appeared with the black police officer in the
subordinate role to the white hero. In Die Hard and Lethal Weapon black characters
act as supportive figures for the white hero.
Die Hard and Lethal Weapon have in common the central thematics of accidental
partnerships between white and black policemen. These pairings articulate very particular
stories about race relations and male bonding within the specific narrative framework of the
action film (Willis 1997: 32).

These films were supposed to negate the threat of African-American
empowerment. They included scenes of fistfights, kickboxing, and car chases. The
cop action movies like Die Hard (John McTiernan, 1988) or Lethal Weapon
(Richard Donner, 1987), followed the tradition of the vigilante cop but also
presented an image of American masculinity as violent, independent and victorious.
In male culture, police are heroic and so are outlaws; males who enforce standards are heroic
and so are those who violate them. The conflicts between these groups embody the male commitment
to violence: conflict is action: action is masculine (Kaplan 1993: 523).

102

Lethal Weapon stars Mel Gibson as Martin Riggs and Danny Glover as
Roger Murtaugh. The two L.A. cops investigate a suspected suicide which turns
out, in fact, to be murder, they realize that they are dealing with a lucrative drug
smuggling network (Wiley 1987: 52). Though Martin Riggs from Lethal Weapon
may not be a model cop, there is no doubt of his loyalty to the police system and
the laws it supports. One of the most interesting features of Riggs’s character
is his willingness to disobey the law for the larger goal of stopping criminals.
He does not read prisoners their Miranda rights, flaunts police procedures, and
he shoots to kill rather than to disable. The law is, for Martin Riggs, something
that he can shape to his own needs. Riggs believes that breaking laws in the
process of achieving a larger good is necessary. Die Hard makes the same
point. The loyalty of John McClane (Bruce Willis) to the values he upholds as
a New York police officer brings him to act against a crime being committed in
Los Angeles in defiance of orders from superior officers. (Jeffords 1994: 58).
Die Hard shows more clearly the impediments posed to “justice” by
government bureaucracies. When John McClane finds out about a terrorist
robbery of the Nakatomi Corporation, he starts to combat the terrorists. At
first he sets off a fire alarm, then captures one of the terrorist’s radios, and he
begins transmitting cries for help from the roof of the building, only to be told
by a female police dispatcher that the channel is reserved for emergencies only.
Sergeant Al Powell (Reginald Veljohnson ) is first to arrive on the scene, sent
to investigate the report of a terrorist attack. There McClane throws the dead
body of a terrorist down onto Powell’s car, to alert him. Even the deputy chief of
police does not believe McClane. When the FBI takes over, they use the standard
procedures for dealing with terrorists, exactly what the robbers wanted them to do.
The relationship between John McClane (Bruce Willis) and Sergeant Al
Powell (Reginald Veljohnson) is central to the development of the narrative, yet
Powell is a marginal figure. A gendered dynamic operates in Die Hard’s relations
between the two cops. Powell is constructed as an initially passive figure who is,
through his relationship with McClane, masculinised. (Tasker 1993: 45). Although
McClane and Powell do not meet until the final scene, they speak to each other
on the radio swapping family and police stories. Powel’s refusal to carry a gun
is also a refusal of the policeman’s role on the streets - he has become a figure in
an office rather than a figure in a landscape (Tasker 1993: 44). At the end of the
movie one of the terrorists emerges from the building with a rifle and it is Powell
who fires the fatal shots to rescue McClane. He is finally protected, not by the
FBI, but by a street cop who has defied the bureaucracy to protect another police
officer. Drawing a clear line between the street cop who helps McClane and the
bureaucrat who does not, Die Hard draws a line not just between McClane and the
terrorists but between McClane and police administrators (Jeffords 1994: 59-60).
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Anxieties about global competition and multiculturalism are also seen in the
multiracial team of élite criminals who seize the building and hold its employees
hostage. Also it is the international competition that has taken McClane’s wife
and family from him when his wife was offered a promotion that required her to
move to Los Angeles. McClane seems to be victimized by these multinational
forces (Nowell-Smith, 1997: 523).
The action-cop genre owes a great deal to the classic hardboiled detective
and the Western genres. Fundamental conventions, such as the death of the hero’s
partner, the urban setting, and the villainy of the rich, are taken directly from the
hardboiled detective genre. The defense of traditional American values is in direct
accordance with the Western tradition; the hero as an outsider who stands out from
the establishment he is part of. In Die Hard McClane’s actions are unwelcome not
only by terrorists but also the LA police and the FBI. When the chief villain in
Die Hard fails to discover McClain’s identity, he starts to call him “Mr Cowboy”
(Tasker 1993: 63). The action-cop hero combines the detective’s investigative
skills with the cowboy’s sense of communal responsibility; indicating … That the
action-cop hero is a metaphor for the American belief in the Western hero (Jeffrey
1993: 85). While the cowboy and the hard-boiled detective were usually outsiders
in the community, the action-cop hero as a police officer, remains symbolic of a
legal part of “the system”.
Both in westerns and the action-cop genre, the relationship of the hero to
the law is unstable, signaling the crisis of authority (Wills 1997: 28). The actioncop hero, like the Western hero, acts as a protector of traditional American
values against the forces that threaten to destroy the American community. But
in the action-cop genre, the forces of evil are associated not with the savagery
of the West but with the corruption of civilization. In the post-Vietnam and
post-Watergate era popular films make the representatives of government
the symbolic threat to the ideals of family and community (Jeffrey 1993: 85).

The Police Detective of 1990s
In the 1990s the representation of masculinity in the media shifted from
physical to intellectual and vulnerable, e.g. Seven (David Fincher, 1995). The
new kind of police detective was an educated professional, solving crime with
his or her skills of observation and deduction. Those detective heroes include
women (Silence of Lambs) and representatives of ethnic minorities. This tendency
reflects a broad social change, since detectives are no longer white male heroes.
The main characters of Seven are a senior detective anticipating retirement,
Lt. William Somerset (Morgan Freeman), and his inexperienced replacement
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detective David Mills (Brad Pitt). They are assigned to a particularly shocking
murder investigation involving the body of an obese man seemingly force-fed
to death, collapsed face-down in a plate of spaghetti pasta. Somerset portrays
the intellectual of the duo and he soon realizes that they are dealing with a serial
killer with a sort of biblical map for murder. His victims are each identified
as being guilty of one of the seven deadly sins: sloth, gluttony, pride, greed,
envy, wrath and lust. The killer is seeking revenge for the ills of society.
The setting of the film is an urban city of entropy with peeling walls, thick
dust and clutter. The flashlights are penetrating obscure and terrifying places. It
reminds of a 1930s depression picture or a 1940s noir (Taubin 1995: 82). Seven
is also a colour noir. It experiments with conventions in lighting as the killer
devised different looks for each of the crime scenes the detectives encounter.
The scenes of murder are created with different lighting, decorations, words
written on the walls or floor in blood. Gluttony is visualized in the dim, filthy
room, bathed in a sickening yellow. The lust victim is found tied to a bed in
a brothel, bathed in rich red light. The sloth sequence relied heavily on special
make-up effects for an additional element of shock value (Williams, 1995: 34).
Seven subverts the standard serial-killer genre depicting the serial killer as
a phenomenon of modernity and of indifference towards advanced societies.
The climax of Seven has an apocalyptic desperation, as the severed head of
the wife of the younger of two cops investigating a series of macabre murders
is delivered to him in a box, so completing the “master plan” of John Doe
(Cowley 1999: 54). Mills in a shock kills Doe out of an anger fostered by his
job that has become too personal (Leitch 2002: 227). With his stylishly macabre
thriller Seven David Fincher redefined the serial-killer genre (Gilbert 2007: 45).
Silence of Lambs (Jonathan Demme, 1991) depicts a strong female
protagonist Clarice Starling (Jodie Foster) who breaks into the male world of the
FBI. She represents a male authority and her presence shifts the genre and the story
(Tinkcom and Villarejo 2001: 164). She is chosen to help track down a serial killer,
nicknamed Buffalo Bill who kills and skins his female victims. She visits another
serial killer, Dr. Hannibal Lecter, (Anthony Hopkins) who used to specialize in
eating various parts of his victims. Lecter was also a brilliant psychiatrist, and
may possess information about Buffalo Bill which could help the FBI. Lecter is
detained in an asylum where he is imprisoned in a maximum security cell. Starling
wants to engage his help in tracking down the serial killer. Lecter manipulates
Starling by insisting upon an equal exchange of information. He provides clues
about Buffalo Bill’s identity, but in return demands some revelations about
her memories of childhood and her darkest fears. (Sundelson 1993: 12-14).
Dr. Hannibal Lecter is considered an unusual threat to society not simply because
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he murders people and consumes them but because as a psychiatrist he has access
to minds (Halberstam 1995: 164). By becoming Clarice’s informant, Lecter plans
his own escape from custody (Arnold, 1999:38). He is full of respect and admiration
for her professional ability so he sends Clarice alone to the house of Buffalo Bill
where she confronts the killer and kills him (Powers and Rothman 1996: 192).
While tracking down evidence Clarice arrives at a company in Baltimore
called “Your Self Storage.” There she investigates a space filled with a dark
clutter of things that help reveal the secret self of Buffalo Bill. These are cultural
artifacts: mannequins, flags, jewellery, weaponry, costumes and makeup. As
Clarice later figures out, Buffalo Bill wishes to stitch for himself an external
“suit” made from pieces of different women’s skin to inhabit the femininity
that obsesses him. Buffalo Bill is making himself a female bodysuit, and he
murders simply to gather the necessary fabric. He is trying to turn himself
into a woman by clothing himself in the skins of his victims (Izod 2001: 116)
He is a man imitating gender, attempting to get rid of his gender in favour
of a new skin. It is not the wrong body that is a problem for him but just the
wrong skin or outward appearance. He wants to get women out of a skin that
symbolizes the essence of femaleness to him (Halberstam 1995: 167-168).
Buffalo Bill is not exactly gay, not quite a transvestite, not yet a transsexual,
but a makeup-wearing serial killer who takes a feminized role in the film so that
Clarice can occupy the traditionally male-identified role of investigator (Lewis
1998: 191-193). Feminists supported the film for its empowering representation
of Clarice Starling. Foster’s characteristic blondeness is darkened, and she is
dressed conservatively in ways that do not emphasize the body. From the
unmasking of masculine masquerade there emerges, if not a feminist role
model, at least a strong woman character (Lewis 1998: 190). This film traces
an investigation that successfully restores the normal order of law and justice.
Clarice acts like a typical male hero who kills the psychopathic criminal and
rescues a young female victim (Freeland 2000: 200).

Contemporary Crime Series
Recently more film time has been devoted to explorations of the characters’
ethical dilemmas, emotional traumas, and psychological goals, and less to
their skill with weapons, and their athletic abilities (Cohan and Hark 1993:
245). Nowadays, shows which depict criminalists using profiling and forensic
evidence have become extremely successful. The television drama CSI: Crime
Scene Investigation – Las Vegas, Miami and New York – are shows based on the
investigative practice of gathering and analyzing forensic evidence. CSI Miami
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and CSI New York are offsprings of CSI Las Vegas which owes its popularity
to a charismatic cast. Gil Grissom (William L. Petersen) is an enigmatic
figure outstripping his subordinate in intelligence, professional knowledge
and phenomenal powers of detection. There is no aspect of forensic science
that he has not mastered. Other cast members are: Catherine Willows (Marg
Helgenberger), Nick Stokes (George Eads), Warrick Brown (Gary Dourdan),
and Sara Sidel (Jorja Fox).7
Each episode of CSI includes a scene showing an investigator analyzing
previously discovered clues. For all practical purposes, these scenes are nothing
more than delays in the narrative’s progression because it is not the search that
progresses the narrative, but the discovery of clues and the revelation of these
discoveries. During these scenes, viewers witness the investigators’ deductive
efforts. At the end of the episodes the criminal is always handcuffed and
removed from society. The viewers witness what happens to those who deviate
from society’s norms (Harriss 2008: 43).
Any time that a television show reaches cult status there are effects on
society (Dutelle 2006: 113). The series has become the focus of increased media
attention due to the so called “CSI effect”. According to media reports, the
millions of people who watch the series develop unrealistic expectations about
the type of evidence typically available during trials (Tyler 2006: 1050).

Conclusions
Police films assume that society has delegated to the legal institutions the
power to represent the law despite their potentially coercive force, just for the
sake of citizens’ security. Also, because the police officers that enforce the law
make the representative microcosm of the larger society. At the same time police
films raise doubts about the morality of police justice. The relative strength of
the law enforcement figures arises from the community that empowers them.
Alternatively, instead of showing the police growing stronger, films may show
the criminals growing weaker. Such films compromise the duality between the
police and the criminals by emphasizing the dependence of police work on the
weakness of the criminals (Leitch 2002: 217, 221).
The figure of a corrupt cop is a challenge to the police power and institutional
justice. Police officers who embody justice, by contrast, are usually depicted as
loners who never have happy, stable family lives. Cop’s alienation reinforces his
professional dedication which may amount to an obsession.
7
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Editorial, The Detectives Are Restless [in:] ‘The Daily Mail’ 1st February, 2006, pp. 51.

The isolation is often institutional, emphasizing the conflicts between the executive branch
of the law the police represent and the legislative and judicial branches. Legislators, lawyers, and
judges, like cops themselves in private-eye movies, are often cast as the real enemies of society
because they will not give investigative agencies the power they need or because they are so ready
to stand up for the rights of suspects, rather than the conflicting rights of the larger society, that
they help obviously guilty suspects go free (Leitch 2002: 223-224).

Both the private detectives and police officers in crime movies serve as law
enforcement figures. However, there are a number of differences between the
two types of genre. The detective films concentrate on analyzing a single crime,
whereas the police films frequently depict investigations of several crimes in
a single story and the culprit’s identity is often known from the beginning. The
police genre shows various investigating methods, such as forensics, autopsies,
interrogation and search warrants. The purpose of the investigation is not only
to find out ‘whodunit’ but also ‘howdunit’. Hollywood films feature police
characters as independent as any private detectives. The movie cops typically
pursue suspects in car chase sequences with guns and property damage and,
as a result of those activities, their suspects are very likely to be shot. Most
stories of private detectives take the form of mysteries to be solved. In police
films, mystery plays a minor role because the police officer already knows who
is responsible for the crime but is powerless to make an arrest. The ideal of
professionalism is important in both detective and police genre. Unlike private
detectives, the police do not choose their cases and cannot turn down a case
they do not like. Hence the professionalism of police figures, unlike the private
detective’s, depends on patient dedication to whatever cases may arise.
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VARIOUS FACES OF OBSESSION IN HORROR FICTION:
THE STUDY OF A SELECTION OF STEPHEN KING’S
WORKS
Throughout the centuries, people have persisted in their efforts to interpret
and explain cases of alleged obsessions. Some ascribed the unexplained to some
unearthly influences such as the activity of the dead; others sought elucidation
in the phenomenon of multiple personality – that is, when ‘another’ self of the
person takes control over the ‘normal’ self, which may result from concealed
emotions that are produced in circumstances that foster them. The abnormality
in question has been present since ancient times and was, unsurprisingly, evident
in dark medieval practices, when such enigmatic cases were understood in terms
of demonic influence.
Psychology and psychiatry point to the distinction between obsession and
possession, divulging that the former has its source in external factors, whereas
the latter operates solely within the individual (Melton 2001:1130). While it is true
that the concept of obsession carries connotations of constraint or enslavement
and seems to have very little in common with freedom of will, it is still believed
that obsession (particularly when compared with possession) might in fact be
a manifestation of free will, as it is claimed by some to be individuals’ voluntary
choice to follow certain outside impulses (Melton 2001:1130). Nonetheless,
it must be agreed that obsession is a mysterious phenomenon and many of
its causes, aspects and ramifications still remain unexplained. In the field of
literature, obsession, together with its uncanny and inexplicable elements, is the
source from which gothic fiction and horror derive its major themes.

Gothic ‘Obsession’ with Terror
Over the past few decades, the world has seen a rising interest in gothic
fiction. Themes of terror, gloomy mysteries, madness and demonic possession
have become strikingly popular themes among various groups of readers of
different ages and from different social backgrounds, even though contemporary
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gothic fiction is still felt by some to be a genre which is a bit off the beaten
track of belles lettres. However, enthusiastic reception of such novels as
Rosemary’s Baby (1968), films like The Exorcist (1973) and Stephen King’s
numerous blockbusters only confirmed the position of gothic and horror fiction
in contemporary literature. Obsession, in its various manifestations, has been
widely used by gothic and horror writers as a sort of a gate to the world of terror
– a world that is insidious and perilous. How is this dreadful effect achieved?
Many sources indicate the ease with which King fathoms all the madness and
obsession (Browne and Hoppenstand 1987:114; Byron and Punter 2004:134;
Magistrale 1988:54); and what makes them even more fearsome is the fact
that he places them in everyday life – the writer uses situations that inspire
confidence and a sense of normalcy, to then reveal the full horror lurking under
the surface of what seems to be familiar. In many of his works, King portays
his own home region, Maine, for the purpose of ‘smuggling’ its affairs to the
plot. The locations in which the action is set are a representation of a small
American town and problems that exist on the social level. However, it must be
admitted that the method of using familiar surroundings to transfer horror was
known in the period of the birth of the American Gothic – Poe, a Southerner and
the founder of the so-called Southern myth, alluded in his tales of more than
a century ago to local issues, especially to the darkness of the past haunting the
nation. The assumption is that gothic and horror fiction are believed to respond
to the state of society of the time. According to Bruhm, the Gothic has always
been a barometer of the anxieties plaguing a certain culture at a particular
moment in history (Bruhm 2002:260). Current affairs depicted in modern horror
fiction are, in fact, timeless. These recurrent themes reflect perennial fears and
dillemas etched on the consciousness of humanity. Among these concerns there
is fear of any external violation of a national or individual identity, the effects
of the rapid development of science and technology, religious ideology and antireligious tendencies. Paradoxically, the nature of the abovementioned trends
is twofold: on the one hand, they may appear to be innocent human pursuits,
such as the need for development, the inevitability of scientific experiments
in medical or technological progress, a sense of belonging and the desire to
believe in higher truths, as well as the search for one’s own identity through
the rejection of imposed standards. On the other hand, however, such pursuits
may prove to be the roots of obsession and this is where horror takes over.
Obsession resides in the mind and that is why it is so well embedded in
the nature of horror fiction. In postmodern gothic literature disfigured monsters
looming in the shadows, unrealistic creatures and word paintings of appalling
atrocities are not very commonly seen. In contemporary works of the genre it is
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the horror of the psyche that prevails, which in fact may result from the nature
of the world we live in – too much violence and our surfeit with its flagrant
manifestations may be claimed to have caused the way we perceive terror to
change from its tangible, visible workings more to its sources. The focus on
mental and emotional states and the involvement of psychoanalysis in horror
made a link between fictional characters and readers. Horror fiction derives from
the mechanisms that govern the human mind and extracts their nightmarish
reality; mundane desires and internal impulses become signs of madness,
obsession and fanaticism. In modern literature of the genre, such as in King’s
writing, characters face horror in familiar surroundings: in their house, family,
home town and, first and foremost, in their own mind. Obsession becomes
a mirror in which other perils are reflected: moral corruption, callousness and
the impossibility of escaping one’s fate. In many of King’s novels and short
stories, there are three main types of obsession that can be distinguished: the first
manifestation of the phenomenon consists in religious fanaticism, the second
may be called ideological fanaticism or obsessive greed for power, and the third
depiction refers to characters who are tormented by emotional demons (guilt,
love, longing). The following sections will be devoted to the analysis of the ways
in which King portrays the representatives of the abovementioned phenomena.

Religious Fanaticism
King depicts institutionalised church (and political institutions alike) as well
as religious zealots in a very straightforward and unequivocal manner: in many
of his works, it is the deceptive nature of religion that is mostly accentuated,
which means that instead of bringing relief and redemption, religious beliefs
lead to suffering and destruction. This happens partly because governmental and
religious representatives dedicate themselves only to the perpetuation of authority
and the methods necessary for maintaining it. And both carry out these methods
with a calculating disregard for basic Christian principles (Magistrale 1988:36).
The author’s representation of religious themes is largely based on the
Old Testament concepts of devotion and sacrifice. God is perceived by King’s
religious demagogues as a strict, awesome and usually merciless being and it is
only through a stern penance that trespasses could be forgiven. King admits that
the concepts of morality and depravation are internal faculties manifested in the
life of each individual and any attempt by church institutions to predetermine
the nature of good and evil and establish a code of conduct may cause people’s
freedom and rational flexibility in following their conscience to abate and
give way to a mechanistic design that takes responsibility for existence out
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of the individual’s control (Magistrale 1988:39). And this is where religious
fanaticism is born: characters in King’s fiction surrender to an outwardly
simple and righteous principle: to obey God’s will and defend their faith.
However, renouncing human instincts and subduing the voice of conscience
leads to blind and undiscerning devotion to one idea. In consequence, faith,
commonly associated with morality and mercifulness, becomes distorted;
its manifestations turn into a grotesque. Instead of being messangers of hope
and reconciliation, religious zealots are heralds of impending doom; they are
obsessed with sin and penance: Beneath their veneer of piety […] is a vicious
credo of depravity and insanity. (Magistrale 1988:39). Carrie (1974), King’s
first publishing success, is a story of the eponymous heroine, Carrie White,
whose miserable existence is plagued with constant humiliations and futile
struggles for her peers’ acceptance. However, to fully understand her lot, it is
vital to place it in the context of Carrie’s relationship with her mother. Margaret
White epitomises the distressing character of a religious fanatic. Her glaring
religious obsession manifests itself in almost every type of everyday situation:
the only kind of music she accepts is religious music; she carries pamphlets
preaching the word of God; and she regards every aspect of human behaviour
as a descent towards sin and an arduous, sacrificial ascent towards redemption.
She forbids her daughter to take a shower in the school changing room, let alone
allowing her to enjoy her prom with a male partner. She is perceived by others
as an odd person, as was her late husband. Owing to the epistolary structure of
Carrie, King introduces various accounts and opinions of specialists concerning
Carrie’s telekinetic skill and its consequences, as well as the perspective of
neighbours and acquaintances of the Whites. One of the former neighbours
of Margaret White provides a seemingly credible description of the family:
The whole family was strange. […] people on the street said he carried a Bible and a .38
revolver to work with him every day. The Bible was for his coffee break and lunch. The .38 was in
case he met Antichrist on the job, I can remember the Bible myself. The revolver ... who knows?
[…] He always looked mean. And you didn’t meet his eyes, not ever. They were so intense they
actually seemed to glow. When you saw him coming you crossed the street and you never stuck out
your tongue at his back, not ever. That’s how spooky he was (King 1974:24).

Carrie’s father died before she was born, but her mother’s fanaticism did
leave a painful stamp on the life of the girl, who became a victim of her mother’s
religious obsession. Margaret White separated Carrie from all the experiences that
she believed proved the sinfulness of human nature; the mother had persistently
foisted on her the belief that in order to be granted redemption it is inevitable
to suffer. Her mother instilled her extremist convictions in Carrie already in
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her early childhood – the little, innocent girl was helpless in the face of her
mother’s conservatism, who even forbade her to look at their female neighbour
sunbathing. When Carrie violated Margaret’s strict code, she was subjected to
her mother’s fit of fury. Again, the neighbour’s account reveals the suffering that
the girl had to endure: she [Carrie] looked back at me and there was a look...
oh, dreadful. I can’t say it. Wanting and hating and fearing ... and misery. As if
life itself had fallen on her like stones, all at the age of three (King 1974:27).
The ubiquitous concept of sin was deeply rooted in Carrie’s perception of the
surrounding world: She had lain cheek and jowl with the concept of penance
since she had been old enough to reason (King 1974:75). Even the home decor
was a reflection of Mrs. White’s perception of faith – it was dominated by Old
Testament representations, and the figure of Christ aroused associations with
anguish and fear. Gloomy paintings suggesting ideas of sin and doom exterted
a strong influence on the adolescent girl; she was haunted by a nightmare in
which the mutilated Christ chased her through dream corridors, holding
a mallet and nails, begging her to take up her cross and follow Him (King
1974:32). Thus, it is no wonder that Carrie conceived in her mind a stern and
vindicatory, rather than merciful and forgiving, image of God. Her mother’s
fanatic obsession with sin prevented Carrie from perceiving religion as a
peaceful haven where consolation could be sought. Instead, her idea of faith
involved constant penance, suffering, as well as the severity and inexorability
of God’s will in which there was no place for individual freedom of will.
Her misery could be interpreted in terms of the Apollonian vs. Dionysian
conflict: Apollonian serenity and spiritual harmony that could be derived from
religious practices evolved into the destructive force of Dionysian chaos and
madness. The Dionysian element expressed by Mrs. White was present in
her life of continuous lurching between her own sinfulness and repentance,
as if she was constantly hung over an abyss of fear. Because of her obsessive
concentration on evil, Margaret’s existence was a struggle with herself and the
people around her. As a result, her daughter was more accustomed to the notion
that there is much more evil than good in the world; she was not even able
to imagine a different life for herself – one in which she could escape all the
humiliation and the derision of her peers and in which it would be possible to
follow her own dreams. In fact, the very thought of a better life seemed to be a
sin to Carrie. In her perception of the world, it is the darkness and unbearable
burden of misunderstood religious principles that predominates over kindness
and serenity. Harmony is replaced with overpowering routine which leads
to increasing frustration with her own existence. On the one hand, the girl
undoubtedly desired to wrench herself free from the grasp of her mother’s
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suffocating control and live a better life away from her classmates’ scoffing;
on the other hand, however, she treated her home as a space in which she
knew what to expect and this made her feel safe – after all, she was not given
a chance to fully explore any other world apart from the one her mother created.
It is also important to notice that Carrie’s fanatic mother treated her daughter
as a kind of punishment for the sin of sexual intercourse. As a matter of fact, in
psychological terms, religious fanaticism seems to begin with attempts to subdue
the influence of sexuality on one’s body and behaviour, which is converted into
excessive preoccupation with religion. In other words, there seems to be a link
between obsessive religious fulfillment and obsessive suppression of sexual
fulfillment. To Mrs. White’s mind, all aspects of sexuality were a manifestation of
the faulty nature of the human condition. For that reason, she did not familiarise
her daughter with female physiology and Carrie’s first period came as a shock
to the girl, making her the object of ridicule with her classmates. Instead of
giving her daughter advice or comfort, Mrs. White made Carrie realize her own
weakness as a descendant of Eve whose stigma of sin could not be effaced. It
is most likely that Carrie’s conception and birth was a personal failure to her
mother, who used to shower her daughter with abuse and called her devil’s
child, satan spawn, or witch (King 1974:74). In the ultimate manifestation of
her religious obsession, Carrie’s mother refers to the Old Testament sacrifice
of Isaac, intending to shed her daughter’s blood. As a matter of fact, she did
sacrifice the girl – it was a lifetime process of constant humiliation, unease and
growing hatred towards her mother that resulted in Carrie’s desire to liberate
herself from Margaret’s destructive influence, which is illustrated in the climatic
scene in which she kills her mother with her telekinetic power. In the end, Mrs.
White’s religious fanaticism led to her own and her daughter’s doom. Through
her distorted piety, so to speak, peace and solace are transformed into chaos and
despair which seems to constitute the essence of religious fanaticism.

Ideological Obsession
In King’s horror, displays of obsessive behaviour are not always noticeable
to outsiders – ideological obsession assumes the colouring of commonness,
order, or scrupulosity, all of which are acceptable, and even desirable features. It
may be understood as maniacal need to exert authority on others and excessive
greed for power. One of King’s short stories, “Quitters, Inc.”, published in his
collection Night Shift (1978), is a depiction of the devastating consequences
of allowing one idea to take control over one’s life. Again, the action evolves
from ordinary and seemingly harmless circumstances to a dramatic situation that
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is beyond the main character’s control. The shift from the Apollonian to the
Dionysian is introduced through the presentation of Victor Donatti, a person to
whom the main character, Dick Morrison, turns to for help in quitting smoking.
Morrison, a habitual smoker, takes the advice of a colleague and decides to consult
a professional quitting service. The counsellor, Donatti, with his determination
and confidence that the theraphy will bring the desired result, surely makes an
impression on Morrison. On the surface, Donatti is a kind and matter-of-fact
man, which intitially builds up the main character’s ‘Apollonian’ composure
and positive attitude. It seems he has carefully planned for every possibility and
has prepared an answer for every question that might arise. In time, it becomes
evident that these characteristics shape the most terrifying facet of obsession – it
may take on a mask which prevents others from seeing the real monster under it.
Later in the story, in turns out that the treatment of smokers (the expression is not
really used here to denote help in quitting, but it rather refers to the way of dealing
with those who are resistant to submission) has been disturbingly well considered
and operated on a ten-step punishment scale (King 1992:283). Soon, Morrison
realizes that his decision to quit smoking was a point of no return. His every
step is followed by Donatti’s assistants and his inability to resists the temptation
of lighting a cigarette leads to grim consequences that afflict his family. The
counsellor has turned into a persecutor and is well aware that it is by hitting their
most vulnerable spot that the strongest influence on his victims can be exerted.
Unexpectedly, Morrison’s whole life and ideology has been placed under
Donatti’s command as there is no other choice but to obey one substantial rule:
to not smoke. Resisting the temptation proves to be a hard challenge and when
the main character becomes aware of the horror he has found himself in, his
Apollonian composure collapses, yielding to Dionysian chaos. Interestingly
enough, Donatti’s mastery in self-command persists; he keeps calling himself
a pragmatic: a pragmatic problem demands pragmatic solutions. You must
realize we have your best interest at heart (King 1992:281). Clearly, he tries
to rationalise his own behaviour and is convinced he is right in his arguments.
All of those who are reluctant to acknowledge his supremacy are perceived
by Donatti as unwise and irrational. His devotion to one concept appears to
be the essence of his existence and it seems that the ultimate goal is to make
others accept what he believes is right. However, Donatti himself is not open to
any other truth and will not let anyone slip away from his controlling grip. For
a person who obsessively strives to exercise authority there is only one situation
in which he can speak of resignation or helplessness: that is, when the disharmony
between what they believe in and what what they see persists. Still, coming
to terms with unfavourable circumstances is not possible; the only solution to
the problem consists of the elimination of the adversities. Having learnt this,
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Morrison has no doubt that his own and his loved ones’ fate is to be determined
through his decision to surrender to Donatti’s authority. “Quitters” thus assumes
a new interpretation: it is not so much a question of coping with the smoking
addiction, but rather it becomes a metaphor for ‘quitting’ one’s own identity,
being deprived of one’s own free will and submission to ideological control.
King also draws out the topic in the novel Under the Dome (2009), where he
introduces the character of ‘Big Jim’ Rennie, a politician obsessed with the thirst
for power. Rennie perceives Chester’s Mill, Maine, as his property and when
the town becomes separated from the rest of the world by an inexplicable dome,
the politician sees the situation as a chance to establish his own law and order.
However, it is vital to notice that Rennie is not regarded by his associates as
a ruthless and inconsiderate dictator who should be feared. Quite the contrary;
Big Jim masks his true intentions under the semblance of refinement and piety,
which helps him to find favour with the community of Chester’s Mill and exert an
influence on its people. He exposes his sedate Apollonian exterior under which
Dionysian obsession is hidden. His duplicity is suggested by the picture of the
Sermon on the Mount with his safe behind it (King 2010:238), which reflects an
idea that his devotion to God is superficial and serves as a means of achieving his
real goal. Nevertheless, Rennie’s co-workers consider him a strong, determined
individual whose goals are always reached in the end. In a way, he is a permanent
fixture in Chester’s Mill’s existence. His techniques of dealing with obstacles are
well considered; at no time does he stoop to rash, ignorant actions: He had built
a life in which he was a pusher rather than a pushee, but that didn’t alter the fact
that fists were for idiots (King 2010:64). The politician’s plans developed on the
spot and were very specific – by establishing a temporary prohibition on the sale of
alcohol he intended to avoid the risk of riots, which according to him might burgeon
when people were drunk. Nevertheless, Rennie’s methods are undoubtedly as
dangerous as physical violence – his power lies in his manipulation skills and
knowledge of human instincts: He wanted his flock scared, but not in an outright
panic. Panic wouldn’t serve his purpose, which was to establish complete control
of the town. (King 2010:656) In the dramatic circumstances that befall Chester’s
Mill, Rennie sees a chance for himself to gain popularity – after all, it is easier to
manipulate people when the feel insecure and have a strong need for guidance.
He knows exactly how to take advantage of people’s dramatic experiences,
apprehensions and emotions and how to reverse their way of thinking. Big Jim
treats Chester’s Mill citizens like children that should be watched carefully in
order to prevent any undesirable effects: And what do you have to make children
do? Eat their vegetables if they want their dessert. (King 2010:214), which
reflects his belief that it is his mission to show them the path they need to follow.
Like Donatti in “Quitters”, Rennie considers himself a pragmatic whose main
concern is to plan his actions so as to achieve the best results, which is illustrated
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by the statement he utters: the ends sometimes justify the means (King 2010:211).
Therefore, his attitude towards other people is strictly utilitarian; he sees them
as tools that can be used to build his own reality. Rennie’s obsessive pursuit of
power is hidden beneath a catchy slogan: We’re doing it for the town. For the
people. For their own good (King 2010: 95). In his terms, however, it is his own
good that determines the citizens’ good. Rennie’s ability to control others is also
derived from the precision of his actions and personal rejection of self-doubt.
He is well aware that in order to win the favour of others (especially in a state of
emergency or unease), they need to perceive him as a level-headed, yet strong
personality – for that reason, he does not take liberties with any emotionally
charged events, moments of hesitation, fits of anger or quickness of temper. His
apparent composure infects most of Rennie’s listeners and leads them to conceive
a positive image of the politician in their minds. One of his fiery speeches to the
people of Chester’s Mill illustrates his unctuous self-righteousness: I want to
tell you how PROUD I am of you, how HUMBLED I am to be the man of God
(King 2010:703). Clearly, Rennie wants to be seen as a person devoted both to
God and the town and not as a proud politician whose main target is unlimited
authority. In reality, the very thought of exerting authority reanimates him; as
his colleague noticed: his face was solemn, but his eyes were shining. Andy had
a strange thought: He looks ten years younger (King 2010:97). Difficult
situations do not make Rennie feel oppressed. Quite the opposite; the dome
that isolates the town from external influences is his chance to unite the people
under his command. His maniac pursuit of power obscures the gravity of the
circumstances that afflict Chester’s Mill, depicting Rennie’s focus on quenching
his thirst for domination. Being in the centre of attention is his addiction and
obsession. Therefore, he takes delight in challenges to which he felt certain he
could rise (King 2010:329). The ‘art’ of being the best was called by Rennie
feeling it (King 2010:369), which denotes singleness of purpose and effectiveness
in overcoming all obstacles by taking advantage of all available means.
For Big Jim, success is not actually expressed in flaunting his superiority;
it is not just showing off. Instead, it is a constant quest for perfection and
supremacy motivated by a resolution not to accept any failures. Due to his
strong characteristics, some believed that it was pointless to argue with
him, even if they disagreed with his views. Apart from the main hero, Dale
Barbara, whose role does not require analysis in this paper, there is one more
character who poses a serious threat to Rennie. Reverend Lester Coggins,
who once used to be involved in Big Jim’s scams, has now converted to pious
ways and seeks redemption in bringing Rennie’s further intentions to naught.
However, the reverend himself is put in danger, as Rennie is prepared to resort
to all kinds of frenzied methods in the desire to hold the town in his sway.
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Big Jim’s obsession with power also has an influence on his son, Junior
Rennie, as he becomes implicated in the reality of his father who installs him
in the police department. Although Junior did not inherit his father’s skill at
exerting control and is unfamiliar with the psychology of manipulation, his thirst
for authority is indubitable, which is illustrated by his inclination to intimidate
a local drunkard: Junior observed with disgust and fascination that the old fuck’s
eyes were getting wet (King 2010:155). The essential difference between Jim
Rennie and his son consists of the father’s mastery in influencing people in a way
they are either unaware of or are able to accept. It is an elaborate system of control,
whereas Junior applies unrefined methods of intimidation and physical violence
which undoubtedly provoke people’s negative emotions and hostile attitude. On
the other hand, Big Jim mastered leverage techniques without evoking feelings
of fright or detestation, which surely helped him to achieve long-term results and
gave him an advantage over his son. Rennie’s and his son’s obsessive and malign
tendencies are symbolically interlocked in their act of eliminating the danger
embodied by Reverend Coggins. The Reverend’s theory that people will no longer
need Rennie when the mysterious dome disappears maddened him and resulted
in an intemperate fit of anger. However, it was Junior that actually took Coggins’
life, as he walked into his father’s study. Junior’s flagitious act symbolizes how
Big Jim manages to escape being tainted with an obvious murder and always has
someone else to be held responsible for his sordid affairs. Additionally, he does
not see it as murder (King 2010:328) and justifies the deed by making himself
believe that Coggins’ death was inevitable as he was completely unable to put the
town’s welfare ahead of his own (King 2010:328). To Rennie’s mind, the incident
was a necessary step on his way to power. A distasteful aspect of his obsession
is reflected in Big Jim’s attitude to his own son’s death and the conviction that
like Christ, the boy had died for a cause (King 2010:732), probably meaning he
considers himself to be something of God and his child had to make a sacrifice
in defence of his father’s triumph. In a way, Junior is a victim of his father’s
obsession with power, just like Carrie’s fate is doomed by her mother’s religious
fanaticism. What is more, it might be said that for Jim Rennie, a ‘son’ is a person
who obeys him and whose line of thought can be easily shaped. Therefore, after
Junior’s death Big Jim takes Carter Thibodeau, Junior’s acquaintance, under
his controlling wings and when Carter turns against Rennie, he kills him, but
ultimately dies as well in the struggle with the boy. Hence, Mrs. White’s and Big
Jim’s lives come to an end in the same way – they wreak havoc in the worlds
they obsessively strive to influence and are both defeated by their victims.

Emotional Obsession
Contemporary Gothic and horror fiction tends to adopt loss as one of the most
common themes: That loss is usually material (parents, money, property, free-
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dom to move around, a lover, or family member), but the materiality of that loss
always has a psychological and symbolic dimension to it (Bruhm 2002:263). In
horror realities, the concept of loss is associated with conflicting phenomena:
on the one hand, it is expressed in a seemingly harmless desire to fill the void;
on the other hand, however, this natural human yearning is accompanied by
a disturbing inability to accept the loss and is transformed into obsessive lust
for controlling fate and destroying everything that gets in the way of fulfillment.
King’s Pet Sematary (1983) is one of his most emotionally charged and climatic novels concentrating on the concept of loss. The main character, Doctor
Louis Creed, wants to protect his daughter, Ellie, from the reality of loss after
the death of her cat, Church. Therefore, he keeps the fact a secret and buries
the cat in the old Indian cemetery which is believed to have a magical power to
bring the dead back to life. Later in the story, he experiences loss himself after
the sudden death of his son, Gage, and his wife, Rachel. Oblivious to the terrible
consequences, the desperate father buries their loved ones too in the Micmac
burial ground. The inability to come to terms with the feeling of loss becomes the
source of his obsession and leads to confusion of the notions of sacrum-profanum.
Without a doubt, Louis Creed considered himself a sober-minded kind of
man who would not credit any superstitions or folk legends. Although his wife,
haunted by an image of her dying sister, strongly believes that there’s nothing
natural about death (King 1990:47), he sees it as an unavoidable fact ending the
process of living and it seems he would have no difficulty coming to terms with
such loss. The first indication of his obsession is when Creed’s dying patient,
Victor Pascow, on the first day at his new job speaks of the pet cemetery and
utters the words that will be engraved in his memory: The soil of a man’s heart
is stonier […]. A man grows what he can and tends it (King 1990:67), which
may be understood as taking responsibility for loved ones but is distorted by
Creed’s obsession regarding the desire to dominate death. Although Louis
seeks a logical explanation for the unusual incident and assumes it is just his
imagination that is playing tricks on him, which demonstrates his endeavour
to keep the Apollonian harmony, it proves that Pascow’s words were a portent
of the future that awaits Creed. After that, he sees his dead patient in what he
believes is just a dream and is given a warning: That door must not be opened.
[…] Don’t go beyond no matter how much you feel you need to, Doctor. The
barrier was not made to be broken (King 1990:80), which again foreshadows
Creed’s crossing the border of sacrum towards profanum and into insanity.
Another sign of his upcoming tragedy is when the main hero and his wife
for the first time set foot in the Indian burial ground instinctively reaching
out and grasping each other’s hands as they did so, as if they had come
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here to be married (King 1990:32). The scene may be interpreted as Creed’s
manifestation of love and a symbol of the indissolubility of the bond with his
loved ones in the face of death, which in this case takes the form of obsession.
All of these presages are first translated into reality when Louis buries his
daughter’s dead cat in the Micmac ground – by breaking this taboo he profanes
what should remain intact and sacred and opens the floodgates of derangement.
When the cat comes back to the world of the living and Creed is terrified by
the fact that death changed it by adding a sort of a diabolic element, he thinks:
I’ll understand myself right into the nearest mental asylum (King 1990:147),
as he is intuitively aware of the possible consequences of his deed and the
realisation he is becoming obsessed hits him with all its terrible power. Still,
Creed makes an attempt to rationalize Church’s reappearance, which allows us
to constrast his obsession with those of Mrs. White, Donatti and Rennie, which
were so deeply rooted in their reasoning and inacceptance of the fact they might
be wrong in their interpretation of reality. Creed, however, knows that he is
entering a fordbidden and dangerous area – after the sudden death of his son,
the daughter’s innocent hope that her brother will come back if she prays to God
arouses his feeling that what she was talking about made a certain crazed sense
(King 1990:252). Louis is ultimately overwhelmed by the destructive force of
insanity as he finds it impossible to accept the irreversibility of death or the fact
that sometimes dead is better (King 1990:163). The delusion that he can protect
himself from the death of his loved ones becomes seared into his soul. For
a long time he fights a losing battle between sobriety and obsession; Apollonian
harmony and Dionysian chaos become entwined in his mind. Although he tries
to resist the temptation, the very idea that he could give new life to his son
by burying him in the Indian cemetery allures him. An apt description of how
obsession is born points to the idea that when the nightmare grows black enough,
horror spawns horror, one coincidental evil begets other, often more deliberate
evils, until finally blackness seems to cover everything. (King 1990:229).
Insanity stems from the inability to resign oneself to what happens and
the rejection of human experiences and facts that cannot be reversed in any
natural way. In a manner of speaking, this is living against life. Creed immerses
himself in the world of horror despite his friend’s admonition not to yield to the
tempting force since it would only bring misery and evil. Gradually, he realizes
the essence of obsession by asking himself a question: Could I stop? Could
I stop even if I wanted to? (King 1990:328) All along, the father is tormented by
conflicting emotions, especially when the overwhelming longing and love for
his son makes him exhume Gage’s body and bury him at the Indian cemetery
in the hope he will resurrect. All the counter-arguments seem to be just last
vestiges of sanity; in fact, Creed concentrates on the emotions that support the
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decision that has already been made. Finally, he realizes he cannot live with all
that reality offers him and that it is his madness that actually keeps him alive: he
[…] felt for that interior coldness, that sense of disconnection. It was there, and
Louis drew it gratefully around him. (King 1990:340) He knows his actions and
expectations are insane and yet he accepts it; and probably that is why obsession
was so alluring – it gave him a sense of control over reality and was perceived as
a chance to escape the depths of despair. Of course, this consolation was delusive
and Gage returns as a demented parody of his former self (King 1990:406) and
murders his mother. When Louis has to kill the diabolic version of his son, he
is again caught in a drama of love and despair: for a moment Louis saw his son
– his real son – his face unhappy and filled with pain (King 1990:414), which
may symbolize the father’s realisation of the horror he triggered. No lessons
are learnt by an obsessed man, though, and the cycle of love and suffering,
entwined together, never ends – the brilliant and climatic epilogue illustrates
Creed’s anticipation of his dead wife he buried too at the Indian burial ground.
In spite of the fact that Louis Creed profaned sanity and opened the gate to
a world of destructive obsession, the reader will sympathise with him more than
with the other characters portrayed in the analysis. The reason for that probably
lies in our tendency to understand love and the emotions that torture someone
who lost a loved one. Creed’s fate was all the more tragic as he truly desired to
soothe his pain and his only wish was to restore the harmony in his life. The final
result was contrary to his intentions, though – instead of harmony, more and
more chaos enters his soul, pushing him into obsession that he cannot resist. His
failure to accept the loss poisoned his mind and brought him to his doom. In fact,
many readers perceive insanity as a distant and complicated concept that does
not concern most of them. However, Creed’s ‘emotional chaos’, so to speak, may
make us realize how dangerously close to obsession one may be throughout their
peaceful life. Fundamentally, its essence is very simple – to sum up, let us evoke
words uttered on Creed’s first visit to the ‘pet sematary’, encapsulating the core of
obsession and serving as its metaphor: You keep on the path and all’s well. You get
off it and the next thing you know you’re lost if you’re not lucky. (King 1990:31).

lost through the death of his son. In reality, all of them wear ‘Apollonian masks’ on their faces of
obsession. Behind this front, there is chaos, ravage, and something of a pagan euphoria associated
not with the light, but rather with the darkness. What is more, it appears that the characters who
consider themselves to be independent, standing above the others or who just believe they have
the power to change events, are in fact not really able to control their own lives. When obsession is
involved, religious manifestations, human dreams of supremacy, or even love and longing are no
longer demonstrations of individualism, free choices or courage to walk the chosen path. Rather,
they become saturated with an element of evil and are an indication of confinement and inability to
reconcile oneself to one’s fate, with all the terrible ramifications on other people.
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Conclusions
Although the characters analysed in the paper differ significantly in terms of the values
preached, family background and personality, they all share a common characteristic: they are
obsessed, which exerts a strong, destructive influence on their own and other people’s lives.
Outwardly, Margaret White, Victor Donatti, Jim Rennie and Louis Creed are the embodiments
of Apollonian harmony: Mrs. White seeks balance in religion, ‘Big Jim’ believes that composure
is essential to achieve his goals; Donatti gives the impression of a self-possessed, conscientious
person; Creed strives for happiness and equilibrium represented by his family and which was
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THE POETIC EXPERIMENT
IN GEOFFREY CHAUCER’S LEGEND OF GOOD WOMEN
Geoffrey Chaucer’s Legend of Good Women is concerned with two grand
themes: love and poetry. It elaborates on love from two opposing perspectives,
which I have termed ‘empathic’ and ‘ironic’: the empathic reading/writing
proceeds along the intention imposed by the God of Love, while irony springs
form incongruity between this intention and the matter it has been thrust upon.
This duality, which both promotes and undermines courtly love ideology,
determines other constituents of the poem, such as the laudatory and hagiographic
conventions, the derogatory, fabliau style, the unreliable narrator and narration
type, as well as the split between the narrator and the implied author (Pytel
2005). The devices advancing empathy that are not strictly connected with the
theme of love are the form of a dream vision and the topos of the coming of May.
The structural dichotomy is further manifested in two distinct modes of writing
employed in the poem: a paradigmatic one for the Prologue and a syntagmatic
one for the tales (Pytel 2008). The question that needs to be addressed now
concerns the reasons for this dichotomy’s appearance in the poem.
The duality of the Legend of Good Women is motivated by the poem’s internal
and individual concerns and accorded a unique signification. It appears tightly
joined to the poem’s second major theme, that is a theory of poetry, especially in
the aspect of its truth-conveying ability. This concern, discursively expounded, is
the very first one the reader stumbles upon when he starts reading. The opening,
thirty-line-long passage argues that men should not trust only their eyes, as there
are things that, although never seen by anybody, are nevertheless true. What
cannot be obtained from the senses is to be derived from books, which pass
knowledge on a variety of topics from generation to generation. This argument
is characterised by two features. First, the emphasis falls on belief in the truth
literature conveys:
Than mote we to bokes that we fynde,
Thurgh whiche that olde thinges ben in mynde,
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And to the doctrine of these olde wyse,
Yeve credence, in evey skylful wise,
That tellen of these olde appereved stories (F17-21)
Wel ought us thanne honouren and beleve
These bokes, there we han noon other preve. (F27-8)1

The underlined words belong to two semantic fields: of knowledge and of
belief, with the common ground being where the notion of literature is positioned.
The second trait is a light-hearted tone, with a tendency to exaggeration, as in
this passage: For, God wot, thing is never the lasse sooth, / Thogh every wight
ne may it nat ysee. / Bernard the monk ne saugh nat al, pardee! (F14-6). The
concept of absolute trust in books, undermined by its humorous presentation,
is further derided by its explicit link with the narrator, who himself cannot be
credited with much reliability:
And as for me, though that I konne but lyte,
On bokes for to rede I me delyte,
And to hem yive I feyth and ful credence,
And in myn herte have hem in reverence (F29-32)

Only after thirty lines into the poem is the reader made aware of the fact
that the second major theme of the poem is also to be treated from the double
perspective: the absolute credence in books forms an instance of empathy, while
the exaggerated tone and the association of this concept with the narrator are
devices that work towards creating ironic effects.
The appearance of this dichotomy is in line with the reader’s expectations,
especially if we take into account the fact that the literature in question is effectively
narrowed down to love poetry. The middle part of the Prologue alternates chunks
of text devoted to love and those devoted to poetry: in text F the passage on
the necessity to trust books (1-29) is followed by a paean to the daisy (50-67)
with the transition based on the concept of substituting one for the other with
a change of season (29-59). After the praise of the daisy, the narrator’s ‘invention
method’ is described, followed, again, by a laudation of the beloved. Then, the
subject of trust in books returns in its general application:
1

In my analysis I use the F and G versions of the poem interchangeably. This is justified by
the structuralist perspective from which the essay is written, with the main interest directed at the
logical structure of the work, of which texture is one possible manifestation. The two versions,
though slightly differing in texture, possess the same underlying structure, which can be studied
more successfully when data from the two versions is admitted.
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But wherfore that is spak, to yeve credence
To bokes olde and don hem reverence
And that men mosten more thyng beleve
Then men may sen at eye, or elles preve (F97-100)

Then, the narrator is back to his love adventure, recounting his wanderings
on the meadow and the dream. The alternation of the passages on poetry and love
suggests that the literature referred to in the generalised pronouncements is to be
understood as devoted to love and, probably, the hitherto observed features of
love may also be applied to erotic poetry.
Let us examine a few instances where this poetics is overtly talked about.
First, the god of love, metalinguistically insists his charges against the poet are
comprehensible because he speaks in pleyn text, withouten nede of glose (F3278). He then accuses the poet of writing the draf of storyes, and forgete the corn
(G312) and admonishes him to Let be the chaf, and writ wel of the corn (G529).
The narrator himself declares his principles:
For myn entent is, or I fro yow fare,
The naked text in English to declare
Of many a story, or elles of many a geste,
As autours seyn; leveth hem if yow leste. (G85-8)

The key words from these passages are ‘pleyn text’ and ‘naked text,’ ‘corn’
preferred over ‘chaf’ or ‘draf.’ The tales that follow are a realisation of this poetic
project, so we can infer from them what this ‘nakedness’ might signify. In my
opinion, the absence of ‘draf’ or ‘chaf’ means suppression of paradigmatic features
of text organisation in favour of a tightly syntagmatic, literal mode of expression.
Deprived of figuration the text is considered ‘naked’ or ‘pleyn.’ Interestingly, in
medieval hermeneutic discourse, the nakedness of text was the end product of
the process of interpretation, which itself consisted of ‘lifting the veil,’ that is
working out the text’s figures and metaphors in order to reach the ‘plain sentence.’
Here, presenting the text to the reader in its ready-to-use form deprives him of the
necessity as well as possibility to interpret the poem. In other words, it is a safe
means of ensuring that the reader will uncritically follow the author’s intention.
However, this type of literalism betrays only one face of empathic reading.
In order to promote god of love’s ideology, the Legend of Good Women makes
recourse to yet another method of signification, closely associated with the
methods and aims of the poetry of Dante Alighieri. Lisa J. Kiser in ‘The Legend
of Good Women: Chaucer’s Purgatorio’ pursues and interprets the similarities
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between the two poems, especially those regarding the issue of poetics. I will
summarise those parts of her observations which pertain to my subject. The
allusion to Dante comes in the opening sentence, where the narrator, in midst of
speculation about belief in things that cannot be perceived by senses, observes that
there is nobody dwelling in this contree / That eyther hath in hevene or helle ybe
(F5-6). Dante’s text would provide a valuable proof for the narrator’s assertions
about the capability of books to transmit truth. Although there are no further overt
references to the Italian poet, both texts share the themes (love, truth in poetry),
imagery (light, sun), the development of plot (narrators doing penance) and the
central female figures (Alcestis and Beatrice are mediators between the poets
and an angry God/god, both clad in green and given symbolic attributes) (Kiser
1987: 741-3), and, finally, a figurative, typological method of signification, which
constitutes the core of Dante’s literary project as well as Chaucer’s critique of it.
The purpose that shapes Dantean poetics, not only in the Comedy but also
in other works, is to synthesise earthly and heavenly love. This is achieved by
the figure of Beatrice, who was, as Dante frequently stresses, a real, historical
person. Robert Hollander (2001: 34) notices that in the Vita Nouva Dante claims
historicity for the narrated events, which are not created, but described from his
memory. Interestingly, it is the prose commentary of the Vita Nuova that instead
of allegorical exegesis provides historical anchoring for the lyrics and locates
the love for Beatrice in real time and space. At the same time the Florentine
lady is a symbol of divine grace and a type of Christ. She is said to bring grace
to her companions and to be the source of the city’s blessedness (Alighieri
1969: 77, 97). Moreover, she is presented as a Christ-like figure, especially
in her salvific capacities, and allusive darkness as well as an earthquake are
reported to accompany her death at noon (Hollander 2001: 37). Adequately,
the passion Dante feels for her is ruled by reason, even in the poems of youth:
Through her image, which was always present in my mind, incited Love to
dominate me, its influence was so noble that it never allowed Love to guide
me without the faithful counsel of reason, in everything in which such counsel
was useful to hear (Alighieri 1969: 30). Within this framework love, purged
from sensuality, is kindled by rational arguments (Alighieri 1986: Paradise, XXVI,
25-39). What is more, the desire for Beatrice leads to God; she clearly connects
the two in her speech in Paradise, the crowning of the ‘love-adventure’: in your
journey of desire for me, / leading you toward that Good beyond which naught /
exists to which a man’s heart may aspire... (Alighieri 1985: 331). Experiencing
the love of God Dante forgets about Beatrice (Alighieri 1986: Paradise,
X, 58-60), which meets with her approval, as it clearly is the intended result
of his love for her. Love defined as guided by reason and leading to salvation

128

is the very opposite of cupidity, the Legend’s subject matter. However, the
attempt at a synthesis and the literary method it is achieved by are the same.
Kiser (1987: 744-7) argues that Beatrice, apart from saving Dante,
is also able to redeem secular love poetry, while in the Legend it is Alcestis
who is to perform a similar role. First, like Beatrice, she is a historical person,
a queen of Thrace, but at the same time a Christ-like figure, who sacrificed her
life for another, descended to Hell and was rescued by Hercules. Secondly,
Alcestis, like other heroines, is a pagan, but her virtuous life, clearly
shown as driven by the Christian virtue of charity, is to be used as a model
(‘kalendar’ F542) for the legends of classical lovers. Kiser notices that Alcestis
provides a mechanism whereby classical love poetry could be seen to signify Christian truth,
for the pattern of her Christ-like life story is imposed upon the classical narratives of Chaucer’s
legendary as a kind of archetypal plot (1987: 747).

She attributes this imposition to Cupid’s desire for a synthesis of Christian
doctrine and love poetry, but taking into consideration the consequences of
the imposition of this intention, it seems more likely that the synthesis results
from the god’s all-encompassing desire to advance himself and turns into an
exploitation of Christian doctrine and symbols. Christianity appears to be
a disguise under which love finds it easier to operate, rather than a serious
concern, to which the God of Love pays in fact no heed.2 We may see, then,
that despite a similar strategy of typological signification the two poems end up
differently: one as a success and the other as a failure of the attempted synthesis.
Why did Chaucer show so similar poetic strategies and so contrasting results?
By realising the principles of Dantean poetics in an exaggerated way and in
relation to a less adequate matter, Chaucer criticises them by showing to what
results they actually lead. The first consequence is the distortion of facts for the
sake of a figurative reading. Chaucer’s manipulation of the classical sources,
licensed by Cupid’s commands: Make the metres of hem as the lest (F562), reherce
of al hir lyf the grete (F574) and, most of all, his demand that the stories foster
amorous desire in men by presenting female loyalty parallels Dante’s distortion
of Beatrice’s biography for the sake of her symbolism as well as the manipulation
of classical texts in order to show them as paving the way for Christian truth
(Kiser 1987: 748). Such exploitation of the matter is a direct consequence of
the desire to enforce a given intention on it. Whether the intention is to promote
2
Kiser (1987: 748) notices that Cupid’s praise of Alcestis goes little beyond self-interest, but
she draws no far-reaching conclusions from this observation.
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charity through secular love, or to promote love as lust could actually make
a difference - a difference that is made by the productivity of rape. However,
Chaucer might have wanted to show that such a synthesis is in fact a dangerous
illusion, and there is a thin line between proper and improper love: the graduality
of descent from virtuous love to desire, lust and rape is the collection’s most
defining characteristic. Moreover, Chaucer is concerned with the issue of matterauthor-reader relationship in love literature.3 The enforcement of intention means
oppression of both the matter, as its factual truth is suppressed, and of the reader,
whose role is reduced to the mere following of an author’s intention. Thus, this sort
of enforced quasi-figurative reading is yet another face of the poetics of empathy.
The equation of literalism with enforced typological reading may seem
objectionable at first glance, especially in reference to Dante, whose Comedy
is treated as a locus classicus of medieval allegory. I propose to try this
hypothesis. In the Letter to Can Grande Dante explains the literary principles
behind the Comedy, using as an illustration the biblical episode of Exodus:
If we look at it from the letter alone it means to us the exit of the Children of Israel from
Egypt at the time of Moses; if from allegory, it means for us our redemption done by Christ; if from
the moral sense, it means to us the conversion of the soul from the struggle and misery of sin to
the status of grace; if from the anagogical, it means the leave taking of the blessed soul from the
slavery of this corruption to the freedom of eternal glory. (Alighieri, Letter to Can Grande: part 7)

However, rigorous application of the senses is not Dante’s concern, who
postulates instead a twofold structure for the poem: a literal level and an allegorical one:
The subject of the whole work, taken only from a literal standpoint, is simply the status of the soul
after death, taken simply. The movement of the whole work turns from it and around it. If the work is
taken allegorically, however, the subject is man, either gaining or losing merit through his freedom
of will, subject to the justice of being rewarded or punished. (Alighieri, Letter to Can Grande: part 8)

3

The difference between Dante and Chaucer in this respect is well marked. Throughout
his poetry Dante is a lover and his concerns are his love, his salvation and his poetry. For
the author of the Legend it seems to be only poetry that he is personally concerned with.
Not a full-blown lover figure, the narrator is rather a spokesman for love. Alcestis, apart
from being a historical person, is primarily a literary heroine, just as all other ladies in her
train. The narrator does not manipulate a historical person’s biography, but literary accounts
of classical lovers. The person standing on trial is not a lover but a writer and he has to do
penance by writing love stories. Moreover, the myth of Alcestis, with its elements of flower
metamorphosis and stellification is fabricated in such a way so as to conform also to the
classical myth paradigm, such as found in Ovid. Thus, we may conclude that Chaucer’s
concerns are purely literary, even if the literature he has in mind is erotic literature.
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The literal meaning from passage two, defined as the status of the soul after
death, is in fact the anagogical sense from passage one; we see it also realised
in the Comedy, whose literal level describes nothing else but a journey through
hell, purgatory and heaven where souls after death reside.4 The contrast with the
biblical passage is great: there one needs to interpret the journey of the Israelites
as figuratively meaning salvation of soul after death. Here, the anagogical sense
cannot be applied to Dante’s journey, as it is already contained in the letter
of the Comedy: ‘salvation or damnation of souls after death’ cannot be taken
to figuratively mean ‘salvation or damnation of souls after death.’ Further,
Dante’s postulated allegorical meaning in passage two is also implemented
by means of the figure of Dante the pilgrim. The allegorical sense is said to
be man’s exercise of free will and the results of it, and that is what constitutes
the pilgrim’s actions: he accepts his sins, atones for them and is taught the true
doctrine; he empathizes with sinners, makes mistakes and gets rebuked by Virgil
and Beatrice or rejects the sins the souls in hell and purgatory exemplify and
gets rewarded with spiritual progress. In fact, the choices Dante the pilgrim
makes and the final reward for them is what constitutes the very plot of the
poem. We must therefore accept that the allegorical reading is made part of the
letter. Finally, the typological signification of the figure of Beatrice is treated in
the same way, both in the Comedy and in the Vita Nuova. Inasmuch as certain
allusions to the life of Christ, such as the earthquake at the moment of death,
would foster figurative, typological reading, other fragments which overtly and
literally describe Beatrice as God’s grace and the poet’s saviour destroy this
possibility. Beatrice as divine grace is an indispensable element of the plot, as it
is she who, prompted by Mary and Lucy, asks Virgil to assist the sinful poet in
his predicament (Alighieri 1980: Hell, Canto II), thus triggering off the action. In
order to make sense of the narrative the reader must literally understand Beatrice
as God’s grace and Dante’s saviour. Without this assumption, there is no plot.
Hence, the reader simply cannot interpret this female figure only as a historical,
ordinary woman even if he wanted to. The ‘typological’ significance is realised
literally. As a consequence, the reader is deprived of the possibility of figurative
4

Of course, we could understand the otherworldly journey metaphorically. However, as with
the case of Beatrice, Dante insists on the historicity of the events, claiming the journey to have
really happened. We might counter this argument saying that this very claim is fictitious, but, still,
this claim remains very characteristic of Dante’s poetics. As Singleton remarked the fiction of the
Comedy is that it is no fiction (1977: 62, quoted after Kiser 1987: 754, who also elaborates this
point). The author of the Legend also stresses this particular aspect of Dante’s poetry: he is not
concerned with the metaphorical truth of the Comedy, but with the truth of its historical sense,
when he refers to the poet as somebody who hath in hevene or helle ybe (F6).
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reading, for how can one understand ‘divine grace’ figuratively? It seems that
the whole process of allegoresis has already been conducted – by Dante, who
has read the figure of Beatrice allegorically – and presents the results of his
figurative reading in the poem. Dantean poetics is thus allegoresis literalised,
which means that there is no room left for the reader to conduct his own
interpretation. His reading procedure is reduced to following and believing the
literal sense, expressive of the author’s intention. Thus, Dante’s literalisation of
figurative meaning leads to fossilisation of meaning and as such stops the process
of semiosis.5 As such it is another, less obvious face of the poetics of empathy.
The results of such an empathic wedding of the figurative with the literal
are shown in Chaucer’s poem as ridiculous. Chaucer does not describe these
consequences; he re-enacts them in his poem. True, the principles of Dantean
poetics are applied here to a less adequate matter and executed in a lighthearted, even jocular style so contrastive to Dante’s grand and pompous tone.
These changes already yield comic effects. But thanks to them, the reader can
see the weak points of Dante’s poetic project all the more clearly. First of all,
the combination of the literal with the figurative in one figure or image leads
to perplexing and humorous results, as in the portrait of the daisy, which is,
on the one hand, a symbol of constancy, a sort of saviour for the poet, his
earthly guide described in religious terms, and, on the other hand, an ordinary
daisy growing in a meadow, where it is even visited by the narrator (F46-9).
He worships it not as a symbol of an abstract principle, but as a real flower:
And doun on knes anoon-ryght I me sette,
And, as I koude, this fresshe flour I grette,
Knelyng alwey, til it unclosed was,
Upon the smale, softe, swote gras. (F115-8)

The flower’s small size necessitates kneeling down in order to admire it,
which is what the female worshippers, who appear later on the meadow, also do.
They encircle and dance around it, too, testifying to its existence in real space.
5
This is a characteristic of the overall structure of the poem, which does not exclude the
possibility of figurative interpretation of its parts, such as images, scenes or figures. In fact, many
of them must be understood in this way, and Dante in the Letter to Can Grande part 9 enumerates
these modes of treatment as poetic, fictive, descriptive, digressive, transumptive; and along with
this definitive, divisive, probative, improbative, and setting example (Alighieri: http//www.ilt.
columbia.edu/projects/dante/library/intex.html). However, these methods of reading of isolated
elements cannot be transposed on the whole structure of the Comedy, and Dante himself does not
claim that it should be so. As far as the whole poem is concerned he postulates its duality, which
I think cannot be maintained upon examination.
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The adoration of the daisy as a real flower is given yet another funny image of
the narrator lying down next to it and propping his head on his elbow in order to
see it better:
Adoun ful softely I gan to synke,
And, lenynge on myn elbowe and my syde,
The longe day I shoop me for t’abide
For nothing elles, and I shal nat lye,
But for to loke upon the dayesie, (F178-82)

The absurdity of venerating a daisy is clear to every reader, yet there is more
in store if we wed the adoration of the daisy proper to the symbolic daisy. Some
aspects of the symbolic meaning coincide with the behaviour of real daisies,
e.g. closing at dusk and opening at dawn, which lends success to the figurative
reading. However, when the daisy, as a symbol of constancy, is said to remain the
same in winter and in summer (F110), the reader immediately senses falsehood:
no flower blooms in winter. Thus, the symbolic meaning is incompatible with
the letter and shown as thrust upon it despite the matter’s incongruity. Moreover,
the daisy’s image is presented as a conflation of conflicting elements: of truly
religious significance (F56ff, F64), such as the sun, traditionally a symbol of
Christ and the Virgin, the flower of flowers, and of earthly passion (F105ff).
Significantly, these two types do not mix into one coherent picture, but coexist
separately, thus betraying the artificiality of their forceful combination.
The same strategy is employed to build the figure of Alcestis. The
contradiction in her figure results from joining elements of religious and moral
significance to the service of the God of Love. Despite her being a paragon of
female virtue and a type of Christ, in the Legend she appears as Cupid’s consort
and acts in accordance with the requirements of this function. This dichotomy has
long puzzled critics. Katherine Heinrichs (1990: 251) poses the obvious question:
How can she serve as the Queen of Love, consort of Cupid - as silly a fellow in the
Legend as he is elsewhere - and at the same time as the Queen of Daisies, symbol
of Christian virtue? She then enumerates further incongruities of Alecestis’s
conduct: she ignores Cupid’s misreading of the tales and the irrationality of his
demand of tales of chaste women as love story heroines, and she comically insults
Cupid and the poet, saying that the god heeds gossip and that the poet does not
understand the material he translates. Heinrichs (1990: 251-2) argues that if we
assume that as a pagan she could not have understood Christian wisdom, the
problem is that she does not even behave as a pagan spokesperson for reason.
If she were rational, she would not command the poet to emphasize the falseness
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of men. In fact, we have to accept that she acts from the perspective of a servant
of Cupid. It seems to me that the division line runs along the paradigmatic and
syntagmatic roles of Alcestis: symbolically she retains her signification, but on
the level of plot she behaves as a servant of Cupid.6 This, of course, results
in those comic discrepancies, which again prove that the synthesis of charity
and cupidity by means of literalising the figurative is impossible and ridiculous.
However, the author intends to show more than the comic side of the
absurdity of such a poetics. The manipulation with symbolic meanings leads to
confusion. Heinrichs notices:
The associations of the daisy were secular; in the French dits, it had traditionally stood for
the admired lady, or the love-virtues of the lady. The associations of Alceste, on the other hand,
were religious, for her sacrifice and her “resurrection” by Hercules were seen as resembling
events in the life of Christ. Chaucer turns both symbols on their heads, associating the daisy with
Christ and the Virgin and Alceste with Cupid. (1990: 257-8)

The result is that the reader, at the end of the day, cannot be sure what
Alcestis stands for: cupidity or charity? Is the narrator’s intention to make the
daisy signify virtue successful or is it an object of passionate desire, or, even
worse, only a flower? Do Cupid’s martyrs prefigure Alcestis and, therefore,
Christ, or do they exemplify lust? The attempt at implementing the Dantean
synthesis results in nothing else but confusion, which is impossible to resolve. In
brief, it leads to a loss of signifying capabilities on the part of poetry.
The Legend contains not only images and figures that have lost their ability
to mean anything, but also meaningless statements. Consider, for example, the
dictum of Cupid, who says: My servaunts ben alle wyse and honourable (G246).
This statement, as the reader knows from the comparison with the tales that
follow is a downright lie, for none of the lovers behaves wisely and most of them
behave dishonourably. Given also the reader’s knowledge of Cupid’s unreliability,
this pronouncement is interpretable as ironic and therefore signifying the very
opposite of its surface meaning. Let us also analyse the farewell ‘words of
wisdom’ Cupid addresses to the narrator: But er I goo, thus muche I wol the telle:
/ Ne shal no trewe lover come in helle (F552-3). If we understand this statement
literally, namely that no lover ever goes to hell, then our interpretation is at odds
with the story of Alcestis, where the descent to hell forms a crucial element of
plot. Thus, this tale, recounted by Cupid himself a few lines above, proves this
6
Carolyn Dinshaw (1989: 70) notices a similar division, though she puts it in feminist terms.
She writes that Alcestis’s behaviour is a response not just like but as a woman.
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statement wrong. If, however, we interpret it figuratively, meaning that no lover
is ever damned, this interpretation is then at odds with the tales, which feature
nothing else but surrender to carnal pleasure, rape, treason, or suicide, each of
them sufficient to ensure eternal damnation, a point a Christian reader would not
have missed, especially in relation to protagonists expressly defined as heathen.
Further, we need to take into account that this sentence is produced by an unreliable
speaker, so in accordance with the above method of interpretation we should
reverse it in order to obtain true meaning. However, we cannot reverse it because
it consist not of one unclear element, but two. There is a further problem with the
word trewe in this line. Is a true lover a faithful lover, or is it a Cupid-like carnal
lover, or maybe a ‘true lover’ that loves altruistically, like Alcestis? With two
elements of unclear signification we cannot simply reverse the statement, because
we cannot establish what meaning is supposed to be reversed. We must accept
then that this statement is completely empty of meaning. Another instance of
a term whose meaning is lost due to constant projection from the plane of
cupidity to that of charity and back, is the phrase fin loving, which Cupid applies
to Alcestis, saying that she taught al the craft of fyn lovynge (F543). ‘Refined
loving’ in reference to Alcestis should perhaps mean virtuous love in compliance
with courtesy, in accordance with Cupid’s desire to synthesise carnal love with
virtue. Still, Cupid as an unreliable speaker cannot be trusted, and the reader has
the right to suspect that in his mouth fin amours is identified, as tradition would
have it, with fol amours. Due to its ambiguity in Chaucer’s times as well as the
literal-figurative manipulation in the Legend, by the end of the Prologue the term
has been emptied of all meaning and rendered non-interpretable. Similarly, the
most important word in the whole poem, ‘love’, has been deprived of its signifying
potential. Denoting ‘natural love’ and ‘refined love’ or even ‘virtuous love’ as well
as amorous passion and cupidity in the Prologue, it undergoes further reworking in
the tales, where its meaning is limited to infatuation, physical attraction and lust,
even despicable ‘foul delight’ in the cases of the notorious deceivers and rapists.
The gradual character of the change in meaning ensures that it is impossible
to put one’s finger on the exact point where love turns into lust, lust into ‘foul
delight,’ ‘foul delight’ into cruelty and violence. The wide application of this
word, together with the poem’s intention to link its extremes results, again, in
a complete loss of meaning. A careful reader, one who pursues all those
contradictory and diverse senses, when asked what the word ‘love’ means in the
Legend would be in a quagmire. Thus, the application of the principles of Dantean
poetics of synthesis leads to the death of words, ergo, the end of the semiotic process.
To conclude, the poetics of empathy means not only terminating the process
of signification by not letting the reader go beyond the literal, the case illustrated
by the legends, but it also means stabilising semiosis by the fossilisation of the
progress from the literal to the figurative, that is by literalising the allegorical.
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However, the main difference between Dante’s and Chaucer’s poetics is that in
Dante this manipulation must go undetected for his enterprise to be successful,
while in the Legend it is intended to be discovered. The narrator’s embrace of the
empathic attitude is countermeasured by the implied author’s clues that create
ironic distance to the postulated poetic principles. We should notice the major
difference between Dantean pretended figuration and the paradigmatic mode the
Prologue is written in. Instead of the typological, moral and anagogical senses
realised in the letter of the text, the poetics of irony proposes interpretation by
association and juxtaposition of elements by means of similarity and contrast.
Such hermeneutics can be imagined in terms of vertical progress in contrast to
the linear following of an author’s intention, interspersed with pauses necessary
for working out figurative meaning of particular parts. Finally, we need to the
question why both empathy and ironhy are given voice in the same poem? It
seems that the critique of poetics of empathy is impossible without a presentation
of it. Chaucer’s method, effective from the point of view of exposition and
artistically interesting, is not to discuss it, but to act on it. Only by implementing
its principles can the author bring out their comic absurdity. The resulting tension
between the empathic and the ironic destabilises and stimulates the process of
interpretation, which, I hope I have proved, is the very point of Chaucer’s poem.
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QUALITY DRAMA IN PRACTICE –
PAUL SCOTT’S THE JEWEL IN THE CROWN
AND THE GRANADA TELEVISION MINI-SERIES
British television enjoys a long history of supplying its audience with
a wealth of costume dramas. Until the 1980s the BBC held an apparent monopoly
on the genre, producing a significant number of classic-novel adaptations, from
the immensely successful The Forsyte Saga in 1967, to numerous Jane Austen
and Thomas Hardy adaptations (The Woodlanders in 1970, Jude the Obscure
in 1971, Persuasion in 1971, Emma in 1972, The Mayor of Casterbridge in
1978, and Sense and Sensibility in 1981). The monopoly was broken in the
early 1980s, when Granada Television produced two quality dramas; namely
Brideshead Revisited and The Jewel in the Crown, both being adaptations of
widely-acclaimed literary works. The timing was not accidental: as most critics
agree, the historical dramas provided a timely escape from the troubled British
present of the 1970s, and their popularity illustrated the cultural shift from
liberalism of the 1960s to the conservatism of the 1970s (see Cooke 2003:112).
According to Cooke similar productions in the 1980s performed a similar
function: of reassurance, evoking nostalgia for a lost age, a time when things were
(apparently) more settled…, when everyone not only knew their place in the social
hierarchy but … everyone was (apparently) content with their lot (2003:157).
Most of the costume dramas produced in the abovementioned decades were
television adaptations of classic novels and contributed greatly to popularizing
19th and early 20th century British literature, both at home and overseas.
However, television productions, including miniseries, are classified by film
critics as being of a quality, by definition, lower than films intended for the
cinema: their audience are believed to be more varied and random, the watching
experience is likely to be interrupted, the screen is smaller, and hence the visual
quality gets less appreciation. Nevertheless, in the case of film adaptations of
literary texts a television series or miniseries provides a greater opportunity for
faithfulness and for less condensation, due to the form being much longer than
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a feature film. Hence, in my opinion, such productions provide fascinating
material for analysis of the relation between a literary text and its visual form.
It is also worth mentioning that television costume drama became a British
export product, which frequently created and helped to preserve in the foreign
viewers’ imagination a certain image of England and the English. In other words,
the cultural role of British costume dramas may well prove to be of greater
significance than many would admit. However, that is an area to which a separate
study could be devoted as this question lies beyond the remit of the present study.
In 1981 Granada Television released a lavish 11-episode adaptation of
Evelyn Waugh’s Brideshead Revisited, very faithful and visually satisfying even
the most refined tastes. Having been shot mostly on location, the production
became a benchmark for future television classic-novel adaptations. Encouraged
by very positive critical reception of the series Granada decided upon an even
more challenging task and between January and April 1984 another extremely
expensive production was broadcast – a 14-episode adaptation of Paul Scott’s The
Raj Quartet under the title The Jewel in the Crown. The two productions fit perfectly
well into the genre labelled as “heritage drama”, which, as Higson puts it, provided
… a very different response to developments in Thatcherite Britain. By turning their
backs on the industrialized, chaotic present, they nostalgically reconstruct an imperialist and
upper-class Britain… offer apparently more settled and visually splendid manifestations of
an essentially pastoral national identity and authentic culture: ‘Englishness’ as an ancient
and natural inheritance. (Higson in Cooke 2003:157)

Although The Jewel in the Crown is set not in distant past, but in the 1940s,
it shows the English in India at the end of the British rule there, functioning
within a clear class system and with reference to the virtually unquestionable
social hierarchy, which might well have been intended to evoke a certain
feeling of nostalgia. That production was a part of what seemed to be some
sort of British film and television revival of the interest in India in the early
1980s, beginning with Richard Attenborough’s Gandhi (1982) and including
such productions, as James Ivory’s Heat and Dust (1983) and A Passage to
India (1984), as well as The Far Pavilions (1984) directed by Peter Duffell.
The Jewel in the Crown series consists of 14 episodes of roughly 50 minutes
each (with the exception of the first episode which lasts twice as long as it is
aimed at getting the audience involved in the story), directed by Christopher
Morahan and Jim O’Brian. Scott’s text was adopted by Ken Taylor, who got the
Royal Television Society Award for the work. The vast majority of the outdoor
scenes were shot on location in India, while the interiors were constructed in
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Granada’s Manchester studio. The task was expensive and, at the moment of
planning, of unprecedented scale, with seven main geographical locations.
Visually attractive, with a well constructed plot, the series turned out to be more
popular than it could have been hoped for. The audience amounted to 8 million
during the first season in Britain and the production attracted a surprisingly large
audience abroad, being sold to most European countries (even to those behind the
Iron Curtain), the US and Australia, making the actors recognizable worldwide.
Both the producers and the reviewers agree that the whole enterprise was
a challenge. The Raj Quartet consists of almost 2000 pages and the story is
frequently told through flashbacks and by several narrators. There are numerous
references to the political scene which were not a part of the main plot, but had
to be somehow preserved in the narrative. As Denis Forman, the Chairman of
Granada Television retells, the actual process of rendering Scott’s tetralogy into
a television series started with:
... chopping a roll of wallpaper into thirteen segments about one yard square, pinning them
around the walls of a room and writing down on each the outline of a scene for each episode. After
walking some miles around this gallery, touching, retouching, shifting and deliberating, it did, at
last, seem feasible that Paul Scott’s great book could be made into a television series that would
not betray the quality of the original work. (Forman 1984:8)

That was the moment in the adaptation process when Ken Taylor got invited
to write the scripts for the fourteen episodes that the series was finally to consist
of. The first three episodes cover the first novel of The Raj Quartet, namely The
Jewel in the Crown (published originally in 1966), which gave the title to the whole
television series. Further analysis in this article will be an attempt to discuss the
way in which that novel was rendered into its film version. The decision to focus on
those three episodes only is connected with the limited length of the article, and is
in no way a reflection of the artistic quality of the television production as a whole.
The producers’ effort went into making the adaptation as faithful as possible
to the literary original and at the same time attractive to the television audience.
Despite a number of alterations on various levels we can talk about actual
faithfulness of the series to both “the spirit of the novel” and to the general plot.
To make my further considerations clear it is necessary to outline the main plot
of the novel and account for the narrative complexity of the text. That text, being
the most complex narration-wise of the four, begins with the story of an English
missionary, Miss Edwina Crane, who after years of working in India is assaulted
by rioters in August 1942 during the period of social unrest connected with the
Congress “Quit India” campaign. However, the main part of the novel focuses
not on Miss Crane’s life, but on the story of rape committed on an English woman
in a fictitious town of Mayapore, India the same day Miss Crane was assaulted.
Although the rapists were unidentified hooligans, different men were to blame,
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due to the complexity of the situation – Daphne Manners, the victim, was involved
in an intimate relationship with an England-educated Indian, Hari Kumar, while at
the same time she was an object of attention of District Superintendent of Mayapore
Police, Ronald Merrick. This fact is one of the reasons for Merrick’s blaming Kumar
for the rape, and eventually having him and some of his acquaintances arrested on
vague political charges. Daphne dies in childbirth believing the baby is Hari’s.
Hari’s unjustified imprisonment remains an issue discussed in the background of the
remaining episodes whose main plot concerns other characters. Kumar emerges as
a tragic hero not only because of his final detention, but mainly due to his cultural
displacement resulting from his being brought up among the upper class English
and then forced to return to India due to his father’s bankruptcy and death.
The story is told in retrospect by multiple narrators, from various perspectives
and in different narrative styles, interwoven with some political and social
commentaries concerning the situation in India and the position of the British there.
Bits and pieces of Daphne and Hari’s story come from Lady Chatterjee (Daphne’s
Indian hostess), Sister Ludmila (a woman of possibly Russian descent who helps
the poor), the lawyer Mr Srinivasar, the memoirs of Brigadier Reid, a transcript of
comments by District Commissioner White, a deposition by Vidyasagar (one of
the men accused of the rape), letters written by Daphne to her aunt, Lady Manners
and by Lady Manners to Lady Chatterjee, Daphne’s diary entries addressed to
her aunt, and Hari’s correspondence with his English friend Colin Lindsey. The
actual events leading to the rape in the Bibighar Gardens are retold chronologically
in Daphne’s diary account at the end of the novel, clearing Hari of any fault.
The plot of Scott’s novel underwent several modifications in the adaptation
process and the way they influenced the overall appeal of the original story will
be the subject of later considerations, focusing on the alterations introduced to the
plot, the construction of the main characters and the setting.

The Plot
One of the ways in which the process of adaptation of a literary text into visual
form can be approached is by treating it as a process of intersemiotic translation.1
Seweryna Wysłołuch (1994:160) specifies the rhetorical operations used in the
process of modification of the plot of a literary text being adapted to a film form.
Those operations include: permutation (rearrangement of elements), substitution
(replacing elements), detraction (reduction of elements) and adjunction (adding
new elements). Making reference to the four operations I now intend to present
how the plot of Scott’s novel was adapted by the Granada crew.
1
The term was used by Roman Jakobson (1959) with reference to an interpretation of verbal
signs by means of nonverbal sign systems (in Jakobson 1971:261). The method is employed when
a written text is transferred to another medium such as film or music.
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Permutation. That type of rhetorical operation is the most apparent in the case
discussed. As has been previously mentioned, the plot of Scott’s novel had to be
rearranged and made chronological in the television script. The novel consists of
seven chapters called “Parts”, in which we have a variety of narrative strategies
used, ranging from omniscient third person (Part One “Miss Crane” and shorter
passages in other parts), through having some of the characters speak to an
anonymous listener, a visitor to whom the story is retold (Part Two “The MacGregor
House” where Lady Chatterjee talks about Miss Crane and Daphne, Part Three
“Sister Ludmila” where the title character tells her version of the story, Part Four
with Mr Srinivasan telling the story of Mrs San Gupta) to personal narratives in
the form of letters (appearing in various parts of the novel as written by Daphne,
Lady Manners, Hari and Colin), a diary (Daphne’s) and reports (Brigadier Raid’s
and Robin White’s). All that variety of voices and points of view was rendered into
a chronologically ordered story, not overtalked, with suspense properly created
at the end of the first episode, when the viewers learn that Daphne is missing.
The Granada Television crew decided to take a linear approach in the series,
and it served the production well. There are only very few instances when flashbacks
are used (Hari’s account of meeting Colin Lindsey, his close friend from England,
who did not recognise him among other Indians is one such case, the other one
is the rape presented as recollection by Daphne). As Brandt (1993:204) notices,
… sustaining interest over fourteen episodes is a difficult enough business anyway.
If chronology had been disrupted, viewers of this essentially realistic narrative might have
found it difficult to keep all the intricacies in mind … the simplification of The Raj Quartet’s
narrative line meant sacrificing some of the story’s resonances; but the gain in the direct
dramatic impact amply made up for this loss.

To get the viewers involved and to maintain the coherence of the initial
narrative the producers decided to make the first episode twice the length of
the regular episodes, i.e. 105-minutes long. In that way the first episode titled
“Crossing the River” tells the story from the moment Hari is found drunk by
Sister Ludmila and her helpers and finishes with Daphne not coming home
on time on the night of the social unrest. The second episode “The Bibighar
Gardens” starts with Daphne stopping by the Bibighar and meeting Hari, and
ends with Hari’s imprisonment and Daphne realising that she is not likely to
see him again. The third episode, “Questions of Loyalty”, starts with Daphne
saying goodbye to Sister Ludmila and going to have her baby at Aunt Ethel’s
in Kashmir. The plot belonging to the first of Scott’s Raj novels ends in the
9th minute of the third episode with the death of Daphne, and Lady Manners
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reading parts of Daphne’s diary in which she asks her aunt to either take care of
the baby or to support the baby financially. The episode moves smoothly to the
story of Sarah Layton, which belongs to the second novel of The Raj Quartet.
Substitution. Substitution is rare in the production discussed, as the
Granada crew concentrated on making the adaptation as faithful as possible.
However, upon closer inspection examples of this operation can be found.
A very interesting solution was that used for including in the episodes information
about the political situation in India which in Scott’s novel can be found in the
numerous commentaries made by the omniscient narrator. A decision was made
to include sections of documentaries obtained from Pathé, the Imperial War
Museum and National Film Archive which seem to illustrate perfectly well the
historical background of the story. Scott’s novel starts with a passage referring
to the presence of the Japanese in Burma and Gandhi losing Miss Crane’s
admiration by extending what looked like an open invitation to the Japanese to
come and help him rid India of the British (Scott 1976:2). The first episode of
the series starts with the newsreel clip “Stand fast, India!” in which the Japanese
attack on Burma takes place and as the commentary states: the defence of India
has become of the most urgent duties among the urgent duties of Great Britain
and the United Nations. There is also reference made to the threat of Gandhi’s
violent nonviolence in Congress. The documentary presents the convoy of British
troops being brought in the defence of India. Throughout the first two episodes
we have six newsreels altogether, referring to the Japanese in Burma and to
the unrest and demonstrations in India. The use of the documentary material
becomes a stylistic device throughout the series. The newsclips not only provide
a clear historical background to the story, but as Brandt (1993:209) notices,
… they also reflect period attitude in their camerawork, editing style and commentaries. Seen
some four decades later, they carry an ironical subtext. Wartime certainties have softened in the
light of subsequent history; attitudes natural at the time now seem stilted and patronizing.

The decision to use the newsreel clips, with all the ironical subtext gives
the series that kind of distance which is achieved in the book by having the
narrator investigate Miss Manners’ case some twenty years after the actual
events had taken place. The characters interviewed speak about the events with
certain detachment, stressing the different perspective they have. Watching the
documentary material the viewers also get that kind of detached perspective,
which is not experienced during the non-documentary sections of the film.
There is one substitution in the plot elements, which could certainly
be labelled as puzzling. It concerns the character in the novel, with whom
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Hari Kumar’s acquaintance is abused by Merrick to keep Hari imprisoned. In the
novel that character is Mati Lal, a man Hari accidentally meets when applying
for a job at his uncle’s office. It later emerges that the man has been imprisoned
for political reasons and consequently escaped. He is the subject of an extensive
police manhunt, and Merrick uses that fact to accuse Kumar of being possibly
involved in some dissident activities. The television series does not include the
sections of the book referring to Hari’s searching for a job, hence excludes the
moment when he meets Mati Lal. However, so as not to change the main plot,
the role of Mati Lal, the dissident, was taken over by a character who exists in
the novel, i.e. Pandid Baba. What the novel and the film version of Pandid Baba
share, is teaching Hari Hindi and smelling of garlic, which discourages Kumar
from taking the lessons. The film Pandid Baba, as the series develops, emerges
as a Gandhi-like figure. However, he is never arrested or imprisoned; when
Hari is still in prison Baba is, for example, shown as having a conversation with
District Commissioner White. His unrestricted freedom seems illogical when
contrasted with Hari’s detention, unjustified as that detention is in both Scott’s
and the television narratives. The substitution of Mati Lal with Pandid Baba was
a solution resulting from the general condensation procedure, but it leaves the
viewers not only abhorred by Merrick’s abuse of power, but also puzzled by the
freedom enjoyed by the potential political culprit.
Detraction. As the plot of Scott’s The Jewel in the Crown contained in
roughly 451 pages has been squeezed into 170 minutes of the series, significant
reduction of elements of the plot was unavoidable. The most apparent example
of detraction is the part of the novel which focuses on Miss Edwina Crane, one
of the characters whose role in Scott’s narrative is much more prominent than
in the television production. While in the novel her part of the story takes up
most of Part One, in the film version she appears only at the end of the first
episode, when she is already in hospital after having been found on the road
having experienced an attack in which the Indian teacher who accompanied her
was killed and Daphne is asked to visit her in her room. In Scott’s story the
fact that the two women met is mentioned by sister Ludmila and we do not
have any reference to a detailed conversation between the two. The scene in the
film showing Daphne’s meeting Miss Crane is new and serves two purposes.
It takes place when the viewers are already familiar with Daphne’s infatuation
with Hari and the fact that the missionary lady was found on the road nursing
an Indian schoolmaster who had been with her, as one of the nurses puts it,
seems to be a warning for Daphne, foreshadowing the trouble to come. Miss
Crane’s conversation with Daphne becomes an occasion for telling a part of
the teacher’s story and for showing the picture becoming one of the crucial
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symbols for the series, namely The Jewel in the Crown. Hence, the subplot of
Miss Crane becomes reduced to a symbolic function: that of a helpless English
woman saying “There was nothing I could do”, whose role as a teacher and
a missionary in India finishes with a defeat. Miss Crane is mentioned once more
at the end of episode two, after Daphne’s rape and Hari’s arrest, when Daphne
already realises that she has lost Hari. Miss Crane’s suicide is retold by Daphne
to Dr Klaus. Again, Miss Crane and her story seem to function in the film version
only as a foil to the main plot, i.e. the story of Daphne and Hari. However, in
further episodes Edwina Crane is mentioned again as Barbie Bachelor’s friend
and her suicide in a circle of fire is recalled throughout the series.
Another part of the plot which has been reduced and condensed is the story
of Hari Kumar and his family. Although Hari remains one of the main characters
of the film version, we get his biography in a contracted form, including the most
significant facts, but giving the character a number of instances when he can release,
verbally, his frustration connected with his cultural displacement and the feeling
of otherness he experiences in India. However, Scott is much more generous with
information, providing the readers with Hari’s parents’ story and Hari’s problems
with finding a job in India. In the film all that is reduced to a number of sentences
appearing in conversations, as the producers of the series decided to start their
narrative with the events taking place in February 1942, excluding from the
chronological narrative Hari’s return to India. Despite the reductions, however,
Hari still is the most complex and tragic character of the early episodes of the
series, to which Art Malik’s acting skills and good looks contributed significantly.
Adjunction. As it has been mentioned above, in the series the original plot was
condensed rather than extended; hence there are not too many examples of new
elements being added. The scenes which appear in the film version as new are in
most cases those resulting from the condensation – what Scott develops into full
narratives or what appears in the fragmented narratives throughout the novel is
frequently reduced to one scene not present in the novel, but covering some of the
elements which would be missing otherwise. In the fifth scene of the first episode
we have an example of such an adjunction. We can see the police car going into
the city, over the river, across the bridge, knowing that Roland Merrick is inside it,
with Hari Kumar being arrested, for the first time, at the Sanctuary. They pass by
Daphne on her bicycle, Merrick salutes to her, she waves and smiles. The camera
follows Daphne riding off. The scene is Daphne’s first appearance, showing
her as travelling by bike, which will be crucial for the main events of the plot.
The next scene is set in hospital, which Daphne enters, talks to one of the
nurses and is identified as a new volunteer. That leads to Daphne’s introducing
herself to the Matron, who used to know her late uncle when he was a governor
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and that results in small talk about Lady Manners, Daphne’s aunt, being in
Rawalpindi at that moment. Daphne also mentions that she is staying at the
MacGregor House with Lady Chatterjee. We learn that Lady Chatterjee is
a Rajput princess and she entertains a wide circle of friends, both European
and Indian. The question about Daphne’s past is asked, she talks about driving
an ambulance in London during the Blitz. Daphne bumps into Anna Klaus
and is introduced to her. That scene, absent in the novel, makes it possible to
cover a number of issues relevant for the events to come and for providing
the viewers with the necessary background information, which in the novel
comes at various times and from multiple sources. Here, that one condensed,
short scene clarifies Daphne’s position to the extent necessary. We also get one
distinctive feature of Daphne signalled – that is her clumsiness connected with
short-sightedness, which results in her collision with Dr Klaus, a background
character who will provide Daphne with essential support after the rape.
The scene which follows is also a combination of information coming from
various sources in the novel. The setting is the MacGregor House and we witness
a conversation between Daphne and Lady Chatterjee. They talk about the glasses
which Daphne wears, and which Lady Chatterjee is very critical about. The
conversation becomes the source of information about doctor Anna Klaus’s
past and about her telephoning to inform Lady Chatterjee about the trouble
a young Indian had fallen into. In this way Hari Kumar’s existence is signalled
to Daphne. Daphne mentions seeing Merrick, which leads to a brief exchange
concerning that character. Lady Chatterjee calls him a chum, but she also states
that she has a feeling that he comes to the MacGregor house to pick things up.
As she says there are not so many places where a district superintendent of
police can mix with congress wallahs and hear their news. In the novel that
information comes from the omniscient narrator. The conversation switches
from Merrick’s good looks to Daphne’s family situation, the death of her father
and brother and her coming to India to find Aunt Ethel. The conversation ends
with Lady Chatterjee mentioning the party she wants to give and to invite Hari
Kumar to it. In that way most of the necessary information about Daphne has
been provided, as well as about the character of the relationship between her and
Lady Chatterjee. A form of a dialogue turns out to be a skilful and successful
operation in familiarising the audience with the necessary background.
Another type of adjunction would concern scenes which are chosen to have
a symbolic function. One such scene is that of Hari running across the bridge
while on his way to Daphne’s. The title of the episode is “Crossing the River”
and Daphne and Hari do talk about the river separating their worlds, and Hari
crossing it. The scene of Hari running over the bridge becomes a clear symbolic
illustration of the change taking place in Hari’s life.
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As indicated previously, the plot of the television production reduces the
amount of information concerning Hari and we do not gain the insight into
his actions that Scott provides us with. So as to make Hari’s infatuation with
Daphne more convincing to the viewers, two short scenes were added. In
one of them, Hari stops working at ten past five to look through the window
of the Mayapore gazette office to watch Daphne riding her bike on her way
back from hospital. His colleagues’ reaction suggests that they are aware of
his attraction to Miss Manners. The other scene is again an example of the
condensation of information contained in other places of the novel. Daphne
meets Hari in a Mayapore street, talking to Pandid Baba who reproaches him for
his apparent unwillingness to speak the language of his people. Daphne comes
up, interrupts them, and talks about the pictures for Aunt Ethel. When they enter
the photographer’s shop a white woman exits, casting them a critical look. The
scene serves a number of ends – it shows Hari’s connection to Baba, which
will be referred to during his interrogation, illustrates the mutual attraction of
Daphne and Hari and shows the critical attitude of the English towards mixed
couples, frequently complained about by Daphne in her accounts in the novel.
Another new element in the visual version of the narrative is telling the
story through servants as Tim Pigott-Smith notices in his commentary to the
first episode of the DVD edition. The directors in a number of cases start a
particular scene by showing the servant first, then following him with the camera
work. It is so in the case of most of the scenes set in the MacGregor House,
particularly so during the party. In a number of shots we see in the foreground
the servant pouring drinks and serving the guests, we see the gardener, when
Daphne shows Hari the garden, the scene of Hari’s visit to Daphne also includes
the role of the servant, first bringing food, then sitting patiently in the hall on
a chair, eventually lying down, which suggests the length of Hari’s visit and
creates a slightly comic commentary to it. The scene set in Merrick’s house is
another example, when we see his servant’s hands in the foreground, pouring
drinks, with Merrick in the background talking to Daphne. The camerawork
seems to stress the subservient position of the Indians, and almost allows the
viewer to adopt their position. Nor are they invisible to the filmmakers – the
other way round. Their presence in the foreground seems to be foreshadowing
the unrest to come and the approaching end of the Raj. In the novel there are
a few references to the servants and their position, but in the series starting
a given shot with the servant becomes one of the frequently used narrative devices.

The Characters
As it has been mentioned above, some of the characters of the novel
were reduced in the series to mere symbolic function (e.g. Miss Crane) or to
background characters of little significance (e.g. Brigadier Raid). The main
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characters, however, remained similarly constructed. I would like to refer briefly to
the characteristics of the main characters and to certain alterations or modifications
introduced in the film version.
Daphne Manners. In the novel the first description of this central character
comes from Lady Chatterjee, who describes Daphne as: good-natured but inept.
She was big and rather clumsy. She was always dropping things (Scott 1976:71).
Daphne’s nervousness is mentioned, manifested through the way she blinks
while speaking. Sister Ludmila’s description of Daphne is provided further
on and is similar: big, with the northern bigness of bone. I would not call her
pretty. But there was grace in her. And joy. In spite of certain clumsiness (Scott
1976:139). Daphne Manners, portrayed in the series by Susan Wooldridge,
meets the characteristics, being tall and far from graceful or beautiful. The
characters clumsiness and short-sightedness become a slightly comic element,
as it is in the novel, preventing Daphne from falling into the category of
a romantic heroine. Most of the characteristic traits of the protagonist created
by Scott are preserved, including Daphne’s use of self-deprecation. It seems
that most of the information about Miss Manners provided by Scott was in one
way or another incorporated into the film narrative, including her being more
determined than Hari to establish their relationship on a more intimate basis.
In the novel Lady Chatterjee says: It worried me a bit, the way Daphne seemed
to take to him, worried me because I couldn’t be sure whether he felt quite
the same way about her (Scott 1976:107). That sort of reserve is reflected in
the series as well, although Hari’s running across the river and his behaviour
afterwards show a more open interest in Daphne than the novel suggests.
Ronald Merrick. In the novel Ronald Merrick appears in other people’s
accounts, he does not speak for himself; there is no first person account of any sort.
He is described by Daphne as: fair-haired and youngish and has blue eyes and is
really awfully good looking but there was and still is … a distinct reservation …
(Scott 1976:99). That description does not exactly match Tim Pigott-Smith, who
plays the character in the production and, in 1984, was 38 years old. However,
he is unbelievably convincing throughout the series emerging as one of the
most memorable villains ever. The construction of that character, one of the
three leading roles, required some invention on the side of the filmmakers, as
in the novel we are not provided with an insight into Merrick’s motivation. The
series in a way much more obvious than the novel shows the encounters between
Merrick and Kumar in such a way, as to foreshadow Merrick’s homosexuality
which will be revealed in the last of the fourteen episodes (Merrick is the only
character who appears throughout the whole series). In every scene in which we
see Hari and Merrick the latter is staring at the former intensely. When Merrick
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sees Hari for the first time, the latter is half-naked, washing himself by the water
pump at the Sanctuary (the scene in the novel is described by Sister Ludmila).
When Hari is arrested after the rape he is interrogated naked, and whipped in
Merrick’s presence. Such a scene is not included in the novel, although we get an
account of another character’s interrogation in which he mentions being stripped
of his clothes and whipped on an iron trestle. During the scene of Merrick’s
interrogation of Kumar the Chief Superintendent talks about their relationship
being based on fear: Contempt on my side and fear on yours. He talks about
a relationship between the two of them not to be forgotten. There is a shot with
the two men facing each other; they are the same height and Merrick is staring
at Hari’s lips. His voice is stern, but his body language does suggest physical
attraction. There is another puzzling scene when Hari is tied to his bed and
Merrick brings him water. Merrick says there is no love between two human
beings, only power and fear. Hari is humiliated by being reduced to his animal
need to drink and say thank you to Merrick, who leans over the vulnerable Hari.
Those scenes are emotionally very intense and present Merrick as a man deriving
sadistic pleasure from exercising the power he has over Kumar. The relation
between Hari and Merrick is presented in such a way as to give the viewers
the impression that it is actually not Daphne that Merrick is jealous about and
desires, but Hari. In the novel the interpretation of Merrick’s behaviour is
provided by Daphne, Sister Ludmila and Lady Chatterjee, none of whom suggest
Merrick’s possible sexual interest in Hari. All of them view Merrick’s hostility
as resulting from his “grammar school boy” background and Hari’s upper class
upbringing or from his being appalled by Daphne’s mixing with an Indian. The
series goes a step further, revealing much more of Merrick’s “dark nature”.
Hari Kumar. Sister Ludmila describes Hari as a black-haired deep brown
boy … He was handsome in the western way, in spite of his dark skin (Scott
1976:120). Scott’s Hari and Daphne are in their early twenties. Both Art Malik
and Susan Wooldridge were 32 when the series was shown, and they looked their
age. That is a major inconsistency with the novel. Besides that, the actors and
the characters they play, match. Art Malik manages to convey Hari’s feeling of
cultural displacement in India, his anger and frustration, his gradual interest in
Daphne. Despite the fact that the viewers get less insight into Hari’s family history,
the way the character is constructed and played by Malik makes Hari Kumar
a memorable victim-hero, whose tragic lot will be referred to a number of times in
the remaining eleven episodes. In the novel we gain no insight concerning Hari’s
feelings towards Daphne, as we do not get access to any information in this respect
coming directly from Hari. We get the full account of Daphne’s experience, as
well as Sister Ludmila’s and Lady Chatterjee’s impressions. In other words, in
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the series Hari’s behaviour in the presence of either Daphne or Merrick had to
be to a large extent constructed anew and much more depended in this case on
how Art Malik decided and managed to convey Hari’s emotions. Nevertheless,
it has to be admitted that in the television series Hari gains more features of
a tragic romantic hero. The series includes a scene, not mentioned in the novel,
of Hari asking Daphne to give him one of the photographs of herself which she
plans to send to Lady Manners. Hari gets the picture, frames it and places it in
his room, which later on will evoke further suspicions of Merrick during the
arrest. Such a sentimental act, in an obvious way suggesting Hari’s attraction to
Miss Manners, was not Scott’s invention. It does result in making the tragic love
story, strongly understated in the novel, slightly more stereotypically romantic.
Lady Chatterjee. In the novel Daphne’s hostess’s presence is more conspicuous
and her characteristics quite detailed. She is mentioned for the first time in the
chapter devoted to Miss Crane, as: overwesternised, a bit of a snob, socially and
intellectually, who invited to the MacGregor House not only the British, but also
Indians of quite anti-British views. Form the point of view of the narrator, she was
getting the best of both worlds (Scott 1976:33). She becomes one of the narrators
in Part II. In the Granada production the character is played by Zohra Segal, and
despite her part being reduced, Lady Chatterjee’s presence is essential for the plot.
Sister Ludmila. The role of that character in the novel resembles that of
Lady Chatterjee. Sister Ludmila is one of the narrators, having known both
Daphne and Kumar personally, she also inadvertently becomes a facilitator of
some of the events in the plot. The fact that she helps the poor and collects the
dead from the streets makes her a Mother Theresa-like figure, in her long light
gown of thin grey cotton … and the wide winged cap of white starched linen
that sheltered her neck and her shoulders from the sun and could be seen on
the darkest night (Scott 1976:111). She is the same saintly figure with a strong
Russian accent in the performance given by Matyelok Gibbs. The goodness,
concern and wisdom, which are the qualities of Scott’s character, emanate from
the screen version as well and besides Daphne Manners, Sister Ludmila is the
only other character whose presence in the television version has not been
reduced much when compared to the literary text.

The Setting
Scott’s The Raj Quartet Indian locations are fictitious. In the first novel most
of the events included in the main plot take place in the city of Mayapore. In
the series the scenes taking place in the city are shot in two locations: Udaipur
and Mysore. As has been previously indicated, the interiors were created in
the Granada studio, Botany, in Manchester. Major locations in the first three
episodes discussed are both outdoors (streets of Mayapore, the Bibighar Gardens,
War Week Exhibition, the Sanctuary) and indoors (the MacGregor House, the
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hospital, Merrick’s house, the club, the temple, the office of the Mayapore
Gazette, the police station and Hari’s prison cell). The image of India we get
in the first three episodes is not attractive. The overall impression is depressing
– we get the poor in dirty streets of Mayapore, contrasted with the MacGregor
House, richly furnished in a strongly European style. India in the whole series
is not a postcard picture, and neither was Scott’s vision of India intended to be
so. In the novel we get descriptions of the streets of the poor part of Mayapore,
which abhorred Hari. In the film such images are reduced to a few scenes only
(Daphne’s trip to Aunt Shalini’s flat, her cycling through the city, Sister Ludmila’s
collecting the sick and the dead in the streets). Even the visit to the temple,
which Daphne makes Hari organise, presented from Daphne’s perspective,
seems to be more an anxiety-evoking incident than an inspiring experience. Scott
deromanticizes India on the verge of political change, and the way the setting is
presented in the television series seems consistent with the novelist’s intentions.

Final remarks
Denis Forman ends his Introduction to The Making of The Jewel in the
Crown hoping that the series would do justice so far as television can to Paul
Scott’s Raj Quartet (1984:9). I believe it does. There are critics who claim
that an adaptation of a literary text is successful when it replaces the memory
of the original text not only for individual readers/viewers, but also for
a given community familiar with the text (see Ellis 1982). Evaluated in such
terms the television series discussed scores very highly among adaptations.
The first three episodes being the subject of my discussion herein, covering
the original first novel, must have been a bit of an odd introduction to the series
for viewers who were not familiar with the four novels. In the third episode
Daphne dies and the story is moved to focus on the Layton family, with Sarah
Layton becoming the main protagonist. The viewers have to wait quite a while
to see Ronald Merrick as the character who connects the fragmented story.
“The Manners case” is not forgotten, but the focus of the plot is entirely altered.
Disappointed or not, the audience remained faithful to the production to the very
end of the series, as the statistics indicate. However, it seems that those three
episodes not only exerted sufficient influence on the audience to make them
watch the whole series, but also Hari and Daphne’s story seems to be better
remembered than other characters’ appearing in the series. A simple example can
be provided through reference made to a review included on screenonline.org.uk,
authored by Naman Ramachandran, who summarizes the whole series as follows:
Critics and commentators heralded the programme as evidence of the rebirth of quality
drama on British television… The production’s success owes much to its careful rendering of the
three main characters. Ronald Merrick as played by Tim Pigott-Smith, … Hari Kumar (Art Malik)
and the naïve and curious Daphne (Susan Wooldridge).
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We could assume that either the reviewer was ignorant enough not to
have watched the whole series before reviewing it, hence he does not refer
to any other “main characters”, or, as I would argue, the emotional intensity
of the first three episodes and the tragic love story contributed to Naman
Ramachandran’s ignoring the remaining part of the plot with other interesting
performances, including that of renown Peggy Ashcroft playing Barbie Batchelor.
The series proved to be more popular than Scott’s novels ever had been,
bringing Granada more revenue than expected. As McLuskie in his review of the
whole series rightly notices that although the television adaptation was a more
conventional version of the story and Scott’s narrative did get flattened out, the
production managed
to hold on to some of the formal complexity of the novels … giving the serial a heavy,
ponderous quality… All in all, Jewel in the Crown proved to be a challenging text and demanded
from its audience an unusually high degree of commitment and perseverance.

McLuskie also states that in 1990 the serial was screened at the National
Film Theatre as part of a season called “Good-by to all this”, being described as
the title everyone reaches for when asked for a definition of ‘quality television’.
It is no longer broadcast anywhere, but a new remastered edition appeared on
DVD in 2008 as a special, 25th Anniversary Edition, becoming not only a record
of the English attitude to the last years of the Raj, but also, to quote McLuskie
once more, representing the golden days of pre-deregulation quality television.
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CREATION MYTHS AND EVOLUTION:
FABLES, FICTION, FILMS AND ‘FACTS’
HOW FAR HAVE WE COME?
Myths are not lies. Nor are they detached stories. They are imaginative
patterns, networks of powerful symbols that suggest particular ways of
interpreting the world. They shape its meaning (Midgley 2003: 1).
Throughout human history we have told stories of who we are and where
we came from: creation myths. Forces of nature and our own motivations were
brought to life as the heroes and villains of cosmic dramas. Today we still see the
patterns of those stories continued in books and films, which not only entertain
us but also serve the same psychological function as the myths they emulate.
However, for many people in Western society, creation myths themselves
are gone, replaced by an objective, factual account of how we evolved.
And this, many claim, is something radically different from what has gone
before. Science has directly accessed the laws of nature instead of telling
comforting stories. This paper tests the reality of that claim by comparing
the creation myth patterns, that can still be found in fictional stories, with the
stories of how we evolved and how that process was discovered and established.

The Stories we Love to Hear Again and Again
Booker (2004) has noticed that in literature and film there are some basic
stories that are repeated in superficially different forms again and again. Not
only are there remarkable similarities of the central religious myths of various
cultures, as Sir James Frazer showed in The Golden Bough (such as the god who
dies and is reborn), but essentially the same folktales turn up in places spread
across the world (with over 1000 versions of Cinderella alone). The existence
of such ‘archetypal’ stories that people found appealing was already noted
by Dr. Johnson who wanted to write a work1 showing how small a quantity
1

153

But he never fulfilled the ambition, being too busy with his dictionary and other projects.

of real fiction there is in the world; and that the same images with very little
variation, have served all the authors who have ever written (Booker 2004, p.8).
German ethnologist, Adolf Bastian (1826-1905) first suggested that the human
mind works in certain grooves and ‘elemental ideas’, which account for the
similarities of myths and folk tales. Booker suggests that in Jung’s concept of
‘archetypes’, the ancient riverbeds along which our psychic current naturally
flows, the basic meaning and purpose of the patterns underlying storytelling can
be found (Booker 2004: 2). He has identified seven basic plots that seem to be
repeated in an astonishingly wide selection of stories from ancient and classical
literature to Hollywood films. They are described as follows:
Archetypal Plot

Description

Overcoming
the Monster

A hero is called to destroy a monster that threatens a
community.

Rags to Riches

A young, unrecognized hero is eventually lifted out
of obscurity, poverty and misery to a state of great
splendour and happiness.

Voyage and Return

A hero is abruptly transported out of their normal
world into an abnormal world, and eventually back
to where they began.

The Quest

A hero is pulled towards some distant, all-important
goal, usually being drawn into particular episodes on
the way, but not detracting from his overall purpose.

Comedy

Not necessarily a funny story, but one dominated by
confusion and misunderstanding that the hero must
resolve by the end.

Tragedy

A series of chaotic and tragic events threaten to overwhelm the hero who tries and fails to find a way to
overcome them.

Rebirth

A hero goes through a transformation to survive and
succeed in a new world.

Booker suggests that stories are appealing when they adhere to at least one
of these seven plots2, while stories that break from these models are found to
be less satisfying. He identifies several detailed stages that each plot follows in
copious examples from works of fiction. Perhaps the three plots, of Booker’s
seven, that have in the last two centuries been most popular are Overcoming the
Monster, Rags to Riches and Voyage and Return, which go as described below.

2
More than one basic plot is possible in one work; Tolkien’s Lord of the Rings
employs all seven.
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Overcoming the Monster

Rags to Riches

The Overcoming the Monster story is very well known: there is a superhuman
embodiment of evil, in human or other form, it threatens to destroy the hero,
community or even the whole world, but it often possesses a great prize. The
hero must confront the monster using some magic weapons usually in its lair. It
seems the hero cannot win and will be destroyed, but at the last moment there is
a dramatic reversal and the monster is slain. The hero wins a great prize for
liberating the community/kingdom from the monster (Booker 2004: 23). The
stages are as follows (Booker 2004: 48):

In these stories, a young hero/heroine, not valued by anyone around them, is
living in difficult circumstances. They are sent out into the world to have a series
of adventures that transform them. They emerge from their previous wretched
state to be admired in a high position, with power or high marriage (Booker
2004: 52). The stages are (Booker 2004: 65-66):

Stage
Anticipation

Description
The monster casts a shadow over the community and the hero
receives the ‘call’ to fight it.

Stage

Description

Initial wretchedness at
home and the ‘call’

We see the young hero or heroine in their lowly state, usually at
home, overshadowed by malevolent, dark figures. Something happens to send them out into the wider world.

Out into the world,
initial success

They go through some ordeals with limited success, but they are not
yet ready for their final state of fulfilment.

Central crisis

Everything suddenly goes wrong, shadows return, the worst moment
in the story.

Dream

The hero prepares and things seem to go well.

Frustration

The hero faces the monster in its awesome power, seeming tiny
against such a supernaturally strong opponent.

Independence and
the final ordeal

They emerge from the crisis and we begin to see them in a new light,
this leads to a final ordeal.

Nightmare

A final ordeal in a terrible battle that the monster seems sure to win,
but at the climax there is a dramatic reversal.

Final union, completion and fulfillment

The reward is a state of loving union, they succeed to some ‘kingdom’: a domain over which they will rule wisely and well. It is
a perfect state of wholeness lasting indefinitely into the future.

Thrilling escape
from death and
death of monster

A fatal blow overthrows the dark power, the community is liberated
and the hero emerges in his full stature, rewarded with a great prize.

This story has been told in, perhaps, millions of superficially different forms,
including: the ancient Mesopotamian Epic of Gilgamesh; many Greek myths,
such as the adventures of Odysseus, Perseus and Theseus; Jewish stories like
David and Goliath; Norse, Germanic and Celtic epics, such as the Volsunga Saga
(later adapted by Wagner) and Beowulf; Christian European legends such as
George and the Dragon; children’s nursery rhymes like Little Red Riding Hood,
Hansel and Gretel, Jack and the Beanstalk; post-Enlightenment literature such
as the Romantic Castle of Otranto and Frankenstein; late-Victorian novels like
Dracula, The War of the Worlds; and countless twentieth-century films and novels
from King Kong through Day of the Triffids and Quatermass to Jaws and Star Wars.
The ‘monster’ may not be literally a gruesome, terrifying supernatural
creature but a person or group, like Uncle Ralph in Nicholas Nickleby, Nazi
Germany in many war films, an outlaw gang in Westerns (e.g. The Magnificent
Seven, High Noon), Lady de Winter in The Three Musketeers, Moriarty in
Sherlock Holmes stories and each of James Bond’s arch enemies.
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Rags to Riches stories include: King Arthur, Joseph of Genesis, Pygmalion,
David Copperfield, Great Expectations, Moll Flanders, Jane Eyre, Superman,
Rocky, Popeye, Cinderella, Aladdin, Puss in Boots, The Ugly Duckling, Charlie
Chaplin’s Gold Rush, The Benny Goodman Story.
At the end the heroes
are not exactly the same people that we saw, unhappy, confused and rejected, in the earlier
scenes of their stories. What has happened to them is that they have at last revealed or developed
what was potentially in them all the time. They have matured. They have grown up. They have fully
realised everything that was in them to become. In the best and highest sense, they have become
themselves (Booker 2004: 56).

The hero’s emergence from the shadows is rarely presented as a simple,
unbroken climb. In fact there is usually a particular moment when, after an
initial improvement … they suddenly hit a new point of crisis (Booker 2004: 57).
This crisis punctuates two halves of the story: first emerging from childhood
with some success, then, after the crisis, dealing with a greater problem and
becoming truly independent and developed.
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Voyage and Return
Here, the hero/heroine journeys out of their normal surroundings into another
world, completely cut off from the first, where everything seems disconcertingly
abnormal. This strangeness may be exhilarating at first, but gradually
a shadow intrudes, threatening the hero. The hero finally escapes back to the
safety of the familiar world (Booker 2004: 98). The journey may be to a land
far from the civilized world or to some imaginary or magical realm. Unlike The
Quest there is not necessarily any goal that is sought in the other place; rather its
effect on the hero comes as a surprise. The hero begins in a limited state, then
as they explore, they feel their horizons expanding followed by the shadow that
once again constricts them. At the climax, the hero overcomes this constriction.
The stages are (Booker 2004: 105-106):
Stage

Description

Anticipation stage
and ‘fall’ into
another world

The hero is in a state that lays them open to some
shattering new experience. Their consciousness is
in some way restricted. They are young and naïve,
curious and bored. They are taken to a strange
world.

Initial fascination or Dream

Their exploration of this new world is exhilarating,
as it is puzzling and unfamiliar, but they can’t feel
at home.

Frustration

Gradually frustration, difficulty and oppression
take over. A shadow becomes increasingly alarming.

Nightmare

The shadow becomes a serious threat to the hero’s
survival.

Thrilling escape
and return

They escape back to the world they started in. The
question is: how far have they learned or gained
from their experience? Has it fundamentally
changed them?

Examples of Voyage and Return stories include: Orpheus’s Journey to the
Underworld, The parable of The Prodigal Son, The Tempest, The Rime of the
Ancient Mariner, Robinson Crusoe, Gulliver’s Travels, The Time Machine,
Journey to the Centre of the Earth, 20,000 Leagues under the Sea, The Lion,
the Witch and the Wardrobe, Alice in Wonderland, Peter Pan, The Lost World,
The Lost Horizon (about Shangri-La), The Wizard of Oz, Goldilocks and
the Three Bears, The Lord of the Flies, The Tale of Peter Rabbit, Gone with
the Wind and many twentieth-century stories of voyages to other planets.
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The journey can also be to a different social milieu, e.g. Waugh’s Scoop,
Decline and Fall and Brideshead Revisited. Also Hartley’s The Go-Between
(which gave us the line: the past is a foreign country; they do things differently
there). The journey can even be into a different identity, such as Vice-Versa and
The Golden Ass. This kind of tale became noticeably more evident in Western
literature after the Renaissance, during the ages of the great European voyages
of discovery to every corner of the globe: and this was particularly true from the
eighteenth century onwards (Booker 2004: 89).

Is the Truth Really Stranger than Fiction?
So, as far as fiction is concerned, we know what we like and we like what
we know. However, as children of the scientific age, we are less romantic when
it comes to facts, aren’t we? Although The Benny Goodman Story, mentioned
above in the Rags to Riches plot, was based, as they say, on a ‘true story’, it is
fascinating to see how the scriptwriters chose to arrange their material to make
it into a satisfactory story for the screen (Booker 2004: 59). A poor Jewish boy
in the slums of Chicago takes up the clarinet and is discovered by a wise old
teacher. He eventually becomes leader of his own band playing (at the time)
unconventional jazz music. His initial success is followed by a crisis as they find
they have developed their music beyond the public taste. A make-or-break tour
sees audiences dwindle until their final concert in Los Angeles. The huge crowd is
bored by the straight dance music they play, so they decide to go out fighting and
play their hottest music. The crowd cheers and ‘swing’ has finally won acclaim.
The film ends with a glorious concert in Carnegie Hall and Goodman’s marriage
to an upper-class lady. In fact that ‘climax’ concert had taken place eighteen years
before the film was made, so in order to tell the still-living Benny Goodman’s
story in an appealing way, almost two decades of his life were cut out: the special
demands of fiction had taken over from factual biography (Booker 2004: 60).
Actually, the authors of fiction are not the only story-tellers. Through
newspapers or television, our news is presented to us in the form of ‘stories’. Our
history books are largely made up of stories … These structured sequences of
imagery are in fact the most natural way we know to describe almost everything
which happens in our lives (Booker 2004: 2). Bede was in large part the first
great English historian due to the fact that he was a consummate story-teller
(Schama 2000: 49). Natural history too is made up of stories about how we
came to be who we are. The theory of evolution is not just an inert piece of
theoretical science. It is, and cannot help being, also a powerful folk tale
about human origins (Midgley 1985: 1). The scientific age is just a couple of
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centuries old; humanity about one million years and life on earth around three
billion. Our scientists have not much more than some fossilised parts of a tiny
minority of creatures to base their theories on. With so little actually known
about what really happened over the history of life on earth, there is enormous
scope for telling a story that appeals to our deeply ingrained archetypes. So
is it possible that our view of evolution has been affected by those grooves,
elemental ideas and archetypes into conforming to the same story patterns?

The Voyage of the Beagle
We all know the story. Charles Darwin, rather than training to be a pastor,
went on a voyage around the world as the naturalist on the HMS Beagle, and
he had his ‘eureka’ moment on the Galapagos Islands, as he was immediately
struck by the diversification of the animals and plants (especially the finches and
giant tortoises). He systematically collected specimens and left the Galapagos on
a mission to change the world with his revelation. He had discovered evolution,
and he was the first to describe the mechanism that causes it – Natural Selection,
which he was convinced was the only mechanism of evolution. When he published
his theory nobody had suggested that life gradually evolves before, so he singlehandedly changed the way we think about ourselves and the natural world.3
He actually published the first paper on natural selection jointly with
Alfred Russell Wallace, who had made the same discovery and written to him
describing it. So, when two scientists, Darwin and Wallace, make the same
discovery at the same time (and another beat them both to it), how is it that one
becomes hailed as a genius and a national hero and the others remain unknown
except to students of evolution? The answer lies in the power of the narrative.
From the very beginning, the appeal of the romanticisation of Darwin’s journey
was clear. Darwin’s tutor, Adam Sedgwick, believed that it was the best thing in
the world for him that he went out on the Voyage of Discovery4 – There was some
risk of his turning out an idle man: but his character will now be fixed, and if God
spare his life, he will have a great name among the Naturalists of Europe (Desmond
and Moore 1991: 190). Here, then, we have three crucial elements of the Voyage
and Return story: mundane life; physical and mental journey; then return to glory.
3

In fact, he didn’t see the Galapagos Islands as important when he was there, was not
struck by the finches and tortoises, specimens of which he failed to label (finches) and ate
(tortoises); many others had proposed evolution (including gradual evolution) before this
time and one, Patrick Matthew, had proposed the mechanism of natural selection. Darwin, in
his Origin of Species, also included two other mechanisms, which he often spoke of as having
more potency than natural selection.
4

159

Dramatising Capitals in the Original.

After five years, Darwin returned to England from the Voyage of the Beagle.
But was it the same Master Charles? Five years and a world separated him from his old
flustered, directionless, insecure self. There was a new confidence, a new earnestness; he had
survived on his wits in inhospitable climes, encountered wars and savages, and trekked across the
Andes. He was pleased just to be alive. He had become his own man, thinking for himself, confident
enough to challenge authority. He had made his mark, proved his worth, and he was proud of what
he had achieved. It made him the centre of family attention and he loved it. For the first time he had
the unqualified approval of his loved ones. He was scarcely the same person; he had undergone his
own reform (Desmond and Moore 1991: 196).

The story matches, point by point, the framework for a classic Voyage and
Return tale:
1. Anticipation stage and ‘fall’ into another world – Darwin is ‘young
and naïve, curious and bored’ with a very mundane existence and is quite
unenthusiastic about the choices available to him. He decides to join the Beagle.
2. Initial fascination or dream stage – Darwin experiences the exhilarating
strangeness of the other place, especially the Galapagos with its unique forms,
but he is immediately and permanently homesick.
3. Frustration stage – he realises that what he sees and concludes is disturbing
to his own faith in God.
4. Nightmare stage – danger comes in the form of the realisation that
Darwin’s theory will bring him into conflict with the Church.
5. Thrilling escape and return – Darwin excitedly returns home a different
person with a mission to share his revelation with the world. He achieves fame
and high status as a result of his adventure and his work following it.
Table 1 (pages 263 -4), shows a more detailed comparison of the Voyage of
the Beagle story with fictional Voyage and Return stories.

The Evolution Debate
Darwin knew that the search for a biological theory of evolution would be
a far more dangerous voyage of discovery than the Beagle’s had been, and
anyone undertaking it would stir up a ‘host of prejudices’ (Desmond and Moore
1991: 214). It would require intellectual courage and … a bull-headed character
(Desmond and Moore 1991: 221). We see, then, a psychological journey
following from the physical one.
The story doesn’t end with the publication of the Origin of Species. Most
people have heard of the subsequent debate between ‘Darwinian Evolutionists’
and ‘Biblical Creationists’ for acceptance of Darwin’s ideas. The story goes that
after Darwin published the Origin in 1859, ‘Darwin’s Bulldog’, T.H. Huxley,
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exclaimed ‘How stupid of me not to think of that!’ and he argued for Natural
Selection in a famous debate with Bishop Wilberforce. Huxley won a victory
for science over religion, which Darwin was happy to see. Darwin ended his life
a committed atheist; however, he would have been happy that he was given
a state funeral in Westminster Abbey5.
The story, then, becomes another of Booker’s archetypal plots: Overcoming
the monster, with Darwin and Huxley cast as the heroes fighting the spectre of
Religion. Once again it is interesting to compare the history, as it is presented,
with the details of the archetypal story. This version of the story goes as follows:
Anticipation stage – established and powerful Christian religion condemns
evolutionary thinking as dangerous; Darwin is called to face the enemy.
Dream Stage – scientists give enthusiastic support for Darwin’s theory.
Frustration stage – Darwinists face opposition from religious leaders and
some scientists.
Nightmare stage – Huxley goes to face the Bishop in his territory (or ‘lair’),
Oxford University. It seems too difficult to overcome him and his local support.
Thrilling escape from death and death of the monster – the debate is
spectacularly won, mankind is liberated from superstition; Darwin wins a great
treasure (status as the greatest natural scientist, burial in Westminster Abbey).
The so-called debate between T.H. Huxley, in the Darwinian corner
and Bishop Wilberforce, in the Creationist corner at a meeting of the British
Association for the Advancement of Science in Oxford in June 1860, is often
described as being the key moment in the acceptance of evolution. Wilberforce
allegedly asked Huxley whether it was on his grandmother’s or grandfather’s
side that he was descended from an ape, to which Huxley retorted I would rather
have a miserable ape for a grandfather [than] a man highly endowed by nature
and possessed of great means and influence and yet who employs these faculties
and that influence for the mere purpose of introducing ridicule into a grave
scientific discussion (Desmond and Moore 1991: 497).6
Huxley was exploiting the Origin to wrench science from ecclesiastical
control [with] his stock-in-trade metaphors – about clerical opposition being
‘crushed and maimed in every battle’ since Galileo’s day. They were Canutes of
5

In fact this entire story is false: Huxley never believed in Natural Selection; there was no
set-piece debate between Huxley and Bishop Wilberforce in Oxford; there were scientists and
religious ministers on both sides of the arguments; Darwin wanted peace between science and
religion; he never quite became an atheist; and he clearly wanted to be buried in the family plot
and eaten by the worms that he studied.
6
However, the only original source of this story is a letter written by Huxley himself bragging to Darwin and clearly exaggerating his role and impact.
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the hour enthroned in solemn state, bidding the great wave to stay (Desmond and
Moore 1991: 489). He wrote: Listen to those who would silence [science] and our
children will see the glory of England vanishing like Arthur in the mist (Desmond
and Moore 1991: 489). However Darwin thought the flashy rhetoric so much
‘time wasted’. The talk should have been on the Origin’s arcana, not Canute and
Arthur (Desmond and Moore 1991: 489). Just as new science is built on earlier
science, Huxley built a new myth on older myths. Both Canute and Arthur had
been reinterpreted to suit later times, just as Huxley was doing to Darwinism now.
Canute actually wanted to demonstrate to his sycophantic ministers that he was
a mere mortal, not a god, by failing to hold back the tide; but the Anglo-Saxons
preferred to tell a story about a stupid, arrogant Viking (their enemy) who really
thought he could do it. The story of ‘Arthur’, of course, had been massively rewritten
and embellished beyond any recognition of the original real-life inspiration.
Huxley hated Wilberforce so intensely that he was even able to take sufficient
pleasure from his death, when he was thrown from his horse, to joke, For once
reality and his brain came into contact and the result was fatal (Desmond and
Moore 1991: 601).
The supposed Huxley-Wilberforce ‘debates’ survive in the popular
imagination alongside their sequel, the Scopes Monkey trials. In 1925, biology
teacher John Scopes was put on trial in Dayton, Tennessee for teaching evolution in
a high school class. William Jennings Bryan, a powerful Democratic politician,
led the prosecution team arguing for the truth of the biblical story of creation.
The trial was a media sensation, broadcast live on radio and reported on by noted
journalist H.L. Mencken. His trial reports were said to be heavily slanted against
the prosecution and he mocked the town’s inhabitants as yokels and morons. He
called Bryan a buffoon and his speeches theologic bilge. In contrast, he called
the defense eloquent and magnificent (Larsen 2004: 211). When Bryan died later
that year, Mencken wrote an obituary reminiscent of Huxley’s bilious memorium
of Wilberforce, calling him a quack pure and unadulterated (Mencken 1925).
Table 2 (pages 265-6), shows a more detailed comparison of the Evolution
debate with fictional Overcoming the Monster stories.

Human Evolution
What are the implications of this theory for our view of the way humans
evolved? In one version of human evolution, our ancestors are living a peaceful life
in the trees when the monster of competition casts a shadow over them. The heroic
males lead them to a new life on the open plains with initial success (enough to
convince them to make the move). There they meet terrifying new opponents such
as fierce big cats who they have to fight and compete against. Finally by adapting
to create bipedal walking, tool-making, speech and intelligence the humans
prevail and create a thriving community with themselves at the ‘top of the food
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chain’. The story we have told ourselves of how ‘humans’ evolved from ‘animals’
has remarkably similar structure to Booker’s Overcoming the Monster plot.
Another way of telling the story of human evolution starts in the wretched
state of the tree-dwelling primate ancestor who hears the ‘call’ to leave the trees
and go onto the open plains. Again they had to have found some success to
persuade them to stay there. Life then becomes harder as our heroes have to
live in the heat of the African day, and with fierce predators, without the shelter
of the forest. Gradually they adapt to the new situation and start to gain more
and more control over their lives. They finally become fully human and are
united with God at the top of the Ladder of Life, no longer just an animal but
a divine creature, chosen by God. It is Booker’s Rags to Riches plot, summed
up perfectly by this quote from Franz Kafka’s Rags to Riches story, The Castle,
where his hero was, for the moment, wretched and looked down on, yet in an
unimaginable and distant future he would excel everybody (Booker 2004: 51).
Both of these plots suit the feelings we have about our ancestors. On the
one hand, they were ‘primitive’ and ‘animal-like’, so we prefer to see them as
wretched or simple at the beginning. On the other hand, they made us, so they
have to go through the heroic transformation necessary to achieve our elevated
position. This is the story that has been told ever since Darwin’s The Descent of
Man told an armchair adventure of the English evolving, clambering up from
the apes, struggling to conquer savagery, multiplying and dispersing around
the globe … A romantic pedigree [that] suited [the reading classes], an epic
genealogy … a family saga (Desmond and Moore 1991: 579-80).
Tables 2 and 3 (265-8), show more detailed comparisons of the story of
Human Evolution with fictional Overcoming the Monster and Rags to Riches
stories.
In getting carried away with this story, evolutionists contradict Darwin’s
key insights: that evolution is gradual, with no goals and that humans are subject
to nature’s laws like any other animal. The first apes to walk on two legs were
imagined, however subconsciously, as having an end in view; a goal that would
not be achieved in their lifetime, or even many thousands of years. According
to this way of thinking, humans are an exception to the Darwinian rule, applied
mercilessly to other animals. The heroic myth of humans taking control of their
own evolution and putting themselves on a path to the development of a superior
form, places them back on the top of the Great Chain of Being; still comfortingly
above the animals, due to having transcended the normal laws of nature to
develop features that make us different from them in kind, not only in degree.
Through almost the whole of the twentieth century, anthropologists’ theories
were dominated by the savannah-based model that matches the two plots
described above. This said that humans divided from apes as a result of moving
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to open grassland, where a harsh environment presented many challenges
prompting upright-walking, bigger brains and tool-use leading to modern
humans. In this view, hunting, carried out by males, played an important role in the
transformation of the human species (Morgan 1997: 14-15). It creates an image of
a heroic, risk-taking, sophisticated, meat-eating, promiscuous, warrior as the key
player in our evolution. Despite the fact that this model has been discredited by
fossil finds as far back as one known as ‘Lucy’ in 1974, this story of our evolution
still dominates the popular imagination, partly because scientists continued to
find it attractive and ‘useful’. Why?
Well, the caveman heroes of the savannah theory look very much like the
‘Rakes’ of the late-seventeenth century. They were typically wild, witty, sexually
irresistible aristocrats, predominant in the English Restoration period at the
court of Charles II. This ‘Merry gang’ of courtiers combined riotous living with
intellectual pursuits and patronage of the arts; they were known for drinking,
womanising and witty conversation, also being inveterate gamblers, brawlers
and duellists (Weber 1986). Rakes continued in the eighteenth century Hell Fire
Club (and Darwin’s inspirational grandfather, Erasmus), and even in Darwin’s
time at Cambridge the aristocratic ‘varmints’ behaved in similar ways. Though,
of course, these were real people, there is a large fictional element in their stories
as there surely was considerable exaggeration and invention of their exploits.
Darwin’s mixed feelings about our ancestors probably coincided with
his feelings about Rakes (and his own grandfather). They both behaved in
animalistic ways (brutal savages, promiscuous brawlers), enjoyed life (risktaking, meat-eating) but had some positive aspects (sophisticated, heroic).
Above all, even while you condemn their immorality, you must admit that
they were successful. The Rakes dominated society in powerful roles and our
ancestors won the struggle to survive and reproduce. The savannah hero and
the seventeenth-century Rake were both base, immoral, womanising, violent,
dangerous carnivores, but they knew a lot about painting (cave or canvas)
and science (fire-starting or physics). Darwin seems to have projected the
popular image of the Rake onto his description of our early ancestors; and for
over a century palaeontologists have been interpreting the bones to fit a myth.

Conclusions
The trilogy of stories that we have been told, and largely believed, about how we evolved,
how that knowledge was gained and how it was established as scientific truth, all bear remarkable
similarity to millions of other stories we have told ourselves for the simple pleasure of hearing
them. This is a rather unlikely coincidence: for so many points of each set of stories to match.
Where has this connection come from? If we really did evolve in the ways described above, then
perhaps a memory of that has inspired our stories, including the ones about evolution.
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However, if the scientific history, as we perceive it, has copied fictional plots and heroes,
rather than vice versa, then it appears that our theory of evolution may somehow function as
a creation myth: a story we like to believe about who we are and where we came from. We generally
accept it, not because we have seen evidence to support it, but because it feels right. They say that
‘truth is stranger than fiction’. Surely the strangest ‘truth’ is one that seems to look exactly the
same as fiction.

Tables: A comparison of the structure of fictional stories and evolution.

Sebastian
becomes a drifting alcoholic.

Darwin feels he
is forced to a
conclusion that
conflicts with
his previously
held beliefs.

Crusoe must
learn to survive.

The Queen finally
orders Alice’s
execution.

Charles enters an
unhappy marriage.

Darwin’s
thoughts
bring him into
conflict with
the Church.

Thrilling
escape

Crusoe is finally
rescued by an
English ship.

Alice wakes up
from a dream.

Julia breaks off
their engagement.

Darwin is
happy to return
at last, with his
specimens.

Return (to
familiar
world a
changed
person).

Crusoe had found
God. Presumed
dead he had been
cut out of his
father’s will.

Alice has discovered her inner
strength. Crying
at the start turned
to standing up
to characters.

Charles has
become an army
officer and an
architectural artist.

Darwin spends
twenty years
digesting what
he has seen
to formulate
his theory of
evolution.

The ‘prize’

Crusoe goes to
Lisbon to collect
28 years’ profits
from his plantation and returns
to England rich.

Alice’s sister
speculates on the
future life Alice
would have –
telling stories to
her children.

The reopening
of the chapel at
Brideshead shows
Charles that God’s
plan has worked.

Darwin is
proclaimed
a genius and
the father of
natural science.
He is buried
in Westminster Abbey.

Crusoe is shipwrecked on a
deserted island.

Alice meets the
Queen of Hearts
who is very
quick to order
executions.

Nightmare
stage

Frustration stage
/ ‘Shadow’
appears

Table 1: Voyage and Return
Booker’s
Elements

Anticipation stage

‘Fall’ into
another world

Initial
fascination /
Dream stage
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Robinson
Crusoe

Crusoe’s
parents want
him to pursue a
career in law.

Crusoe sets sail
on a sea voyage
(in 1651).

Crusoe has many
adventures. He
eventually owns
a slave plantation in Brazil.

Alice in Wonderland

Alice is sitting on
a riverbank with
her sister, bored.

Alice follows
a white rabbit
down a hole into
a strange world.

Alice meets
many strange
creatures and
takes part in many
strange events.

Brideshead
Revisited

Charles Ryder is a
student at Oxford
University.

Charles has a
strangely intense
relationship
with Sebastian

Charles becomes
close to Sebastian’s family,
especially his
sister Julia.

Voyage of
the Beagle

Darwin living
an unremarkable life,
destined for the
priesthood.

Darwin is
given a place
as a naturalist
on the Beagle
and sails round
the world.

Darwin sees
the bizarre
creatures of
the Galapagos
(giant tortoises etc.)
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‘Dream’ stage
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Beowulf
decides
to fight.

Beowulf
prepares and
sets out with
companions.

Jack and his
mother live a
very simple
life in poverty.

Luke lives
with his aunt
and uncle on
a lonely farm.
He dreams of
future glory as
a space pilot.

Darwin makes
slow progress
studying various organisms.

Humans’
ancestors
living in
trees.

We see Darth
Vader, hidden in black
armour.

Darwin is
warned (by
his wife and
others) that his
theory contradicts God and
the powerful
Church.

Environmental
crisis and
competition.

A huge giant
stalks the
land stealing
treasure.

Jack decides to
climb a magic
beanstalk to
the giant’s
castle.

Jack enters
the castle
and manages
to take a lot
of treasure
that had been
taken from
his family.

Luke receives
the call to
rescue Princess Leia.

Luke is given
the mystical
weapon (light
sabre), learns
of the ‘force’
and assembles
his team to go
to the rescue.

T.H. Huxley
Brave indicries ‘How
viduals lead
stupid of me
them down
not to see that’.
from the
Decides to protrees and go
mote Darwinto the plains
ian evolution.

Darwin finds
support from
many scientists
and works
to complete
his book.

Life on
the plains
seems easier at first.

Frustration stage

Human
Evolution

The giant
awakes and
discovers Jack.

The work is
increasingly
laborious
and timeconsuming.

Harsher
environment and
more competition.

Humans’
problems
coping in
the new
environment come
to a head
in a crisis
where they
struggle to
survive.

Humans
find ways
to compete
using tools
and fire.

After defeating Grendel,
Beowulf
discovers
that his even
more powerful mother
is angry.

The giant
chases Jack out
of the castle
and towards
the beanstalk.

The heroes
are pursued
through the
‘Death Star’
and Kenobi
dies in a duel
with Vader.

The religious
backlash
comes to a
head. Darwin’s
wife fears
for his soul,
many of his
former tutors
are against
him. A debate
is organised.

Grendel’s
mother is
finally slain.

After escaping
they prepare
Jack is chased
an attack of
down the beanthe ‘Death
stalk but cuts it
Star’, sucdown, killing
ceeding at the
the giant.
last moment
with the help
of the ‘force’.

Darwin’s
Bulldog wins
a spectacular
victory in the
debate against
the Church.

Life returns
to normal.

The community can rest
peacefully with
the giant gone.

Most people accept
Life is again
evolution or its
calm and
compatibility predictable.
with religion.

Beowulf
becomes
king of the
Geats.

Huxley is
The heroes are
head of new
Jack and his
awarded med- scientific elite.
mother become
als of honour
Darwin is the
very wealthy
and high
greatest ever
after regaining
position in
naturalist,
their treasure.
the Alliance. buried in Westminster Abbey.

Nightmare stage

Evolution
debate

They see
a planet
has been
destroyed and
their ship is
captured.

Thrilling escape
from death or death
of the monster.

Grendel, a
terrifying
monster,
arrives
and starts
killing the
inhabitants.

Star Wars

The fight
proves
incredibly
difficult.

Calm restored

Anticipation stage

Heorot
community
is a peaceful fishing
village.

Jack and the
Beanstalk

The ‘prize’

Beowulf

The ‘call’

Booker’s
Elements

The ‘shadow’

Table 2: Overcoming the Monster

The heroes
return to a
tumultuous
welcome.

Humans
are closer
to God as
a result of
developing
their brains.
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Table 3: Rags to Riches

David
Copperfield

King Arthur

Initial
wretchedness at
home

Arthur is an
obscure, lowly
squire to a
knight, accompanying him to
a ceremony to
choose the new
king.

David is born
into a poor
family, his father
already dead.

The ‘shadow’

Without a king,
the kingdom
is threatened
by chaos and
hostile magic.

David’s mother
marries Mr.
Murdstone, who
sends him first
to a boarding
school and then
to work in his
factory.

Cinderella’s
father marries
again then
dies. Her
wicked stepmother makes
her work as a
servant.

An environmental crisis leads
to increased
competition and
a more difficult
life.

The ‘call’

Arthur pulls
the fated Sword
from the Stone
and is called to
be king of the
Britons.

David runs away
to his aunt in the
hope of finding
a new life with
her.

A telegram
arrives from
the palace
inviting all
young maidens to a ball.

They decide to
come down from
the trees and go
to the plains.

Out into the world,
initial success

Arthur expands
his kingdom
across Europe.

David goes
to school and
grows up away
from Mr Murdstone.

Cinderella
manages to
prepare a
dress for the
ball.

Life on the
plains seems
easier at first.

Arthur’s son
Mordred (incestuously fathered
with Morgana)
marries Arthur’s
wife, Guinevere, and seizes
the throne.

David’s childhood love,
Emily, is
seduced and
later abandoned
by Steerforth.

Cinderella’s
jealous stepsisters destroy
her dress
and she is
left again in
rags and in
despair.

The plains are a
harsher environment and there
is eventually
more competition.

Central crisis
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Cinderella

Human
Evolution

Booker’s Elements

Cinderella
suffers the
loss of her
mother.

Humans’ ancestors living in
trees – a simple
and wretched
life.

Independence and
the final ordeal

Final union, and
fulfilment

The ‘prize’

Emily is rescued
from a brothel.

Cinderella’s
fairy Godmother magically dresses
her for the
ball and she
dances with
the Prince.

Humans find
ways to compete
successfully
using tools
and fire.

Arthur hands
the crown on
to Constantine,
bringing peace.

All the main
characters
get what they
deserve (many
have a new life
in Australia)

The Prince
recognises her
by her shoe
and by seeing
her natural
beauty.

Life is again
calm and
predictable.

Arthur achieves
immortality
on the Isle of
Avalon, to be
revered and
awaited by
his followers through
the ages.

David is a rich
and famous
writer; he marries and finds
true happiness,
having several
children.

Cinderella
marries the
Prince and
lives as a
Princess, happily ever after

Humans are
closer to God
as a result of
developing
their brains.

Arthur returns to
Britain and kills
Mordred, but is
himself mortally
wounded.
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DIFFERENT PERSPECTIVES ON ART IN JOHN FOWLES'
SELECTED WORKS
To be able to present the role and meaning of art in John Fowles’ works,
one ought probably to primarily focus on the place of art in the writer’s life.
First and foremost, it should be stated that in Fowles’ life art was a kind of
religion, philosophy and the factor of humanism. “We choose art for the
Weltanschauung’s sake”, he argued in his Journals because “it is evident that the
world and life are philosophically futile” ”[ Fowles 2008:107, vol. 1]. However,
the Englishman was not a passive admirer but rather an active critic as he was
intrigued by the act of creation, being an advocate of the notion of sister arts. It
was not important whether this act is being completed in literature or in painting
as the same feelings and sensations can be expressed via various forms, using
the ones offered by sister arts. What mattered was to “create beauty for others”:
It is absolutely necessary to remain balanced; that is, never to become submerged completely
– always to have the intention of creating beauty for others, however reduced this infusion into
action and society becomes. Theoretically I want to become a core receiving pretensions, being
moulded by them, yet remaining pointed in the one direction, towards creation of beauty. I can’t
pretend this is a natural attitude; it leads compression of feeling, to a dangerous bottling of the
need to express, an overtense introversion.” [ Fowles 2008:7, vol. 1]

Such attitude seems at par with a relatively new definition of art which
states that the „specific feature of art is expression” [Tatarkiewicz 2009:15]1.
According to this thesis art is determined by the intention of its creator. Władysław
Tatarkiewicz underlines the freshness of such opinion, adding another feature,
meaning “the ability to evoke artistic sensations”[15], which also adheres to
Fowles’ view cited above. Creating beauty for others was vital and was of social
role for the writer” [ Fowles 2008:7,10; vol. 1]. He sought the source of happiness
1
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All translations from Polish of works cited are mine.

in beauty, which he admitted by writing: “The secret of life is the pursuit of
pleasure, which lies in beauty” ”[ Fowles 2008:75, vol. 1]. Therefore the source
of pleasure was contemplation of art in its various forms. The majority of it can
be found in his Journals, as well as his essays and novels. However, because the
author of The Magus was under an immeasurable influence of nature, he often
noted that “To be artist and naturalist is the perfect blend. The one supplies the
deficiencies of other and together they augment the pleasure”[ Fowles 2008:99,
vol. 1].
Fowles had strong opinions on many different arts not only because of the
knowledge he had but also because he had tried many of them. As a painter, he
concluded that it was impossible for him to achieve anything more than „the
style of pastiche” which was “a side-lane from what must be the main road of
[his] development”, knowing however, that “one comes back out of the sidelanes always a little wiser” ”[ Fowles 2008:77, vol. 1]. Apart from painting,
which he eventually abandoned in its active form, Fowles also tried poetry. The
created poems and the new sensations and thoughts that surrounded this new
artistic phase were noted in his Journals. 31 March 1951, at the age of twentyfive, he wrote:
This last month I have started to write a new form of poetry. Very sparse, taut, old words,
phrases, precise, correct, with occasional very small bursts of rhyme and music. Mallarme was
right about the vast importance of spacing, the salience. Economy and salience. Now I must find
a suitable prose style”.[ Fowles 2008:103, vol. 1]

This urge to „taste all arts” led him to not only literature, but also painting,
cinematography and poetry, each time resulting in critical comments. In his
view, art enabled people to define their place in the world, giving philosophical
relief – “art [is] to amuse, and art [is] to relieve” [Fowles 2008:107, vol. 1] – but
it also allows to see human relations in different light. The writer perceived art as
a filter, a lens allowing to see the multidimensionality of the world:
Difference between an artist and a non artist. For the latter human beings and their
relationships are sharply defined, positive, one–dimensional. For me they are full of transparencies
and opacities, hypocrisies. Mysteries. All this complicated by the sensitivity of my own reflections,
aspirations, and its multiple reactions. ”[ Fowles 2008:111–112, vol. 1]

It is worth noticing that even being a very young man Fowles thought of
himself as an artist opposed to „others”. This awareness led him to constant
contact with art, which constituted a kind of natural environment for him,
although he never thought of it as a sign of genius:
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(...) art is easy to imitate. It requires no discipline and no genius (...), but only a flair of
a kind thousands of people with an ‘eye’ for colour possess. But all great art has this in common;
it is inimitable. It transcendents, it stands apart, it is isolated. We loose ourselves in what we
could never create”.[ Fowles 2008:419, vol. 1]

Despite the fact that these words apply specifically to Jackson Pollock, one
can read them universally. Fowles, as an artist, was able to see the common
denominator, fluently moving from the visual to literature or philosophy. Every
act of creation was a basis for artistic contemplations, yet he also observed the
activity of other critics as well. 24 March 1962 he takes the side of the advocate
of fine arts commenting on the famous discussion of C.P. Snow and F.R. Leavis,
concluding that “these are the real two cultures – the true and the second-rate”.
[Fowles 2008:500, vol. 1]2
As an artist Fowles wished to have influence on every aspect of his activity
– he even criticized the cover made by Richard Chopping (who at the time was
an acknowledged illustrator, the author of all novels by Ian Fleming) [ Fowles
2008:534, vol. 1], and suggested that the cover of The Ebony Tower should
feature a detail from Pisanello’s work [Fowles 2007:141, vol. 2]3. The fact that art
fascinated the writer so strongly resulted in his works being saturated with artistic
criticism and strong opinions on its various aspects, close to these aforementioned.
There is another form of criticism present in Fowles’ works – by using so
called „iconic quotations”, the author of The Ebony Tower evaluates and assets
works of art. To use Umberto Eco’s explanation, such iconic signs implicated
within literary texts are those which „recreate some ingredients of the perception
of an object, but only after being selected on the basis of recognition codes and
after being observed on the graphic conventions”[Eco 1972: 163]4. Eco gives an
example of a drawing of a zebra, which for most people will be characteristic
thanks to black and white stripes – otherwise the animal could easily be mistaken
for a horse. Therefore any iconic sign sends the recipient to the presented object
but also requires certain knowledge on the basis of which he needs to identify
the sign. Seweryna Wysłouch commenting on Eco’s theory adds, that any iconic
sign “does not simply resemble” the object but “indicates its characteristic visual
2

[in relation to:] C.P. Snow, The Two Cultures, Cambridge: Cambridge University
Press, 1998. p. XXIX.
3

I now see the book: ‘The Ebony Tower’, ‘Poor Koko’, ‘An Enigma’, ‘The Cloud’, in that
order; Pisanello’s girl from Mantua on the cover.
4
Original: „(...) odtwarzają wprawdzie pewne składniki postrzeżenia przedmiotu, ale
dopiero po ich wyselekcjonowaniu na podstawie kodów rozpoznawczych oraz po ich zaobserwowaniu na podstawie konwencji graficznych (...).
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features” [Wysłouch 1994:67]5, which allow the recipient to identify the sign
thanks to his knowledge about world, certain perceptions, habits and graphic
convention, according to which the sign has been presented. An example of such
iconic quotation can be the image of Sarah Woodruff, the heroine of The French
Lieutenant’s Woman, strolling along the sea [Fowles 2004b:11]. Phrases such
as “stood right at the seawardmost end”, “the figure stood motionless, staring,
staring out to sea”, or “black clothes” form (not necessarily intentional) reference
to one of most famous Caspar David Friedrich’s pictures, The Wanderer above
the Sea of Fog (1818). The central point of the picture is a black-clad person
standing on rocks and staring into the “sea of fog” which resembles sea waves
during storm. His hair seems to have the reddish hue that Sarah also had [Fowles
2004b:74], and the only difference seem to be the sex of both persons. Such
examples of iconic quotations can be found in almost all Fowles’ novels6. By
selecting the works “worth” citing the writer introduces an element of criticism
and evaluation, drawing the line between works worth knowing and remembering
and those which need not be mentioned. This practice is in accordance to Elżbieta
Wolicka’s opinion, which states:
Evaluation always strikes a pose of an open rating which in turn has to mark the difference
between eminent, average and mediocre or even worthless works. This worth – any worth – always
manifests itself in its formal qualification, in its value, power and status, in other words in relation
to the place it takes within a certain scale or axiological hierarchy. [Wolicka 2009:60–61]7

By selecting the works of art Fowles marks them – it seems obvious
that only the remarkable ones are worth citing. Mieczysław Porębski calls
such selection and evaluation “the strategy of choice”[Porębski 2009:220],
5

“(...) znak ikoniczny nie jest po prostu podobny” do przedmiotu, ale (...) “wskazuje jego
charakterystyczne cechy wizualne. Odbiorca odczytuje go jako znak dzięki swej wiedzy o świecie, pewnym nawykom percepcyjnym oraz konwencji graficznej, w jakiej ów przedmiot został
narysowany”.
6

For more examples of typological relations in John Fowles’ works see: Izabela BełzKaczmarek, ‘Typologiczne relacje literatury i sztuki malarskiej w prozie Johna Fowlesa’[in:]
Horyzonty metodologii. Prace teoretyczno–metodologiczne doktorantów literaturoznawców
Uniwersytetu Rzeszowskiego, Oksana Weretiuk i Alina Cybulska (eds.), pp. 175–192.
7

Wartościowanie przybiera postać jawnej oceny, a ta z kolei musi jakoś zaznaczać
różnicę między dziełami wybitnymi, średnimi i miernymi, czy wręcz bezwartościowymi.
Wartość bowiem – jakakolwiek – ujawnia się zawsze w swej kwalifikacji formalnej, w swej
jakości, mocy oraz wysokości, czyli w relacji do miejsca, jakie zajmuje w ramach pewnej
skali – hierarchii – aksjologicznej.
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involving motivation and rating, awareness of choices ad criteria. In case
of Fowles, these criteria are purely subjective. The writer follows his own
opinions and aesthetic choice, however presenting an active side of his
critical activity from various viewpoints.
The novel probably most relying on art criticism is The Collector, being
a mirror of the author’s all interests. Fowles – using Miranda, the heroine –
vents both his literary and non-literary opinions on creating and art, allowing
himself to make opinions about what creation, sensitivity and artistic sense are.
To remind Fowles’ previous attitude manifested in his Journals, Miranda and
Ferdinand Clegg are presented as an “artist” and “non-artist”. The abductor’s
seeing of his victim is one–dimensional, to use the writer’s term, while the girl
is able to see the full depth of relations between her and people who surround
her, be it Ferdinand or George Paston, whom the girl calls by his initials, G.P.
In my view, Miranda’s opinions echo Fowles’ thoughts deeply not only because
of her artistic sense, but also because the author often underlines the importance
of his female “anima”. The girl – like Fowles – is an acute observer, expressing
numerous opinions, from her philosophy of life, through the poor decorations and
furnishing of the house in which she is kept, to art. She can see „transparencies
and opacities, hypocrisies” – to quote Fowles once more – which “nonartists” like Ferdinand, will never be able to grasp. “A house as old as this has
a soul. And you can’t do things like that to beautiful things like this old, old
room so many people have lived in. Can’t you feel that?” [Fowles 2004a:54],
she asks. Her previous smashing of clay ducks hung on the walls and her opinion
on the room is only the beginning of lectures which the art student is going to
give to Clegg, the common man. In reality, these lectures are intended and aimed
at all the readers, although the writer probably assumed that they are of much
stronger sensitivity than his “Caliban” from the novel. Here, it is worth noticing
that the present definition of many art theorists, like Bell or Witkiewicz, stresses
that the basic requirement for painting, music or literature is to serve the pure
form [Tatarkiewicz 2009:9]. Fowles sees art similarly – for him, it has to convey
emotions, therefore be something more than elaborate craft. Instead of using the
word “see”, Miranda asks: “Can’t you feel that?”, simultaneously underlying the
importance of intuition and innate ability to appreciate aesthetics and beauty,
which are not to be pointed at like any obvious fact, but have to be sensed.
The girl rejects the division into impressionism, cubism and others [Fowles
2004a:55], because she is convinced that such practices lead to an artist not being
perceived as „a living individual painter any more” [55]. She also gives Clegg
a short course of identifying „good”, „bad” [Fowles 2004a:60–61]. Fowles (with
Miranda’s words) gives an example of Cezanne, whose works are “not only
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saying everything there is about the apples, but everything about all apples and
all form and colour” [61]. Here, the writer stresses the essence of art, which –
in his opinion put into Miranda’s words – should present a certain entirety and
quiddity. Physical resemblance is not important because this is what photography
offers. The writer claims that art is about underscoring what is not given directly.
That is why Cezanne did not only paint apples but the “idea” of an apple,
somehow referring to Plato’s philosophy. This is also the reason why Miranda,
portraying Clegg “didn’t bother so much about a nice likeness as what she called
[his] inner character” [77], wishing to paint like Berthe Morisot, who – in her
opinion – used to paint not “the things themselves” but their “essences” [131].
In his Journals, Fowles often talks about beauty and its role which is to
primarily give pleasure. For Clegg the sole looking at Miranda, an exhibit in his
collection, is the source of indescribable, almost primitive please. The man facing
such beauty cannot use or protect it, stating that it “confuses you, you don’t know
what you want to do any more, what you should do” [Fowles 2004a:80] – the
feeling can be compared to bliss achieved in an ecstatic trance, which the Polloi
representative does not know. That is why he allows Miranda’s death, desperately
wanting to keep the source of beauty only for himself. This leads to the question
of morality springing from art. In his private notes, Fowles claimed that the
duty of an artist is to create. Miranda extends this thought adding that things
are either beautiful or not: “I don’t think of good or bad. Just of beautiful and
ugly. I think a lot of nice things are ugly and a lot of nasty things are beautiful.”
[84], leading to the next criterion of true art: the ability to not only present the
“essences” but creating beauty as well. Władysław Tatarkiewicz agrees with
such point writing: “The specific quality of art is to produce beauty: this is
a classic definition used from 18th century. . . Art is a kind of human production
which aims at beauty and reaches it. This definition comes from the conviction
that beauty is an intention of art, its purpose, primal quality, characteristic
feature”[Tatarkiewicz 2009:12]8. Ergo, ugly art is bad art and Miranda does
not tolerate ugliness. She notes: “ I’ve broken all the ugly ashtrays and pots.
Ugly ornaments don’t deserve to exist” [Fowles 2004a:130]. Clegg, being a man
devoid of higher feelings and emotions is “ugliness”, but, regrettably, “you can’t
smash human ugliness” [130].
Painting, or art in general, has to be authentic – Miranda points to Piero Della
Francesca in this matter, a painter who was not only an artist but mathematician as
8

Cechą swoistą sztuki jest wytwarzanie piękna: to klasyczna definicja stosowana od XVIII
wieku. (...) Sztuką nazywa się ten rodzaj produkcji ludzkiej, który zmierza ku pięknu i osiąga
je. Definicja ta wychodzi z przekonania, że piękno jest intencją sztuki, jej celem, osiągnięciem,
naczelną wartością, cechą rozpoznawczą.
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well. Again, she states that all divisions in art are artificial boundaries introduced
by man – “people talk and talk about tachism and cubism and this ism and this
ism (...) to hide the fact that either you can paint or you can’t” [131]. The thesis
that Miranda’s opinions overlap with Fowles’ notes from his Journals – the writer
was deeply committed to the notion of being an artist and treated his talent like
a mission. In his view, every sense of artistic sensitivity gives a duty to create.
Miranda is of similar opinion: “If you are a real artist, you give your whole being
to your art. Anything short of that, then you are not an artist. Not… a ‘maker’...
You must make, always. You must act, if you believe something. Talking about
acting is like boasting about pictures you’re going to paint”. [143–144]. For the
heroine, a man’s life is his expression of artism or its lack. That is why she is
so fascinated by George’s Paston, an unsurpassed role model, totally devoted to
creative acts – therefore an authentic artist as well. And he is – like Fowles – an
advocate of the notion of sister arts. Commenting on Miranda’s artism, he states:
I think you’ve got something in you. I don’t know. Women very rarely have. I mean most
women just want to be good at something, they’ve got good-at minds, and they mean deftness
and a flair and good taste and what–not. They can’t ever understand that if your desire is to go to
the farthest limits of yourself then the actual form your art takes doesn’t seem important to you.
Whether you use words or paint or sounds. What you will. [Fowles 2004a:159]

G.P. (and Fowles) is convinced that the real nature of art is not bound to
its form – regardless of any medium, the absolute essence is the Truth and the
ability to convey it. That is why the notion of “mutual illumination of arts”9 is
justified. Fluent moving from one form of art to another is acceptable because
visual effects and words are only means of expression, not an expression per
se. A writer can paint and vice versa – any painter can narrate. Art is what is
beyond divisions and its perfect example is in Fowles’ opinion Uccello’s The
Hunt. Interestingly, the painting is also mentioned in The Ebony Tower. It
seems that G.P.’s affection for this masterpiece was Fowles’ feeling as well:
“You know it’s faultless. The professors with Middle–European names spend
their lives working out what the great inner secret is, that thing you feel at
the first glance” [Fowles 2004a:174–175]. Masterpieces “live” because their
creators breathed the Truth into them, making little pieces of themselves.
Similar opinions can be found in other Fowles’ works although both The
Magus and The Ebony Tower present a different perspective on art. The Collector
is based on the clash between Hoi and Polloi, meaning the Few and the Many.

Miranda, giving critical opinions on art, teaches Ferdinand Clegg, or tries to
teach, because all her efforts are ultimately in vain. The Magus does not concern
art so openly, although Fowles’ observations in this matter are still visible and
important. One of the main characters is Maurice Conchis, a collector of art whose
artistic opinions often bear resemblance to Fowles’ views. One may conclude
that the writer exhibited a tendency to equip his characters in his personal beliefs.
Once more, it is the case of The Magus. Both Conchis and another protagonist,
Nicholas Urfe, use language similar to this of the narrator’s, especially in terms
of comparisons based on iconic quotations10, using masterpieces of painting.
Conchis, reminiscing about his past, describes a view which looks like “a Millet
brought to life” [Fowles 1965:182], while Nicholas often “paints” a picture of
Julie and June using similar comparisons, such as “[she looked] like a Renoir”
[198] or “[she had] the Botticelli face” [158]. However, because Conchis is not
a painter (although by creating his meta-theatre becomes an artists as well), his
statements are of different character than Miranda’s and thus present an altered
perspective on art. In his villa, full of paintings, sculptures and music records,
one will not find any novel because the mysterious Greek is of the opinion
that “the novel is no longer an art form” [98], adding: “Words are for truth.
For facts. Not fiction.” [99]. Here, his belief equals Miranda’s views in terms
of the importance of the Truth and authenticity which constitute the common
denominator for all arts. Works of art presented in the novel are also significant –
by selecting them Fowles presents his artistic tastes and is a form of art criticism.
One of the first discussions about art and truth mentions William Hoghart’s
cycle of paintings, titled Marriage à-la-mode [43]. It becomes visible that the
writer, juxtaposing the 18th century satire with a contemporary man-woman
relationship, underlines its timelessness. Thanks to the truth they present, the
paintings are still valid, being an illustration of hypocrisy and hidden agendas. The
Truth as a crucial feature appears in The Magus also in the moment of presenting
a sculpture from ancient Greece, on which Conchis comments: “That is the truth.
Not hammer and sickle. Not the stars and stripes. Not the cross. Not the sun. Not
gold. Not yin and yang. But the smile. (...) It is the truth. Truth is implacable.
(...) When I die, I shall have this by my bedside. It is the last human face I want
to see” [150]. Maurice suggests that works made of the Truth are timeless and
above all systems, because they carry what in his view politics and religion lack.
A similar tone can be found in The Ebony Tower, a work strongly saturated
with art, whose characters are not only artists but critics as well. In this shorter and
10

9

The notion of iconic quotations is based here on the definitions provided by Umberto
Eco and Seweryna Wysłouch’s comments. See: Umberto Eco, Pejzaż semiotyczny, transl. Adam
Weisberg, Warszawa: PWN, 1972, p. 163; Seweryna Wysłouch, Literatura a sztuki wizualne,
Warszawa: PWN 1994, p. 67.
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See: Oskar Walzel, ‘O wzajemnym oświetlaniu się sztuk”, transl. E. Feliksiak, Przegląd
Humanistyczny, 1966, No 4, 83-100.

far less complicated version of The Magus the reader faces a real artistic feast in
terms of theory of art. All the characters – David Williams, Henry Breasley and his
two female apprentices, Diana and Anne – are painters. Breasley, an old master, is,
like Conchis, a collector as well (“Famous names were already announced. Ensor,
Marquet, that landscape at the end must be a ‘cool’ Derain” [Fowles 1982:11].
Fowles shares his opinions with David and Breasley with the first probably being
closer to his real beliefs. Williams is not only a painter – he also writes, mostly
about art (while Fowles often stressed his fascination and hobbyist relationship
with painting). The protagonist was also a person “who was [not] ashamed to
think of his work in flats and homes, enjoyed privately, on his own chosen scale”
[21]. One may also find the writer in this statement who often underlined that his
books – criticized in terms of their artistic value – are “readable”11. David is also
an advocate of sister arts. Although he realizes that Breasley may not appreciate
his writing about art, he will “try to show the old man that the world had moved on
from such narrowmindness. His accepting the commission was proof of it” [22].
The novella is dominated by one painting – Uccello’s The Hunt, previously
mentioned. The masterpiece was an inspiration for a fictive Breasley’s workMoon-hunt [23]. Because Fowles uses the painting once more, one may conclude
that he truly admired it and saw as a work close to some kind or artistic perfection.
Therefore, reading about Breasley’s Moon–hunt, the reader sees Uccello’s The
Hunt, lead by a number of similarities, including the title, theme, colours and
general appearance:
“As with so much of Breasley’s work there was an obvious iconography
– in this case, Uccello’s Night Hunt (..) the memory of the Ashmolean Uccello
somehow deepened and buttressed the painting. (...) It gave an essential tension,
in fact: behind the mysteriousness and the ambiguity (no hounds, no horses,
no prey... nocturnal figures among trees, but the title was needed), behind the
modernity of so many of the surface elements there stood both a homage and
a kind of thumbed nose to a very old tradition. One couldn’t be quite sure it was
a masterpiece, there was a clotted quality in some passages, a distinctly brusque
use of impasto on closer examination; something faintly too static in the whole,
a lack of tonal relief (but that again was perhaps just the memory of Uccello).
Yet it remained safely considerable, had presence (...)” [24].
David Williams – like Maurice Conchis and Nicholas Urfe – uses iconic
quotations in his comparisons. Describing Diana “The Mouse”, he notices that
the girl seemed “as if her mind was somewhere else – in a Millais set-piece,
11

See: Dianne Vipond (ed.), Conversations With John Fowles, Jackson: University Press
of Mississippi, 1999, pp. 35, 117.
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perhaps” [27]. That is why it is easy to identify Fowles’ opinions in those of
David Williams. They are strong and precise, indifferent to other critics’ views,
as if taken from the writer’s Journals. The reader learns that most teachers in
artistic academies cannot draw at all [31] and Joan Miró after 1915 “painted
rubbish ever since” [33]. The most elaborate in the critical aspect is the discussion
on the superiority of realistic painting over abstraction described by the old man
as trial of destruction:
Not fundamentals. Fundaments. (...) Pair of tits and a cunt. All that goes with them. That’s
reality. Not your piddling little theorems and pansy colours. I know what you people are after,
Williams. (...) Castrate. That’s your game. Destroy. [46]

This way, Breasley accuses abstract painters of artistic cowardice, an attempt
to shy from the responsibility of presenting important, essential matters. This
escapism is the title ebony tower in which all these artists locked themselves.
It is difficult to state whose side Fowles ultimately supports. Both David, an
advocate of the freedom of creation and traditional Henry seem to present
a valid point. The Mouse seems to understand this, trying to explain it to her
master: “He means your work and your view of art aren’t in any danger, Henry.
There’s room for everyone” [49]. There is no winner in this discussion, no one
right idea, which Fowles seems to realize. With Diana’s words, he only concludes
that all creation is essential because “art is a form of speech. Speech must be based
on human needs, not abstract theories of grammar. Or anything but the spoken
word. The real word” (The Ebony Tower, p. 50). Breasley adds: “Other thing.
Ideas. Can’t care. (...) Tachiste. Fautrier. Wols fellow. Like frightened bloody
sheep. (...) Jackson Bollock. Better the bloody bomb than Jackson Bollock” [50].
His opinion echoes Miranda’s statement, who rejects all divisions and rules in
art, especially those trying to catalogue all artists. The only criterion is the Truth,
the authenticity of expression and feeling which a work of art conveys. The
creator seems to be of lesser importance. Breasley does not remember the artists,
only their works, because “what’s a name. Bit of fiddle in a corner. That’s all. (...)
The image survives; is all that matters” [79].
The discussion about art can be approached from different perspectives, yet
Fowles tried to systematize them in his philosophical work, The Aristos. “The
Importance of Art” is its noticeable and significant part. The chapter opens a
definition of art in which Fowles specifies that artists are those who create, not
recreate:
By art, I mean all the arts; by artists, creators in all the arts; by artifacts, anything that can be
enjoyed in the absence of the artist. (...) However, by artifact I mean here what it traditionally means. The
composer’s, not the interpretant’s, kind of creating; the playwrights, not the actors. [Fowles 2001:159]
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Above all, the Englishman states – what has also been said in The Ebony
Tower – that art is a complex medium of interpersonal communication. He
explains this term with the following words:
The ‘languages’ of the other arts are all languages of the mind minus words. Music is the
language of aural sensation; painting, of visual; sculpture, of plastic-visual. They are all language
substitutes of one kind or another, thought in certain fields and situations these language substitutes
are far more effective in communicating than verbal language proper. [177]

Therefore, in relation to the previous works, The Aristos seems to be a
synthesis of different perspectives on art, the essence of its philosophical aspect.
The quality of art depends on its beauty and usability with beautiful objects
having a far greater chance of being preserved. This reflects what Miranda stated
in The Collector – that only beautiful objects have the right to exist. Another echo
of the novel is Fowle’s opinion that “all art both generalizes and particularizes”
[162] which is a kind of repetition of an example given by Miranda – the girl
teaches Ferdinand that Paul Cezanne’s paintings tell not only something about
particular apples but about all apples in general. In The Aristos, Fowles adds:
“in the portrait of Ann Cresacre by Holbein I see one sixteenth-century woman
and yet all young women of a certain kind” [163]. However, it is nature which
the writer sees as an ultimate and only true source of Truth and universal beauty.
While all artists continuously struggle to achieve balance between particularizing
and generalizing, nature offers balance:
This butterfly is unique and universal; it is both itself and exactly like any other butterfly of its
species. This nightingale sings to me as it sang to my grandfather; it is the same nightingale and
not the same nightingale. It is now and it is ever. [163]

Another attempt to systematize Fowle’s opinions on art is trying to answer
the fundamental question: why do artists create? The author provides the
answer in his Journals, novels and – ultimately – in The Aristos. In subchapter
“The Artist and His Art”, Fowles confirms that creativity is a natural, not
methodological feature, reminding of what he also stated both in The Ebony
Tower and The Collector. Miranda strongly opposes all attempts to systematize,
divide and classify art. Breasley is full of contempt for all the artists which in
his opinions use the metaphorical “ruler”. Fowles sums up these conclusions
adding that “art springs from humanity as it is, from history, from time, and it
is always more complex in statement, if not in method, than science”. [165].
Because new means of representation have entered art, the main purpose for a
creator is to express feelings and emotions – therefore “fifty-breasted fertility
goddesses are clearly not failures to portray realistically, but visual translations

181

of feeling” [165]. Miranda teaches Ferdinand that only works which convey
something more than pure representational qualities are of any value. They
ultimately dominate all every masterpiece and stand beyond divisions. Fowles
advocates the notion of sister arts explaining:
What will matter finally is intention; not instrumentation. It will be skill in expressing one’s
meaning with styles, not just one style carefully selected and developed (...). The whole meaning
and commitment of the person who creates will permeate his creations, however varied their
outward form. [176]

Erwin Panofsky claimed that any humanist tries to transform the chaotic
variety of relics into something, which can be called the cosmos of culture
[Panofsky 1955:6]. Fowles, presenting different perspectives and commentaries
on art attempts to achieve a similar result, introducing his own order into the
chaos of masterpieces and rules, treating it as a creator’s privilege. This adheres
to the notion of “whole sight” introduced in Daniel Martin, but present in other
Fowles’ novels. John Ruskin claimed that one can never see anything clearly
[Ruskin 2011:144], while the writer seems to be almost obsessively fascinated by
the pursuit of achieving the “whole sight”. This attempt to create his own artistic
cosmos can be an act of trying to describe the specifics of cognitive function of
presenting the word in a different “modeling system”[Łotman 2002:49–68], to
use semiotic terms introduced by Yuriy Lotman to designate different layers of
meaning built above the level of natural language. The Collector is therefore an
artist’s manifesto, a presentation of what true aesthetic sense is, while The Magus
and The Ebony Tower can be seen as an example of the advocacy of sister arts
– both works are lessons on the question of creating and collecting works of art.
Painting, compared to speech, one of the basic means of communication, is at
par with literature and vice versa. In reality, in Fowle’s view such divisions are
pointless because the only important feature of all arts, regardless of the medium
they use, is the Truth and feelings they convey. These, being timeless and
universal, are not subject to any changes future epochs carry. In this universality
lies the essence of art. Unspoilt nature will always be beautiful, will always
move, because it is true and provides true emotions. Thus, if art refers to similar
states and if of similar qualities, it can be seen as valuable. Truth is never easy
but, for Fowles, it remains necessary for true art – not futile attempts of artistic
cowardice locked in an ebony tower.
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Summary
The article is an attempt to systematize Fowle’s opinions on art and in the first turn it tries to
answer, how Fowles advocates the notion of sister arts. The theses study Fowle’s contemplation of
art in its various forms and his strong opinions on many different arts. The majority of them can
be found in his Journals, as well as his essays and novels (The Aristos, The Collector, The Magus,
The Ebony Tower, The French Lieutenant’s Woman, The Journals, vol. 1,2). Fowles, presenting
different perspectives and commentaries on art attempts to achieve a similar result, introducing
The article is an attempt to systematize Fowle’s opinions on art and in the first turn it tries to
answer, how Fowles advocates the notion of sister arts. The theses study Fowle’s contemplation of
art in its various forms and his strong opinions on many different arts. The majority of them can
be found in his Journals, as well as his essays and novels (The Aristos, The Collector, The Magus,
The Ebony Tower, The French Lieutenant’s Woman, The Journals, vol. 1,2). Fowles, presenting
different perspectives and commentaries on art attempts to achieve a similar result, introducing
his own order into the chaos of masterpieces and rules, treating it as a creator’s privilege. With the
help of semiotics The author of the article shows the relations between Fowles fiction and painting.
Key words: ‘sister arts’, literature and painting, semiotics, creator, painting.
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THE TRADITIONS OF COMBINING MUSIC AND POETRY
IN LYRICAL WRITINGS BY WACŁAW ROLICZ-LIEDER
AND TADEUSZ MICINSKI
Artur Schopenhauer equated music with will and the world, giving
it primacy over other arts and seeing it as a reflection of the will itself (see:
Tuczyński 1969:53). However, as Bohdan Pociej noticed, German romanticism
did not invent the relations between the transcendental and music (1986:301)
because sounds accompanied rites and spiritual activity of man from the very
beginning of his cultural consciousness. Period pieces from ancient Greece
confirm that music as an area (see: Pociej 1986:299) was present not only as an
aesthetic product, but also an object of other cultural activities, such as religious
ceremonies, theatre and the Olympic Games. The term lyrical poetry also reveals
a music element: the Greek word lyricós means lyric and was derived from
the name of a musical instrument (Greek: lýra) used to accompany recitation.
Therefore music presents relations with being, truth and sacredness;
and like them slips away from any attempt of categorization. A Roman
philosopher, Boethius, even widened its meaning to the harmony of the
universe (musica mundana) and of mankind (musica humana). Proper,
audible music was called musica instrumentalis. In such meaning the terms
functioned one of the mathematic sciences (quadrivium), which in turn
formed seven artes liberales later in the era of antiquity and medieval times.
Modernist writers were also convinced about the difficulties in describing
the role of music. Symbolists saw particular relations between the undefinability
of sounds and poetry. They enriched their poems with it, operating with
suggestion and purely aesthetic attempts, e.g. the beauty of words (see:
Głowiński 2007:547). The works of such poets as Charles Baudelaire, Paul
Verlaine, Stephan Mallarme or Arthur Rimbaud constituted inspiration
for those who tried to express the inexpressible (Głowiński 2007:547).
Wacław Rolicz-Lieder learned about the Frenchmen’s writings and soon
became fascinated with it while studying in Paris. Thanks to both friendship with
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a German poet, Stefan George, and acquaintance with Verlaine, he deepened
his sensitivity to words. Maria Podraza-Kwiatkowska stated that Lieder being
outside the country saved him from the nihilism of the first phase of Young Poland.
Symbolism, or rather its expressionistic variant, actively interested Tadeus
Miciński, seventeen years junior to Lieder. The symbols used in his poetry are
specific impulses which gather not only stylistic means but also metaphysical
subjects. Therefore the poems react with accumulation of meaning, causing
some researchers to argue about their hermeticity (see: Prokop 1978:128129), while the expression of works is often underlined by their sound.
To better present the specific construction of music in poetry of two extremely
different Young Poland poets, I will use the division suggested by Bohdan
Pociej (1986:299-313). Such an endeavour will allow us to educe and point to
values, and sometimes anti-values, connected with this widely conceived area
of music, whose elements are incorporated in Lieder’s and Micinski’s poems.

Poetry, music and the transcendental
The easiest way to evoke the sphere of sounds is their suggestion in the title of
a poem. Both poets used it often; however, when we mention works like Lieder’s
Westchnienie (Sigh), Gdy dzwonki szwajcarskie symfonię grają: Oremus! (When
the Swiss bells play symphony: Oremus!), Dźwięczyk (which can be translated as
Toller or Ringer), Modlitwa na organy (Prayer for organs) or Micinski’s Serenada
(Serenade), Nokturn (Nocturn), the differences in the use of music subjects
become visible. Lieder, for whom any good poetry had to be preceded with long
meditations (the poem O sztuce poetyckiej/About the art of poetry) shapes his titles
so that they resemble music pieces. The use of onomatopoeias or a long phrase
ended with a spectacular accent suggests closer contact with the non-literary
sphere in not only the content, but also in the sound as well. Micinski’s music
titles are one-word. They are single, sharp points or announcements of what the
reader will deal with, because the text itself lacks such expressis verbis references.
Podraza-Kwiatkowska estimates that Lieder was far removed from
Mallarme’s metaphysical engagement of poetry, in which she saw his patronage
over the Cracov avant-garde, especially Tadeusz Peiper (1969:26-27), while
in Miciński’s writings she saw expressionists foundations of surrealism;
however, his onirism, seen as exploration of the subconscious, was not
accepted on Polish soil (1969:28). Despite extreme variations of symbolism,
the works of both poets present one of the old metaphysical rules, about which
the same scholar, giving Swedenborg, Baudelaire and even Słowacki as their
predecessors, wrote: according to the doctrine of mutual affinities, everything
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is in mutual accordance, everything is mutually linked (Podraza-Kwiatkowska
1985:20). This sometimes results in surprising combinations of words and
poetic stills which together express a certain mood – inspiration for multilateral
interpretation of a poem. Lieder and Miciński connected the musical sphere with
what philosophy links with existence. The reasons for such conduct can be found
in Schopenhauer’s and Ryszard Wagner’s opinions about the close relations of
music and infinity, but also in the thought expressed at the turn of the 19th and
20th centuries by Stanisław Przybyszewski by the term metamusic, meaning
a certain emotional state untamed by the outside world. If, therefore, sounds
present affinity with what transcendere, their use can express the innermost
areas of human subconsciousness, reveal desires and fears (cf. Bristiger
1986:100). However, if Miciński turned to expressionism and Lieder headed
towards impressionism, the music which they wrote about, or on which they
based their poems, also took on some of the other author’s dominant features.

1. Existence
According to Boethius’ doctrine, the relations of music with what exists, that
is with being, are uncontested and obvious (see: Pociej :303), especially when
regarding two of three aspects of the area mentioned: human and cosmic music.
The presence or lack of sounds is close to human in Lieder and Miciński’s poems
in the most intimate way; these are sighs (WRL Westchnienie), sobbing and sorrow
(WRL Dźwięczyk, TM), silence or muteness (TM Bądź zdrowa). Instrumental
music also affects people: bell tolls can – as in Miciński’s poems – evoke fear
and anxiety (cf. Cybulska 2010a) or, alternatively, the very same bells can be
a symbol of memory and tradition, like in Lieder’s case (cf. Cybulska 2010b).
Therefore, an essential issue takes on a wider context, in which musical
elements function. In his poem, Sztuka poetycka1 (The art of poetry), Lieder
expresses the phases of making music in the following scheme: experience
– deliberation – inscription. Miciński changes the order into: experience –
inscription – experience – etc., although his poems lack phrases as literal as
in Lieder’s case. Poetic narration is simultaneous with the happening of the
events and feeling emotions. The consequences of such musicality of poems are
immense. Lieder’s music is harmonious, undisturbed by emotive track and that
is why it constitutes a perfect source of creation:

Sometimes, when the afternoon silence ascends,
The sun splays its fan on the west
You reach a harp and the harp – what astonishment;
Three thousands voices are hidden within it.
And every accord of an ancestral sound
Is one word of the Polish nation
And if it sounds, changes into being,
You can hear it, see it and see human in it. [...]

Sometimes, when the afternoon silence ...(Czasem, gdy zstąpi cisza…, w. 1-8)2

It also expresses an emotional state:
Oh, sigh to me, when in soft arms
Sorrow embraces me, longing provokes thought,
Hollow loneliness cuddles to its womb,
Despair rumbles thunder over my head.
Oh, sigh to me with a celestial being’s sighing (…)

Sigh (Westchnienie)3

Even if vocality is the main accent of the poem – aesthetics becomes its
predominant feature. The repetitions of verses rhythmize the utterance. In the
case of Miciński’s works, musicality is not a gentle complacement, it agitates
through the accumulation of sounds or their lack:
Be well! [how strange the bell tolls!]
Be well! [leaves falling from the tree...]
Be well! [love is like death...]
2

Czasem, gdy zstąpi cisza popołudnia,
Słońce rozkłada wachlarz na zachodzie,
Sięgasz po harfę, a harfa – dziw wielki;
Trzykroć tysiąców sto głosów w niej drzemie.
A każdy akord o dźwięku rodowym
To jeden wyraz polskiego narodu,
A skoro zabrzmi, w istotę się zmienia,
Słychać go, widać i czuć w nim człowieka. […]
3

1

All citations are taken from the volume: Wacław Rolicz-Lieder 2003, Poezje Wybrane,
wybór i oprac. M. Podraza-Kwiatkowska, Kraków; and Tadeusz Miciski 1980, Poezje, wybór J.
Prokop, Kraków. In the article, the initials of the poets appear as well: WRL for Wacław RoliczLieder and TM for Tadeusz Miciński. All poems are presented in philological translations, carried
out by Izabela Belz-Kaczmarek.
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O westchnij do mnie, gdy w miękkie ramiona
Żal mię ujmuje, tęsknota myśl toczy,
Głucha samotność przytula do łona,
Rozpacz nad głową grzmot łoskoty toczy.
O, westchnij do mnie westchnieniem niebianki (…)
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Be well! [ominous wind sings...]
— Never more! —
Your sob tears the heart!
— It blared out from the chest unexpectedly,
— I bid you farewell – one needs to – and You, God, let us —
— mercy!... —
On the horses! ... Good God.
Be well!...

play her hymn —
and Samums
spread their wings above her ...)
Black flowers ascend within me...

([Bądź zdrowa!...], l. 1-10)4

The pauses and the texts in the brackets which imitate subconscious
whispering, signal silence, lack of sounds, which gives the effect of words
coming out of the imposed blockade (cf. Antoniuk 2006:30).

On the ruby top, tangled in lianas
protospheres of zodiacs and dreamy nebulae —
this hellish Jerusalem.
Like burning candlesticks
rustling cedars glow with the wind.
Among black columns of gigantic cathedral
lies Berenice’s enchanted figure.
(...and winter fields

4

Bądź zdrowa! [jak dziwnie brzmi dzwon!]
Bądź zdrowa! [liście lecą z drzewa...]
Bądź zdrowa! [miłość jest jak zgon...]
Bądź zdrowa! [wiatr złowrogi śpiewa...]
— Już nigdy! —
Rwie serce Twój płacz!
— Wydarł się z piersi niespodzianie,
— żegnam Cię — trzeba — i Ty Boże racz —
— litości!... — —
W konie!... Chryste Panie.
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l. 19-24)5

The blare of timpanis, wild litaurs resound,
temples glowing from the torches —
Centaurs encroached upon the Olipmus
and watch the goddess with reflection:
(...and winter fields
play her hymn —
and Samums
spread their wings above her ...).
I lay languished in the night
([Pośród nocy...], w. 9-16)

2. Unity
Miciński uses a similar means in his poems Pną się we mnie czarne
kwiaty… (Black flowers ascend within me...) and Pośród nocy omdlały leżę
(I lay languished in the night ), in which information in the brackets makes
the picture more precise and constitutes side notes (didascaliae), placing the
poem within drama aesthetics, especially the kind closely related to music:

([Pną się we mnie...],

The relations between music, world and nature are changed. In contrast with
the previous examples, where sounds accompanied a unity in moments vaguely
described as negative, they could annoy and lack harmony; it is cosmic music in
the poems which primarily assumes euhpony and dominant unity. With Lieder, a
similar, atlhough – as usual – calmer tendency can also be observed:
At my feet the magic miracle of melancholic Nature – blue Leman – listened to the singing
of praying fowl. It seemed that elegies hidden in the gorges took their fingers from the lyric harps.
The Memory of Leman (Wspomnienie Lemanu, w. 3)6
5

Na rubinowym szczycie, oplątana w liany
zodiaków i sennych mgławic protosfery —
ta Jeruzalem piekielna.
Jako płonące świeczniki
żarzą się wichrem rozszumione cedry.
Wśród kolumn czarnych olbrzymiej katedry
zaklęta leży postać Bereniki.
(...a hymn jej grają
zimowe bezdroża —
a skrzydła nad nią roztaczają
Samumy...)
6

U stóp moich czarodziejski cud melancholijnej Przyrody – niebieski Leman – słuchał
śpiewu rozmodlonego ptastwa. Zdawało się, że ukryte w wąwozach elegie odjęły palce od strun
harf liryckich.
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Poems Gdy dzwonki szwajcarskie symfonię grają: Oremus! (When the Swiss
bells play symphony: Oremus!) oraz Koncert mojej duszy (The Concert of my
Soul) are of a similar tone of all-unity of sounds and feelings:
Why I am not a musician?
I would like to become all music, music incomprehensible for people, the kind of music which
combines everything that belongs to the earthy kingdom, [...] And I would like to have many, many,
many musicians! I would place them all around me: ones would be standing on rafts, floating on
a lake; the others I would hide in a cave, inhabited by echoes [...] I stand, and when I look music
becomes, and when I cease to look, silence descends. I play; I am the Leader! […].
The Concert of my Soul (Koncert mojej duszy)7

Lieder’s relations between music, unity and the rest of the world are not
symmetrical. Although the poem mentions harmony and symphonic sounds, the
lyrical subject seems to be apart from, and even above these dependencies. He
creates them. Just like poetry, according to the author of Wiersze trzecie (Third
poems), is secondary to experience, music should also submit to outer guidance.
Miciński presents other relations, which in his poems always place the speaker
inside storms, winds, wars, but also acoustic harmony. An ecstatic confession
uses Schopenhauer’s words about musical fraternity:
Winds! Snowstorms! The hordes of my madness!
Abysses! Forests! Listeners of my prides!
In blocks of revenge the humming of lavas —
mysterious runes of crushed hearts —
moons, stars – my brothers – my cords!
[...]
Above the mountains, like full moon,
my heart weaves a magic web —
violet cloud wools at my feet —
while the sank gusle of glass lakes
plays the visions of stars [...].

7

(Głębiny duch, w. 15-19, 29-33)8

— Dlaczego ja nie jestem muzykiem?
Chciałbym się cały zamienić w muzykę, w muzykę niezrozumiałą dla ludzi, w tę muzykę,
która streszcza w sobie wszystko, cokolwiek przynależy królestwu ziemskiemu. […] I chciałbym
mieć grających dużo! dużo! dużo! Wszystkich muzykantów rozstawiłbym wokoło siebie: Jedni
staliby na tratwach, płynąc po jeziozie; drugich ukryłbym w grocie, zamieszkałej przez echa […]
Stoję, a kędy poźrzę powstaje muzyka, a skąd wzrok odejmę, zstępuje milczenie. Gram; jam
Kierownik! […].
8

Wichry! Śnieżyce! Mych szałów tabuny!
Przepaście! Bory! Słuchacze mych dum!
W zatorach zemsty law kipiących szum —

191

The multiplicity of units producing sounds make a polyphonic conversation:
I play the triumph – wind sobbing through the crevices —
I play fortune-telling — the livid moon bloods
[...]
I play — and the unsung hymn
is repeated by the shadows of the overstar Power...
Dead world (Umarły świat, l. 41-42, 45-46)9

Miciński thus creates harmony by mutual responses of an entity and
nature (the world), with all these elements being relevant and integrally linked
with each other. Pociej explained it with the statement that the idea of unity
is the definition of being (1986:304). The aforementioned asymmetry of these
relations in Lieder’s works suggests a thesis that it is being which completely
builds its outer unity.

3. Truth
Simple stylistic measures, being the fulfilment of the modernist doctrine
of affecting all the senses of the reader, also reveals a double bottom – they are
subject to de(con)struction. That is why the dissonance of the delicate issue of
truth becomes stronger. Stróżowski defines this truth as the accordance of our
thought with the state of a thing we think about (1981:19). If music, according
to Podraza-Kwiatkowska’s opinion, is asemantic, when it becomes a segment
or a means of expression of truth, it also gives away its relativism to it. A man
listening to music has basically unlimited freedom in interpreting and feeling it.
The same thing applies to values. Lieder, using musical metaphors, conveys the
illusion of greatness which poetry creates:
serc potrzaskanych tajemnicze runy —
księżyce, gwiazdy — me bracia — me struny!
[...]
Ponad górami, niby księżyc w pełni,
snuje me serce czarodziejską przęśl —
fiołkowy obłok u stóp mych się wełni —
a jezior szklanych zatopiona gęśl
gra wizje gwiazd [...].
9

Gram tryumf — wicher mi łka przez szczeliny —
gram wieszczby — miesiąc zakrwawia się siny.
[...]
gram, — a hymnowi nie wyśpiewanemu
wtórują cienie nadgwiezdnej Mocy...
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I used to rhythmically link composition with composition,,
Building an edifice of strange music in the air,
Which raised higher and higher...

with his silver fingers —
— — Love —
— and the other mysterious word:
Death.

Till, hitting the arms of winds,
I broke, falling with the peals of thunders,
With obscene applause of nature!
When you threw delight around my neck ...

10

(Gdyś mi na szyję rzuciła uciesznie…, l. 9-14)

On the other hand, he presents the inability to separate from values carried
by the music-poetry:
And if I borrowed the worthy lute to the low tide seas,
To be carried to the Antipodes,
The waves, returning the lute, place it at his feet,
For him to play till the bard’s life sunsets.
And even if the fortune-telling tool
Was crushed in the obscene pain of quarrel,
Every bit of it will play echo,
And instead of one one hundred lutes will sob.
Because of the smashing of a lute (Z powodu rozbicia lutni, l. 17-24)11

Miciński also notices that music, thanks to its subjectivity and being difficult
to seize, allows one to see what men are afraid to name:
And now I fell – sitting behind my head
The drowsy archangel, who in the earth’s ends
spread his wings and plays the azure fairy tale
10

Nieraz skład z składem wiązałem rytmicznie,
Wznosząc w powietrzu gmach dziwnej muzyki,
Który rósł w górę wciąż wyżej, wciąż wyżej…
Aż uderzywszy o wiatrów ramiona,
Łamał się, lecąc z łoskotem piorunów,
Przy wyuzdanych oklaskach przyrodya!
11

A gdyby zacną lutnię odpływowym morzom
Powierzył, by precz niosły ją do Antypodów:
Fale, zwracając lutnię, u stóp mu położą,
By na niej grał do życia wieszczego zachodów.
A gdyby nawet ono guślarskie narzędzie
Roztrzaskał w wyuzdanym z krnąbrnym bólem kłótni:
Każdy szczątek narzędzia grać echowo będzie,
Iż naraz zamiast jednej sto zaszlocha lutni.
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The castle of the soul (Zamek duszy, l. 31-37)12

Playing, song, hymn, are therefore the synonyms of fears and desires, which
– despite many possibilities of interpretation – are difficult to specify and become
vague, strange and dark:
I wash away the blood with snow,
but nothing will suppress it —
I hear a strange song
In the black castle of my soul.

Nocturn (Nokturn, l. 9-12)13

in my heart hands covered with blood
play on the cords of the moon
eternally dark hymn.
In my heart of fairy tales... ([W mym sercu baśni...], l. 4-7)14

Lieder saw eternal values in the lute destroyed by men. Miciński has
attributed positive, peaceful meaning to the cracked bell only once (cf. Cybulska
2009, 2010a). In the other poems, the instruments destroyed are useless, thus the
values they represent can also be destroyed. The harp, burdened with prophetic
properties since the times of Słowacki’s Lilla Weneda, is cracked and cannot
produce sounds:
In the proud and soundless darkness
with the crushed harp of dreams
12

I teraz czuję — siedzi za mą głową
Archanioł senny, co na krańcach ziemi
rozpostarł skrzydła i baśń lazurową
gra na organach palcami srebrnemi —
— — Miłość —
— i drugie niezgłębione słowo:
Śmierć.
13

Śniegiem zmywam krew,
lecz jej nic nie zgłuszy —
słyszę dziwny śpiew
w czarnym zamku duszy.
14

w mym sercu zakrwawione ręce grają na strunach miesiąca
odwieczny ciemny hymn.
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I sail – and look for it —
I will find her no more.

On the black moon ([Na księżycu czarnym...], l. 3-6)15

Candles glowing over a dead body
[you graciously erased me from the book of living]
and endowed with the madness of sorcery —
tell me to knock off the hell, create stars
and be like a harp – under a mass of ice...
The castle of the soul (Zamek duszy, l. 11-15)16

Both poets see that music tends to either bring closer the truth or to deceive.
It can therefore give strength, like in Miciński’s Reinkarnacja (Reincarnation)
or, like in Lieder’s Modlitwa (Prayer), can stimulate the spiritual sphere:
And the song from the harp is of prophets,
From the flame of stars and from martyrs,
From thunders, winds and clouds.

Reincarnation (Reinkarnacja, l. 34-36)17
And I stand quiet, decorous and humble,
My eyes wandering through the kingdom of stars,
And from my heart emerge
The violin tone of prayer.

Prayer (Modlitwa, l. 13-16)18

In Miciński’s poems music can deceive and tempt with its beauty:
Oh, mournful sisters – why do you carry me
Into the cold corridors – over still water?
15

W mroku dumnym i bezgłośnym
ze strzaskaną harfą snów
płynę — szukam jej —
nie odnajdę już.
16

Jarzą gromnice nad umarłym ciałem
[z księgi mię żywych raczyłeś wymazać] –
i odbarzywszy czarodziejstwa szałem –
piekło mi karzesz strącać, gwiazdy stwarzać
i jako harfą być – pod lodu zwałem...
17

A śpiew ten z harfy jest proroków,
z płomienia gwiazd i z męczenników,
z piorunów, z wichrów i obłoków.
18

I stoję cichy, skromny, z kornym czołem,
Oczyma błądzę po królestwie gwiazd,
A z mego serca wypływa modlitwy
Skrzypcowy ton.

195

But they did not answer – they cover my face
and play, and sob – on a magic flute.

Lamentations (Lamentacje, l. 11-14)19

Lieder similarly presents confusion:
Sometimes an owl groans terribly,
Drunk with its voice I fall from narrow footbridges.
And when it squirms among tangled rims,
I feel frightened by the fall of a dry twig.

Resemblance (Podobieństwo, w. 9-12)20

However, sounds accompanying erotic desire or satisfaction can be
misleading. Miciński presents such state as being overwhelming, winding and –
at the same time – dominating the speaker:
When my dreams wind around you –
like white roses –
don’t be afraid to love – me – and you
in the lazure of the sky.
Earth, like the echo of past days,
playing in the forest,
and our spirits among dead stumps
hang up the dawns.
You braid my heart with a crown of stars,
Hymn of plaits –
mountains, town towers below me –
and the eyes – above.
You silver-sparkle strangely, my angel,
in rainbow feathers –
fountains whisper, swarm of stars glitters –
roses smell…

When my dreams... (Kiedy Cię moje…)21

19

O siostry żałobne – czemuż mnie niesiecie
w zimne kurytarze – nad stojącą wodą?
Ale nie odrzekły – twarz mi zakrywają
i grają i łkają – na czarownym flecie.
20

Nieraz puchacz nad dziuplą przeraźliwie jęczy,
Upity jego głosem spadam z wąskich kładek.
A kiedy się w splątanych gęstw wije obręczy,
To mię suchej gałązki przeraża upadek.
21

Kiedy Cię moje oplotą sny – jak białe róże –
nie bój się kochać – ja – i ty
w nieba lazurze.
Ziemia, jak echo minionych dni,
grające w borze,
a nasze duchy wśród martwych pni
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Lieder moves harmony and delicacy to the foreground:
It is so tranquil, so delightfully,
As though I was listening to the sounds of a harp,
And no thoughts of dejection trouble me,
And I have a melancholic heart, like the voice of a lyre.

Request (Prośba, l. 9-12)22

However, the fraternity of music and emotions results in a cacophony in
case of separation: before leaving smash my harp: / the house of happiness will
collapse, the heart will freeze in the chest (Request , l. 15-16).

4. Good
There are close relations between sounds and ethic. Despite the attempts
at dividing art and values at the turn of the 19th and 20th centuries under the
patronage of a Nitschean postulate of the so-called uninvolved art, certain Polish poets – among them Artur Górski and Tadeusz Miciński – postulated the
return to morality, present in the works of the Romantics. The other of the poets
mentioned, Wacław Rolic-Lieder, through emigration and his admiration of the
French symbolists, praised mainly ephemeral art. However, works of both creators are not a simple calque of their literary views, which is presented in the way
they combine music with lyricism.
Podraza-Kwiatkowska points to Lieder’s growing tendency to expose immanent values in poetry (2003:21). Good was therefore associated mainly with
a properly constructed poem, beauty in itself. The problem of creating poetry
came as the subject of one of his works (Sztuka poetrycka/The Art of Poetry),
wieszają zorze.
Serce mi splatasz koroną gwiazd,
Hymnem warkoczy –
pode mną góry, wieżyce miast –
nade mną – oczy.
Dziwnie się srebrzysz , aniele mój,
w tęczowym piórze –
fontanny szemrzą, gwiazd iskrzy rój –
wonieją róże…
22

Tak mi przy Tobie cicho, tak uroczo,
Jakbym w harfowe wsłuchiwał się dźwięki,
I żadne myśli zwątpień mię nie droczą,
I serce rzewne mam, jak głos lirenki.
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a musical concert also presented traces of the composer’s work (Koncert mojej
duszy/The concert of my soul). However, considering the relations between
music with other values appearing in the poems, one can see that the relations
are neither asemantic, nor strictly concentrated on the aesthetic either. What is
associated with generally accepted positive values, appears among gentle and
harmonious tones. Such is the case of love (Prośba/Request), birth (Czasem, gdy
nastapi cisza.../Sometimes, when the afternoon silence ...), complacency (Koncert mojej duszy/The concert of my soul). Separation (Prośba/Request), failures
(Gdyś mi na szyję rzuciła ucieszenie…/When you threw delight around my neck
...) – evoking negative emotions – are analogically linked to the destruction of
musical instruments, rapidly changing music or lack of harmony.
One of the main features of Miciński’s poetry noticed by the researchers,
incessant ambivalence between chaos and order (cf. Gutowski 2002:203-212,
1979), also translates into musical elements. Many poems present an irritating
cacophony, but it is an index or a symbol of negative values. Miciński suspects
trickery with calm music (Lamentacje/Lamentation) as well as hidden, disarming
temptations (Kiedy Cię moje oplotą sny…/When my dreams wind around you...).
The smashed instruments indeed present the decline of values and consequently
the human as well, but they express themselves with silence (the bell from the
poem Kolosseum/Colloseum, cf. Cybulska 2010a). Unharmonious music is
an equivalent of the search for order, therefore Miciński seems to be a poet of
oxymoron (Kuźma 1979), even in terms of lyrical-musical combinations.

Conclusions
Both poets present visible tendencies to merge arts, borrowed from symbolism, here: music
and poetry. Although Schopenhauer pointed to the thesis that music touches will without mediation
(Podraza-Kwiatkowska 2001:77), both poets did not avoid engaging values and the transcendental
in their poetry. They are not tendentious and lack direct engagement in politics or social issues.
However, the specific combination of combining musical elements and poetic visions leads to the
acceptance of Maria Podraza-Kwiatkowska’s statement, that symbiosis of art was primarily an
attempt to integrate man, lost in the gradually more terrifying world (1985:28).
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Summary
Alina Cybulska has been looking for similarities between the poetic masterpieces of Wacław
Rolicz-Lieder, Tadeusz Miciński and music. Though, both poets represent different kind of
symbolism – Lieder headed towards impressionism and Miciński turned to expressionism – their
lyrics present one of the old metaphysical rules: tat twam asi – that thou art. Furthermore, work
of both poets presents relations with being, truth and sacredness, what is an answer for longtime
human’s fear of desintegration.
Key words: music, symbolism, impressionism, expressionism, metaphysic, being, truth,
sacradnes, (des)integration.
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THE REPRESENTATION OF GENDER ISSUES
IN THE POETRY OF CHRISTINA ROSSETTI
AND EMILY DICKINSON
The article aims to explore the interlinked themes that constitute Christina
Rossetti’s and Emily Dickinson’s poetry, focusing on the representation
and the significance of gender issues. We attempt to provide a comparative
study of mid-nineteenth century British and American female poets.
Margaret Homans in her essay Syllables of Velvet: Dickinson, Rossetti, and
the Rhetorics of Sexuality states that poets are shaped as much by the literary
forms and the conventions of language they inherit as they are by the social and
political environment. Homans further stresses that the cultural construction of
gender is at once a formal and thematic issue. It shapes the forms and poetic
modes for a poet and literature reflects, perpetuates, and, occasionally, subverts
this construction of a gender (1985: 570). Consequently, we aim to analyze gender
as a thematic issue in both Christina Rossetti’s and Emily Dickinson’s poetry.
Social life in the mid-nineteenth century was predominantly male dominated
and rather biased against women; the same pertains to literary activity. Many
literary works of that time were constructed from the male point of view in
which the male narrator actually spoke for the female. It is crucial to emphasize
the fact that in the poetry of this period male writers represent attempts to read
a female’s mind and to show how she feels and thinks, although never directly
speaking for her. In Robert Browning’s poems, for instance, the male speaker tries
to reproduce a female’s speech. In American society women were provided with
more opportunities in education and employment than their British counterparts.
However, as Eirwen E. R. Oswald points out, women also suffered a lot from
male domination and their status in marriage could be equated to that of
a minor or a slave and it remained much the same as in Victorian Britain (2001).
Thus, we may infer that in mid-nineteenth century British, and also
American, poetry, the actual female figure or her voice were often represented
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or, to put it better, repressed in a way that reduced her to some meaning fixed by
society. We may even state that women were marginalized in nineteenth century
society. Women’s life, according to popular social belief, should revolve around
children and household responsibilities. In her poem A Triad, for instance,
Christina Rossetti represents the tragic troubles of women that are left with only
one alternative to survive in their life, and this option is to be a wife or a mistress
of a man. Emily Dickinson also touches upon this relationship as her British
counterpart does. In her poem I’m nobody! Who are you? Emily Dickinson states
that women are nobody if their appearance does not evoke an admiring look from
a male; thus a woman needs to be attractive to a man to be somebody.
In order to explore the notion of gender in Rossetti’s and Dickinson’s
poetry, it is also vitally important to draw our attention to the problem of
scholarly study of the works of female poets. A lot of studies of nineteenthcentury women poets, for the most part, derived from social stereotypes. All
women were thought to be frustrated spinsters who are love-starved and whose
poetry arose from sufferings. A century of critical response misreads the poetry
of Dickinson and Rossetti as the expression of neurotic madwomen. Dickinson’s
and Rossetti’s persistent image as neurotic women is a distortion, for they were
not madwomen at all (Leder 1987: 1-3).
Many modern feminist critics have started to see Dickinson and Rossetti
as public poets who depicted major social issues of their day. A lot of them
have argued that Dickinson’s and Rossetti’s awareness of gender inequities
led them to select privacy and this solitude is valued as a rightful and valid
way to meditate on their experience of a hostile world. The poetry of both
Dickinson and Rossetti narrates women’s subordinate position in the dominant
culture and helps us to expand our knowledge of nineteenth century society.
Rossetti’s poetry continues to inspire much study and debate. Modern
critics, such as Antony Harrison, for instance, have explored the feminist
aspects of Rossetti’s works, thus challenging the studies that focused their
examinations of the British poet on her self-denial in favour of the spiritual world.
Readings of Christina Rossetti’s works by many critics have depended on the
misleading assumption that her poetry is written for the most part in a confessional
poetic mode, which was reinforced by the atmosphere of earnestness in Victorian
society. Due to the most recent study, Rossetti’s poetry has been read in
a completely different light. Modern critics argue that her poems are exploratory,
presenting notably different views on social, psychological, and artistic issues.
We should highlight that a number of important recent critics no longer read
Christina Rossetti’s poetry exclusively as autobiography. Joan Rees, for example,
reads Rossetti’s works in terms of the sonnet tradition; Winston Weathers has
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introduced the psychobiographical approach, while Gisela Hönnighausen
explores the religious traditions of flower imagery behind Rossetti’s verse.
Thus, a full reassessment of Christina Rossetti’s literary legacy is underway
owing to the misplaced emphasis of past study. The purpose of our literary
investigation is to explore the gender notions in British poetry (Christina
Rossetti’s works) compared to American (Emily Dickinson’s verses) and to
show how this poetry can be read in the light of feminist literary criticism.
Concerning Emily Dickinson, feminist scholars have examined her
poems in an effort to gain some insight into how she responded to the genderrestrictive values of mid-nineteenth-century American patriarchal society. The
critics have concluded that while as a person Dickinson submitted to a life of
social marginality and seclusion, as a poet she showed a great feminine power
through her verse. Feminist scholars have identified a number of Dickinson’s
poems which directly comment upon the role and experiences of women in a
repressive patriarchal order. In addition, some of these critics have suggested
that many more poems can be interpreted as the poet’s opinion of gender issues.
Though a lot of her poems were rejected by the editors who noted her style was
unusual, even shocking, especially for a woman of that period, many scholars
that study her poetry agree that Emily Dickinson was quite ahead of her time.
Any analysis of poetry cannot claim to be extensive without touching
upon some facts of the author’s biography that show the direct relation to
the issues discussed. Regarding Christina Rossetti’s life, such elements
undoubtedly include her work at the St Mary Magdalene home for ‘fallen
women’. In this home, women received religious and moral education. Rossetti’s
experience in this institution is likely to have been a source of inspiration for her
poem Goblin Market, as well as a possible purpose for the poem – to be read
as a means of moral instruction. In her other poems, such as Prince’s Progress,
An Apple Gathering or Cousin Kate, Rossetti expresses her view of gender
inequalities inherent in Victorian society. These poems are largely concerned
with the fates of women abandoned or betrayed by their lovers. In Prince’s
Progress we see a bride who endlessly waits for her husband but ultimately dies:
You should have wept her yesterday,
Wasting upon her bed:
But wherefore should you weep to-day
That she is dead?
Lo, we who love weep not to-day,
But crown her royal head.
Let be these poppies that we strew,
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Your roses are too red:
Let be these poppies, not for you
Cut down and spread.(in Abrams 1995: 1492)

Regarding the biography of Emily Dickinson, few facts are known about
her life. Some biographers, among whom we may find John Evangelist Walsh,
mention that Emily’s father, who valued his daughter’s education and had great
influence on her life, had little sympathy towards women, especially those who
were involved in the suffragist movement. Emily Dickinson is known to have led
a very secluded life, avoiding any contact with society. Her poetry subsequently
reflects her loneliness and is marked by her spiritual recollections about a woman’s
life. Unlike her American counterpart, Christina Rossetti grew up in the fervours
and activities of the aesthetic movement, which her famous brother had brought
her into. Her poetic inclination was encouraged in an atmosphere of high creative
enthusiasm and she wanted to use her poetry to educate. Consequently, we can
see a strong link between her personal life and creative work. However, one
common element between the two writers was the fact that they both remained
unmarried and they both withdrew from outside life at approximately the same age.
Studying the gender issues in the poetry of both female writers, it is
critical to discuss the idea of marriage. Rossetti considered women’s position
in the ‘marriage market’ as losing, since according to society’s standards, men
dictated the conditions of exchange and every woman entering this market was
actually selling herself, without any guarantee that the man would fulfil his
part of the bargain. Victorian morality, as it is outlined in scholarly essay The
Woman Question: Sisterhood, Sexuality, and Subversion in Christina Rossetti’s
‘Goblin Market’, laid emphasis on the fact that men are driven by powerful and
uncontrollable urges and thus cannot be fully responsible for the act of infidelity.
While women in the nineteenth century were supposed to solely look after
the house and take care of the family, Dickinson wrote poetry voicing her opinion
against the traditional role of a wife. She even mocks looking at the typical woman:
She rose to His Requirement – drop
The Playthings of Her Life
To take the honorable Work
Of Woman, and of Wife (...) (in Johnson 1990: 359)

In the poem I’m wife; I’ve finished that, Emily Dickinson discusses the
difference between a woman’s freedom when she is married and is not. In the
light of feminist perspective, the given poem is regarded to be a description of
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a woman’s journey from girlhood to womanhood. It is a well-known fact that
Emily Dickinson was often criticized for her decision to remain unmarried as it
was highly uncommon for a woman to be single in the nineteenth century. We
can clearly feel the frustration of the poet towards a society that defines the value
of women in terms of their marital status. Dickinson highlights here that a girl
could call herself a woman only when she becomes a wife. Thus, we may infer
that Emily Dickinson rejects the commonly held belief that a woman equals
a wife. The title given to women after marriage (Wife) can be contrasted to what
a woman can never be and a man can (Czar); Emily Dickinson demonstrates this
with the sharp puncturing dashes, capital letters and exclamation marks at the
end of her poem:
I’m “wife” – I’ve finished that –
That other state –
I’m Czar – I’m “Woman” now –
It’s safer so (...)

Thus, we may see that Emily Dickinson, like Christine Rossetti, goes
against the traditional gender roles of her time. Concerning the role of a woman,
Dickinson claims:
My Cocoon tightens – Colors tease –
I’m feeling for the air –
A dim capacity for Wings
Demeans the Dress I wear (...) (in Johnson 1990: 496)

Here Emily Dickinson speaks for a woman, defining how limited a woman
is and how she desires the things that she isn’t allowed.
In her poem From the Antique Rossetti clearly conveys her opinion about
a woman’s position, claiming that she wished she were a man. Consequently, the
poem underlines that it’s much better to be a male in Victorian society. We can
interpret it as opposition to woman’s submission. In her other poems we can easily
trace her definition of a woman, being man’s helpmate, with her ultimate duty to
serve a man, though she states that a marriage can be a mistake. Christine Rossetti
seems to accept the social dogmas of patriarchy and women’s subordination but
still claims women’s spiritual superiority. In Seek and Find she draws on parallels
with Christ, trying to establish the identity of a woman’s position, stressing
feminine sufferings. In The Iniquity of the Fathers upon the Children, Rossetti lets
the female speaker make a comment on the lack of equality in Victorian society:
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“All equal before God” Our Rector has it so,
And sundry sleepers nod:
It may be so; I know
All are not equal here,
And when the sleepers wake
They make a difference.
“All equal in the grave” –
That shows an obvious sense. (in Abrams 1995: 1474).

Discussing Rossetti’s handling of gender issues, we should also consider her
well-known poem Goblin Market. Undoubtedly, this masterpiece has become
a famous poem for feminist literary criticism. The prominent poem is seen as
a woman writer’s response to patriarchal mythology, particularly to Milton’s
Paradise Lost. Sylvia Bayley Shurbutt, for example, asserts that Goblin Market
is a creative revision of the traditional Christian myth of Fall and Redemption,
a subtle but conscious effort to turn biblical and Miltonic myth, with its
misogy-nistic intent, into heroic affirmation of the female Christ-like principle
of loving self-sacrifice and creative self-assertion through rebirth and
resurrection (Shurbutt 1992: 40). Goblin Market comments on the institutions
in Victorian society that she and her feminist contemporaries wished to see
altered, creating modern female heroines to carry out its messages. The goblins
serve as malicious male figu-res to tempt the innocent heroines, sisters Laura and
Lizzie, to corruption.
Literary critic Sandra M. Gilbert sees the poem as an allegory; for her Goblin
Market pictures the woman writer who wished to experience the full fruits of her
imagination but Rossetti, too much bound by conventions, is unable to let herself
or her female characters have this freedom (Bloom 2004: 15). Furthermore,
she points out that this reading of the poem is supported by the abundance of
allusions to male writer’s texts, Milton’s Paradise Lost, for instance, and also
patriarchal traditions. Sandra M. Gilbert also provides her own identification of
goblin men. She writes thus:
(…) the goblin men … are of course integrally associated with masculinity’s prerogatives
of self-assertion, so that what Lizzie is telling Laura (and what Rossetti is telling herself) is that
the risks and gratifications of art are not “good for maidens”, a moral Laura must literally
assimilate(…) . Young ladies like Laura(…) and Christina Rossetti should not loiter in the glen of
imagination, which is the haunt of goblin men like Keats and Tennyson – or like Dante Gabriel
Rossetti and his compatriots of Pre-Raphaelite Brotherhood. (Bloom 2004: 43)

Hence, we may infer that Christina Rossetti was among the few female
writers who were trying to draw on male traditions, showing that a woman
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can claim her place in literature. Of course, woman and man could not be on
equal terms, as they could not be on the same level in the social life of the
mid-Victorian period. Yet, unlike Emily Dickinson, Christina Rossetti speaks
about the inevitable interaction between female and male literary tradition. Even
though the goblins in the poem are presented as dangerous creatures that must
be avoided and escaped from, they are important on the path from innocence to
experience, as their fruits are the fruits of experience. We must highlight here,
that Christina Rossetti depicts the women who learn to control that experience,
thus providing the images of female resistance and struggle.
Many readers of Goblin Market have identified the quest for female self.
Rossetti tried to show a female subjectivity that covers action, knowledge
and power, as opposed to Victorian society conventions that saw woman as
passive and helpless. We must stress that Christina Rossetti was among the first
of the female writers who dared to envision such female subjectivity. In her
attempt to envision new ways of looking at women in Goblin Market, Rossetti
both exploits and subverts the notion that women are objects of the gaze. The
writer tries to reconsider femininity, using religious traditions, and offers the
story of Laura and Lizzie as an example of active and strong womanhood.
We should also turn our attention to the poem The Lowest Room, where
Christina Rossetti meditates about the woman’s question; that is, the place of
woman in society and literature. The poem contains statements about her own
place in the world, as well as her thoughts on woman’s positions more generally.
The Lowest Room is a conversation poem in which two sisters come to terms
with their own lives by comparing them to the lives of the Homeric heroes of
the Iliad. Christina Rossetti presents the image of mighty men, warriors of Troy:
Then men were men of might and right,
Sheer might, at least, and weighty swords;
Then men in open blood and fire
Bore witness to their words. (in Abrams 1995: 1479)

Christina Rossetti reflects on her life, attempting to satisfy the conflicting
claims of womanhood, poethood and sainthood:
Not to be first: how hard to learn
That lifelong lesson of the past;
Line graven on line and stroke on stroke:
But, thank God, learned at last.
So now in patience I possess
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My soul year after tedious year,
Content to take the lowest place,
The place assigned me here. (in Abrams 1995: 1479)

The poem is clearly autobiographical; it communicates the poet’s acceptance
of the lowest place, thus representing one of the ideological positions current in
her epoch.
It must be pointed out that both Christina Rossetti and Emily Dickinson
were concerned about the lack of alternatives available for women in the
nineteenth century. In her poem A Triad, which we have mentioned above,
Christina Rossetti speaks about the only alternative for a woman to survive in
the male-dominated society, which is to be a wife or a mistress of a man. The
poem by Emily Dickinson Success is Counted Sweetest describes women’s
experience in society as separate. Hence, we can conclude that both female
poets clearly understood that women are perceived as second-class citizens
within their societies. Many critics claim that Emily Dickinson uses the
metaphor of death to illustrate how life is for women in society, as in death
we are completely removed from all the events in life. We can also trace the
metaphor of death in the poem The Bustle in a House. At the beginning of the
poem we are told that a dead family member must be removed from the house:
The bustle in a house
The morning after death
Is solemnest of industries
Enacted upon earth... (in Johnson 1990: 489)

We can draw comparisons here between the process of separating the dead
body from the family and the idea of alienation of a woman within the society.
Many critics have identified a theme of female empowerment in Emily
Dickinson’s poetry. The poet supports the idea that through poetry women can
gain power and strength. In some poems we can notice how Emily Dickinson
speaks about the ability of the female artist to subvert the oppressive limitations of
a patriarchal society with the help of poetry. In the poem A Solemn Thing – it was
– I Said we read about the satisfaction of a woman, maybe a poet, in her small life:
And then – the size of this “small” life –
The Sages – call it small –
Swelled – like Horizons – in my vest –
And I sneered – softly – “small”. (in Johnson 1990: 483)

Interestingly, Emily Dickinson is shrewd enough to use the language in her
poems in such a way that it defines and forms new concepts of gender. The
poet uses language to escape patriarchal structures and confinement. It should be
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stressed here that it is not easy to locate female identity in her poetry, as Emily
Dickinson makes a rather playful inversion of conventional patterns which, as
we have noticed, results not in a disgendered voice but rather in empowered
femininity. By challenging the norms, Dickinson locates female identity at the
same time within her own culture and outside of it. She thereby creates her
own images that allow for difference, blurring the lines between female and
male power. Thus, it follows that Emily Dickinson completely alters gender
identities. As we frequently notice, she is not literal about gender, particularly
not specifying it. However, we can trace plenty of signs that indicate the gender:
I put new Blossoms in the Glass –
And throw the old – away –
I push a petal from my Gown
That anchored there – I weigh
(from “I tie my Hat”); (in Johnson 1990: 443)
I never spoke – unless addressed –
And then, ‘twas brief and low –
I could not bear to live – aloud –
The Racket shamed me so –
(from I was the Slightest in the House). (in Johnson 1990: 486)

We may clearly see that Dickinson’s feminine speakers use their gender
to construct and deconstruct their own identities as well as to discuss the
performative nature of gender. In I Tie my Hat the speaker is an adept performer
of the ‘little duties’ of gender conventions.
Both Emily Dickinson and Christina Rossetti undoubtedly had strong views
on the concept of femaleness, and how this concept had been socially constructed
into something false by male elites. In the most profound sense, Dickinson
and Rossetti utilized their notion of Christianity to try to achieve a form of
redemption for the female gender. They counteracted that reality by emphasizing
inclusion. Dickinson, for example, employed her own sense of Christianity as
a means to liberate the female gender and to argue for an inclusiveness of
women within the Church and other societal institutions. Dickinson was very
concerned about how women had been neglected and excluded in theology
and society. Her poetry, therefore, included women and recognized their value.
The works of these poets undoubtedly stand out because they both
challenged the conventional gender roles of the time. Emily Dickinson and
Christine Rossetti challenged the conventional role of a wife. By doing so, they
expressed their frustrations towards the limitations of women’s role in society.
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We can conclude that both female writers were for the most part
interested in changing the literary tradition of the time, which allowed only
the male voice. They were both concerned with the topic of female identity.
Concerning Emily Dickinson, we can point out a failure of identity, as the
achievement of status for a woman presupposes marriage. Apart from the
topic of marriage, Christina Rossetti presents a strong woman and states that
the power of female identity comes from spirituality.
Christina Rossetti’s and Emily Dickinson’s poems on love and marriage
challenge the patriarchal ideology of 19th century society but it would be
wrong to label the poets as anti-marriage and suggest they saw women only
as victims of their society. In her poems Goblin Market and Maiden-Song
Rossetti presents women not as hopeless victims but as individuals who
have power, with their strength coming from giving love.
Apart from the fact that both Christina Rossetti and Emily Dickinson
shared a common identity of single women in strong patriarchal society,
we have noticed several distinctions in their outlook. Emily Dickinson
supports the breaking of boundaries and limitations, if not literary, then
through imaginative escape; whereas Christina Rossetti often accentuates
the validity of conformity. Moreover, Christina Rossetti tries to show the
triumph of woman not on earth but in heaven; as a result of the socio-political
atmosphere in nineteenth century Britain, the poet used religion, which was
more acceptable at that time, to deal with controversial issues by making men
and women equal and by giving them the same strength. Emily Dickinson,
however, discards such belief and, having a different context and foundation
in the more progressive American society, sees the rewards in poetry.
In addition, in our study we have attempted to show that the poems
written by Emily Dickinson and Christina Rossetti should not be read
exclusively in private terms, since they tend to reflect interest in contemporary
social issues in a particular feminist perspective. Having studied Emily
Dickinson’s and Christina Rossetti’s poetry we can state that it not only
reflects the private feelings and emotions of women but also gives us deep
understanding of social issues and historical movement, even if not explicitly.
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Summary

The article provides a comparative study of mid-nineteenth century British and American
female poets. The poems of Christina Rossetti and Emily Dickinson have been analyzed in the
light of feminist literary criticism and the issues of female identity, empowered femininity, gender
inequalities and gender conventions have been outlined. We have, as well, touched upon the
problem of scholarly study of Christina Rossetti’s and Emily Dickinson’s poetry and discussed
the way the female poets responded to social stereotypes in the mid-nineteenth century patriarchal
society.
Key words: feminist literary criticism, social stereotypes, female empowerment, gender
conventions, female identity, gender inequalities, Victorian society, patriarchal ideology.
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Filip Materkowski

THE VIVID IMAGINATION TREND AGAINST
THE BACKGROUND OF ANDRE BRETON’S
SURREALISM
Surrealism as a, literally, vanguard artistic trend had a big influence both
on all domains of art and interwar human thought. Its outlook on life influenced
very much not only artists under the protectorate of Andre Breton in France but
also in other countries:
The action taken by surrealists was very successful indeed. It enlivened the world of poetry,
from which now poets of young generation from USA and Europe benefit. In the world of fine arts
– it gave new possibilities for visionaries. (Czechowicz 1972:68)

In the interwar Poland surrealism was not, in the beginning, relatively
visible. It had roots that were social and political (World War I represented for
Poles hope for independence), cultural (strong romantic tradition) and literary
roots (Hutnikiewicz, Lam 2000:181). It was not until the fourth decade of
the 20th century that the first meaningful treatment of the surrealism of Józef
Czechowicz and Zbigniew Bieńkowski appeared, introducing a wider context of
surrealistic thought. Surrealistic tendencies in the works of some Polish writers,
noted by critics, were enriched by tradition in the works of Juliusz Słowacki
from his mystic period and the vision and luciferism of Tadeusz Miciński.
Among the writers of the interwar period a significant place – in connection
with surrealism – was attributed to Aleksander Wat, Adam Ważyk, Jan Brzękowski,
Józef Czechowicz and Stanisław Piętak. Some typological similarities were
found in the prose of Bruno Schulz and Kazimierz Truchanowski as well as
in the Polish dramaturgy of, for example, Stanisław Ignacy Witkiewicz.
This germ of surrealistic thought, instilled in the interwar period, influenced
with much more intensity the works of Polish writers who had their debut both soon
after 1956 and later. The critics of that time found some common characteristics
with many artists – black humour, a sense of the absurd and the merging of fantasy
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with Wertheristic realities. Both in prose and in poetry the world described was
dependent on vision and imagination, free from all its reality and logic. The aim of
this article is an attempt at comparison of the ideas of Andre Breton and his followers
with the poetry of three poets most often cited by critics as belonging to the vivid
imagination trend - Roman Honet, Bartłomiej Majzla and Andrzej Sosnowski.
Surrealism had particular influence on Polish poetry, especially on poets
belonging to the “vivid imagination” trend (Marian Stala’s term1). Although
the name of the trend itself shows a strong affinity to surrealism, the centre
of gravity is placed on the adjective – “vivid”. It has a lot to do with cultural
and social guidelines; surrealists had a tendency to free their imagination,
overcome barriers between reality and dreams. The word “liberation” in this
case carries some kind of rebellion against contemporary reality, a tendency
to overcome set patterns, logic, morality or language. It is also an attack on
positivist realism, which, according to Andre Breton, limits artist’s intellectual
and moral flights (Surrealizm. Teoria i praktyka literacka. Antologia
1976:50). For him, imagination has creative force, which enables progress:
Imagination for Breton seemed a force of progress, because he described it as something
which tells us what can be (he attributed to it both moral and cognitive values), while mind,
separating itself from everything (…) prevented (…) looking for truth, which is not submitted to
practical aims. (Surrealizm. Teoria i praktyka literacka. Antologia 1976:50)

Imagination in the works of Roman Honet, Bartłomiej Majzel and Andrzej
Sosnowski is not so much liberated from the strictures of conventional life,
but goes beyond that, creating particular, multithread, but compact novels,
in which contradiction and scale of experience play an important part and
everybody can participate in them. Critics, describing the works of poets of
the vivid imagination trend, very often call them Polish imagist writers. Both
these terms bring to mind unity between imagination and poetic image. As a
result the relation with surrealism is much more emphasized. What was once
removed from imagination by means of free associations now makes an image.
Both the idea of imagist writers itself and their fondness for visualization
and liberating of language show some relations with Anglo-American imagism.
Verses of Polish imagist writers as well as the lyrical poetry of Thomas Hulme
1

Is something starting? Piotr Marecki’s interview with Marian Stala on the youngest Polish
poetry, in: Tekstylia. o „rocznikach siedemdziesiątych” edited by P. Marecki, I. Stokfiszewski, M.
Witkowski. Kraków: Krakowska Alternatywna & Rabid, 2002, p. 513.
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or Fran Flint are famous for their precise and rich language, the attention paid
to the poetic image and free versification form. There are not any thematic
relationships between them. What is more, with time the trend that was initiated
by Thomas Hulme started to attract more and more artists who were united
in the Poets’ Club. If we take into account Polish poets, it is impossible to
identify any attempt to create a poetic or literary group. In case of relationships
with Russian Imagism, the poetic image is what they have in common.
Long before surrealism was constituted and first manifestos were published,
there had been in the booster’s mind a new means of artistic expression, identified
with the creative process and use of psychological states (Janicka 1985:174). One
cannot claim that automatic writing among Polish poets belonged to the vivid
imagination trend because their verses, although often semantically unsolvable,
were still compact and rich in metaphorical structure. Memory plays very
important part in their works. It is evoked by means of images and language,
which may testify about the consciousness of the subject of the creative action:
The poet [Roman Honet] plays with calling, enumerates and integrates stored images, gives
loose to unusual imagination (…) desires to grasp everything he sees: unbelievable power of
photosensitive materials, secrets of technology, which starts up what is still and finally its own
memory. (Orliński 2009:97)

According to Marcin Orliński, use of intellect plays an important role in
Andrzej Sosonwski’s lyrics too. In these lyrics one can notice memory movement,
where solemnisation from one text becomes the solemnisation of another. Every
memory, including the one of the Warsaw poet, governs its own rules and the
only constructive rule is ad hoc, because it is dependent on its subject. That
is why in Sosonowski’s works there are elements of the individual poet’s life
with medial information, mediumistic information, translator’s notes and songs.
The Warsaw poet brings these fragments, which he has recorded in his memory
and then connects them by means of loose associations. As a result we have
a characteristic way of recording – fragmentation and nonlinearity of verses,
which is why one of the narrators of the collection Po tęczy (After the rainbow)
(Sosnowski 2007) is a master of grammatical insolvability – Paul Celan.
We have to deal with vital agreement when we analyse dreams, mystic
visions or ecstasies. Poets belonging to the vivid imagination trend predominate
in this field. A dark, unclear image looms out of Honet’s poetry resembling a
vision which looks like a nightmare, which the poet offers the reader – “I opened
the dream of mine”. The presentation of reality like a dream has to do in his
works with blood, decomposition and death. The reader has the impression that
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the poet looks into himself, creating a dreamy epitaph at the same time. The
theme of eyes makes an especially strong impression, which brings to mind the
16-minute-long film Pies andaluzyjski (An Andalusian Dog)2 by Luis Bunuel.
The eyes in which milk spilled
look into the depths of themselves now. what can the eyes see?
they can see all the faraway places,
pure childhood play
and its narrow escape, as someone bent over your breath
and their lips were cracking under the important words.
The eyes can also see the shiny snow,
falling carefully, and they can see water,
and girl’s brownish hair,
who died. The eyes are better than we are,
because eyes don’t die, but they look in the depths of themselves
and they can see all the dead,
all the past and solved matters3. (Honet 2008:96)

Andrzej Sosnowski’s poetry does not present reality which looks like
a dream, but rather races with words, matching random pieces of information
from the Internet, scout’s and rock songs; it in no way resembles a work of
human consciousness, which is the product of a state of mind and segregation of
2

In his poems, Roman Honet even obsessively refers to the motif of eyes, being almost
always open, which corresponds to the well-known eye cutting scene in Luis Bunuel’s and Salvador Dali’s films. In some of Honet’s poems, the motif of eyes is heightened by the typical gore film
elements, such as spilling blood, death, both human and animal internal organs, which similarly as
in a film causes the recipients to vomit.
3

All translations from Polish authors cited are Monika’s Szast.In original:
oczy, w których rozlało się mleko
zaglądają teraz w głąb siebie. co widzą oczy?
one widzą wszystkie odległe miejsca,
widzą czystą grę czasu dzieciństwa
i jego wąskie ujście, bo ktoś pochylał się nad twoim oddechem
i pękały mu wargi od ważnych słów.
oczy widzą też padający ostrożnie,
błyszczący śnieg, i widzą wodę,
i tabakowe włosy dziewczyny,
która umarła. oczy są od nas lepsze,
bo oczy nie umierają, ale patrzą w głąb siebie
i widzą wszystkich umarłych,
wszystkie sprawy ubiegłe i rozwiązane
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external and internal phenomena. As a result a verse looks like dream in reality
or appeals to its net double of virtual reality. Apparent semantic insolvability
or lack of ontological centre is a result of passing from one link to another or
chatting on a few websites at the same time. The appeal to a reality net double
is more emphasized both by concrete net addresses given by the poet in the
volume poems (Sosnowski 2010), and computer terminology (“dr Caligari resets
the world”), “data is being sent” or “downloaded something”:
you see madam we know nothing about love
but there is a tiny blog hung up on the net my profile
is shining nicely and pulsating on the net
I’ve got also a CV on my hand a letter of application
ubiegam się o grant na cele coup d’é tat
noc z czasem błaha bezsenna i bez dna
I apply for the funds to organize the coup d’etat
The night trivial sleepless and endless4.(Sosnowski 2010:27)

The reader becomes more familiar with the virtual reality. He is simply
surrounded by a net double, which results in rejection of basic values. Instead
of them, there is a blog, a website which consists of chronological entries,
and which is a journal or a record of life experiences. There is a profile, a
Curriculum Vitae, a letter of application alongside it. A trivial sleepless night
emerges from the electronic version of life, which can lead to the coup d’etat.
Imagists writers’ works are full of surrealistic clues, which often enrich turpistic themes
possessed by sheer madness: In Honet’s works reality is unclear and its scraps seem to be drifting
on rough waters of memory. (…). A verse is an edgy tissue, scraps of meat sewn in a hastening and
clumsy way, an unfinished work of a crazy surgeon. (Orliński 2009:98)

Among imaginary writers, Bartłomiej Majzel exhibits poetry madness
best. In his first volume Robaczywość (Wormness), he expresses it by means
of the phrase “these verses are translated by bartek majzel” (Majzel 1997:20):
these poems are in bartek majzel’s translation.
because I translated the entrails.
4

a widzi pani nic nie wiemy o miłości
ale jest maleńki blog powieszony w sieci
mój profil ładnie świeci i pulsuje w sieci
mam też cv na dłoni list „motywacyjny”
ubiegam się o grant na cele coup d’etat
noc z czasem błaha bezsenna i bez dna
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first the dead ones. then the fleshy and dirty ones.
the body hardened for years. because years
don’t have the people’s softness.
I gathered strength for what was behind me.
I tore the head’s flames. earthquakes.
winds of sweaters. of flannel shirts.
everything rushed for ages, rushed to the living5. (Majzel 1997:20)

This statement may suggest that the Silesian poet’s work comes beyond
him as if he did not identify with it completely. At the same time it shows the
similari-ty to mystic or narcotic visions. In this case lexeme “translation”,
suggesting translating a text from one language to another, seems to be highly
important. Maybe it is translating the vision of the image:
According to Jaworski, Andre Breton paid attention to the vital relation
between language and the process of thinking, criticising at the same time the
theory of language as a collection of conventions, because conventionality
disables the freedom of expressing the content of the human psyche and, at the
same time, complete self-knowledge. (1976:60)
That is why he demanded transformation and orientation in the sphere of
expression, because a language system which is used on an everyday basis is
subjected to logic words binding and sentence building:
Language is the material of poetry, and language is the primitive and elementary way of
human expression. To widen the borders of this expression, it is necessary to lead to its radical
renewal, to restore to it a creational power, the power to cause emotional shocks, which are to
contribute to widening of borders of human sensitivity and as a result (…) human awareness,
human ways of understanding the world. (Janicka 1985:188)

The actions taken by surrealists were not confined only to criticism,
because they created their own concept of poetic language. Taking advantage
of the tradition of German romanticism, experience of symbolism or research
on Freud’s language pathology, they pointed out two surfaces of utterance:
5

te wiersze są w przekładzie bartka majzla.
bo przełożyłem wnętrzności.
najpierw martwe. potem mięsiste i brudne.
ciało stwardniało przez lata. bo lata
nie mają tej miękkości ludzi.
siły zbierałem na to co poza mną.
rwałem płomienie głowy. trzęsienia ziemi.
wiatry swetrów. koszul flanelowych.
od zawsze gnało wszystko. gnało do żywego
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Language utterance must (…) be reconsidered (…) in two layouts: something that was
formulated directly and something that still requires deciphering and that refers to a speaker’s
intentions, its true but secret emotions and experiences relevant to the topic. (Jaworski 1976:61)

The language emancipation suggested by surrealists found an amenable field
in the works of many subsequent poets, and imagist writers too, whose poetic
utterances are free of all convention. Each of them has their own way of lyric
utterance, which quite often cause in the reader an emotional stir. Bartłomiej
Majzel breaches the language paradigm not only in the lexical sphere, though
his poetry is singled out in this field for its turpistic vocabulary, but also by using
an unconventional dot, which, being something odd on one hand, enables poetic
communication on the other:
The use of an interpretive mark in this way is identical in Wormness [Robaczywość] and in A
downhill race [Bieg zjazdowy]6, one can see in it mannerism or oddity till one does not understand
that it is a fantastic and faultless invention for one’s own use. This dot, which is a contradiction to
the conventional dot in a sentence, educes groups of words, which are like stones in the prism of
a poem being composed. (Bereza 2001:172)

The author of Wormness distinguishes himself with rare language and
imaging dynamics, from time to time reinforced by text rhythm or even by
internal rhymes. What is typical – but not only for him – is vocabulary related
with body, physiology and turpistic themes – mould, insects, web. The ambiguity
of his lyric utterances enables the crossing of literal and metaphoric meanings,
in which we witness the stabilization of motion perspectives – physical and
metaphysical vision.
Majzel’s poetry is very close to that of Roman Honet, in which one hardly ever
finds lexicology related with putrefaction, decomposition of bodies or penetration
of ontological orders. It often resembles biblical narration, charismatic speech as
if the subject of lyrical utterance was a wise-man or a prophet. On the other hand,
children’s speech and fairy tale charm emanate from other texts, showing some
relation with Tadeusz Nowak’s fairy tale realism.
In the poetry of Pójdziesz synu do piekła (You’ll go to hell, son)the
substantial formdominates as if things became the main material of his
world, and the elements of reality were category which separates groups
of words, from which the dark, enigmatic and, at the same time, hermetic
world of his imagination looms – “dark city of tuberculosis”, “countryside
6
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turned into ash”, “Mossy hand knot” or “Juicy stone of futile dream”. The
examples mentioned above perfectly illustrate the high frequency of use of
meta-phors in poetic language, which underlines much stronger a creational
power, a necessity of deciphering of meanings both of single word groups
and all the lyrics as well, which quite often remain semantically unsolvable.
Understanding of Andrzej Sosnowski’s poetry depends on appealing to
a great modernistic tradition, whose beginning is related with Stephane Mallarme’s
metapoetic conception suggesting “freeing” a word, separating it from reality:
“Naming a thing means to destroy three quarters of poetic delight, which slow
guessing gives; suggesting it – it is an ideal”(Podraza-Kwiatkowska 1975:17).
The French symbolist’s project found favourable conditions in the Warsaw
poet’s lyrics, which not only “free” a word from reality but also reveal the journey
of various voices through a verse:
Sosnowski builds in them a vast phrase which resembles a self-winding mechanism, excluding
from itself, using homonym games and contextual associations, succeeding lines (…), as if in
a self-acting way (…) winding a discourse. But this untwisting can be understood as dismantling
of some typical verse machinery: draining sentences of strong meanings in a stream of a prolix
language, getting rid of ontological spans, gear racks, ballasts of all ideology and stipulations (…)
(Szewczyk 2007:82)

Flickering reality looms from the semiotic mobility of Andrzej Sosnowski’s
lyrics. This reality, in which language is considered a sign system, is like a
spinning carousel preventing the catching of succeeding changes, which is a
proof of disaster and irony because it results from the impossibility of expressing
oneself. The language is becoming a kind of figure of death and decomposition,
and the creative process would be an attempt at avoiding the lethal power of a sign:
It is advisable to assume that (…) the space by means of which he designs his works can
be related with a feast, carnival, play, when “the heart is retreating, and the mind is going to
pieces”. From this perspective, gravity and the usefulness of all rules is put under a question mark
and suspended; hierarchy is turned round, pathos, centre, stability of ideas and establishing of
structures are contradicted. (Zając 2009:47-48)
As a result of this process we often face a dream, play and clownery, and in no way is it
a consequence of entertainment– though we come across it too – but we lack hope in the power
ofdiscourse. We will realize this at the moment we understand that “every reality spreads [like
a shroud] on an empty space” (Sosnowski 2005:28).
And words are convention, words like golden flowers of sandpit
grown on the edges of the world or mugs sculptured in gold,
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filled with unknown liquid
The word is looking at itself as in the mirror, flawless.
Is it the world
Which is falling down from the Leucadian Rock?
Everyday the world falls down from the Leucadian Rock
formatted, they go to be recorded again,
the heads are working, deleting and recording
sometimes the sand will save a shred of the record and pass it
as a quotation, a lesson, an algorithm,
a crib, a joke, a password in the game of Chinese whispers –
this is how the world turns around in unreality,
the art wins7.
Wiersz dla Becky Lublinskysky (A Poem for Becky Lublinsky), w. 175-187 (Sosnowski 2006: 29)

The unit which co-creates a surrealistic work of poetic art is an image,
which is produced from a spontaneous, accidental approach to reality. Andre
Breton derives the theory of poetic image from Pierre Reverdy’s definition:
The image is a sheer creation of mind. It can not be born from comparison, but from the
approach of two elements of reality more or less distant from one another. The more distant and
appropriate the relation between two elements of reality brought closer, the stronger the image,
the more it will have the power to move and poetic reality. (Surrealizm. Teoria i praktyka literacka.
Antologia 1976:73)

Undoubtedly his definition gave the basis for surrealistic poetica image
theory, though it was enriched by the ideas of Breton, who could not accept
Pierre Reverdy’s two circumstances. The first – conviction that it is impossible
to get a valuable poetic image from two opposed realities (in relation to reality);
the second – an assumption that an image is created in an artist’s mind as
a result of conscious forethought (Janicka 1985:193).
7

I słowa są konwencją, słowa jak złote kwiaty
piaskownicy wyrosłe na krawędziach świata
lub kubki rzeźbione w złocie, wypełnione nieznanym napojem
Świat w nich się przegląda, bez skazy. Czy świat,
Który spada z leukadyjskiej skały?
Codziennie świat spada z leukadyjskiej skały
sformatowane idą pod nowy zapis,
pracują głowice, kasują i nagrywają
czasem piasek ocali strzęp zapisu i poda
dalej jako cytat, lekcję, algorytm,
ściągawkę, kawał, hasło w grze w głuchy telefon –
tak się obraca świat w nierzeczywistość,
sztuka zwycięża. (…)
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Creating a surrealistic image in Andre Breton’s assumption was to unite
opposites, which is why it had bigger metaphysic and cognitive value. The
tighter it connected opposite and unfitting words, things, ideas or events, the
better it affected a receiver. An image constructed in this way used to become a
kind of catalyst causing fusion, which reveals surrealistic world.
Covering up the borders between the spheres of imagination and cognition
plays an important part in the poetic vividness of Polish imagist writers, in whose
works symbol grows into symbol and original metaphor creates multidimensional
space; it is like a semantic kaleidoscope.
Their images are built by connecting opposite experiences: “Honet sometimes has quite overpowering ability to build an image. Here we have a boy who jumps as if ‘the circulation of his blood
turned into cathedral’. A stripe in the sky ‘as if flying coal was on fire/or the dead was running away
from fiery stove’”. (Franaszek 2008:11)

In spite of Roman Honet’s essential relations with surrealistic poetry,
one can notice some exception from the rule, especially when analyzing the
volume Pójdziesz synu do piekła (You’ll go to hell, son), when the poet pictures
surrealistic war scenes “heaven swollen like a bus”, “a baby sleeping on a hook”,
“weapon dug in the ground”, “heads on fire”. In the volume the reader quite
often finds direct appealing to the history of the III Reich and the II World War;
Reichstag, Rudolf Hess, Auschwitz. What is more, the cover of the volume may
be annoying, because it represents something unclear, as if from nightmare,
a photo of a butcher from Auschwitz – Dr Josef Mengele:
the first of december we stripped naked.
verily, a kind antichrist must have come up –
no one died, childish visions of winter
came true in the prayers, it was a child’s
voice calling in the bushes: death,
illness, decay – old, defeated8.
modlitwa druga (prayer the second) (Honet 2008:66)

In the volume You’ll go to hell, son the poet does not picture – as surrealists
did – images of personal fear out of his own subconscious, but he, first of all,
concentrates on getting rid of an experience from common consciousness.
8

pierwszego grudnia rozebraliśmy się do naga.
zaprawdę, musiał nam wypaść łaskawy antychryst –
nie umarł nikt; szczenięce wizje zimy
spełniły się w modlitwach, do dziecka należał
głos wołający w krzewach:
śmierć, choroba, rozkład –
dawne, pokonane
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The images of drastic war scenes bring about the segments of common memory.
The lyric utterance show the poet’s riot against God, which can be seen in
numerous relations between war pictures and Christian iconography, and also in
the lack of agreement to rules which govern the word:
Let’s add that the special characteristics of the volume [You’ll go to hell, son] are some
traces of blasphemous riot against the rules of the Word, some hints about “rioted montrance” and
“rotten metaphysics”, confession: “I will love death of course” (Stala 2008: 37).

As far as the author of You’ll go to hell, son plaits various elements of the world into
a surrealistic integrity, Bartłomiej Majzel on the other hand seems to be unravelling
reality, creating fantastic integrities from veristic details. According to Henryk
Bereza, the poetic image built by the author of A downhill race is based on collision,
occlusion and confrontation, which create the feeling of stability, everything is
in continuous movement, underlying at the same time variability and translation.
The works of imagist writers take much advantage of surrealism, which
quite often are enriched by care of poetic form, sophisticated style and
intellectualism typical of the avant-garde. Their oniric visions, unclear reality,
blurring of borders between imagination and cognition, are full of allusions,
literary appeals, historical or cultural contexts. The scale of experiences,
from which everybody can benefit, is also important – on one hand we have
Amicis and cartoons, on the other – Dane or Lechon’s suicide. The entire histories and single images are built on collisions and contradictions. As a result
it is possible to achieve a vision, which surpasses the borders of imagination.
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Summary
The phrase – vivid imagination trend – has appeared more and more often in many literary and cultural
magazines for a few years now. The term suggested by Marian Stala seems to fit in the case of some young
Polish poets. Classification of this trend is not easy because the poetry of so-called imagist writers is evolving
all the time. Yet the supporters of this term point to a few common features, which lead to the conclusion that
this Cracow literature historian is right.
One of the oft cited common features is imagist writers’ relations with surrealistic poetry. That is why I
tried to compare Andre Breton’s ideas and his supporters with the poetry of three of the poets belonging to the
vivid imagination trend most often cited by critics: Roman Honet, Bartłomiej Majzel i Andrzej Sosnowski.
In the present work I included a short historical outline of the development of surrealism in Polish literature
and then coming from the imagination, dream and madness sphere I analysed language and image matters
pointing out similarities and differences between surrealism and imagist writers’ poetry.
Key words: young Polish poets, vivid imagination trend, French surrealism, influence, similarities
and differences.
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ZESZYTY NAUKOWE UNIWERSYTETU RZESZOWSKIEGO
SERIA FILOLOGICZNA
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Katarzyna MITORAJ

MARIA DĄBROWSKA AND DORIS LESSING
ON THE CREATIVE PROCESS:
TYPOLOGICAL PARALLELS IN DZIENNIKI
AND AUTOBIOGRAPHY
Maria Dąbrowska (1889–1965) and Doris Lessing (1919– ) are two great
female writers who have lived in very interesting and colourful times. They
have witnessed many important occurrences connected not only with their
countries but also with the whole world (for example the Second World War).
These outstanding authors are women with extremely fascinating personal
and creative lives. Their works were and still are very popular thanks to their
imaginative quality, vivid characters and variety of subjects. Dąbrowska and
Lessing might be perceived as the icons and great females of their times, as
well as authorities on writing. The aim of this article is to compare the way
in which both writers view their creative process. The relations will be shown
on the foundation of Dzienniki by Dąbrowska and Autobiography by Lessing.
The creative process in literature has been perceived very differently
depending on the epoch. In antiquity there were two theories about the nature of
the creative process. Plato claimed that creativeness is the reflection of another
reflection. An artist is only a medium and has the ability to make something
thanks to divine inspiration. In the philosopher’s opinion art which was born
by the inspiration of the Muses is better than art made with the help of brain
and knowledge. Aristotle, on the other hand, maintained that creation is
something autonomous and an artist can create his work on the basis of their own
knowledge and experience1. Władysław Tatarkiewicz in Dzieje sześciu pojęć
(A History of Six) writes that in ancient times art did not include creativity,

but it is only an imitation (a category of mimesis). Art was also seen as a skill,
not creativeness, in the Middle Ages (only God could create something from
nothing). It had changed in the period of the Renaissance when the word ‘create’
started to be used in relation to artists. The 19th century was the time when art had
been established as creativeness and ‘creator’ had become a synonym for an artist
and a poet. In the 20th century the term ‘creation’ seems to have been misused as
it was exploited by the whole of human culture (for example in science, politics
or technology). So, art was imitation in the classical period, expression in the
Romantic period and creativeness in the 19th and 20th centuries2 (Tatarkiewicz
1988:294–318). The creative process and its progress was deeply analysed
by Sigmund Freud, who saw literature as an auto-projection of the author’s
consciousness. In his psychoanalysis he compared a writer with a dreamer who
realizes his/her fantasies in a literary work. He also claimed that literature is the
only form legitimised by the culture which allows fantasy and manifestation of
a writer’s dreams (Freud 1974:508–517). Carl Gustav Jung had great significance
for research into the creative process, distinguishing two types of creation:
psychological and visionary. The first takes into consideration these aspects of
a writer’s life which are available for human consciousness, while the
second type deals with some unknown issues which are strange and felt only
intuitively, unconsciously. Jung stated that a work of art cannot be identified
with the writer and the mystery of creativeness is a transcendental problem
which can only be described, but not explained, by psychology (Jung
1974:552–569). According to surrealist theory the most important aspect of
creativeness is originality and imagination. In surrealism the participation of
the reader is very significant. The supporters of this theory developed a new
method of writing – pure utterance, monologue of thoughts, automatism (the
author should write down everything that is currently in his/her mind without
thinking about it). Writers are some kind of tools who only record different
thoughts but they do not investigate them3. Stanisław Jaworski states that:
Contemporary reflection about creative process – not necessarily in an art – was mainly
shaped by the tradition of psychoanalysis (creativeness as a “discovery”); theories of creativity
and finally philosophical movement where the trains of existential phenomenology, philosophical
anthropology and hermeneutics (creativeness as an endeavour to self-realization, the role of

2

paper.

Translations of this, and other Polish papers quoted below, are those of the author of this

1

3
For further details concerning surrealism and its theory, see, for example, Surrealizm.
Teoria i praktyka literacka. Antologia, (ed.) A. Ważyk. Warszawa 1976.
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For further details concerning Plato’s and Aristotle’s philosophy, see, for example, Platon,
Państwo, Ion and Arystoteles, Poetyka, Wrocław 1989 (BN II, 209).

personal and subjective experience) are associated. Glorification of an individual as someone who
is searching for one’s own truth seems to be fascinating here.(Jaworski 1993:24).

These words show us how the process of creation is perceived by a Polish
critic who studies different theories in “Piszę, więc jestem”. In Jaworski’s
opinion in the criticism of the beginning of 20th century more often occurs the
idea of literary subject as a causative subject and an understanding of creation as
a self–creation (1993:78). Writing is understood here as a process of building
and evolution of an author’s personality. Michał Paweł Markowski describes
writing as an adventure and a compromise in which thinking is trying to restrain
words and words are trying to educate the thinking (2001:21–22).Michał Bachtin
believes that an artist is not able to say anything about his creative process
because he/she can speak about a particular work of literature only from the
position of an ordinary, independent person who interprets a specific, finished
book or character (1986:38). This theory seems to mean that there is no sense in
attempting to analyse a writer’s opinions about his/her own creative process. Still,
as far as I am concerned, it is possible to discover some aspects of the process of
writing from the author’s personal views. Edward Nęcka in his work states that: It
is possible that the creative process is always the same in its interactive structure
but it is individually highly differential in a choice of strategies and operations,
not saying about the efficiency of doing particular operations, so about the
creative capability and talents (1995:111). It means that the creative process
consists of various techniques, methods and activities and its shape depends upon
somebody’s personality and predispositions. It cannot be perceived as something
permanent and unalterable in its nature because every single person creates in
a different way. As far as I am concerned, the creative process is something
complicated and very difficult. It consists of many aspects such as hard work,
experience, practical skills but also artistic talent and inspiration. Moreover, all
these elements are necessary and have to exist simultaneously if we want to talk
about the creative process. Personally, I do not agree that every person who is
artistically gifted might be perceived as an artist because the creative process
does not exist without gruelling work. In my opinion, the creative process is an
ability to express someone’s thoughts and ideas in attractive and artistic way.
The inspiration and even great talent is not enough in this case because the
creative process demands also a lot of physical and psychological effort. Artists
often say about an inspiration even if they are not able to precisely describe its
essence. I do not want to deny the existence of this phenomenon, what is more,
I believe that it really occurs to some artists. However, as I have written above,
it is impossible to create the work of art without hard and demanding work.
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After this very short introduction into the term creative process I would like
to present how Maria Dąbrowska and Doris Lessing have seen their process of
writing. I am going to focus on the literature of personal document (Dąbrowska’s
Dzienniki and Lessing’s Autobiography).
Maria Dąbrowska is described by Magdalena Goik in a particular way:
Enthusiastic, engaged and full of energy. She enforces a strict discipline of
work on herself. Admirer of life, world, nature, love and creation (2009:90).
Zdzisław Libera writes that Dąbrowska’s literary work is very rich and various
because it includes novels, short stories, dramas, journalism, literary criticism
and translations. He divides her literary work into three periods: 1) the youthful
period which contains her early works to 1923, 2) from 1926 to 1939 and 3)
wartime and post–war (Libera 1975:7). The writer herself treated writing as a very
important part of her life but at the same time it was hard and demanding work:
And my short stories lie and lie while others are working, writing and publishing.
My ‘Świat niepowrotny’ must be immediately elaborated, my sweet childhood, I
must work at every time, work even very hard because it will probably torture me
until I finish it4(Dzienniki1914–1932 1988:135). Her attitude toward writing was
very serious and solemn. Dąbrowska was the type of person who was scrupulous
and did not like to leave anything unfinished. She often felt remorse for the fact
that she had not worked harder and more frequently. The author loved writing
but on the other hand it was an enormous effort and psychological burden for her.
As she concludes in another part of her diaries: For creativity you need to have
tremendous physical strength5(Dzienniki1945–1950 1988:122). She seemed to
perceive the creative process as very hard and challenging work which requires
a lot of time and energy. However, the category of inspiration is also significant
for her: During the night, at eleven or later, when I am completely alone and I
am working, my own thought, my own perception of the world and God finally
descend on me6(Dzienniki1914–1932 1988:161). This quotation shows us the
ideal situation for the process of writing according to Dąbrowska. She knew that
gruelling work is not enough because another thing that is necessary for the writer
is inspiration. Only with the presence of inspiring forces is the author able to create
something worthy and outstanding. She claimed that the optimum conditions for
4
Original version: A moje opowiadania leżą i leżą, podczas gdy inni pracują, piszą, wydają.
Trzeba na gwałt mój „Świat niepowrotny” opracować do końca, moje słodkie dzieciństwo, trzeba
pracować o każdej chwili, choćby nad siły, boć mnie to chyba zamęczy, póki nie dokończę.
5

Original version: Na twórczość trzeba mieć potężne siły fizyczne.

6

Original version: W noc o jedenastej lub później, gdy jestem zupełnie sama i pracuję,
zstępuje na mnie wreszcie moja własna myśl, moje własne widzenie świata i Boga.
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writing are those when the writer can stay in solitude and nobody disturbs him/her.
It is important to produce a proper, calm and silent atmosphere in order to obtain
the gift of inspiration. She also writes about the inspiration in a particular way:

rhythms were setting my pace, and because I knew he was hardly the best exemplar. (…) but I could
not read back what I had written. I tore up thousands and thousands of words and went back to
practicing on short stories.(Under My Skin 1994:191–192)

Inspiration is necessary in every work. (…) Nobody can create only with inspiration and
without work. But try to work without inspiration, nothing good will result from such work.
Inspiration is a kind of powerful state of all our mental and emotional forces which inserts
enthusiasm into our work. It allows us to better percolate through the essence of the subject of our
work7.(Dzienniki1945–1950 1988:311–312)

What emerges from this quotation is a portrayal of a very demanding
and self-critical writer. Her first novel is described by the author as artificial,
unnatural and fake. She blames herself for not having enough knowledge to
create this work and she is conscious of the fact that her writing is rather poor.
That is why this novel was also torn up; Lessing felt ashamed of it and she did
not want to demonstrate her work. She describes the fast process of creating
another novel which was written in a kind of trance. It might be concluded
that this trance presents Lessing’s interpretation of the category of inspiration.
This means that inspiration was something important and useful for her. On the
other hand, she notices that she was under the influence of Galsworthy’s books.
She realized that his way of writing had an impact on her creative process;
moreover, she did not feel good about this consciousness because, according
to her, it was not the best model. She is also a perfectionist who is not satisfied
with her writing unless it is ideal. As she writes, many of her works were
ripped up because they were not good enough quality from her point of view.
Dąbrowska was very critical of her work; the moments when she was
pleased with the results of her writing were extremely rare: I have been writing
the whole day, since six a.m. (…) Poor results9 (Dzienniki1914–1932 1988:209).
Lessing’s attitude to her early writing was rather negative and very critical too:

Dąbrowska’s attitude towards inspiration is clear, she is convinced that
writing without this gift is possible but the results of such work are simply bad
and dissatisfying. Inspiration means for her an essential part of the creative
process but also of every other type of work. On the other hand, it is impossible to
create something without hard work. The author also gives us her understanding
of the concept of inspiration. She perceives it as an unusual state of mind which
allows us to work eagerly. In a different place of her diaries Dąbrowska noted:
After I have composed each work I experience a feeling that I had written all
my soul and I would not be able to write another thing ever again. It is very
tiring8(Dzienniki1914–1932 1988:163). These words prove that Dąbrowska put
a lot of effort into each of her works, it might be even said that she always
wrote with all her heart even if it was painful and exhausting for her. She was
able to sacrifice her physical and psychological health in order to create a good
piece of writing. The creative process was treated by her as a kind of sacred
responsibility and such behaviour might be seen as a vocation for writing.
Doris Lessing is a rather modest author who is often dissatisfied with her writing:
But really I was writing prose, my first novel, (…). It was a short satirical novel, mannered,
stilted, making fun of the gilded youth, the young whites whose ways I had after all only just
glimpsed. (…) I did not know enough to write it. This production too was later torn up in transports
of embarrassment. I then wrote another novel, very fast, in a sort of trance, and in longhand. This
time the inspiration was Galsworthy, whose novels were everywhere. I was uneasy because his
7

Original version: Natchnienie jest potrzebne dla każdej pracy. (…) Samym natchnieniem
bez pracy nikt nic nie stworzy. Ale spróbujcie pracować bez natchnienia, to nic dobrego nie
wyjdzie. Bo natchnienie to taki spotęgowany stan wszystkich naszych władz umysłowych i uczuciowych, który zaprawia naszą pracę entuzjazmem, pozwalającym lepiej przenikać istotę tego, co
stanowi przedmiot naszej pracy.

I was also writing short stories, and sold two to smart magazines in South Africa. Coming on
these in some drawer years later I so burned with shame that I had to tear them up on the spot. I
had written to suit a market. I had succeeded. But later I could not do it, even when I badly needed
money.(Under My Skin 1994:181)

The author was creating short stories which gained some popularity and
were published in magazines. However, she was not pleased about these
works when she found them in a drawer years later. It might be said that such
a situation, when an older writer looks critically at his/her artistic beginnings,
occurs quite often. Doris Lessing was so embarrassed that she immediately
ripped up both these short stories. In her opinion they were so bad and worthless
that they did not deserve to be printed and read. The writer also notices that
as a young woman she had the ability to write in order to satisfy the market’s

8

Original version: Po napisaniu każdej rzeczy doznaję uczucia, że wypisałam całą siebie, że
już nigdy nie będę mogła nic więcej napisać. To jest bardzo męczące.
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9

Original version: Od szóstej rano calutki dzień przy pracy. (…) Nędznie wyszło.
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needs and demands. Later on she lost this skill and she was not able to create
in that way despite the fact that she needed money. This means that she had
become artistically mature and paid more attention to her creative process.
She would like to be more reasonable and take responsibility for her work.
Dąbrowska’s opinion about an artistic work and an artist’s life is stated by
the following quote:

have a chance to earn money in some other way, I am convinced that Dąbrowska
was not able to live without writing. It seems that she did not treat creativity
as an ordinary job for which people are paid, it was something deeper and
more spiritual than an ordinary profession. Writers should have the opportunity
to create without thinking about money because it kills their inspiration.
Doris Lessing also expresses her opinion about writing for money:

I think that people who have finished their professional duties and then they live fully with
what is the most beautiful – contemplation of life – are very happy. People who are possessed of
any kind of creativity, through mining worlds out of nothingness, never have any peace. In my
mind, every hour of fun or relaxation seems to be stolen. There is no possibility to freely read, play
or rest…10 (Dzienniki1914–1932 1988:249)

In those days we believed that to write for money was to sell your soul, dilute the precious
honey, offend your Muse, who would punish you by making you incapable of seeing the difference
between good and bad writing, so that you would end up as a hack. We were right, but such is the
climate now that it is hard even to mention these dear old-fashioned ideas. And we still believed
that a writer should be private, quiet, resist publicity.(Walking in the Shade 1998:255–256)

The creative process is very demanding and time-consuming. Artists have
to sacrifice many things for their art. They are often unhappy, depressed and
miserable because there is always something to do, something to create. A
calm and peaceful life is not available for them as they are always under the
pressure of their vocation. Writing often means tortures, pain and suffering:

Lessing notices a huge danger in creating to make financial profits. She
perceives such writing as selling one’s own spirit, damaging valuable substances
and insulting one’s inspiration. It may lead to an inability to distinguish between
worthy and unworthy art. What is even worse, it may transform the writer into
a literary wage–earner. She also claims that writing for money does weaken your
real strengths (Walking in the Shade 1998:356).In her opinion the author should
work in isolation, silence and far away from all renown. Still, she is also aware
of the fact that the contemporary world of literature is completely different. It is
simply impossible to restore these traditional and ethical ideas because everything
today is based on well–organized marketing and, unfortunately, the writer is
forced to participate in all these advertising campaigns. She even states that:

I do not know if I will be writing after I finish ‘Days and Nights’. Undoubtedly yes because
it is some ‘fatal strength’. But one thing I know – I dream of having the opportunity to not earn
by writing. It is a terrible way of making money and full of humiliation11.(Dzienniki1933–1945
1988:35)

Artistic work is often disgraceful, awful, ungrateful and hopeless. Dąbrowska
even talks of the dreadful sufferings of creativity12 (Dzienniki1933–1945
1988:265). She was so exhausted by the work connected with her novel ‘Days
and Nights’ that she had thought about giving up writing. On the other hand she
knew that it was impossible as creativity is something unavoidable and the writer
is somehow fated to create. Although the author claims that her aspiration is to
10

Original version: Myślę sobie, jacy szczęśliwi są ludzie, którzy odrobią swoje zawodowe
zajęcia, a potem żyją w całej pełni tym, co najpiękniejsze – kontemplacją życia. Ludzie opętani
przez jakąkolwiek twórczość, przez wydobywanie światów z nicości, nigdy nie mają spokoju. Mnie
się każda godzina zabawy czy wypoczynku wydaje skradziona. Ani swobodnie czytać, ani swobodnie się bawić, ani spoczywać…
11

Original version: Nie wiem, czy będę jeszcze pisać po skończeniu „Nocy i dni”. Zapewne
tak, bo jednak to jest „fatalna siła”. Ale jedno wiem – marzę o tym, aby móc nie zarobkować
pisaniem. To jest sposób zarobkowania straszny i pełny upokorzeń.
12
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Original version: (…) straszliwej męki tworzenia.

The old publishers understood that writers need peace, quiet, need to be left alone, not
expected to be the public people. So now we develop split personalities. One, the real person,
stooges around in our rooms, as always, wool-gathering, dreaming, dredging substance out of our
own deepest selves. The other puts on a smile and goes forth to be ‘a personality’.(Walking in the
Shade 1998:97-98)

The author shows how contemporary writers deal with the publishing
market’s expectations. In order to create they have also to sell their works.
That is why they gain the ability to evolve two separate natures. One of them,
thought of as the real person, is connected with the creative process in the calm
atmosphere of the author’s home. This personality demands silence and privacy
because these conditions are essential in the process of writing. The second one
might be described as artificial because writers have to play the role of a public
person – they need to be kind and polite.
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Dąbrowska gives us also another example of how she had seen her creative
process: It [creativity] is never a substitute for life, a fulfilment of its deficiencies.
It is rather fed by its profusion. And only in the fulfilment, even in the profusion
of life I create13 (Dzienniki1933–1945 1988:226). The process of writing is very
exacting and it cannot be carried out superficially, without careful preparation
and only in someone’s free time. It demands the whole attention and effort of the
author. Dąbrowska states that she is able to create only in a situation where she
feels that her life is complete and absolutely satisfied. When she is depressed or
miserable, the ability to write is unobtainable for her and it is impossible to create.
Lessing, on the other hand, mentions that she resigned from her job in order
to create a novel because:
it had occurred to me that those ideal conditions – solitude, time, freedom from care – would
never happen. What was I to write? I had many ideas for a book. Now I am interested in how I then
sat around, walked around and around the room, wool–gathering – as essential process – taking
my time, and all by instinct. From many ideas one emerged…grew stronger… (Walking in the
Shade 1998:13)

She is convinced that the best conditions for the creative process are
loneliness, peace, unlimited time and independence. The writer describes the
way in which an idea for a novel formulates in her mind. She remembers her
sitting and wandering around the room while some plots emerged (it is identified
as a fundamental process) and everything was under the influence of an instinct.
Among all these plots there was one storyline which appeared to be the strongest and
the most amazing. The writer also shows the method and conditions of her work:
Work begins. I do not sit down but wander about the room. I think on my feet, while I wash
up a cup, tidy a drawer, drink a cup of tea, but my mind is not on these activities. I find myself in
the chair by the machine. I write a sentence…will it stand? But never mind, look at it later, just get
on with it, get the flow started. And so it goes on. (…) This business of the physical as a road into
concentration: you see painters doing it.(Walking in the Shade 1998:93)

Lessing gives us a description of her creative process, of how it looks from
the outside perspective. Before she starts to write she has to think some things
over and concentrate. The abovementioned physical actions are very helpful for
13
Original version: Nigdy nie jest ona (twórczość – K.M.) namiastką życia, dopełnieniem
jego braków.Karmi się raczej jego nadmiarem. I tylko w pełni, w nadmiarze nawet życia – ja
tworzę.
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her to gain the state of creative concentration; she even compares this process with
painters’ ways of obtaining this desirable mental condition. She also mentions
that the first sentences are significant, even if they are not the best ones, because
it is very important to begin writing and later it simply goes on. Elsewhere in her
Autobiography she describes the state of concentration in a particular way: you are
deep inside, and the outside world is merely material. And it is exhausting (Walking
in the Shade 1998:227). These words illustrate the fact that the creative process,
and the concentration which is connected with this process, is a deeply emotional
psychological state, but on the other hand it is also very tiring and demanding.
Polish writer often doubted that she is a talented and gifted artist:
Sometimes I have a tragic feeling that I have completely lost my talent or that the history of
literature and art has finished. Everything has already been written, there is no mystery. And one
more thing. In the artistic creativity there are no gained experience, no gained skills. With everynnew
work everything starts from the beginning; (…). Nothing is ready or prepared.14(Dzienniki 1933–
1945 1988:265)

Dąbrowska was a very sensitive person and she contemplated the position
of contemporary literature and art. Her conclusion that it is not possible to create
something new and original appears in the history of literature from time to
time. She often had moments of doubt and deep misgivings about the sense of
her further artistic work. Moreover, the author concludes that there is no way
to learn writing as it is not some conventional or routine job. When the writer
starts to create a new book, he/she has to forget about previous experiences and
knowledge because now something completely different will be made. Still,
there were also some positive aspects of her creative process. After finishing
a particular part of her work she states: I breathed. (…) The feeling that I had
got to at the very least an initial aim – this is probably the only happiness and
peace that I fully experience15(Dzienniki1933–1945 1988:301). These words
mean that the process of writing brings not only physical and mental suffering
but also some moments of joy, pleasure and calmness. Although these delightful
occasions are very infrequent, they are worthy of all the hard work and long
14

Original version: Mam chwilami tragiczne uczucie albo utraty zupełnej własnego talentu,
albo skończenia się historii literatury i sztuki. Wszystko już zostało napisane, nie ma tajemnicy.
I jeszcze jedno. W twórczości artystycznej nie istnieje żadne zdobyte doświadczenie, żadne nabycie umiejętności. Z każdym nowym dziełem wszystko zaczyna się od początku; (…). Nic gotowego
ani zastanego.
15

Original version: Odetchnęłam. (…) Poczucie, że doprowadziłam aż do wstępnej choćby
mety – to jedyne już chyba szczęście, spokój, jakich doświadczam w pełni.
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wait. In Dąbrowska’s diaries the reader can observe some kind of paradox: I am
meditating upon the necessity and at the same time inability to write. Creating
the situation in which the heart wants to work but the hands cannot work – it is
a masterpiece of viciousness of universal history16 (Dzienniki1945–1950 1988:8).
On the one hand she desires to write, her soul (we might say – the spiritual part
of her) is ready to create, but on the other hand it is impossible for her body (her
physical part). She knew about the importance and necessity of writing but at the
same time it was a hopeless task for her. Although she wants to write, she cannot
do it and it is her great tragedy. Although, elsewhere in her diaries we can read:
I have a distaste after every (and for every) one of my statements but at the
same time I cannot stop myself from saying and writing when only it is
possible17(Dzienniki1951–1957 1988:79). This means that she felt a constant need
and necessity to write. Some inner voice told her that she had to express her thoughts
and opinions even if it provokes disgust or aversion. The fact that Dąbrowska
was a very conscientious, solid and hard-working writer might be proved by
her following words: I have written 13 pages of my novel’s introductionbut
further pages are not as good as the first ones. They are even entirely bad and
they have to be corrected and remade at least two times18(Dzienniki1951–1957
1988:106). Writing is something very important for her and she wants to fulfil
her role in the best possible way. When she felt that her writing could be better,
she would put all her effort into improving it. She was able to correct her work
as many times as was necessary in order to obtain the ideal piece of writing.
Lessing notices an absolutely fascinating phenomenon which is similar to
Dąbrowska’s opinion:
All writers – I have not met one who is different – go through the stage when what we write
is nearly good: the writing lacks some kind of inward clinching, the current has not run clear. We
go on writing, reading, throwing away not-quite-good-enough work, and then one day something
has happened, a process has been completed, a step forward has been taken: these clichés are
here because it is hard to say what has happened. But the process of writing and rewriting, and of

16

Original version: Rozmyślam nad koniecznością i zarazem niemożnością pisania.
Stworzyć taką sytuację, w której serce rwie się do pracy, a ręce od niej odpadają – to majstersztyk
złośliwości dziejów powszechnych.
17

Original version: Mam niesmak po każdej (i do każdej) mojej wypowiedzi, a jednocześnie
nie mogę się powstrzymać od mówienia i pisania, gdy tylko jest możność.
18

Original version: Napisałam 13 stron wstępu domowej powieści, ale dalsze stronice nie
są już takie dobre jak pierwsze. Są nawet całkiem złe, trzeba to będzie jeszcze ze dwa razy przerabiać.
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reading the best, has at last succeeded. Professional writers all know this period of apprenticeship.
(Walking in the Shade 1998:221)

The author presents her vision of the creative process which is divided into
a few steps. At the beginning the artist writes something quite well but this work
is incomplete in some way. He/She continues the process of writing, reading,
correcting etc. in order to finish this creative process. Lessing describes it as
a step forward that has been taken but she is not able to say what it is and how
it has really occurred. Finally, she concludes that every writer is fated to go
through such a period of literary training. These words might be summarized by
the writer’s following quotation: In the writing process, the more the story cooks,
the better. The brain works for you even when you are at rest. I find dreams
particularly useful. . . . You can only learn to be a better writer by actually writing19.
Dąbrowska notices that the older she is, the more difficult the creative
process is: For writing 7 pages I have used 53 sheets of paper!! I do not
write worse now than I wrote before. Maybe even better but with much more
effort20 (Dzienniki1958–1965 1988:58). The author was aware of the fact that
practical experience is something useful in writing, but on the other hand it
is also associated with the process of getting older. She knew that her writing
was more satisfactory, effective and scrupulous because of her knowledge
of life. However, she also realized that the creative process demands much
more physical and mental energy of her as she becomes older and older.
Doris Lessing said in one of her interviews that she has to write because
she is extremely sad when she is not writing. She calls herself a story-teller
and the need for writing is described by her as some kind of psychological
balancing mechanism21. Susan Watkins states that Lessing has covered a very
broad spectrum of subjects and used wide-ranging manners to do it. Such fruitful
and rich works have probably been influenced by Lessing’s various experiences
and her multicultural origin. As Watkins writes, Lessing’s life experience
provides her with a curiously mixed perspective on English culture which is simultaneously
that of outsider and insider; her involvement in Communist and Socialist groups in both South
Africa and England appears in her political analysis and fascination with political involvement of

19

http://thinkexist.com/quotation/in–the–writing–process–the–more–the–story–
cooks/532633.html, (2011)
20

Original version: Na napisanie 7 stron zużyłam 53 arkusze papieru!! Nie piszę teraz
gorzej, niż pisałam. Może nawet lepiej, ale z o wiele większym wysiłkiem.
21

http://grammar.about.com/od/writersonwriting/a/lessingadvice07.htm, (2011)
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all kinds, and her interest in women’s lives is evident in her sympathetic yet analytical accounts of
her central female characters (Twentieth-Century Women Novelists 2001:16).

Such varied and rich life experience has a great impact on her writing and
the shape of her works. The Bloomsbury Guide to Women’s Literature says that
Lessing’s literary work is full of a variety of literary genres, such as political realism,
feminist Bildungsroman, science fiction and fantasy (1992:735). This makes her
a very prolific writer with great imaginative quality and she is able to use many
different methods and techniques in her creative process.In her Autobiography
Lessing described her process of writing as she started to write very early:
Round about then I wrote a ‘prose poem’ about a sunset, a paragraph long, and my mother
sent it into the ‘Rhodesia Herald’. My first printed effort. The complex of feelings about this were
the same as now: I was proud that there I was in print, uneasy that impulses so private and
intimate had led to words that others would read, would take possession of. I was wriggling with
pride and resentment mixed when mother said Mrs Larter had said how clever I was to have
a piece in the paper. And she’s so young too. But I made a private oath that next time I was taken
with a ‘prose poem’, it would remain my secret.(Under My Skin 1994:82)

The quotation shows us a young girl who is entering literary work. She is
a smart and sensitive person who has a creative talent. From the very beginning
she is able to observe many things and express them with words. Lessing
describes the complex emotions connected with her public debut and stresses
that her contemporary feelings are similar. She was pleased and proud because
her work turned out to be good enough to be printed. At the same time she felt
some kind of embarrassment caused by the fact that her personal and innermost
emotions were revealed. It was uncomfortable and awkward for her that other
people could, in some sense, read her mind. She describes this feeling as pride
combined with irritation. At the same time she promises herself not to expose
her next works; fortunately for literature she did not keep her word. Lesssing
perceives herself as a type of writer whouses the process of writing to find
out what you think, and even what you are (Walking in the Shade 1998:228).
This means that the creative process is something very important for her. The
result of this is not only a particular work, another novel or short story, but
it is also the way in which you discover your own thoughts and personality.
Moreover, she treats writing as a unique kind of psychotherapy: I had never
personally been mad or broken down, but I feel as if I have. The reason for my
not having been personally mad or in breakdown is, I think – partly – that any
inclination towards it has been staved off by writing about it (Walking in the
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Shade 1998:243). The fact that she has never had any mental or psychological
problems is ascribed to the special prevention provided by the creative process.
As Elaine Showalter argues such writers as Lessing, Byatt or Drabble seem
tobe moving into new phases in their writing. Feminine realism, feminist protest,
and female self–analysis are combining in the context of twentieth-century social
and political concern (1977:304). It is difficult to disagree with this statement as
Lessing takes into account all these issues in her creative process.

Conclusions
My research which was based on analysis and interpretation of some quotations from
Dąbrowska’s Dzienniki and Lessing’s Autobiography has proved that there are some similarities
between both writers in their perceptions of the creative process. The authors treat writing as very
taxing and difficult work which demands a lot of physical and mental strength. It often brings suffering, pain and dissatisfaction. On the other hand they cannot imagine their life without creating,
because it is not only their main occupation but also some kind of vocation. They always try to
be hard-working and write in the best possible way. The creative process of both writers is based
on strenuous effort because they put all their life’s energy into writing. Their works are always
deeply considered and refined as they are very rigorous and scrupulous in creating. The process of
re-writing, re-reading and correcting is present in every aspect of their work as they are both perfectionists who want to produce the ideal piece of writing. Dąbrowska, as well as Lessing, is aware
that the written word might have a great impact on other people so they try to be honest and take
responsibility for their works. Moreover, the authors believe in the importance of inspiration which
allows them to create something worthy and significant. For both of them the best conditions for
writing include loneliness, peace and quiet. A proper atmosphere during the creative process is
essential to obtain the best possible results from writing. Another similarity between the authors is
connected with their modesty and sense of humility as they are usually very critical of themselves
and their works. They are conscious of the fact that there are some shortcomings and poor elements
in their work. This is the reason why they are often not pleased or satisfied with the results of their
work. Dąbrowska and Lessing also have similar opinions on creating for money. From their point
of view it is an immoral and dishonest practice which may present the great danger that writers
will be transformed into hacks.
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this term is very complex and sometimes unclear, that is why the author of this paper gives only
some clues and the main facts connected with creative process.
The subsequent part of the article shows Maria Dąbrowska’s way of perceiving and understanding the process of writing. A number of quotations from Dzienniki are presented in order to
emphasise the main characteristic features of the writer’s creative process.
Lessing’s approach to writing is the issue of the following section. It focuses on some selected
quotations from her Autobiography which tackle the author’s perception and opinion of the process of creation and creativity, as well as her attitude towards writing.
Lastly, in the conclusion, the main problem of the article is recapped and some deductions
emerging from this paper are made.

Key words:

cess.

Maria Dąbrowska, Doris Lessing, typological parallels, comparative analysis, creative pro-

Online sources
Byrne, Jennifer. “Interview with Doris Lessing,” in Foreign Correspondent, October 24, 2001,
http://grammar.about.com/od/writersonwriting/a/lessingadvice07.htm. Accessed on 20.04.
2011
http://thinkeist.com/quotation/in-the-writing-process-the-more-the-story-cooks/532633.html. Accessed on 20.04.2011

Summary
The main aim of the article is to present the similarities between Dąbrowska’s and Lessing’s
understanding of the creative process. The research is founded upon analysis and interpretation of
selected quotations from the writers’ published personal documents (Dzienniki and Autobiography).
At the beginning, the article deals with the term creative process. It explains very shortly how
this was and is understood by philosophers and critics in the history of literature. The definition of
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Agnieszka Motyka

IDIOSYNCRATIC ASPECTS OF THE MOTIF OF PASSING
AWAY IN SELECTED POEMS OF JAN TWARDOWSKI AND
ADRIAN W. BRZÓZKA IN THE CONTEXT OF EUROPEAN
MIDDLE AGES AND ROMANTICISM TRADITION
Death, being an important subject, has always been present in literature
from the beginning. It is well worth noticing that death itself in many aspects
has been discussed by many scientists, writers and poets of all eras, being as it is
a universal experience, which in the context of European tradition is connected
with the belief in an after-life. This belief in our European culture has been
connected with Christianity for two thousand years.
Before considering further it is well worth defining what death in the
religious aspect is. The religious aspect highlights that the Christian tradition
gives impromptu brief description as being “the separation of soul and body” 1
(Rahner & Vorgrimler 1996: 531). Death as the end of earthly life concerns the
organic world as nature itself being alive and is inwrought in the birth and death
cycle. But that we humans especially experience the fragility of existence, the
possibility of destroying of what is around us, and what we are, and in reference
to everything that lives we perceive with frightening brightness that every life
bears death in itself. (Stróżewski 2002: 20)
The universality of death concerns everyone, but human perception of death
in European tradition has changed over the years.
In this article we would like to present the similarities in motifs of passing
away of two Polish poets of the 20th and 21st centuries and their great European
predecessors with selected literary epochs. The first poet is priest Jan Twardowski
and the second is Franciscan monk Adrian Wacław Brzózka. Both poets are
bounded by not only difficult times but also by their vocation. Difficult issues,
1
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All translations from Polish authors cited are mine.

suffering, the passing of time and passing away are conveyed in a simple way
by using colloquial language. Jan Sochoń (2007: 33) writes that, the language
discipline, anti-parnassianism, anti-rhetoric, avoiding aesthetic features, usage of
colloquial syntactic and phraseological collocations and dialogues […] – these are
crucial elements of poetry formulated by the priest Jan Twardowski. Such similar
features can be observed in the writings of Adrian Wacław Brzózka. Both poets’
works reflect Franciscan harmony with the world and all signs of being. Various
aspects of passing of time and passing away play important parts in their poetry.
Let’s consider what view of passing away they derived from the authors
of earlier ages. With numerous poems concerning passing away in the
works of the abovementioned writers, we will confine ourselves to only a
few selected poems, introducing the theme from two perspectives. Namely,
a continuation on the view of death from the perspective of Saint Francis
(which we can find in poems Pilgrim, God’s Kiss by Adrian Wacław Brzózka
and Jesus, I trust in You, Praise to God by Jan Twardowski) and to present
the time of agony (that is shown in such poems as Brzózka’ s In Agony and
Words by Jan Twardowski). With this work we will limit ourselves to just two
litera-ry epochs of the Middle Ages (in which we will relay on Praise of the
Creatures by Saint Francis) and Romanticism (where we will be especially
interested in Goethe’s ballad Erlking), being the most inspirational to poets.
The Middle Ages was a time where earthly life was of lesser importance
than eternal life, so life after death was of greater importance. The fragility of
human life was remembered as only a few lived to an old age due to the poor
state of medicine, epidemics and wars. The memento mori quote was repeatedly
cited and the motif of vanitas constantly present in the literature of the times.
Everyone must experience that, as Władysław Kopaliński observes (2001: 415),
death symbolizes the equilibrium of the states. It is known that to acknowledge
death macabre dances were used to show that death concerns everyone, no matter
who he or she is in the earthly life.
The Ancient metaphor of death, presented in the form of a human skeleton, imposes the
features of a living person in the XV and XVI centuries. Strengthening the motif of personification
of death in conventional wisdom was accomplished through the popularity of death dances. The
widespread use of this genre was closely connected with decimation by plague. […] Sudden
death, imminent after a few hours, caused fear, clergymen were urged to accept the posture of
submissiveness towards sudden death and readiness to pass away at any time. Such postures are
presented in the dance of death. This genre was popular in the XIV century. (Szafarz 2004: 17)

It must be remembered, though, that apart from the macabre dance, so
popular in the late Middle Ages, death was a novelty introduced much earlier
by Francis Bernardone in the XIII century through his Praise of the Creatures.
As Cieślak remarks (2001: 8),
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God is worshipped by the brother Sun, Moon, sisters Stars, brother Wind with Air and Clouds,
sister Water, brother Fire and sister mother Earth and sister Physical Death […]. All brothers and
sisters […] are customarily treated as Dei’s sensoria […] as personified by the poet, they show
brotherhood and sisterhood relation to human beings, both created by God himself.

The most important verses are those included in the final stanza of Praise of
the Creatures:
Be praised, my Lord, through our Sister Bodily Death, from whose embrace no living person
can escape; Woe to those who die In mortal sin; Happy those she finds doing your most holy will;
The second death can do no harm to them.
Praise and bless my Lord, and give thanks and serve him with great humility.2

What is important is […] the anthropological suggestion in this text. We
will find it in the ninth verse, evoking our sister Physical Death; no living being
can escape alive. This extended oxymoron-catachresis collocation is used by
Francis to enounce the basic truth concerning a human being, who passes away
to live, otherwise – through his/her death is born to immortality, redeemed by
Christ Our Lord. And this is a distinguishable figure of the human being by
his/her Creator, whose Son was subjected to the same trial. (Cieślak 2001: 9)
The belief of the Middle Ages saint is reflected in Adrian Wacław Brzózka’s
poem Pilgrim (2007: 36):
I was born to die. I must die to be born.
Oh how happy the moment when Sister Deathnshall embrace me –
but Just for a short while.
Later
The God shall call burdened soul, who
tirelessly on Earth walked as a pilgrim.
The God shall call and I shall answer aloud
I AM STILL ALIVE!3.

The first words of the verse bear the characteristics of a sentence and
visualize the reason for human life and the reason for death. Verses in simple,
2

Praise of the Creatures. Accessed on April 20, 2011 at http://en.wikipedia.org/wiki/
Canticle of the Sun.
3

The translation of all texts of cited poems by A.W. Brzózka and J. Twardowski is philological, done by the authoress of the article. Original version: Urodziłem się/ aby umrzeć./ Umrzeć
muszę/ aby żyć./ O jakże szczęśliwa to chwila/ gdy obejmie mnie/ siostra śmierć/ – ale przecież/
tylko na chwilę./ Potem/ Bóg zawoła do siebie/ duszę utrudzoną,/ co po ziemi/ jako pielgrzym
chodziła./ Bóg zawoła/ a ja głośno wypowiem/ JA NADAL ŻYJĘ!
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non-sophisticated stylistic forms refer to the attitude of Saint Francis towards
death. Death, personified in the poem is not a permanent state – a human being is
embraced by death only for a short moment. Then another transition step of moving
towards life with God takes place. Such a view of death is a source of happiness
for human beings as it is a way to find themselves very close to God. As Ferber
(2008: 209) remarks human awareness of death is compensated for by the thought
of immortality. In another poem by Brzózka God’s Kiss the lyrical subject asks:
Death wouldn’t be better to fraternize
look deep into eyes […]
she’s my sister leading me
to the other side of the bank.4 (2009: 357)

Death plays the role of linkage between earthly and eternal live. It is not
perceived as a frightening act, something a human being should be afraid of. It
adopts the human form to help the human being to transition into the other life.
Similarly, Jan Twardowski approached death with high spirits and trust in
eternal life, so he tried to acquaint people to his views though his poetry as he
was the one to write in Praise to God:
praise to God for Death to acknowledge some more5. (2003: 299)

In a world where we flee from thoughts of death and passing away, he showed
how to approach the everlasting truth of memento mori with faith and hope. The
knowledge of what is to happen to us after death will be revealed only after our
passing away. Instead of being fearful, as we know death is imminent, we can look at
death from a different perspective. Perceiving death without disagreement or revolt
can show how much the human puts his trust in God. With Twardowski’s poem
a full, Franciscan harmony with a world order proposed by God is highly visible.
Priest’s poem Jesus, I Trust in You, recited on the day of his burial is also
a proof of his trust, accompanied by the long years of his earthly way:
Instead of death
welcomed with a smile
oh, my God accept
to your feet my life
like a rosary.6 (2007: 383)
4
Original version: Śmierć/ czyż nie lepiej się z nią zbratać/ spojrzeć prosto w oczy […]/ ona
jest moją siostrą/ która przeprowadzi mnie/ na drugą stronę brzegu.
5

Original version: chwała Bogu że śmierć jest/ by wiedzieć coś więcej.

6

Original version: Zamiast śmierci/ racz z uśmiechem/ przyjąć Panie/ pod Twe stopy/ życie
moje/ jak różaniec.
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The humility and trust emanating from these verses are a key determinant of
priest/poet towards the merciful, smiling God.
The attitude towards sister death shown in Brzózka’s and Twardowski’s
poems undoubtedly indicate the inspiration of Saint Francis, according to which
death was not to scare but to introduce human being into another dimension of life.
The second part of our consideration is the views of both poets towards
those special moments where a man is passing away. It is worth referring to the
definition of agony where:
agony [is] a preagonal period with increasing biological impairment leading to permanent
destruction of all organs responsible for living functions of the body. Agony may last a few minutes to
a few days depending on the type of illness (Wańczowski, Lenart 2009: 13). With macabre dance
acts, the moment of death was shown, the moment of contact with death itself. All alive remain
outside the dance circle while dancers still having social identity, have the first contact with the
afterlife, highlighted by being embraced by the hand of the skeleton. (Szafarz 2004: 18)

Interestingly enough the moments of agony are described in the Romantic
tradition in Goethe’s ballad Erlking in which the King can be a symbol
of death. A father carrying his dying son on a horse does not perceive the
unearthly world, but the boy summoned by the King experiences this world.
In the face of imminent death the boy perceives more than the ordinary
human being, and he sees looming figures belonging to the other world:
“My father, my father, and dost thou not hear
The words that the Erlking now breathes in mine ear?”
“Be calm, dearest child, thy fancy deceives;
the wind is sighing through withering leaves.”7

The child is afraid of death and seeks help from his father who tries to calm
his son’s fears by rationalizing them. Erlking – death – an evil force that arouses
fear whom it is impossible to fight against, takes the child against his will.
The fact that in the face of imminent death a person sees figures from the
outer world is also found in the poem by Adrian Wacław Brzózka In agony
(2007: 201). It also presents the last moment of earthly time of an individual:
Stay with me
Please, don’t leave
7

#Text.
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Erlking. Accessed on April 20, 2011 at http://en.wikipedia.org/wiki/Der_Erlk%C3%B6nig

Can’t you see
Eyes are not dried
I miss my Father
The nostalgia hurts
It tears heart apart
Even more
More and harder
Oh wind don’t leave
Mother please hold me
It’s cold – it’s much better
Oh Father is it You?8

The poem has the form of a monologue where short statements of the lyrical
subject are building up the atmosphere of mystery and tension over what is going
to happen. The last verse’s statements are stopped by a final question. The man,
whose life has come to an end, experiences more than others. He summons one of
the elements – the wind – to stay with him as if he was afraid to be alone. Apart from
the physical coldness, connected with gradual disappearance of bodily functions,
he imagines figures from the other world. Being at the frontier of earthly living
and death, he needs to hug his mother and he feels the closeness of the Father –
God. The rhetorical question in the final line of the poem, gives the impression
that the lyrical subject is getting close to God whom he missed, probably crossing
death’s door. Considering this, death is fulfilment of his desire, soothing the pain
directly connected with longing for God. Death seems to be desired by the lyrical
subject. Similarly as with Saint Francis it is not considered to be something bad.
Dying people assume various attitudes towards such a boundary situation as
death. As the priest, Twardowski remarks (2007: 375): even with dying people I
encountered the disbelief of imminent death, they even planned travels, meetings
and believed they would return to work shortly. Maybe with such impetuous
keeping to life lies the intuition of the soul, that is awareness of afterlife, knowing
that by dying it is still alive?
Disbelief, denial, fear or consent and trust are characteristic features of the
moment, where the earthly life of a human being ends. The overpowering fear
8
Original version: Pozostań przy mnie/ Nie odchodź proszę/ Czy nie widzisz/ Oczy nie
wyschły/ Tęsknię za Ojcem/ A tęsknota boli/ Aż rozrywa serce/ I jeszcze bardziej/ bardziej
i więcej/ Nie odchodź wietrze/ Mamo przytul mnie/ Zimno – już lepiej/ Czy to Ty Ojcze?

246

does not allow him to find peace and prepare to meet God, that is why a man
uses all available means to try to distract him/her from imminent death, as was
presented in the poem Words where he/she is afraid of the silence by constantly
producing sentences:
Until the last moment he didn’t stop talking
as if he wanted to extend his tongue beyond death
kneeling by his bed I kept explaining to him
that words mean nothing there […]
I kept explaining to him that there he will be awaited
by only one word which is silence.9 (2003: 249)

The lyrical subject of the poem becomes aware that words mean nothing
when death is coming. The anxiety of that feeling is noticeable in his statements.
The dying man tries to deaden his fears of things to come after his death by
words. It is of no importance to whom and what he says, it is important that the
words themselves convince him that he did not surrender and by talking he still
belongs to the world of the living.
All the works presented, describing the moments of imminent death, are
bounded by the fact that with the feeling of coming death, people are in need of
talking. In Goethe’s ballad the son talks with his father, in Brzózka’s poem the
lyrical subject summons the wind, mother and Father – God and in Twardowski’s
poem the person being described, the lyrical subject, feels the need to talk to
convince himself that he is still alive, that he still controls his body. Although
Brzózka’s poem shows that for the lyrical subject death is awaited with happiness,
it is expected, whereas in Goethe’s ballad and in Twardowski’s poem the fear
of imminent death is observed; but in all of them we can find the deep need
to express with words. With Goethe and Brzózka the words are expressed at
the boundary of awareness and unawareness for earthly and unearthly beings.
With Twardowski it is a connection of the dying person with the living. By the
words expressed by the son in the Erlking, and by the lyrical subjects in Brzózka
and Twardowski, we can describe the presentiments of coming death. The
common feature is the state of tension over of what is inevitably going to happen.
The perception of death and the moment of dying for both Adrian Wacław
Brzózka and Jan Twardowski mean reference to a fixed European pattern in the
9
Original version: Do ostatniej chwili nie przestawał mówić/ jakby chciał język wyciągnąć
poza śmierć/ klęcząc przy jego łóżku tłumaczyłem mu/ tam słowa nic nie znaczą […]/ tłumaczyłem
mu że czeka go/ tylko jedno słowo które jest milczeniem
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literature. Death is comprehended in the Franciscan way, which means that by
thinking of death we approve of it as part of the God-given order of things. On
the other hand, the moment of death introduces anxiety over the things to come.
We see attempts to overcome that anxiety through communication both with the
living and the spiritual world where the soul goes after death. These two motifs
of passing away are constantly present in the literature, as was shown in the
selected various works on this subject matter.

Summary
The article presents the similarities in motifs of passing away of two Polish poets of the
20th and 21st centuries and their great European predecessors with selected literary epochs. The
first poet is priest Jan Twardowski and the second is Franciscan monk Adrian Wacław Brzózka.
The perception of death and the moment of dying for both Adrian Wacław Brzózka and Jan Twardowski mean reference to a fixed European pattern in the literature. With the example of poems
by Jan Twardowski and Adrian Wacław Brzózka the author of the article has proved the thesis that
they derived from the poets/authors of earlier ages the view of death from the perspective of Saint
Francis and the views of special moments where a man is passing away.
Key words: passing away, agony, eternal life, earthly life, God, fixed pattern, similarities, differences.
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ZESZYTY NAUKOWE UNIWERSYTETU RZESZOWSKIEGO
SERIA FILOLOGICZNA
ZESZYT 69/2011
STUDIA ANGLICA RESOVIENSIA 8

Monika SZAST

THE CREATIVE INTERPLAY OF ILLUSTRATIONS AND
WORDS: INTERSEMIOTIC TRANSLATION
OF SISTER ARTS IN TRANSLATION
OF CHILDREN’S LITERATURE
It is commonly maintained that translating children’s literature does not
require any professional knowledge or complicated stylistic devices, since it
appears to be quite an easy task for translators due to the simplicity of language
in children’s texts, lacking hidden meanings or cunningly concealed contexts.
Therefore, translators claim that translating children’s literature is not ambitious
or challenging enough to pursue. Contrary to that common belief, it seems that
translating for children turns out to be even more difficult than translating for adults,
and according to Tiina Puurtinen it cannot be done on the spot (Puurtinen 1998:84).
Thus the uniqueness of children’s literature necessitates a carefully and thoroughly
planned process of translation, posing numerous challenges to translators.
This paper seeks to discuss one of them, namely the comparative interplay
of text and illustration, as the presence and interaction of the two media make the
process (of translation) more complex. The more intricate the interplay between
the words and pictures, the more complex the task of translating (O’Sullivan
2006:114). In the broader context, this study focuses on the comparative relations
between literature and visual art. In his article, Ulrich Weisstein maintains
that comparative studies should not only investigate various types of literature, but even go beyond this area and extend the research to non-literary
aspects as well. He emphasises the importance of comparing literature and
art, referring to them as sister arts, due to their direct correlation and mutual
influence. Studying this relationship both in comparison and contrast means
investi-gating the similarities or revealing the heterogeneous nature, which leads
to achieving communication accompanied by comprehension that is strictly
related to it. Therefore, the notion of dialogue assumes fundamental importance,
as it enables and is attained by understanding. The idea of dialogue, as a means of
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comparing and contrasting, is realised in terms of translating for children, since
a children’s book combines interpreting both the verbal (by means of reading
or listening) and the visual (via illustrations). As Finish scholar Riitta Oittinen
notices, when reading a picture book, a reader participates in a dialogue
between her/himself and the story told by the author and the illustrator with
words and pictures (Oittinen 2000:100). It seems that through this interaction
of the verbal and the visual, words and pictures perform in a dialogue.
It should be highlighted, then, that the interdisciplinary nature of contemporary
comparative studies allows us to investigate not only the communication between
different literatures but also dialogues – to be more precise – intersemiotic
dialogues, namely interrelating of languages, cultures, and other disciplines of
art. According to Russian linguist Mikhail Bakhtin, everything in life can be
understood as a part of a greater whole – there is a constant interaction between
meanings (Bakhtin 1981:426). He maintains that every word is born in a dialogue
and that a reading experience covers not only the text but also various writers,
readers and contexts in different time periods. Therefore, supporting her views on
the interplay of illustrations and words with Bakhtin’s ideas, Oittinen states that:
The verbal and the visual are also part of a greater whole: the original work and its
translations and the various individual readers in different cultures. Thus, on the one hand, there
are the visual codes that are part of the reader’s entire situation; on the other hand, there is also the
interaction of words and images as constructions of the reader’s mind. Whatever the situation, the
dialogue always includes human beings and their situations. The words and pictures in a book are
never just what they seem, but are perceived as this or that kind of words and pictures in a special
situation influenced by an infinity of factors. (Oittinen 2000:100)

Undoubtedly, translating is the process of combining a whole and its
elements. What is initially taken into consideration in terms of translating a book
is its general idea – its purpose and recipients – only afterwards does a translator
proceed with decisions concerning all the individual parts and details to be
translated. Each aspect of a translation needs to be considered in relation to the
whole and vice versa, since the interpretation of every single unit separately and
of the whole influences the final outcome. Therefore, illustrations in children’s
books should be viewed as a part of the translated whole. Oittinen emphasizes that:
When translating picture books, where illustration is an essential element of the story,
translators need to have the ability to read pictures, too, in the same way as they need the ability
to read and write foreign written and spoken languages. (Oittinen 2000:101)

There are various ways of referring to the relation between illustrations
and words in children’s books. American scholar Lawrence R. Sipe uses the
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term synergy to describe it. According to a dictionary definition, ‘synergy’ is
the interaction or cooperation of two or more organizations, substances, or
other agents to produce a combined effect greater than the sum of their separate
effects. Sipe elaborates on that claiming that:
In a picture book, both the text and the illustration sequence would be incomplete without the
other. They have a synergistic relationship in which the total effect depends not only on the union
of the text and illustrations but also on the perceived interaction or transactions between these two
parts. (Sipe 1998:98)

The conversation between the illustrations and words constructed in readers’
minds proves that the verbal and the visual complete each other. Nevertheless, the
reader’s or listener’s understanding is highly significant, as it enables them to fill
the gaps in the text with information from the pictures and the other way around.
In other words, the interpretation of the verbal is made using the illustrations,
and the visual through the text. On the basis of combining the verbal and the
visual, a reader/listener creates a new story. Sipe discusses it with reference to
sign systems of the verbal text and of the illustrations. He bases his research
on Charles Suhor’s concept of transmediation defining it as the translation of
content from one sign system into another (Sipe 1998:101). There is a constant
relationship between the three components of each system, namely a sign –
a text or pictures, reader’s/listener’s interpretation of the text or pictures, and the
object that represents the sign. It results in countless possibilities of meanings as
far as the interaction and interpretation of illustrations and words are concerned.
Similarly, following Suhor’s concept, Umberto Eco (1976) also approves of
transmeditation, being the process of taking understandings created in one sign
system and moving them into another sign system. It is not a simple transfer
or translation of meaning from one system to another, since they are governed
by different meaning potentials. Thus the understanding is enhanced and new
interpretation required. There needs to be some way to cross the boundaries
between the language and art, so as to allow one sign system to be explored in
terms of another.
One must not overlook the significance of another term indicating the
process and outcome of the discourse conversion, namely intersemiotic
translation. In his article On Linguistic Aspects of Translation (1959/2001),
Roman Jacobson differentiates between three types of translation. According
to his classification, intralingual translation concerns the signs of only one
language, interlingual translation incorporates two different languages, and,
eventually, intersemiotic translation consists in an interpretation of verbal signs
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by means of signs of nonverbal sign systems (Jacobson 1959/2001:114). Thus,
as intersemiotic translation, also defined as transmutation, involves translation
between two different media, it might refer, for instance, to the verbal medium
changed into the music medium, or the music medium changed into the visual
one etc. In case of children’s books, one is provided with the verbal text being
converted into the visual elements or the other way around. Therefore, it
raises the question of the source and target works. On the one hand, the text
is most frequently perceived as a primary source, since it is created prior to
the illustrations which are derived from it only thereafter. On the other hand,
there are no barriers for pictures to be constructed first. Nevertheless, the priority
does not interfere with the function each medium performs in the book. In terms
of the interpretation, however, it seems that the visual caters for the context
of words, and it creates the overall image of the verbal-visual relationship.
Riitta Oittinen presenting her methods of juxtaposing illustrations and
texts approves of Mikhail Bakhtin’s idea of heteroglossia, as it is closely
related to previously mentioned dialogue. In terms of linguistics, the notion
might be defined as the coexistence of distinct varieties within a single code
(Heteroglossia). In other words, Bakhtin identifies it as another’s speech in
another’s language, serving to express authorial intentions but is a refracted way
(Bakhtin in 1981:324). It seems that a discourse has more intentions than merely
the one of the author. Bakhtin elaborates on the issue, stating that:
At any given time, in any given place, there will be a set of conditions – social, historical,
meteorological, physiological – that will ensure that a word uttered in that place and at that time
will have a meaning different than it would have under any other conditions. (Bakhtin 1981:428)

Notwithstanding Bakhtin’s major focus on novelistic discourse,
heteroglossia might be applied to phenomena of communication in general.
Therefore, it could undoubtedly be used with reference to children’s books
as well, since they combine both the verbal and the visual. As it seems to be
apparent to Oittinen that the idea of the translated whole is essential, she claims
that a text should be dealt with in a wider context, as any change leads to a
different meaning. Hence illustrations should be treated as a part of the set of
conditions, a part of the dialogic interaction and must not be excluded from the
translating of illustrated texts (Oittinen 2000:100). In other words, illustrations
significantly shape the total effect of the translated text. According to Oittinen:
To divorce word and dialogue, word and context, would be artificial, because words are
heteroglot: they are always situated in time and place; they are always born between the own and
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the alien. Detached from its context, a word is empty or, rather, it simply does not exist. But when it
is in a dialogic interaction with an alien word, it continually takes on different meanings.(Oittinen
2000:30)

Advocating the idea of illustrations as the translated whole, it should be
highlighted that pictures are no longer simple decorations. They take part in the
dialogic whole of the illustrated book, due to the fact that they influence the
content of the story and reshape the text. Oittinen clarifies it claiming that visual
details, like punctuation, give rhythm to the story; they are both markers for the
eye and influence the reader emotionally. Thus they are part of the “substance”
to be translated (Oittinen 2000:103). The aim of illustrations is to modify
a reader’s experience by exerting various emotions and influencing their
interpretation of a book.
Illustrators of children’s books act as co-authors who interpret the content
of the text and convert it into the visual medium. Therefore, they might be
called translators since, based on the source material – textual information, they
produce the target work – pictures. They also function as intermediaries enabling
a dialogue between a writer and a child reader/listener. Furthermore, not only
are they frequently influenced by the illustrations in the original editions of a
book and the original text, but also they employ their own interpretation of the
story, which is noticeable in the pictures. Although illustrators do not strive to
influence the authors’ written work or even improve it by their pictures, their
input is undoubtedly bound to be discussed when assessing a book. Obviously,
even if an illustration is derived from the text, a written work is not identical
with what is painted. They are equivalents, yet they convey new meanings,
being affected by a new context, namely: time, place, culture, norms, recipients
etc. Based on the idea of intersemiotic translation, the process of illustration is
determined by common translation strategies and procedures. Therefore, various
means of modifications might be introduced into illustrations, such as addition,
deletion, simplification etc., which results in illustrations carrying a new point of
view. Iryna Oliynyk argues that illustration inspires the literary text to exist in
a new dimension, a new discourse that reshapes, rearranges the very text to be
regarded as challenging for readers and critics (Oliynyk 2009:168). Similarly,
Joseph Schwarcz, quoted by Oittinen, states that the illustrator, consciously or unconsciously, tastefully or crudely, interprets. The illustrator of children’s books,
like any artist, suggests meanings which she/he recognizes in the text and wishes
to communicate through the content and style of his work (Oittinen 2000:113).
It is worth mentioning that the presence of illustrations in a children’s book
may have several functions. First of all, they strengthen the message of the verbal

255

text, supporting the words and depicting them visually by showing precisely
what is included in the text through congruency. In this literal intersemiotic
translation, textual elements or passages of a text are fully presented in the
pictures. Secondly, the illustrations may have an utterly opposite direction and
stand in contradiction: through deviation, they counterpoint or veer away from
the story told in words (Oittinen 2003). Moreover, the verbal and the visual
may tell the story simultaneously with pictures following every element of
the story, or they might take turns to do that. Regardless of the relationship,
pictures tend to complete the narration by providing additional information that
cannot be covered in words. They captivate and direct the reader’s attention
to certain scenes or details, namely they emphasise certain episodes of the
story and characters’ features presented in the text by its author, and include
the activities and events that usually have a certain purpose. They frequently
present the details of the setting, time and place, culture, and characters
(personality, appearance, relationships). Thanks to the illustrations, a reader/
listener is given the background and can situate the characters in time and
place. The illustrations simply visualise and conceptualise the story. Although
they do not have to be clear and straightforward, they are highly valuable to
the verbal narrations, as they complete, shape and amplify any children’s
book. Therefore, they should not be overlooked in the process of translating.
There might also be cases of unsuccessful illustrations that fail to depict
the real content of the textual information of a children’s book. To be more
precise, this concerns not just an altered but even a distorted meaning conveyed
in illustrations. There are artists who tend to omit selected parts of a book or
overlook significant elements. Nevertheless, every attentive reader/listener will
judge and evaluate the faithfulness of an artist, and notice any divergences. On
the contrary, some illustrators produce too complex pictures, as they exaggerate
what is included in the verbal text. It seems that illustrators need to be truly
perceptive and take into consideration the author’s intentions, since they may
overdo their work, which will be perceived as a failure of the entire book.
It should be mentioned that illustrators’ decisions are frequently influenced by
a number of factors. To begin with, their choices depend on the aims of publication.
Illustrators’ work is monitored by the editors, deciding on the number, size, or shape
of the pictures in a book, the target audience, or even the author. Certain constraints
that are imposed relate also to the interpretation, since, as Nilce M. Pereira claims:
(…) every step an illustrator takes, from the selection of the passages to be portrayed to the
size of the pictures, reflects not only his/her views of the world, ideology and moral values, but also
his/her aesthetic and stylistic principles and views of art in general.(Pereira 2008)
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Moreover, one should add more severe restrictions placed by censorship,
concerning the authors or illustrators and their political views, as pictures
may reveal various objectionable aspects. All in all, illustrators, similarly
to translators, constantly need to make choices regarding numerous
elements, scenes or passages to be selected from the text and presented in
illustrations. Likewise translators adjust the choice of language, words,
rhythm, and style in order to represent the verbal as a translated whole.
Illustrations in a children’s book should make the readers/listeners react. They
are, therefore, open to interpretation, inviting the target audience to the dialogue,
and making them a part of the interplay of the verbal and the visual. The issue
of interpretation is also analysed in terms of an artist who relies on the writer’s
ideas, and uses them in the way he/she understands them in order to express
his/her comprehension visually. Iryna Oliynyk differentiates two approaches to
creating illustrations in children’s books, namely a wide thematic and a narrower
character approach (Oliynyk 2009:167). The former aims at detailed pictures,
particularly enjoyed by small children who are strongly in favour of pictures
rather than words. It provides entertainment for the young and appears to have
a greater influence in comparison to the verbal. The latter, however, is less
explicit, colourful or complex, but it aids the readers’/listeners’ comprehension.
Children, as the main target recipients of a children’s book, should be
given the highest importance. Therefore, both translators and artists preparing
the illustrations should decide how far the text or pictures have to be adapted
to its target readers/listeners. Thus they might opt for one of the strategies,
discussed in detail by the American translation scholar Lawrence Venuti (1995),
namely domestication and foreignisation, as they can be perfectly applied to the
relationship of the verbal and the visual in a children’s book. While the strategy of
domestication adapts the source text to target cultural values and brings the text
to the reader, minimising the foreignness of the translated text, illustrations are
also created in such a way so as to show a story that is more familiar to the target
language readers/listeners. As a consequence, an illustrator may domesticate the
setting of a story, or simply the appearance of the characters. Nonetheless, some
artists approve of retaining certain characteristic elements of the original text which
may prove to be too strange or foreignised for a reader/listener. This strategy of
foreignisation sends the recipients abroad, uncovering cultural differences or the
foreign origin of the text. It might lead to lack of understanding or acceptance of the
book, or familiarisation of the target audience with the original idea of the book.
As Riitta Oittinen maintains, visual language is a language, too (Oittinen
2000:114). Therefore, it might be regarded as the interpretation of the original
– a written text, and consequently translated as well, though by means of the
visual medium. Staying in a constant relationship with the verbal information,
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illustrations cannot be isolated in the process of translating children’s books.
Comparative analysis reveals the correlation between the visual and the verbal.
Not only does an ideal translation reflect the significance of the source text, but it
also emphasises the interplay of illustrations and words. A perfect translation of
a children’s book allows its target recipients to experience it in the same way as
the readers/listeners of the original.
To conclude, both words and pictures should be taken into account in
the process of translating, as they are parts of the whole. Oittinen goes even
further and aptly describes a children’s book, adding sound and rhythm,
which can also be heard (Oittinen 2000:109) when read aloud. Thus the
aural medium, as the third one, might also contribute to the translating
process, being the subject of possible further research.

Summary
The article discusses the comparative interplay of the verbal and the visual as an inseparable
part of translation of children’s literature. It proves the dialogic interaction of illustrations and
words, exploring the intersemiotic translation of sister arts. Substantiated by the analysis of several sources of literature, the paper justifies the significant role of illustrations in shaping the total
effect of the translated text, and indicates numerous reasons why they cannot be overlooked in the
process of translating for children.
Key words: translating, children’s literature, illustrations, words, the visual, the verbal
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WASYL MACHNO, НИТКА//NITKA,
PRZEKAD Z UKR. BOHDANA ZADURY.
Sejny: Pogranicze 2011; 272 s.
In the sixth issue of Studia Anglica Resoviensia (2009) there was a review
of English translations of Vasyl Makhno’s poetry. In this issue we offer
considerations about the newest Polish translations of his poetry. The Ukrainian
poet from New York is well known in Poland, the first foreign translations of his
poetry were Polish. The poet had chosen Poland for his first visit to the West as
well. The newest edition of the «Inicjał» series («Pogranicze» Foundation) is the
book Нитка / Nitka (Thread), the collection of Ukrainian poet Vasyl’ Makhno’s
selected poems and their translations in Polish done by Bohdan Zadura. According
to Ukrainian literary sites, presentations of the book were planned in Warsaw,
Sanok and village Lezajsk (near Dubno, Poland, whence the poet’s family
comes). This is the most complete selection of Makhno’s poems in Poland, which
presents works from his different books: 38 віршів про Нью-Йорк та дещо інше
(38 poems about New York and something else) (2004), Cornelia Street Café:
нові та вибрані вірші 1991–2006 (Cornelia Street Café: New and Selected
Poems 1991–2006) (2007) and the new poetry that is going to appear in a new
Ukrainian edition Зимові листи (Winter Letters). The new collection of poems is
a rosary of Ukrainian immigrant’s senses, images, feelings. The poems have been
taken from the author’s several poetry books, written between 1991 and 2011,
hence they contain philosophical and meditative reflections on the contemporary
author’s life, current broad artistic and spiritual context of humanity; some
poems also endure in the past, to the processes of Ukrainian Communist period.
The general tone and mood of the book is sometimes sad, sometimes
dramatic, revealing, often ironic and sarcastic, it betrays the author’s deep
experiences, his condition of ironic resentment of the things and people that
are false, insincere, weak. Makhno’s Thread strings the spheres which make
the essence of life for him: the memory of Ukrainian past, surrounding pictures
of the new continent, poetry, art, impulse struggle as a way of life, passion,
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spirituality etc. The core concept is that of “The Poet”, a man whose life is
not just devoted to poetry, but has been transformed so that the creation of
poems is the essence of life, the only possible way of survival. The collection
is replete with names of politicians, poets, artists, masterpieces, geographical
names. Thus the author gives a skein, which includes the interwoven parts
of our world in all its diversity, infinity for understanding and knowledge.
The author declares himself to the reader through a special poetry rhythm,
thoughtful syntax. Bohdan Zadura saves them very well and accurately in his
translation. Consider the following passage:
Ukr.:

навіть в останніх днях із газетних статтей зробить реєстр
і допише своє невміння чекати – оскарживши стиль писання
– а ти:
стиль промовляти до всіх хто не вивчивши мови риб –
мовою гризунів
рухами їх – лісом хвостів – слиною що стікає з їх язиків –
мовить тобі про сіль і плоди – зачинивши шухляду снів –
що розриває слово і звук – що солодші за червоні плоди
маяків
що соком липким стікають в уголовини – потом любовним
– плодом
і здригаються від задоволення – Він лежить наче звір –
океан – і ти
біля шерсти його З околиць селища – реченням без крапок
і ком – в сандалях на босу ногу біжить пісня місцевого автора
– і між тим
Дописуєш першу частину впереміш з вином – яке віді
вчора –
приходить сусідська дівчинка що знає про океан більше
імен
і більше про сіль яку лиже як карамель – аніж ти зшиток
слів змучиш – пори
року мінливі – зима була не найтяжчою – Гнітить затишшя
німе («Про зиму та писання листів»)

Pol.:

nawet w ostatnich dniach z artykułów w gazetach zrobi rejestr
i dopisze swoją nieumiejętność czekania – styl pisania oskarży
– a ty:
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styl mówienia do wszystkich którzy nie nauczyli się mowy ryb
– mową gryzoni
ich ruchami – lasem ogonów – sliną z języków im cieknącą
mówić ci o soli i owocach – zamknąwszy szufladę snów
co rozrywa słowo i dźwięk – słodszą od czerwonych latarni

увесь час думав
що:
Декому я так ніколи й не зателефонував
(мабуть не мав часу і бажання)
Декому ніколи не відписав
(привіти вистукую переважно e-mail’ом). (‘Записник’)

morskich owoców
co sokiem lepkim sciekają w zagłębienie – miłosnym potem
– owocem
i drzą z satysfakcji – On leży jak zwierzę – ocean – i ty
przy jego sierści Z okolic domostwa – zdaniem bez przecinków
i kropek –
w sandalach na bose nogi biegnie pieśń miejscowego autora
– i między tym
wszystkim dopisujesz pierwszą część w nieładzie z winem
przychodzi dziewczyna z sąsiedztwa co zna więcej imion
oceanu
i soli która lize jak karmel – niż ty zeszytów ze słowami
zmęczysz – pory
roku mijają – zima nie była najcięższa – gnije zacisze nieme. (‘O zimie i pisaniu listów’)

Pol.:

Splitting the sentence into two lines, double spacing between the lines, break off
in a phrase at the end of a line, hyphenation of words, separation of prefixes, etc. –
these are the means of putting accents, final ‘‘points’’ or only ‘‘commas’’, emphasizing
individual words, phrases. Translator skillfully keeps these accents in translation.
Aptly translated poems also preserve the coexistence of Ukrainian and American (often transliterated by Makhno) vocabulary (‘‘оф бродвейська’’//‘‘offbroa
dwayowska’’ [‘‘off Broadway’’, 22], ‘‘про copyright’’//‘‘o copyrighcie’’ [‘‘about
copyright’’, 6], ‘‘e-mail’om’’//‘‘e-mailami’’ [‘‘by mail’’, 216]) which is the vivid
feature of the poet–immigrant’s speech. Sometimes the translator intervened in
the original text, adding his own Americanisms (‘Записник’ / ‘Notes’), which
we consider justified because it makes the dual linguistic identity of the author
more visible to a Polish reader. As Ukrainian and Polish are related languages,
Zadura sometimes used the strategy of subscript translation word by word, but
in fact thus he achieved an adequate transformation of the general content, tone,
ideas. For example:
Ukr.:
Перебігаючи сторінками
мов полохливий лис
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przebiegając po stronach
jak płochliwy lis
cały czas myślałem że:
do kogoś nigdy nie zadzwoniłem
(pewnie nie miałem czasu i ochoty)
komuś nigdy nie odpisałem
(pozdrowienia wystukuję przeważnie e-mailami). (‘Notes’)

The elements which can be considered hard for adequate translation are the
features of Galician Ukrainian (the Western–Ukrainian dialect), archaic elements
of the language, or specific phonetics and morphology of Ukrainian American
Diaspora: ‘‘спеціяльна література’’ [4], ‘‘по першій войні’’ [61], ‘‘патрійот’’
[80], ‘‘кнайпа’’, ‘‘щовівтірка’’ [142], ‘‘кінопроєктора’’ [22], ‘‘шерсти’’ [24],
‘‘вічности’’ [34]. Sometimes they contain important senses and implications.
For example, the author uses standard ‘‘кав’ярня’’ (‘‘small cafe’’) [14] when
writing about restaurants in New York, but simultaneously he gives dialectical
Galician ‘‘каварня’’ [38], that can be understood as the name of specific Ukrainian
small cafes, which emerge in his memory, where the poet’s heart longs to.
Some rare cases of untranslatability still occur in this highly-valued translation:
‘‘Приблудний син’’ cannot be translated otherwise than ‘‘syn marnotrawny’’.
However, the close relation between the Galician Ukrainian and Polish
languages at times allowed Zadura to compile an extremely accurate transfer of
implications, tropes of original poetry, Makhno’s language puns. The following
lines show Zadura’s mastership in this aspect:
Ukr.:
і ця наркотична залежність: записувати слова
– коли морфологія схожа до морфію (...)

Pol.:

(‘Петрові Морозу’)

i to narkotyczne uzależnienie od zapisywania słów
– kiedy morfologia podobna jest do morfiny. (...)
(‘Petrowi Morozowi’)
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But in general Bogdan Zadura’s work is the valuable evidence of the
harmony between accuracy, professionalism and the element of creativeness.
Thus, saturated with metaphors, symbols, cultural allusions, biographical details
and historical realities, Ukrainian poetry created by Makhno has found its
second, Polish sounding.
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COMPARATIVE CRITICAL STUDIES.
THE JOURNAL OF THE BRITISH COMPARATIVE
LITERATURE ASSOCIATION Volume 8.1.
MEDIA OF TRANSLATION
edited by ROBERT K. WENINGER
Comparative Critical Studies which is the Journal of the British
Comparative Literature Association (BCLA) published three times a year
by Edinburgh University Press has recently issued the first number of the
eighth volume. The BCLA aims at promoting the scholarly study of literature
without confinement to national or linguistic boundaries, and in relation to
other disciplines. Each issue represents certain thematic unity. The reviewed
issue Media of Translation presents a number of articles on the problems
of translation as the BCLA has some particular objectives: to encourage
research along comparative, intercultural and interdisciplinary lines, as well
in the fields of general literary studies, literary theory and translation studies.
The journal opens with a letter of BCLA President Marina Warner who
discusses challenges and opportunities for universities, education and the
Humanities in particular. The Browne report – combined with the Spending
Review, as she puts it, bring sweeping changes to the university funding system.
Her main focus cited by Professor Stefan Collini regards education policy
represented by the abolition of the teaching grant to universities. Literature and
cultural subjects and activities are under particular threat of economic assault.
Marina Warner stresses on the importance of research and work in the field of
literary studies that are essential to well-being of both society and individual.
As the President of BCLA she appreciates the work of Shane Weller and Ben
Hutchinson who have been outstanding organizers of the triennial conference
on the theme “Archive” which received over a hundred papers by participants
from many different countries and languages. A number of them will be pub-
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lished in the special double issue of Comparative Critical Studies, vol.8:2-3
later this year. On 15 September 2011, the BCLA will also conduct a conference
on the theme “Possible Worlds”, to be hosted by University of London.
Editor’s introduction by Robert Weninger gives details on the contents of
the first issue of Comparative Critical Studies in 2011. It contains one essay
submitted through the open submission peer review process, Angus Nicholls’s
“In Praise of Shadows”, a cluster of three essays entitled “Media of Translation”
which was based on papers given at the BCLA-sponsored conference “The Media
of Translation / Translation between Media” at the Centre for Research in the
Arts, Social Sciences and Humanities in Cambridge in March 2008, and the three
prize-winning translations of the 2010 “John Dryden Translation Competition”.
“Scientific Literary Criticism in the Work of Matthew Arnold and William
Dilthey” by Angus Nicholls emerged from a paper for the “Studientag Literatur
und Wissenschaftsgeschichte” in Berlin. The author discusses the question of
a “scientific” literary criticism that has become a matter of serious debate within
the last two decades in the United States. A new critical paradigm known as
Cognitive Literary Criticism (CLC) sees itself as a new “realist” paradigm
in literary studies which gains its theoretical justification from the empirical
sciences, and promises to transform literary studies by rendering some of its
procedures empirically testable. Angus Nicholls observes “The Epistemology of
Cognitive Literary Studies” written by Elizabeth Hart who has examined CLC
in relation to epistemological positions in literary studies which she terms “antirealist” and “realist”. The work of Patrick Colm Hogan exemplifies one “realist”
version of CLC. He contends that features of literary texts correspond to human
mental processes which are cross-cultural and universal. In his paper Angus
Nicholls elucidates the central idea of CLC “that literary studies should borrow
knowledge and methodologies from the natural sciences in order to strengthen
its epistemological claims and therefore also its “scientific” status”. The analysis
of his scientific propositions the author starts with overlooking the historical
ambiguities in the meaning of the word “science”. The paper compares two latenineteenth-century case studies – one British (suggested by Matthew Arnold), the
other German (proposed by Wilhelm Dilthey) – in which differing versions of
“scientific” literary studies are outlined. Angus Nicholls concludes his observations
by stating two different ways in which both the critical projects of Arnold and
Dilthey attempted to deal with the teleological legacy of Kantian aesthetics.
Any literary interpretation must either explicitly or implicitly perceive the text
to be part of a teleology that is contained in the reader’s theoretical orientation.
An essay cluster “Media of Translation” opens with “Introduction: Pure
Language, Pure Medium?” by Mi Zhou and Ben Etherington who pose serious
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questions on problems of translation. These questions are consequently observed,
discussed and answered in further essays that were presented at the conference
and developed for publication. The authors of “Introduction” as well as the
participants of the conference attempted to distinguish a notion of translation
within the scope of literary and comparative studies. Two sundry issues are
discussed and put on the basis for further scientific researches. The first one,
presented by Walter Benjamin in “The Task of the Translation”, suggests that
translation endeavors to harmonize across both languages: as the two language
totalities are historically changeable and dynamic, translation brings into focus
the evolution of the intentional structures at any particular period. The task of
translation according to Walter Benjamin is to release pure language from its
monolinguistic spell. In the second one, which was given by Stanley Corngold in
a short article “Comparative Literature: the Delay of Translation” there
is an opinion against the idea that translation is Comparative Literature’s
central task. Stanley Corngold suggests that to compare is precisely not to
translate. Comparison dwells in the moment before translation: it is lost
for translation. The key point of “Comparative Literature: the Delay of
Translation” goes into the idea of “languagelessness” (Stanley Corngold).
I say that comparative literature is not for translation because translation means carrying
over a piece of foreign language into one’s native or “near-native” language – the target language.
But the act that I call “comparison” means, in fact, being, for one moment, without a language; it
means being not lost in translation but lost for translation: being at a place of thought where the
target language is absent. (Corngold 2005:141)

Thus, “Introduction” reviews several points of the essays that will deal with
the questions of the nature of mediation which issues forth in acts of comparison
and translation.
Clive Scott in “From the Intermedial to the Synaesthetic: Literary
Translation as Centrifugal Practice” works his own way from a very crude
distinction between semiological or structuralist approaches on the one hand
and phenomenological ones on the other. This paper addresses the questions of
translation and intermediality by proposing a phenomenological approach. He
encourages readers to consider translation as a multi-sensory, “synaesthetic”
enterprise, and thus as inherently intermedial. The core idea of Clive Scott’s
assumptions implies that we perceive the universe with the totality of our bodies,
with the concerted operation of all our senses, not through their separate activities:
Intermedial translation, therefore, is not primarily to be conceived of as a process of transfer
of one medium to another; it is the translation of one medium out of itself into multisensory, or

269

cross-sensory, consciousness; put another way, it is the translation of one medium back into wholebody experience. I do not wish to call this translation transmedial of course, nor multimedial,
nor intermedial, all of which leave media intact, albeit in intimate dialogue. I want to call this
translation synaesthetic. (Scott 2011:39-40)

The complicated nature of translation that is provided on different levels
leads to the process of re-writing on the (i) alphabet and notation, (ii) handwriting/
handwork and (iii) page/space grounds. Thus, Clive Scott observes these three
grounds as obstacles to synaethetization. The alphabet makes no room for
improvisation; handwriting yielded to print limits a particular voice of the original
text and page/space in terms of a translational freedom hardly encourages the
acceptance of language. Such a complex position of Clive Scott’s observations
is caused by the fact that he sees translation not just in scope “from prose into
prose” or “from poetry into poetry”, but illustrates rather complicated texts such
as Apollinaire’s multi-coloured masks and Haydn’s “Military” symphony. The
author of this scientific research concludes that his work has been designed to
explore two things: our image of translation as an image of centrifugal forces acting
on the source text and translation as a cross-sensory journey, a journey in which
the lexical is allowed associatively to generate what sense-experience it wishes
to. Translation with words only suppresses a piece of art and limits our perception
of it. The article is accurately organized and written in a clear and accessible way.
The next article of “Comparative Critical Studies” traces another vital field
of comparative literature and translation research – the problem of juxtaposing
pictures and texts – in Valentina Polcini’s “The Re-Use of Arthur Rackham’s
Illustrations in Dino Buzzati’s Early Fiction”. Theoretical propositions suggested
in the article are part of Comparative Literary Studies that outline comparison
of semiotically diverse discourses and forms of culture. Dino Buzzati who
was an Italian novelist and short story writer was much interested in pictures
produced by an Englishbook illustrator Arthur Rackham who actually invented
his own style of drawing – unique technique which resembled photographic
reproduction. He first made a sketch of his drawing, then lightly blocked in
shapes and details. Adding lines in pen and India ink, removing the pencil
traces after it had dried Rackham made his pictures memorable and unique.
For color pictures, he applied multiple washes of color until transparent tints
were created. His famous pictures to children’s books brought him fame and
popularity. Dino Buzzati remembered watching Rackham’s pictures in his early
childhood and later the researchers admitted a strong influence of Rackham’s
illustrations on Buzzati’s pictorial and narrative work. The reviewed article by
Valentina Polcini aims at not just pointing connections between Rackham’s
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illustrations and Buzzati’s paintings (Buzzati was also known as a skilful painter
and illustrator – his talent became apparent with the evocative, beautifully
crafted color plates of his 1945 children’s book The Bears’ Famous Invasion
of Sicily), but observing the intermedial relation between Rackham’s drawings
and Buzzati’s fiction. Consistently comparing Rackham’s illustrations for Rip
Van Winkle which became a kind of inspiration for Bàrnabo delle montagne
with a narrative world of Dino Buzzati the author of the article traces striking
similarities. Special attention is paid to the descriptions of nature in stories and
illustrations. This is the point of similar features. However, the relationship
between men and nature in two texts is different. Scrutinizing the pictures and
analyzing the text for similarities and differences, Valentina Polcini states:
Beyond the parallels in plot and imagery, “Barnabo” presents an original reworking of the
source text and illustrations, deviating specifically in the treatment of the reality/legend interplay
and the characterization of nature. Buzzati recreates certain effects of Rackhamian fantasy, but
departs from his model by giving his fiction the nostalgic tone that is distinctive of his style.
(Polcini 2011:71)

It is clearly proved that early fiction of Dino Buzzati has been influenced
by Arthur Rackham’s illustrations. They served as a visual source for Buzzati’s
imagination to convey his own themes, such as the transition from childhood to
adulthood and from fantasy to reality. The article is replete with good examples of
both text passages and pictures that make reading it pleasurable and informative.
The last research in the essay cluster Media of Translation represents an
attempt to explore how translation theory influences translation practice in
the literary activity of Jorge Luis Borges. In “A Metamorphosis? Rewriting in
Borges’s Translations of Kafka” Sarah Roger endeavors to show that there is
a connection for Borges between translation and rewriting, which is forged
by Borges’s translations of Kafka and by the impression left upon him by his
father’s writing. This study is a two-level research: translations from Kafka
presented by Jorge Luis Borges and adaptations from Omar Khayyám by
Jorge Guillermo are examined. Borges discovers Kafka’s writing around the
same time he first reads a draft of his father’s novel, although initially neither
Kafka’s writing nor Jorge Guillermo’s impresses him. The article provides many
examples of translations and scrutinizes the implications of personal ideas of
translation theory and embodied representation of another language. Sarah
Roger suggests the idea that any translation is one of possible versions, a kind
of draft that might become an original text of its own. This idea has been well
developed already, but a vivid model of Borges’s translations proves it once more:
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By combining author and translator in this way, Borges’s approach to translation seems to
permit an intertextual relationship between the original text and its subsequent translations. For
Borges, each new translation is just one more in series of drafts, not necessarily better but also not
necessarily worse. (Roger 2011:90)

The last section of Media of Translation presents the winners of the 2010
John Dryden Translation Competition which has been organized and conducted
by British Comparative Literature Association together with British Centre for
Literary Translation. The first Prize has been given to Edward Gauvin for his
translation of “The Red Loaf” by Andre Pieyre de Mandiargues, Laurence Lerner
and his translation of five poems by Heinrich Heine has been given the second
prize and the third prize has gone to Antoinette Fawcett for her translation of
“Lord Halewyn. A Poem in Nine Tableaux” by Martinus Nijhoff. Commendation
praising translation of “Eighteen Pies” by Jan Wagner which has been very
successful was received by Chenxin Jiang.
Comparative Critical Studies is a professional journal among the researchers
in the field of literature and methodology. It seeks to advance reflections on
the nature of comparative literature as a discipline. Contributions providing
innovative perspectives on the theory and practice of comparative literature are
encouraged for further publications.
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HOW TO SPICE UP A BREAKFAST CEREAL
OR THE TRANSLATION OF CULTURALLY BOUND
REFERENTIAL ITEMS
IN “THE BLUEST EYE” BY TONI MORRISON
AND “VINELAND” BY THOMAS PYNCHON
Theoretical background
Undoubtedly, a literary work is a comprehensive phenomenon. It might
be interpreted, analysed, read, perused and commented on from multifarious
points of view, from different perspectives, theoretical or pragmatic standpoints
and possibly according to various schools of literary interpretation. More
traditional approaches perceive meaning as embedded in the literary text,
intertwined with presupposed intentions of the author. More recent prefer
to consider a text to be an infinite interplay of meanings, detached from any
predetermined assumptions, an independent source of meaning generation.
Undeterred by those apparent discrepancies many ventured to fathom
the poetics of a novel. One of the most insightful attempts, Barthes’s “S/Z”
distinguishes five codes which are applied in the reading of a text, each of the
codes being “one of the voices of which a text is woven” (Barthes 1971:27-28).
The codes allow “to identify elements which have similar effect and belong to the
functional space a code designates” (Culler 197: 203). The five codes specified
in “S/Z” are: proairetic (the reader’s construction of plot), hermeneutic (enigma
and solution, a logic of question and answer), semic (semantic features relating
to the development of characters), symbolic (focus on symbolic reading) and
referential (the cultural background the text refers to)” (Culler 1975:202-203).
The referential code is referred to as “an anonymous, collective voice, whose
origin is in human wisdom” (Barthes 1971:27-28) and its primary function is to
denote a concrete though fictitious reality, to fulfill the function of “descriptive
residue”, to substantiate the reader’s belief that the presented world does form
a part of a coherent reality, to create the mimetic effect (Culler 1975:192-193). The
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uniformity of a literary vision plays an essential role in the reader’s perception of
a novel and, therefore, the comprehension of the relevance of every descriptive
object rooted in a particular culture is essential for the comprehensive appreciation
of a work of art by a reader not familiar with that particular culture. The fictional
contract concluded between the reader and the narrative reality stipulates that
the presented reality should retain its referential wholeness because only when
the reader is acquainted with the referential code of the novel he is able to grasp
the complex interplay of meanings within a text. A great deal of literature would
lose all of its captivating charm when deprived of those precious little details that
make the fictitious reality so true and so palpable. Translation is in these details.
In consideration of the above, it may safely be stated that special attention
must be drawn to the translation of the elements of a text which fall into the
category of cultural reference. The very act of translation presupposes the shift of
the audience, the transfer of sense and the transubstantiation of the many levels
on which a text operates including the level of cultural implication. The approach
presented below, which aims to render culturally bound referential items, can
be concisely defined as a sociolinguistics of translation, “describing the way
translators can adapt texts to the needs of a different audience in the way we all
adjust out language to suit the people we are talking to” (Fawcett 1971:2). The
importance of such an approach was frequently indicated by many scholars. The
theory of dynamic equivalence offered by Eugene Nida can be deemed a classic
example: such equivalence can be defined in terms of “the degree to which the
receptors of the message in the receptor language respond to it in substantially
the same manner as the receptors in the source language”. And although “the
response can never be identical for the cultural and historical settings are too
different, but there should be a high level of equivalence or the translation will
have failed to accomplish its purpose” (Nida, Taber 1982:22-24). In his other
work “Linguistics and Ethnology in Translation Problems”, Nida compiles a list
of items which indicates the areas a translator should take into consideration
while examining both his own and the target culture and thus allowing him
to become not only bilingual as he may already be, but also bicultural (Nida
1945:194-208). The list includes areas of items the translation of which will be
later analysed in this article (e.g. flora and fauna – the plant wintergreen in “The
Bluest Eye”, household objects – the breakfast cereal Froot Loops in “Vineland”).
As a consequence, the translator’s task in relation to culturally bound items
will be an attempt to retain the descriptive wholeness of the cultural objects from
the original text at the same time endeavouring to translate them in a manner
assuring the similarity of response of the receptors of the original and target text.
The reconciliation of these two principles has led to never-ending and inconclusive
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dispute as to what constitutes the better mode of translation: a drive towards
“ethnocentric reduction of the foreign text to target language cultural values”
(Venuti 1995:20) (involving the so-called translator’s invisibility (Venuti 1995:142)) called domestication or a tendency which “entails choosing a foreign text
and developing a translation method along lines which are excluded by dominant
cultural values in the target language” (Venuti 1997:242) called foreignization.
The present article will not end this ongoing debate offering contradictory
judgments based on different criteria. Levefere patriotically states in defence
of the domesticating method: “The artistically perfect translations in a national
literature are the means by which the linguistic genius of a nation defends itself
against what is foreign by cunningly stealing from it as much as possible”
(Levefere 1977:97) while many others claim otherwise i.e. Venuti opposes on
similar grounds: It is “highly desirable […] to restrain the ethnocentric violence
of translation” (Venuti 1995:20), Nida cognitively observes: “[people have]
capacity for adjustment to the behavioural patterns of others. [...] It would seem
that we possess a kind of grid which we can employ to reinterpret experience in
terms of some other conceptual framework” (Nida 1964:55) and e.g. Hejwowski
computationally confirms: “if calculations of costs, losses and gains result in
a decision to translate the text I would like to argue that culture-bound items […]
should be preserved whenever possible” (Hejwwski 2004:131). Suffice is to say
that a wide range of translation techniques or procedures have been developed to
overcome this apparent conundrum.
Most notably, researchers such as Vinay and Darbelnet, Newark, Hejwowski,
Klaudy, Nida, Hervey, Higgins and Haywood provide in-depth analyses of
translation procedures. Their taxonomies will be reworked and complemented
for the purpose of the analysis of selected items from the books by Toni Morrison
and Thomas Pynchon. The main criteria for choosing a particular technique for the
translation of a cultural item will be the translator’s choice concerning the transfer
of the implicit knowledge of the receptors of the original text into the confines of
comprehensibility of the receptors of the target text. Consequently, the assumptions
of the translator will be directly reflected in the chosen technique. In other words,
what the translator thinks the audience knows determines how he translates the text.
Another aspect of trans-cultural transmission has to be taken into account
when suggesting a framework for translation of culturally bound items is loss as
understood by Newmark:
“[Translation] involves some kind of loss of meaning due to a number of factors. It provokes
a continuous tension, a dialectic, an argument based on the claims of each language. The basic
loss is a continuum between overtranslation (increased detail) and undertranslation (increased
generalization)” (Newmark 1982:7).
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As it was mentioned before, a successful translation should precisely transfer
the referential code of a novel and, as a result, should employ the translator’s
assumptions about the source and target receptors. Naturally, the translated text
often drifts towards increased detail for fear of widening the yawning gap in the
reception of the cultural message. This marked tendency was reflected in the
search for translation universals resulting in the explicitation hypothesis i.e. the
belief that specific characteristics of translated text are distinct from the nontranslated language. This would be the same whatever language pair is involved
and might include greater cohesion and explicitation (Hatim, Munday 2004:7).
Again, the thin borderline between clearer expression and superfluous digression
gives rise to controversy (to say nothing of the overlapping of related terms
such as explicitation, addition, complementation, amplification, expansion)
but for the purpose of this article, explicitation, being far from accusations of
verbosity or redundancy, will mean nothing more than the necessary clarification
of implicit cultural message of the original text in the surface structures of the
target language and will not by any means be considered erroneous.
Furthermore, it is also the specificity of literary work that should be
investigated. A literary work, unlike purely utilitarian texts, possesses a
delicate structure, exquisitely balanced elements which contribute to the overall
magnificence. Every word like a facet which constitutes a unique aspect of
the diamond the whole novel surely is. Therefore, as Landers suggests any
interpolations have to be done carefully and with consideration for the rhythmic
flow of the language and made as imperceptible as it can be (Landers 2001:94).
All translation techniques tampering with literature have to make an allowance
for the quantitative aspect since, ultimately, it is better to leave a subtle exotic
mysterious butterfly alone than turn it into a perfectly explicable linguistic
juggernaut. Moreover, Hejwowski observes that implicatures kill the humorous
aspect of a text, give the audience the impression of being patronized, spoil
the reconstruction part of the reading process and turn a literary work into an
encyclopedia obliterating its aesthetic function (Hejwowski 2004:137).

Translation procedures
Now, with loss accepted as a necessary but admittedly a creative drive
behind translation processes, with quantitative and stylistic constraints
in view, with translator’s bicultural competence at the helm and with the
ultimate goal of bridging the cultural gap in literary works by focusing on the
referential level of narration, we can suggest proper translation techniques.
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• Exoticisms (Hervey, Higgins and Haywood 1995:20) - transfer without any
changes in the form of translated source language word or expression; the level
of adaptation is zero or very low, which stresses its foreign character,
• Borrowing (Vinay, Darbelnet 1958:47) – when the level of adaptation is also
very low but the translated expression functions in the target language in its
own right and its exotic character diminished or vanished,
• Calque (Hervey, Higgins and Haywood 1995:20) – literal translation of an
expression from the source language
• Recognized equivalent (Newmark 1988:82-91) – when the translator uses
a universally recognized equivalent for a given expression,
• Hypernyms (Hejwowski 2004:141-142) – the result of undertranslation resulting
in the choice of a superordinate word in case of items of low importance,
• Pragmatical explicitation (Klaudy 1998:82-83) – explicitation arising out of the
need to bridge cultural differences,
• Cultural equivalent (Newmark 1988:82-91) – replacing a culture-specific item
or expression with a target language equivalent,
• Cultural transplantation (Hervey, Higgins and Haywood 1995:20) – when the
source language is completely adapted to the target language,

Ernst-August Gutt suggests that there can be two main approaches to
translation: the paraphrase method and the citation method. The first seems to
follow the premises of domestication the other – foreignization. The paraphrase
method can compensate for explicable cultural differences and in this way achieve
the effect of greater comprehensibility – in other words the bigger the degree of
domestication the smaller the authenticity of the text. However, when there is
a multitude of cultural differences, just slight naturalization becomes inefficient
and the need arises for full-fledged cultural transplantation. The citation method
does not domesticate the text in order to diminish cultural differences so it retains
a high level of authenticity, but the audience are required to possess a proper level
of cultural knowledge (Gutt 2004:25-31). In consideration of the above it may
be concluded that without resorting to the extremity of cultural transplantation,
a translator can only achieve his ultimate yet elusive goal i.e. reconciliation
of aesthetic integrity and cultural transparency, he should focus on the subtle
rendition of the fleetingly germane cultural differences that mean so much in
the overall reception of a novel. In other words to lift the veil of culture just
enough to let in the light of understanding and not to blind the reader with
dazzling obviousness. Or to fish out the implicit and imperceptibly blend it with
the tasty dish of literature. After the apt assessment of his audience’s cultural
competence (in this case an average Polish reader) a translator should bring
forth only the necessary elements to strike a subtle balance between spoiling/
patronizing the lazy reader with ready-made explicitations (which could also
mean spoiling the pleasure of reading) and leaving the reader at the mercy of
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his oft vestigial cultural knowledge (which could lead to utter frustration at the
impenetrability of a book).
The following assumptions seem to come in handy when translating cultural
references in the descriptive level of a novel:
• a culturally bound item is widely recognized by source and target culture
reader because of its international status, commercial success etc. and has been
internalized by the target culture – such an item in translation remains the same
(e.g. hot dog – hot dog) and is translated with its recognized equivalent,
borrowing or calque,
• a culturally bound item is unique, not recognized by the target audience and
of considerable referential importance for the novel – exoticism with optional
explicitation (e.g. mince pie – mince pie świąteczne ciasto z nadzieniem)
• a culturally bound item, not recognized by the target audience and of relative
importance for the novel - translation along with various forms of explicitation
(wintergreen – starzęśla o przenikliwej woni),
• a culturally bound item is not recognized by the target audience and is of low
importance and relevance for the referential code – such an item should be
rendered using hypernyms (e.g. A-levels – egzaminy).

In case of proper names in the function of referents in the descriptive level
of a novel the following assumptions seem to be useful:
• a culturally bound proper name is widely recognized by the source and target
culture reader – such an item in translation remains the same (e.g. FBI - FBI) or
is translated with its recognized equivalent, borrowing or a calque,
• a culturally bound proper name is unique, not recognized by the target audience
and of considerable or relative referential importance for the novel – a) exoticism
with optional explicitation (e.g. 7/11 – sklep całodobowy 7/11) in order to
emphasize the mimetic effect or b) (whenever it seems justifiable to sacrifice
the mimetic effect for the sake of generally perceived humorous effect, tone or
style of a book; in case of (also but not only) fictitious names included into the
novel because of the name’s associations) calque/cultural equivalent/cultural
transplantation – whichever is more successful - with optional explicitation
(Raggedy Ann – Anka Szmacianka). In this case a translator who ventures to
find a cultural equivalent might be required to create a non-existent but still
credible cultural equivalent just to legitimize the novel’s reality – in other
words he might answer the question what this proper name would look like if
it was an inherent part of the target culture of translation with all its linguistic
and extra-linguistic properties.
• a culturally bound proper name is not recognized by the target audience and is
of low importance and relevance for the referential code – such an item should
be rendered using hypernyms (e.g. 7/11 – sklep).
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“The Bluest Eye” by Toni Morrison
“The Bluest Eye” is a novel by an American author Toni Morrison. The
story depicts about a year from the life of a young black girl named Pecola.
It is set in America’s Midwest in Lorain, Ohio, in the years following the Great
Depression. “The Bluest Eye” is narrated from the perspective of Claudia
MacTeer as a child and an adult, as well as from a third-person, omniscient
viewpoint. It is crucial that the perspective of a child, still discovering all the
new miscellaneous phenomena of the world around, is meticulously rendered
by a translator who has to make sure that the reader closely follows the
child’s foraging perception and not to impoverish the reception of the book.
Morrison uses the modernist techniques of stream-of-consciousness
and multiple perspectives with the dominant mode being that of
realism. She strives to create a distinctively black literature. Her prose
is permeated with black musical traditions such as the the blues, spirituals, gospel and jazz. In this way, she strives to create what she calls
a “race-specific yet race-free prose” (Morrison 2004:171). That is why
a translator has to retain the realistic elements appearing in the novel,
which contribute to the rendition of the specificity of the black culture.
Item 1
Our illness is treated with contempt, foul Black Draught, and castor oil that blunts our
minds (Morrison 2004:6).

Item foul Black Draught can be translated with explicitation (although we
could attempt to find an equivalent of this popular medicine such as Czarny
Łyk or Czerni Łyk, but in case of “The Bluest Eye” our priority is the realistic
presentation of the black culture): wstrętny Black Draught na przeczyszczenie.
Item 2
Her hands are large and rough and when she rubs the Vicks salve on my chest, I am rigid
with pain (Morrison 2004:6).

Item the Vicks salve was already clarified by the author herself so there is
no need for more explicitation: balsam Vicks.
Item 3
Their conversation is like a gently wicked dance: sound meets sound, curtsies, shimmies,
and retires (Morrison 2004:10-11).
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Item sound meets sound, curtsies, shimmies, and retires has to be carefully
scrutinized. Although it has the form of a verb it refers to a distinct element of
Afro-American culture i.e. a jazz dance called shimmy which consists in shaking
the upper parts of the human body. So any rendition omitting this element such
as: dźwięk napotyka dźwięk, dyga, ponętnie drży i się oddala will impoverish
Morrison’s message. A more complete version would include the shimmy element:
dźwięk napotyka dźwięk, dyga, ponętnie drży jakby tańczył shimmy i się oddala.
Item 4
He smelled wonderful. Like trees and lemon vanishing cream, and Nu Nile Hair Oil and
flecks of SenSen (Morrison 2004:10).

Item Nu Nile Hair Oil can be sufficiently made explicit by: pomade do
włosów Nu Nile.
Item 5
They laugh. Frieda and I are washing Mason jars (Morrison 2004:9).

Item Mason jars as a generic name does not play an important descriptive role
so it can easily be translated with a hypernym: słoje or with slight explicitation:
słoje na przetwory.
Item 6
Love, thick and dark as Alaga syrup, eased up into that cracked window. I could smell
it - taste it - sweet, musty, with an edge of wintergreen in its base - everywhere in that house
(Morrison 2004:7).

Item Alaga syrup can be made more explicit by adding: słodki syrop Alaga
to extend the love metaphor and to make the Polish reader at least slightly aware
of the properties of the syrup often used as a sweet topping for pancakes, biscuits
etc. Item with an edge of wintergreen in its base deserves special treatment.
The plant wintergreen (or to be more specific American wintergreen, teaberry
or checkerberry) is a unique species for the northeastern America so the Polish
reader cannot be aware of any of its properties. The task of the translator here
is more complicated since he has to choose from the variety of the properties of
this plant in order to pick the most important for its explicitation in this context.
In other words he has to select the paramount explicative trait which embodies
the implicit information about this item. The research into the properties of
American wintergreen reveals:

280

• oil of wintergreen is widely used as a medicine and has a distinctively medicinal smell,
a sweet woody odour; it includes methyl salicylate which is a liquid with
a strong, strident and long-lasting scent,
• wintergreen fruits are edible, with a minty flavour; the leaves make
a fine herbal tea,
• Teaberry is also used for flavoring ice cream and root beer. It also inspired the
name of Clark’s Teaberry chewing gum.

After the analysis of the context from the novel the paramount explicative
trait of wintergreen seems to be its intensity which Claudia MacTeer could smell
and taste everywhere in the house. Hence the translation: z wyrazistą/przenikliwą
starzęślową nutą w swej konsystencji. In case of lack of certainty of the proper
explicative trait in the relevance scale of all the properties of a given item it is
recommended to use an expression of maximal vagueness i.e. choose a more
vague term to avoid misinterpretation when the context does not allow to make
the meaning of an expression precise enough.
Item 7
Picture books were full of little girls sleeping with their dolls. Raggedy Ann dolls usually, but
they were out of the question (Morrison 2004:14).

Item Raggedy Ann dolls can be successfully rendered with a calque
– the outcome sounds like a real Polish name for a doll: lalki Anki
Szmacianki or Szmaciane Anie.

“Vineland” by Thomas Pynchon
Vineland is a novel by an American writer Thomas Pynchon, a postmodern
fiction set in California, United States in 1984, the year of Reagan’s
re-election. It is a story of rock music, drug use, cultural turmoil, social
unrest and repression. Pynchon’s fiction deconstructs cultural myths and its
trademark is the creation of his fictional reality: swarming with colourful
characters such as ex-hippie Zoyd Wheeler, brimming with wonderful
puns, ingenious names, broad slapstick, extended metaphors, artfully
complicated plots, spellbinding with an amusing array of elements from
popular culture but also scientific, literary and historical discourses. A true
postmodern landscape of the novel with a multitude of cultural elements
where the fictional is inextricably woven into the real with no indication
when one ends and the other begins offers the translator a chance to take his
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cue from the general tone of the book and engage in much freer translation.
The narrator is advised or even has to playfully render this chaotic world
which eschews the possibility of meaning, to spice it up, to find coherence
in the postmodern semiotic iridescence which is a no mean feat indeed.
Item 1
On the table in the kitchen, next to the Count Chocula Box, which turned out to be empty he
found a note from Prairie (Pynchon 1991:2).

Item The Count Chocula Box can be rendered using a calque: płatki
Hrabiego Czokuli lub płatki Hrabiego Czekoladuli. Cultural equivalent found in
Polish reality would be: Mlekołaki retaining the scary creature reference.
Item 2
“Froot Loops again I guess” he muttered at the note. With enough Nestle Quik on top they
weren’t all that bad [...] (Pynchon 1991:2).

Item Nestle Quik is so recognized that can easily be left unchanged. Item
Froot Loops could be left unchanged since it is a popular brand of breakfast
cereal although not yet in Poland. There are, however, some instances in which
the translator could sacrifice the referential faithfulness and simply spice the
translation up for the greater good of the excellence of the final effect. The
retention of the name plays a minor role in building the stylistic effect of Pynchon’s
work contrary to possible ingenious renditions that could spice the Froot Loops
up. The exotic-sounding name tells almost nothing to the Polish receptors while a
successful, comprehensive rendition could uncover many flavours. What would be
the cultural equivalent of Froot Loops if the name originated in the Polish reality?
Research in the cereal brands on the Polish market reveals: Owocowe Kółeczka,
Hopki, Magusie and Mlekołaki. The translator, however, could think of precise
rendition of this item on its many levels creating a precise cultural equivalent of it
just for the sake of the novel. An example of such practice could be the rendition of
Froot Loops to: Owocowe KręCiołki which retains the complexity of the original:
• on the level of meaning (fruit – owocowe, loops – kręciołki, fruit loop [the
slang meaning of which is “dork”, “moron” or “eccentric”] – ciołek),
• on the pragmatic level (the translation sounds and looks like a true brand name
of breakfast cereal),
• on the level of linguistic play with the written form of the words (in the English
version – Froot instead of Fruit, in the Polish version – the capitalization of C
in the middle of the word KręCiołki).
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The Polish reader receives so much more instead of a cryptic Englishsounding name. Nevertheless, it must be said that such “spicing up”, to use the
term from the title of this article, has to be performed with utmost meticulousness
because even a hint of foul spice can render the whole dish uneatable or
indigestible.
Item 3
[...] he proceeded to the men’s room of the Breez-Thru gas station, where he shifted into the
dress [...] (Pynchon 1991:3).

Item the Breez-Thru gas station could be defined as a mimetic explicative
enigma. In texts like “Vineland” the borderline between factual items and the
ones invented by the author is a very thin indeed. In reality there is a car wash
called Breeze-Thru. It is impossible to determine which name has come into the
existence first: was it Pynchon’s idea and somebody copied his idea into real life
or did Pynchon copy real life incorporating it into his fiction or perhaps these
two names have nothing in common and were chosen just because of the very
colourfulness of the phrasal verb “breeze through” evoking the image of a breeze
and expressing swiftness of actions. A true enigma but its solution is irrelevant
for the translation of the playful text of “Vineland”. It is the humorous effect and
not the mimetic links that determine the translation procedure of this item: stacja
Bryza, stacja Śmig-w-Mig or stacja Auto-Glanc, stacja Hadwao, stacja Niagara,
stacja Auto-Błysk would be possible renditions.
Item 4
He got a quart of oil [...] and poured this into a tank of an elegant little important-looking
chain saw about the size of a Mini-Mac [...] (Pynchon 1991:3).

Item the size of a Mini-Mac can be translated by means of explicitation:
wielkości karabinka Mini-Mac. Here explicitation is a must because the Polish
reader could easily mistake the name Mini-Mac denoting a gun for Mini-Mac
denoting a computer whose name is much more popularized in Poland.
Item 5
[...] Owing to a convoy of Winnebagos on some leisurely tour of the redwoods, in among
whom, on the two line stretches, he was obliged to gear down and put up with a lot of attention
(Pynchon 1991:3).

Item Winnebagos can be translated by means of a hypernym since in this
context it just stands for a generic name for recreational vehicles: samochody
kempingowe or kampery.
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Item 6
“Gimme a break,” he yelled over the engine noise, “it’s, uh, a Calvin Klein original!”
(Pynchon 1991:3).

Item a Calvin Klein original has to be translated without any changes since
it is a well-recognized brand name: oryginalny Calvin Klein.
Item 7
Dangerous men with coarsened attitudes, especially towards death, were perched around
lightly on designer barstools, sipping kiwi mimosas (Pynchon 1991:4).

Item kiwi mimosas can be translated using explicitation: damski drink kiwi
mimosa. The contrast between the expected type of drink for dangerous men
and the actual ones, effeminate low alcohol drinks, has to be stressed. Mimosa
cocktail is a popular drink in the US and is commonly used as hair of the dog or
at wedding receptions.
Item 8
He wore sunglasses with stylish frames, a Turnbull&Asser shirt in some pastel plaid, threefigure-price-tag jeans by Mme. Gris, and après-logging shoes of a subdued, but incontestably
blue suede (Pynchon 1991:4).

Items a Turnbull&Asser shirt and jeans by Mme. Gris could
be additionally (but not necessarily) explicated as: markowa koszula
Turnbull&Asser or eleganckie/ekskluzywne dżinsy Madame Gris since those
upscale brands might not be recognizable for the Polish reader. Item aprèslogging shoes requires careful attention of the translator. It is an ironic
paraphrase of the expression après-skiing (literally after skiing) which means
going out and socializing after skiing and which is increasingly used in a
derogatory sense of being only interested in the skiing image rather than actual
physical activity. Pynchon uses this term to describe homosexual men at a bar
showing off their trendy outfits and exuding the sex appeal of a lumberjack.
Here we have to find a cultural equivalent capturing this concept. Attempts could
include: buty a la szpan na drwala or to retain the exotic French element in
the original: lanserskie buty w stylu drwal couture (hinting at haute couture).
Item 9
Zoyd got up, put a white suit he’d borrowed from Scott Oof on over his Hawaiian shirt, rolled
up the cuffs of the pants, which were a little long, left open the jacket, too tight and also too long,
giving it a zoot-suit effect [...] and hit the street [...] (Pynchon 1991:53).
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Item a zoot-suit effect could look awkward if left in its original form just
with explicitation. Since in this context we are mostly interested not in the
cultural associations of zoot-suiters as a sub-culture or a social group but rather
in the cut of the piece of clothes it would be possible to leave out the term zoot
and apply cultural transplantation. The Polish equivalent of zoot-suiters was
a sub-culture called bikiniarze wearing similar clothes and professing similar
(not only fashion) values. So after dispensing with the awkward: wyglądał
jakby ubrał szpanerski zoot suit we can suggest more or less adapted versions:
wyglądał jak bikiniarz w szpanerskim garniaku, wyglądał jak ubrany w
workowaty gajer bikiniarza, wygladał jak szpaner w gajerku “na kilowatach”
(this is how bikiniarze called the Polish version of a zoot suit; the name
is derived from the bagginess of the suit which looked as if, and often was,
filled with cotton wool, hence “na kilowatach”). However, such explicitation
might seem exaggerated and many might claim that such rendition applies
outdated terminology of dead and buried social phenomena (bikiniarze, “na
kilowatach”) understood only by the older generation. So ultimately, bearing
in mind that the focus is just on the fashion, we could get over the loss and
translate: wyglądał jak szpaner w przydużym/obwisłym/workowatym garniaku.

Conclusion
The constant challenge to the translator, the opportunity for bridging cultural precipices, the
rapture of linguistic precision – the translation of a literary work, that is – could bring a whole
smorgasbord of difficulties. Different types of novels offer different restrictions and avenues
of translation: those in more realistic conventions allow less room for maneuver, move in the
direction of foreignization, while other in more permissive conventions like the postmodern one
allow less constrained transfer and more freedom for the sake of retaining the coherence of the
interplay of meanings in the text even though the aim of their translation still remains to preserve
the uniqueness of cultures and the starting point for any translation ventures is the domain of
foreignization with only tentative, timid and tenuous forages into the realm of domestication.
When preparing the translator’s brew in the kitchen of cultural transubstantiation, the master
of the ceremony, the translator, should display utmost delicacy whichever recipe he chooses. No
matter whether it is more exotic or includes more domestic ingredients, he should scrutinize the
tastes of the consumers of his work, and by means of his translator’s lore select the best way to
spice it up, to bring out the hidden, implicit flavours so that they could be later savoured by literary
gourmets. Too much spice will kill the inherent taste, none will leave the dish bland.

Summary
This article will attempt to suggest translation procedures necessary to translate culturally
bound items in the referential level of a literary work illustrated with examples from two novels:
“The Bluest Eye” by Toni Morrison and “Vineland” by Thomas Pynchon. First, the article will
include a general description of the referential level in literary works offering possible avenues of
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its rendition, then present a discussion of theoretical approaches to this issue and finally suggest
a translation methodology and techniques together with practical examples of the theory at work.

Key words: translation procedures and techniques, culturally bound items, cultural
references, explicitation.

Streszczenie
Niniejszy artykuł stanowi próbę znalezienia procedur przekładowych niezbędnych
do przetłumaczenia elementów specyficznych dla danej kultury na poziomie
referencyjnym dzieła literackiego na przykładzie dwóch powieści: “The Bluest Eye”
Toni Morrison oraz “Vineland” Thomasa Pynchona. Na wstępie artykuł zawiera ogólny
opis poziomu referencyjnego dzieła literackiego przedstawiając możliwości jego
przekładu, następnie prezentuje różne teoretyczne podejścia do tej kwestii, by ostatecznie
zasugerować metodologię takiego przekładu oraz stosowne techniki, które zostały użyte
w przykładach realizujących założenia teoretyczne w praktyce.

Słowa kluczowe: techniki i procedury tłumaczeniowe, elementy specyficzne kulturowo,
odniesienia kulturowe, eksplicytacja.
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LANGUAGE AND EMOTIVE FACTORS:
THE OUTLINE OF PROBLEMS INVOLVED
Introduction
The world of human emotions and its diversity have since the times
immemorial challenged a number of disciplines that deal with interpersonal
communication: psychology, neurology, evolutionary biology, cultural studies,
anthropology, linguistics and even so distant branches as economics, criminology,
political science or law. The complex nature of emotions makes it practically
impossible to study this phenomenon exclusively from one angle – relying on
one method of analysis (e.g. psychological or linguistic) may prove insufficient
for giving a complete account of the numerous problems arising.
The present paper aims at presenting how emotions may be viewed from
linguistic perspective, focusing especially on terminological and ontological
difficulties linked to the subject of emotions, and on the specific areas of research
undertaken by contemporary linguistics.

Towards the definition of emotions
The broad use of the notion of emotions in many scientific disciplines
makes it difficult to define it both clearly and disambiguously. The
problem with working out a common definition stems from the complexity
of this phenomenon on the one hand, and the attempt to embrace it in a
comprehensive way on the other. Moreover, different disciplines tend to
focus their attention to different aspects of emotions, and the differences
concerning the same issue evolve over decades and approaches to the
problem.
Among different attempts to define the phenomenon of emotion,
stretching back at least as far as ancient Greek stoics, Plato and Aristotle,
the most mainstream definition may be phrased after Kleigninna and Kleigninna
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(1981:355)1 as a complex set of interactions among subjective and objective
factors, motivated by neural/hormonal systems, which can (a) give rise to affective
experiences such as feelings of arousal, pleasure/displeasure; (b) generate
cognitive processes such as emotionally relevant perceptual effects, appraisals,
labeling processes; (c) activate widespread physiological adjustments to the
arousing conditions; and (d) lead to behaviour that is often, but not always,
expressive, goal-directed, and adaptive. In short, emotion would be a set of
changes including psychological arousal, affection, cognitive processes and an
outward expression of behaviour, which occurs when an individual experiences
a certain situation. The question of how these psychological, cognitive and
behavioural phenomena coexist and influence each other in a human experience of
emotions, has been subject to various theoretical treatments (see e.g. Kleigninna
and Kleigninna 1981, Gerrig and Zimbardo 2002). Their detailed account, due to
the psychological rather than linguistic nature, exceeds the scope of this paper;
however, as hinted in the foregoing, one should be aware that much of those
findings may prove to provide useful background for linguistic research.
Etymologically, the English word emotion is derived from the French word
émouvoir, based on the Latin emovere, where e- (variant of ex-) means “out”
and movere means “move” (see Skeat 1963:193). In common understanding,
the term emotion is often identified with feeling. However, as Pettinelli (2009)
notices, despite the fact that both can be described as unconscious thoughts,
they pertain to different phenomena. Feeling, being immediate and easy to
identify, would be close to sensation, whereas emotion is a more unconscious
and deeper experience, which affects more of us, because it is mixed into the
rest of our mental system. Moreover, feelings can be described in more detail
than emotions because you can have a specific feeling for anything, each feeling
is unique and might not have a name (see Pettinelli 2009). As a result, there are
only a few defined emotions, but an infinite number of ways of feeling things.
The distinction between feelings and emotions has also been discussed
by Wierzbicka (1992, 1995), who strongly opposes to using the term emotion
as a universal and common measure of all languages, because this leads to
confusion, chaos, and distortion of reality (see Wierzbicka 1995:17).2 Born out
of the distinction between emotions (mental phenomena) and sensations (bodily
1
Kleigninna and Kleigninna (1981) analysed 92 definitions of emotion from a variety of
sources in the literature of the subject, evaluated and classified them into different categories,
and proposed their own model definition, which aims at emphasizing the many possible and traditionally significant aspects of emotion and, therefore, attempts to resolve the terminological
confusion.
2

Wierzbicka (1992:177-179) suggests that a truly fundamental human concept is feeling – a
far more universal term that could be safely used in the investigation of human nature, as opposed
to the more elaborated, culture-bound, and not fully reliable, emotion.
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phenomena), emotion seems to be one of those concepts which originate in the
English language and in the ethnopsychology embodied in it and which have
become taken over by the language of the scholarship as one of its basic concepts
(see Wierzbicka 1992:178). In fact, the term in question does not have exact (or
even inexact) equivalents in many other natural languages of the world, so in
practice it refers to the English-speaking culture only and presents the reality from
this particular perspective, as the author claims. Further, Wierzbicka (1995:17)
argues that we are imprisoned in our respective languages and cultures, and,
hence, no neutral or culture independent perspective is possible. This dependence
should be borne in mind when undertaking any research on this subject.

How to give emotion a name
Challenging as it is, defining the concept of emotion cannot even compare
to the extremely difficult task of putting particular types of emotions into
words. Any attempt to do it must reconcile with the fact that emotions are
actually undefinable and not fully possible to be expressed in words, just as
experiences and emotional cognition (cf. Scheler 1916:62, Wierzbicka 1971:30,
Nowakowska-Kempna 2000:75). What is more, since emotions refer to very
subtle states of human mind and consciousness, their semantic structure is much
more difficult to be formalized and expressed by means of words than other
mental states. Another difficulty is posed by the fact that emotions may arise
from subjective interpretation, which results in different emotions being named
with the same word, or the same emotion – with different words. Bearing all
these difficulties in mind, one may be tempted to try applying the method of
explaining particular emotions through other words. However, this may hardly
prove successful, as if one attempts to define one emotion word via others, one will
never be able to elucitade the meaning of any of them (see Wierzbicka 1992:121).
Even more serious problems arise when attempting to translate emotion
words from one language into another. In this context, a solution suggested by
Wierzbicka (1992) is to decompose emotion terms into simpler concepts, such as
‘want’, ‘feel’, ‘think’, ‘say’, or ‘do’, which are held to be elementary values into
which the sense of words may be decomposed. In this way emotion terms from a
particular language may become meaningful to speakers of other languages. One
of the examples given by the author is expressing the Polish words tęsknota and
tęsknić, which do not have exact counterparts in English, by their decomposition
into elementary parts which have simple English equivalents, i.e.:
X tęskni do Y →
X feels something like this:
I am away from Y.
When I was with Y I felt something good.
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I want to be with Y now.
If I were with Y now I would feel something good.
I cannot be with Y now.
Because of this, X feels something bad.3

In this way, the meaning of any emotion word, often unique to a particular
language and with no exact equivalents in other languages, could be presented
much more effectively, retaining all subtle nuances of meaning content.

Typology of emotions
The range of emotion types is vast and heterogenous, as proved for example
by the study of Johnson-Laird and Oatley (1989), who gathered emotion words
listed in different dictionaries and arrived at total number of 590 items. To
take any odd example, the collection of words related to the concept of FEAR
includes nearly 20 lexical items, i.e.: fear, afraid, scared, fright, frightened,
terrified, petrified, horrified, dread, alarmed, panic, anguish, anxiety, worried,
concerned, apprehension, shame, embarrassment (cf. Wierzbicka 1986, 1988).
In an attempt to get to grips with this mass of words and underlying emotions, a
number of taxonomies have been proposed, e.g.:
1. cognitive versus non-cognitive emotions,
2. instinctual versus cognitive emotions,
3. short-lasting versus long-lasting emotions,
4. positive versus negative emotions.4
Both philosophers and psychologists have long been trying to distinguish
between essential and more marginal emotion terms, and thus to set up a system
of basic emotions. “Basic” would mean these emotions which occupy a middle
level in a vertical hierarchy of concepts (see Kövecses 2000:3), or appear to be
more “prototypical” than others. For example, Ribot (1912) distinguished the
following types: (1) fear, (2) anger, (3) love, (4) sexual feelings, (5) egoistic
feelings; Watson (1924) – three inborn emotions: (1) fear, (2) anger, (3) love;
Ekman (1982) – six core emotions: (1) anger, (2) disgust, (3) fear, (4) joy, (5)
sadness, (6) surprise. Moreover, quite influential has been Plutchik’s (1980) wheel
of emotions, where eight primary bipolar emotions are suggested: (1) joy versus
(2) sadness; (3) anger versus (4) fear; (5) trust versus (6) disgust; and (7) surprise
3

Taken from Wierzbicka (1992:121).

4

The last division is rejected by some psychologists (see e.g. Izard 1977), who claim that
emotion as such cannot be positively or negatively loaded, but it is “shaped” by its experiencer.
A crucial factor here may also be cultural differences.
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versus (8) anticipation; and Parrot’s (2001) categorized, tree-structured list
divided into primary, secondary and tertiary emotions. Among those and a number
of other classifications, the most frequently held core emotions are HAPPINESS,
SURPRISE, SADNESS, ANGER, DISGUST, CONTEMPT, and FEAR (see
Izard and Malatesta 1987), and the thousands of other related emotion words are
seen as their synonyms. All in all, the core emotions are believed to be biologically
determined emotional responses whose expression and recognition is the same
for all individuals, regardless of ethnic or cultural differences (see Beck 2004).
In linguistics, a similar approach was pursued by Johnson-Laird and
Oatley (1989), whose hypothesis was that certain emotion terms are basic and
unanalysable in the sense that they cannot be broken down into other, more
basic emotions or attributes (a view also supported by Langacker 1987:149).
This means that basic emotion categories like JOY or ANGER will normally
be used as points of reference to describe non-basic ones like EUPHORIA,
FURY, EXUBERANCE or RAGE, and not vice versa. For the English
language, extensive research on this subject has been carried out by, among
others, Fehr and Russell (1984) or Shaver et al. (1987); a growing number
of studies have also been conducted in the area of other natural languages
(e.g. Frijda et al. 1995; Smith and Tkel-Sbal 1995; Smith and Smith 1995).
The idea of core emotions is opposed by Wierzbicka (1992:119), who
pointed to the fact that the emotions which have been called ‘universal’ can only
be treated so by the speakers of English. Speakers of other languages may not
be able to find equivalents for them in their own languages, so they probably
would not identify some of them as ‘basic’ emotion terms. The author again
emphasizes that English terms of emotions constitute a folk taxonomy, not an
objective, culture-free analytical framework (see Wierzbicka 1992:119), so it
must not be assumed that English emotion terms (e,g. disgust, fear or shame)
may be clues to universal human concepts or to basic psychological realities.
And again, along the lines of her research, Wierzbicka suggests using languageindependent semantic metalanguage to talk about human emotion types, as
well as taking into consideration the findings of other branches of science to
any linguistic research on emotions. The discussion may be concluded by the
claim made by Solomon (1984:249-250) who says that while it is possible
that some emotions may be specific to all languages, this should remain an
open question for cross-cultural inquiry, not an a priori supposition.5 The
question of whether any universal, “pan-human” or “prototype” emotions exist
remains open to further research of psychology, anthropology and linguistics.
5
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Quoted after Wierzbicka (1992:175).

Different cultures – different emotions?
The reservations to the accuracy of using certain emotion terms in different
cultures, as already illustrated with the example of the Polish emotion term
tęsknić, claimed to have no exact counterparts in English6, may lead to the
following, general question: If an emotion term available in L1 does not have an
exact equivalent in L2, does it mean that the speakers of L2 do not experience
the emotion in question? Wierzbicka (1992:124) gives the following answer:
Possibly, all emotions can be, better or worse, expressed and described in words – in any
human language. But each language has its own set of ready-made emotion words, designating
those emotions that the members of a given culture recognize as particularly salient. Presumably,
these language-specific sets overlap and, presumably, the closer two cultures are, the greater the
overlap between their respective sets of emotion words.

This proves how close language is linked to cultural models of emotions,
that is how different cultures take different attitudes to emotions, which, in
turn, influences the people’s use of language. For example, the Polish culture
values uninhibited emotional expression (see Wierzbicka 1991:121), which may
be illustrated by numerous hypocoristic forms of personal names and terms of
endearment. In the Jewish culture good and bad feelings are expressed by means of
good and bad wishes, whereas the Japanese language reflects the culture based on
indebtedness, empathy and anticipating what other people might feel. All of these
conditionings are visible in linguistic expressions of emotions in particular cultures.7

Emotions in linguistic study today
The linguistic interest in emotions came along with the development
of cognitive linguistics. Before that, for traditional semantics framed within
structuralism, emotional meaning was of minor importance and, as a phenomenon
of connotative rather that denotative nature, achieved a somewhat peripheral
status (see Lyons 1995:44). However, the linguistic discussions on the language
of emotions acquired a new shape due to the development of the cognitive theory,
the central claim of which is that human conceptualization of reality mirrors our
physical experience with all its bodily and physiological limitations, which, in
6

Wierzbicka (1992:121) claims that none of the related English words (i.e. homesick, nostalgia, to long, to miss, to pine) conveys the meaning of Polish tęsknić sufficiently.
7

On this issue, see Kövecses (2000).
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turn, is reflected in language (see Lakoff and Johnson 1980, Johnson 1987).8
Another impulse to more intensive research on emotions came from the area of
pragmatics, especially from the idea of sociocognition (see Fiske and Taylor 1991,
van Dijk 1995), and the emphasis put on the dependence of cognitive processes
on affective and motivational factors and on social experience (see Daneš 1994).
The contemporary investigation into the reciprocal relationships between
language and emotive factor comes down to two basic areas of research: the
first pertains to the ways people talk about emotions and the information
language can give us about human experience and conceptualization of
emotions, and, secondly, it addresses the question of the ways people express
emotions in language in a variety of situational, social and cultural contexts.
The area of linguistic investigation labelled emotional language or language
of emotions is by all means very broad and embraces the following groups9:
Expressive emotion words – used in order to express emotions
(exclamations, insulting words, etc.);
Descriptive emotion words – used in order to talk about emotions, that is:
lexical items used for naming emotions and psychological states (e.g. love,
hate, anger, depressed, sad) ;
lexical items used for expressing emotional assessment (e.g. beautiful, evil)
lexical items which have emotional tinge by linguistic means (e.g. Johnny,
sweetheart);
lexical items in which the emotive factor dominates over meaning, either
permanently, regardless of the context and situation, or becoming “emotional”
only in particular contexts (e.g. animal terms used negatively with regard to
people, such as pig, donkey, bitch);
1. Figurative expressions – used in order to denote various aspects of
emotion concepts, such as their intensity, cause, control, etc.
The latter group deserves special attention because of its internal
complexity. Here, one may count metaphorical expressions, based on
conceptual metaphors with physical or physiological source domains (e.g.
boiling with anger – a linguistic example of the conceptual metaphor ANGER
IS A HOT FLUID, burning with love – an example of LOVE IS FIRE, to be
8

This idea was investigated in a number of further studies, see e.g. Taylor and MacLaury
(1995), Niemeier and Dirven (1997), Athanasiadou and Tabakowska (1998), Wierzbicka (1999),
etc.

on cloud nine – an example of HAPPINESS IS UP (Kövecses 2002:4-5, see
also Lakoff 1987, Lakoff and Kövecses 1987, Kövecses 1986, 1990, 1991),
and metonymical expressions, which involve a single domain or concept
and are based on pragmatic functions from term to target, with the purpose of
providing mental access to a domain through a part of the same domain (or
vice versa) or to one part of a domain through another part within the same
domain (see Kövecses and Radden 1998).

Comparative studies on emotion
It is claimed that people are likely to use metaphors when describing emotion
of different sorts, as they have the potential to evoke vivid accounts that tap into
actual physical experience, such as the experience of emotion (see Ortony et al.
1988). In fact, a lot of metaphors are built on physical experience (to explode,
to let off steam, to get cold feet, to have a cold sweat break out) or spatial terms
(feeling up or down)10.
The contemporary cognitive theory of metaphor regards metaphors
as playing an important role in the folk and scientific conceptualization of
emotions. The conventionalized language used for talking about emotions
is viewed as an important tool in discovering the structure of emotion
concepts (see Kövecses 1990). The primary question that arises is the one of
whether emotions are conceptualized in a similar way in different languages
and whether it would be justified to claim that human conceptualization of
emotions is universal. In recent years, more and more researchers have been
dealing with this problem, and a growing number of comparative studies have
appeared for different languages in which English is contrasted with Chinese
(King 1989), Japanese (Matsuki 1995), Hungarian (Kövecses 1995b), Polish
(Mikołajczuk 2003), Wolof language (1991), etc. Apart from looking for
similarities and differences in the language of emotions and underlying emotion
concepts, an important question these studies target is whether conceptual
metaphors shape, or just reflect cultural models associated with emotions.

Conclusion
The cognitive framework seems to comply with the need of interdisciplinary outlook on
the issue of emotions, as it itself draws upon findings of psychological, anthropological and
philosophical research. Along with undertaking further studies on the conceptualization of

9

The following division into three main groups of emotive language is taken from Kövecses
(1995a:3), whereas the subdivision of the descriptive emotion words group follows SpagińskaPruszak (1994:10-11).
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10
See e.g. Kövecses (1986, 1988, 1990, 1991), Lakoff (1987), Lakoff and Johnson (1980),
Lakoff and Kövecses (1987).
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emotions in different languages, from the detailed analysis of the repertoire of linguistic means
used for talking about emotions to investigation into tendencies to use metaphors or metonymies to
talk about emotions, some broader conclusions could be drawn. The greatest challenge seems to be
establishing whether there are any cultural (social, economical, conventional, political, religious)
conditions that may influence the relevant changes in conceptualizing emotions in different
languages and whether it is possible to point to any laws or regularities that would govern these
changes.
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THE EASY-TO-PLEASE CONSTRUCTION
IN MIDDLE ENGLISH
The aim of this article is to follow the changes that took place in the
history of easy-to-please constructions. To fully apprehend that, we will
begin by looking at Middle English infinitives and the change which affected
them. Our attempt here is to prove that Early Middle English to was at its
intermediate stage of development, i.e. it was neither a preposition nor
inflection. In Late Middle English, to reached its final stage of a gradual
evolution heading TP. On account of the analysis of to and infinitives in Middle
English, new constructions in which easy-to-please appear will be explained.

1.1. The to-infinitive in Early Middle English
First of all, one can notice that the status of to-infinitives began to alter in Early
Middle English.The difference between OE and EMEto-infinitives can be understood
as a difference in the nature and syntactic status of the infinitival marker to in these
two periods. In this section, we will refer to garmmaticalisation1 of OE to-infinitives.
One noticeable difference between Old English and Middle English
concerns the use of the word for in infinitival constructions, as indicated below:
(1) a) ‚to onelich men & wymmen & to alle oþer þat desiren for to seruen god’
to only men and women and to all other who desire to serve god
to men and women and to others who wish to serve God
(c1230 Ancrene Riwle M.6, l 1; Zettersten (1976: 2))(Jarad (2003:87))
b) ,he hopeth for to lyve long and for to purchacen muche irches for his delit’
1
grammaticalisation - a gradual process through which words lose lexical meaning, morphological independence, and obtain more grammatical function (Gclderen (l996: l06))
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he hopes to live long and to purchase much riches for his delight
Hopes to live long and to acquire much wealth for his own delight
(c1386 Chaucer Cant.T X.1065; Benson (l987: 327))(Jarad (2003:87))

Such infinitival constructions are very frequently introduced by for in ME,
while they never appeared with for in OE.2 Indeed, we notice that in the course of
the ME period infinitival constructions are introduced by for with a steady increase.
Forwas first used in purpose-type infinitival complements only. Then,
since the end of the 12thcentury there was no longer any difference in
meaning between toand for to. For tois an alternative form of the to-infinitive,
as they can appear side by side (Fischer and van der Leek 1981: 321).
Next, the to-infinitive subject was rare in OE. This fact is accounted for by the
general ban on PPs in subject position. Jarad (2003: 81) observes that the subject
to-infinitive becomes more frequent in the ME period, which shows that tolost
its prepositional property and started to function merely as an infinitival marker:
(2) ‚for þan euel to donne nis non strencþe, ac is unmihte’
because evil to do is-not strength but is impotence
because to do evil is no strength, but is impotence
(c1200 V& V. 129/4; Holthausen (1921; 129)) (Jarad 2003:81)

Callaway (1913:7), Mitchell (1985: §§1537-9), Visser (1963-73: §898) found
no clear case of an inflected to-infinitive used as a subject of a verb in OE; the
example in (2), therefore, shows an innovation in a function of inflected to-infinitives
in EME. This in turn means that inflected to-infinitives were nominals in OE, but
underwent categorial change and became VPs in ME. The appearance of the
to-infinitive in subject position in EME shows that tolost its prepositional property.
Furthermore, we can highlight Stowell’s Case Resistance Principle here,
which states that PP may never appear in a Case-marked position such as the
object position of a preposition which obligatorily assigns case. In ME it turns
out that other prepositions can occur before the to-infinitive:
(3) a) ‚rædily till to wissenn himm and lærenn’
ready till to instruct him and advise
ready to instruct and advise him
(1200 Orm. 16998; Visser (ibid: §976)) (Jarad(2003:98))
b) ‚bliss of herte þat comþ of god to louie’
2
With the exception of a few examples from late OE (cf. Shearin (1903) and Visser (196373:§949))(Jarad 2003:88).
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bliss of heart that comes of God to love
bliss of heart that comes from the love of God
(1340 Ayenbite 93; Visser (ibid;§976))(Jarad(2003:98))

In Bratko-Makaran (2010:51), we argued that a case shell was projected
on inflected infinitives in OE. The situation in EME altered in that case
shells are no longer projected. Jarad (2003:89) claims that ‚the disintegration
of the OE case system has its serious effect on the internal structure of the
to-infinitival complement’, which simply means that the internal structure
of the to-infinitive underwent a radical change. That is, the demise of -ne
resulted in the demise of a case shell, and this, in consequence, brought on a
decomposition of a syntactic unity within the to-infinitive. At this stage we
will depart from Jarad’s (2003) claim that the OE to was reanalysed as T in
EME. In fact, it did not until Late Middle English. We believe (after Gelderen
1993,1996), that EME constitutes an intermediate stage, in which inflected
infinitives lost their nominal properties and to slowly grammaticalised acquiring
more verbal features. This gradual process led to a projection of a vp shell.3

infinitival verb lost some of its nominal nature and assumed more and more the
character of a verb. The change from a nominal status to a purely VP status of
an infinitival verb projection parallels that of the gerund, which developed from
nominal to verbal except that it remained unspecified for tense (cf. Lightfoot
(1979)).
What about the status of fortoin EME? Gelderen (1996) claims that during
the Middle English period a number of prepositions grammaticalised (Gelderen
(1996:106)). We are primarily interested in the two of them, namely for(to)and
towhich came to be associated with verbal features in EME. As this happens, they
change their structural position and are reanalysed as Complementiser and Inflection
in LME. In EME, these two ‚prepositions’ occupied the same position on a tree:
(5)

EME data provides us with evidence for this. In the 12thcentury, for without
tois found before infinitives as the sign of purpose, as the following examples
illustrate:
(6) a) ‚Corineus was to wode ivare for hunti deor wilde’
Corineus was to woods gone to hunt animals wild
Corineus had gone to the woods in order to hunt wild animals
(c1250 Laʒamon’s Brut 1422; Visser (ibid:§976))(Jarad (2003:97))

(4) After Jarad (2003:83) we claim that the form of the infinitive changed
its categorial feature from [+N, +V] into [-N, +V]. In the course of time, the
3
Gelderen claims that to (or forto) was generated under AgrO; however, we reject this
proposal here. First of all, Chomsky (1995) does away with AgrOP replacing it with vp shells.
Besides Gelderen (1996) herself suggested in footnote 7 p. 111 that AgrO might be replaced with
a light verb. Finally, in their framework (flexible syntax) Neeleman and Weerman (1999) reject
multiple functional projections such as AgrO as well.
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b) ‚ðe king mornede swiðe for habbe hire to wifue’
the king worried greatly to have her to wife
the king worried greatly to have her as a wife
(cl250 Laʒamon’s Brut B14369; Visser (ibid:§976))(Jarad (2003:97))

To sum up, we can say that in EME towas reduced from a preposition,
which expressed motion, purpose, direction, etc., to a semantically empty form
functioning as a mere sign of the infinitive. Moreover, the OE inflected infinitive
lost its nominal properties in that period.
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1.2. The to-infinitive in Late Middle English

2.1. The generative description of easy-to-please constructions

Another change in to-infinitives came about in Late Middle English.
However, at that time it mainly affected to. In LME passive infinitives began to
appear as in the following examples:

Firstly, it is important to note that the form of ME infinitives also
changed. We may certainly claim that we no longer deal with inflected
infinitives. The marker of inflected infinitives - the dative case affix -ne- was
lost in EME. What is more, the infinitival ending was gradually dying out
in the English language. We have presented the development of infinitives
in the history of the English language below for ease of exposition:

(7) a) ‚her was þe gylt  ׀To ben forbarnd, to ben forswelt›
here was the guilt to be burnt-up to be destroyed
(cl400(?al300) KAlex.(Ld) 7552)(Denison (l993:424))
b) ‚þis nediþ not to be expressid to ʒou’
this needs not to be expressed to you
This does not need to be spelled out to you
(a1450(a140l) Chastising GC 212.14)(Denison (1993:424))

In addition, Miyabe (1954) points out that it was not until the second half
of the 14thcentury that the perfect infinitive came to be more or less commonly
used. Taking all this into account, we have to admit that in LME tobegan to
occupy the head of TP. Gelderen (1993, 1996) claims that by that time the
grammaticalisation of tofinished and tostarted to occupy T position. So, the
whole process of the development of to-infinitives stands as follows:

(9) OE up to 1100 1100-1300 1300-1500 1500-onwards
to writenne/anne to writen(e) to write(n) to write
writan written write(n) write

The OE type of easy-to-please constructions continues throughout the Early
Middle English period in more or less unchanged form. We can still find three
types of structures:
(10) a) ‚þey... beþ esi to teche’ (easy-to-please type)
they … are easy to teach
(a1398 TrevBarth 284 a/b;Wurff(1990;522))
b) ‚itt niss noht lihht to betenn hefij sinne’ (it type)
it is not light to mend heavy sin
(?c 1200 Orm 4500; Wurff(1990:522))

(8)

c) ‚himm wass lihht to lokenn himm fra þeʒʒre laþe wiless’ (zero type)
for him was light to keep himself from their evil wiles
it was easy for him to keep himself from their evil wiles
(?c 1200 Orm 10316; Wurff(1990:522))

2. The description of ME easy-to-please constructions
Now let us turn to the presentation of the status of easy-to-please in ME. First,
we will give a generative, next flexible description of ME structures in question.
Then, some syntactic representations of those sentences will be presented.
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As the new development of for toinfinitives was on its way in Middle English
purpose clauses (section 1), we should come across those kinds of forms in easyto-pleaseconstructions as well. And it is indeed the case, as the example in (11)
indicates. ME easy-to-pleaseconstructions appear quite frequently with for to .
(11) ‚pouerte wið menske is eað for to þolien’
poverty with honour is easy for to endure
poverty with honour is easy to endure
(Wooing Lord 279.l2; Fischer et al (2000:272))
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About the year 1400, we can notice a change in the form of easy-topleaseconstructions. They start to appear with preposition stranding (12 a, b)
and passive infinitives (13 a, b):

(14)

(12) a) ‚þei fond hit good and esy to dele wiþ also’
they found it good and easy to deal with also
they found it good and also easy to deal with
(Cursor Mundi (Trinity & Laud MSS)16557; Wurff(l992:65))
b) ‚an oute cry ... whiche were hevy to here off’
an outcry ... which was heavy to hear of
(cl465 Stoner Lett. (Cam.) 74. 69; Wurff (1990:531)))
(13) a) ‚þe blak of þe yge ... is … hardest to be helid’
the black of the eye ... is … hardest to be healed
the blackness of an eye is very difficult to be healed
(a1398* TrewBai1h 42 a/b;Wurff(l990:530))
b) ‚þo matters schulen be ... eesi to he vndirstonde’
those matters should be easy to be understood
(c 1454 Peeock Fol. 15/7:Wurff(1990:522))

As shown above, it can be stated that EME preserved numerous types
the constructions which were possible in OE. Around 1400, in contrast, one
of these types (i.e. the one lacking dummy it) disappears, and two new types
are permissible: sentences with a passive infinitive, and ones with preposition
stranding. The group of relevant adjectives in ME contains ethe ’easy’, esi ‚‚,
hefig ’hard’, arveth ’difficult’, needful ’necessary’, dreadful‚‚,hard, difficult,
light, possible, dangerous, and probably some others. Adjectives meaning ‚easy’
and‚ difficult’ still form the core of the group, but some others have been added
(Wurff 1990:523). Nevertheless, they all form a semantically coherent collection
of adjectives.

‚pouerte wið menske is eað for to þolien’
poverty with honour is easy for to endure
poverty with honour is easy to endure
(Wooing Lord 279.12; Fischer et al (2000:272))
However, in LME after grammaticalisation of toas T, we receive two cycles of movement:
(15)

2.2. The ME easy-to-please type in flexible syntax
As pointed in section 1, a case shell projected on the top of each inflected
infinitive was lost in EME and this resulted in a new change in the language. First,
the dative ending was lost; as a result, the new generation of learners assumed
the ‚old’ inflected infinitives as plain ones without any case projection. Then, the
status of togradually changed. That is, it no longer functioned as a preposition,
but as a head of a vp shell.
All those changes, though, did not affect predicate formation in easy-topleaseconstructions. These predicates are still derived by means of a short null
operator movement as in:
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‚þey ... beþ esi to teche’
they … are easy to teach
(al398 TrevBarth 284 a/b;Wurff(1990;522))
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In construction (15), we have two null operator movements. First, a long
null operator movement targets the Spec of CP; then, the null operator moves
to the lexical specifier forming a predicate (Bratko-Makaran 2010:52). The
possibility of having two null operator movements, long and short,has its own
reflection in the advent of new constructions appearing in LME. The next two
sections are devoted to this issue.

2.3.1. The constructions for NP to V within AP in ME
We have gone through various Middle English data, and what we have
discovered is that there are very few examples with the Dative object in AP. That
should be quite predictable since the dative case was on its way out in ME, yet in place
of it we should expect to find examples of sentences containing the construction:
(16) for NP to V
eg. Mary is easy for John to please.

This does not happen, and all we have found are two examples in (17) where
to(not for) heads the PP:
(17)
a) ‘My wrecched clothes ... to me were hard now for to finde’
my wreched clothes … were difficlut for me to find
(a1398 Trev.Barth.42a/b; Kurath and Kuhn (1952-; 482))
b) ‘þo maters schulen be to hem lijt and eesi to be vudirstonde’
the matters should be light and easy for him to be understood
(c1454 Pecock Fol. 15/7; Kurath and Kuhn (1952-: 251))

Fischer and van der Leek (1981: 323) and Fischer et al (2000:219) attribute
the rise of for NP to Vconstructions to the change of the word order. , on the basis
of these two examples it is very difficult to draw any reasonable conclusions. We
could, of course, suggest that more restrictions on the word order hofor LME.
And as a result, those sentences contain to before VP, not after it. In contrast,
in OE we may observe a free word order for those phrases (they were usually
expressed by means of the case).
Furthermore, the for NP to Vconstruction was already available in ME, yet
with other types of sentences (i.e. after it is necessary, it is good, it is a great
shameetc. (see Fischer and van der Leek 1981:318-325)). However, in sentences
with easy ives, this construction starts to appear already in Early Modern English.
This can be very neatly illustrated in passages from the gospel from various
periods of the language change:
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(18)
a) ‚eaðelicre byð ðam olfende to gange ðurh nædle eage, ðonne se welega
on heafona rice ga’ (OE.Gosp.. Mt.l9,24; Visser ibid:§97l)
b) ‚it is lijter... a camel for to pass thorwʒ a nedelis eiʒe, that a riche man to enter
in to the kingdom of heuenes’ (cl380 Wyclif. Mt.19.24; Visser ibid:§971)
c) ‚It is more easy for a Camell ... to goe throwe a needles eye, then for a ryche
manne to enter into the kingdom of God’
(1534 St. Th. More, Lett. Decourt)XIV, 110: Visser ibid:§972)

The grammaticalisation that transformed toin ME influenced for well. The
only difference between them is in the final result. As we pointed out in section
1.1, toand foroccupied the same position on the in EME. However, in LME towas
reanalysed as the head of TP, whilst for its status and began to function as the
head of CP (Gelderen 1996). We will demonstrate the entire process and sequence
of the rise of for NP toconstructions by means of the sentences from (18 a-c):
(19)
a) OE
eaoelicre byð [PP [NPðam olfende] [P’[Pto] [VPgange ðurh nædle eage ]]]
b) EME
it is lijter. .. [vp[NPa camel] [v’[v to] [VPpass thorwʒ a nedelis eiʒe]]]
c) EModE
It is more easy [CP[C’[Cfor] ... [TP [NPa Camell]] [T’ [Tto] [VPgoe throwe a needles eye ]]]]

2.3.2. Preposition stranding in ME easy-to-please constructions
Having proposed the new internal syntactic analysis of easy-topleaseconstructions in LME, we can now consider various syntactic representations:
(20)
a) NPi be Adj [to V ti] e.g. Eve is easy to deceive.
b) NPi be Adj [to V P ti] eg. They are hard to talk to.
c) NPi Adj [to V NP P ti] e.g. We are hard to buy nice presents for.

As there exists the possibility of a long null operator movement in ME, the
speakers are now able to derive the constructions of type (20 b) or (20 c):
(21) ‚þe gospel … is ... most esi to wynne heuuene by’
the gospel is most easy to gain heaven by
the gospel is easiest to gain heaven by
(Wyclif Leaven Pharisees 2.22)(Fischer et al (2003:274))
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This sentence has the following syntactic representation:
(22) þe gospel ... is … most [AP 0i esi [CP 0i to [VP wynne heuuene by ti]]]

In (22) we have two null operator movements with two cycles. First, we
have an embedded CP, in which a null operator functioning as a complement of
a preposition targets the specifier of CP. It is an example of a long null operator
movement, so the shortest steps condition does not ban this movement and there
is no competition between heuuene a null operator. In the second cycle, the NP
þe gospelis assigned a Θ-role by means of a short null operator movement to
Spec AP.
In conclusion, we can state that the rise of toin T caused the to-infinitive to
be analysed as CP in easy-to-pleaseconstructions. This, in consequence, gave
rise to the emergence of new structures in easy-to-please such as ones with
preposition stranding.
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DOWNSTAIRS, UPSTAIRS AND OTHER YOU-KNOW-WHATS.
ON HUMAN CONCEPTUALISATION OF TABOO
It has long been established that the mechanisms of metonymy and metaphor
are not merely literary figures of speech. They are far more omnipresent
conceptual operations than traditional linguistics considered them to be. In the
light of cognitive linguistics both conceptual metaphor and metonymy are strongly
embedded in human perception and experience of the world. Conceptual mappings
between different domains of experience are also observable, at a lexical level,
in the case of X-phemism formation (by X-phemism one should understand
euphemism, dysphemism, orthophemism, cacophemism and other subtypes1).
The primary aim of this paper is to depict the most widely-spread conceptual
mappings between tabooed spheres and those spheres perceived as non-tabooed.
In the case of metonymy such relationships as ACTIVITY FOR CONSECUTIVE
ACTIVITY, FEATURE FOR PERSON ADORNED WITH THIS FEATURE
and FOOD FOR NATIONALITY, among others, will be discussed and analysed.
As for metaphorical mappings, a particular attention shall be drawn to foodsemic
and zoosemic extensions with tabooed spheres functioning as target domains.

1. Synecdoche
It may be argued that analysing the mechanism of synecdoche separately
from metonymy amounts to taking on a traditional rhetoric approach.2 First and
foremost, the reason for such a distinction in the present analysis are the roots of
1

For the discussion of the distinction between the types of X-phemism, see Allan and Burridge (1991), Allan and Burridge (2006) or Enright (2005).
2

It needs to be mentioned at this point that there is no unanimous agreement among linguists
on the issue of the relation between synecdoche and metonymy. Some, like Bredin (1984) and
Seto (1999), consider synecdoche a distinct process, but bearing similarity to metonymy, while
others, such as Lakoff and Johnson (1980), Lakoff and Turner (1989), Kleparski (1997), Gibbs
(1999), Koch (1999) and Kopecka (2009), treat synecdoche as a specific subtype of metonymy.
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both linguistic devices. Traditionally, especially in the rhetoric of the Antiquity,
the two mechanisms, namely synecdoche and metonymy, were treated as distinct
figures of speech. Here, a distinction is made, as well, in order to account for
dissimilar illocutionary forces evoked by each of the two mechanisms. Synecdoche
is frequently seen as a subtype of metonymy which is concerned with parts and
wholes, whereby either the part represents the whole or the whole represents the part
(see Danesi (2000), McArthur (1992:1014), Rayewska (1979:168), among others).
In the case of the synecdochic relationship PART FOR WHOLE, and
BODY PART FOR PERSON in particular, the majority of examples that have
been registered show the existence of a conceptual mapping between the
categories MALE SEX ORGANS and MALE HUMAN BEING, as well as
FEMALE SEX ORGANS and FEMALE HUMAN BEING. Moreover, as
for the illocutionary force, a preponderance of cases belong to the category of
dysphemisms. To begin with, three lexical items, that is cod, dildo and p*rick
represent the synecdochic relationship MALE SEX ORGANS FOR MALE
HUMAN BEING. The lexeme cod started to be used in a novel sense ‘scrotum,
testicles’3 towards the end of the 14th century and – at the turn of the 17th and
18th centuries – through synecdochic extension, the word developed the senses
‘a fool’ and ‘a friend, pal’.4 In turn, the form dildo, as evidenced by the OED,
entered the English language in the 16th century as a euphemistic cover term
used in the sense ‘a penis’.5 The 20th century Am.E. slang brought a pars pro
toto extension when dildo developed a human-specific sense-thread ‘a clumsy
or stupid fellow’. Undoubtedly, the most inauspicious cover term in this relation
is p*rick, which from the end of the 16th century has functioned in English as
a vulgar locution employed in the sense ‘a penis’6 and since the 20th century
the word has also been employed through a synecdochic extension as a term of
abuse in the sense ‘a man/ a male human being’.7 Last but not least, the lexical
item mug seems to represent a more general pars pro toto relationship, namely
BODY PART FOR PERSON, since its 18th century sense ‘face’8 shifted to the
epicene sense ‘a stupid, incompetent person/ a simpleton’ in the mid 19th century.
3

Consider the following OED examples: 1398 The codde of the genetours.c1440 Codde, of
mannys pryuyte.
4

These senses emerge from the following OED contexts: c1690 Cod, also a Fool. An honest
Cod, a trusty Friend. 1708 O what an honest Cod was this same Ædituus.
5
The OED example: 1598 a dildoe of glasse. Ibid. 278/2 Pinco, a prick, a pillicock, a pintle,
a dildoe.
6

See the following OED quotation:1592 The pissing Boye lift up his pricke.

7

The following OED examples testify to this sense: 1929 Prick, one in authority who is abusive or unjust. 1934 Jesus, what I’d like is to find some rich cunt – like that cute little prick, Carl.
8
This sense is seen in the following OED context: 1708 My Lawyer has aDesk, nine Lawbooks without Covers, two with Covers, a Temple-Mug, and the hopes of being a Judge.
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Analogous synecdochic mappings can be ascertained between the conceptual
categories FEMALE SEX ORGANS and FEMALE HUMAN BEING, where
the ultimate outcome in the form of, not infrequently, terms of objectification are
negatively loaded dysphemisms. Suffice it to sketch the historical meanderings
of such lexical items as quim, brush, buttock and c*unt to illustrate the point. As
the OED data informs us, in the 20th century the word quim – originally referring
to ‘a vagina’ from the 18th century – developed a new sense based on pars pro
toto relationship when it began to stand for ‘a woman’ or ‘women collectively’
in Am.E. slang.9 Similarly, the sense of the lexical item brush developed from
‘female pubic hair’, according to Spears (1981:58), to a derogatory reference
term for ‘a girl/ young woman’ in Aus.E. and N.Z.E. slang in the 20th century.
In turn, the body part term buttock temporarily acquired a novel sense, namely
‘a common strumpet’, in the 17th and 18th centuries. Interestingly, the synecdochic
extension failed to survive in the language and the last OED quote for this sense
dates from 1743. Originating in the 20th century, the most vulgar term of abuse one
can use of a person, especially a woman, is c*unt and this sense also derives from
the synecdochic extension in question. The origins of Mod.E c*unt are obscure.
The so far unresolved dispute, as presented by Mills (1989:59), is whether it
derives form the Latin cunnus ‘a vulva’ or from the Germanic kunton through the
Middle Low German kunte meaning ‘a female pudendum’. Note that the OED
restricts its data to the Germanic origin without mentioning the Latin roots. More
to the point, before the 15th century the form c*unt was Standard English used
in the sense ‘a female pudendum’ and it was, as Partridge (1961:278) puts it:
[…] owing to its powerful sexuality [that] the term has since C15th been avoided in written
and polite English […] and since 1700 it has, except in the reprinting of old classics, been held
obscene, i.e. a legal offence to print it in full.

It is worth mentioning as well that – as a term of abuse – the form c*unt
is considered the most vulgar of all, even nastier than p*rick, which, according
to Mills (1989:60), may reflect the attitude of fear and hatred associated with
female sexuality that seems to be deeply enrooted in our culture.
In addition, there are lexemes, such as tail, skin and ankle, whose primary
senses all belong to the conceptual category BODY PARTS and, in each case,
diachronic analysis reveals the presence of the synecdochic relationship BODY
PART FOR PERSON. The history of the word tail clearly represents this shift

when its sense ‘a vulva’ (originating from the 14th century) developed into
‘a prostitute’ or ‘a female sexual partner’ in the 19th century.10 In turn, in Am.E.
slang in the 20th century the word skin acquired the sense ‘an attractive woman/
a woman considered sexually’11 and the lexeme ankle developed the sense ‘an
attractive young woman or girl’.12
All in all, one may venture a rule that the presence of the synecdochic
relationship BODY PART FOR PERSON almost inevitably yields
a dysphemistic illocutionary force.13 The ultimate reason may be that many of
the body part terms are under a strong taboo, thus contaminated by semantic
element <DIRTY>. Curiously enough, the synecdochic relationship in
question seems to be somewhat universal as in Polish, for example, the
lexemes referring to male/ female sex organs (as such under a strong taboo),
namely ch*uj, k*utas ‘p*rick’ and c*ipa ‘c*unt’ also developed a secondary
sense of a vulgar term of abuse used towards males and females, respectively.

2. Metonymy
In accordance with Lakoff and Johnson (1980) and Lakoff and Turner (1989),
among others, the synecdochic relationship BODY PART FOR PERSON is one
of numerous contiguity relations found in the mechanism of metonymy that
triggers the formation of X-phemisms. Here, according to Panther and Radden
(1999), metonymy is understood as a conceptual operation, which – despite its
rhetorical origin – has become deeply enrooted in the human perception of the
world. Firstly, a concealing device seems to be represented by the metonymic
relationship ACTIVITY FOR CONSECUTIVE ACTIVITY. This is reflected in
the use of such phrases as English go to bed or lie with (arch.) to express the sense
‘to have sex’, go to the toilet, spend a penny used in the sense ‘to urinate’ or ‘to
��

In Polish ogon ‘tail’ has developed human-specific sense ‘someone who stands in the way’
or ‘someone who lags behind’ while the diminutive form ogonek is occasionally used humorously
in the sense ‘a penis’. Note that incidentally, in Latin pēnis used to mean ‘a tail’ before it started to
be employed in the sense ‘a male sex organ’, thus being employed as a euphemism itself.
11
The history of Polish has witnessed a very similar kind of semantic transfer. In the last
decades of the 20th century Polish skóra/ skórka ‘skin’ developed a secondary sense ‘an attractive woman’, particularly used in such exclamations as Ale skóra! ‘What a skin!’ or Ale (młoda)
skórka! ‘What a (young) skin!’
12

For more detailed analysis of these and other metonymic relationships within the category
HUMAN BEING, see Kopecka (2009).
9
Consider the following OED example: 1974 The key to success in this contest is a flashy car;
and if the car is both expensive and impressive ‘you have to beat the quim off with a hockey stick’.
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13
See Allan and Burridge (2006:79-89) on different types of dysphemistic terms of insult
based, among others, on metonymy and zoosemic metaphor.
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defecate’ and fall (in a fight) for ‘to die’. Corresponding euphemistic expressions
are found in Polish, namely iść do łóżka, pójść z kimś (do łóżka)14 ‘go to bed’,
iść do toalety/ ubikacji ‘to go to the toilet’ and polec/ paść (w walce) ‘to fall (in a
fight)’. Other cover terms used in the sense ‘to have sex’ include English to bed
and Polish łóżko ich pogodzi lit. ‘the bed will reconcile them’ and rozwiedli się
przez łóżko lit. ‘they got divorced because of bed’ representing the metonymic
relationship PLACE FOR EVENT and sleep with signifying the metonymic
relationship SUCCESSIVE SUBEVENT FOR (COMPLEX) EVENT.
In turn, the metonymic relationship FEATURE FOR PERSON ADORNED
WITH THIS FEATURE seems to be mirrored in the semantics of such lexical
items as English glassy-eyed, tired for ‘drunk’, street walker, hooker for ‘a
prostitute’ and bender, bent for ‘a male homosexual’ or Polish ślepiata (ślepy
‘blind’) used in the sense ‘(woman) with big eyes’ (northern Polish), zmęczony
lit. ‘tired’, wczorajszy (wczoraj ‘yesterday’) employed in the sense ‘drunk’ and
cichodajka (cicho ‘quietly’, daj imperative form of dawać ‘to give’) used to
express the sense ‘a woman who generously offers her body to men’. Needless
to say, it appears that the features represented by the names clearly point to types
of people characterised by them. After all, drunk people do have glassy eyes and
look tired. Homosexuals may take a bent position during sexual acts and a woman
walking up and down a street hooking or attracting men is quite likely to work
in the oldest profession.15 More importantly, however, scrutinising the features
per se leads to an obvious conclusion that, theoretically, they fail to be sufficient
conditions for determining the type of a person. At this point one is tempted to
address a series of questions: Are all people in a bent position homosexuals?
Are all girls walking in the streets prostitutes? Are people who look tired always
drunk? Nevertheless, being employed as referential terms, most of the features
mentioned become conspicuous regardless of a context. The only exception
seems to be tired, which is highly dependent on the context of an utterance.16
Curiously enough, as observed by Kudła (2009:149), there seems to obtain
a metonymic relationship that triggers a dysphemistic illocutionary force,
namely FOOD FOR NATIONALITY. Kudła (2009:149) observes that in order
14

The part do łóżka lit. ‘to bed’ is normally elliptically skipped.

15

Note that in Polish the movement is frequently seen as taking place in the air since the
word latawica implies aerial movement (latać ‘fly’). In German the euphemistic cover term Horizontale seems to centre on the horizontal movement of prostitutes.
16

The issue of context-dependent ambiguity is strictly linked to the level of lexicalization
of an X-phemism. Here, lexical items, such as street walker, hooker, bender, bent and glassy-eyed
are lexicalized X-phemisms whereas tired is semi-lexicalized and as such needs a context for the
appropriate interpretation. The issue of X-phemism lexicalization will be discussed in section 1.3.
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to employ the name of a particular type of food to refer to a representative of a
specific nationality this food has to be stereotypically associated with the given
nationality. To illustrate the point let us mention such dysphemistic terms as
frog-eater ‘a Frenchman’, macaroni ‘an Italian’, potato-eater ‘an Irish man’ and
beef-eater ‘an Englishman, a British’ (in Am.E.).
Yet another metonymic relationship worth directing attention to is GENERAL
FOR SPECIFIC, which is relatively widely exploited at a lexical level, especially
when it comes to naming sexual body organs. Hence, instead of calling a spade
a spade and saying penis or male genitals one has a whole array of more general
terms at their disposal, such as English person (legal), equipment, bits, business,
the thing, machine, instrument, organ, gadget or, in Polish, sprzęt ‘equipment’,
organ, instrument, interes ‘business’. Similarly, the concept of ‘an arse’ is
skilfully avoided with such vague cover terms as bottom, backside, behind, rear,
posterior, latter end, derriere in English and tyłek lit. ‘backside’, siedzenie lit.
‘seat’ in Polish. In turn, the sense ‘breasts’ is veiled with such auspicious cover
terms as bosom, bust, chest, front and lungs. The Polish equivalent of the last
English form, namely płuca, works the same way. Last but not least, the word
genitalia itself is not general enough to suit all contexts, or too technical, and is
frequently replaced with one of numerous euphemistic expressions based on the
metonymic relationship GENERAL FOR SPECIFIC. Those in most common
use today include English down there, down below, downstairs, nether regions
or Polish tam corresponding to English down there, which stress the location
of the embarrassing organs, or private parts, privates, naughty bits and bits.

3. Metaphor
It has long been established that the mechanisms of metonymy and metaphor
are not merely literary figures of speech. They are far more omnipresent conceptual
operations than traditional linguistics considered them to be. In the light of cognitive
linguistics conceptual metaphor is strongly embedded in human perception and
experience of the world.17 Conceptual mappings between different domains of
experience are also observable, at a lexical level, in the case of X-phemism formation.
To begin with, within the structural metaphor LIFE IS JOURNEY the notion
DEATH is conceptualised either in terms of a stage of a journey or its specific
type (e.g. to an unspecified place). At a lexical level such a mapping is reflected
in a number of euphemistic cover terms, namely depart this life, reach the end of
17
For an in-depth analysis of conceptual metaphor, see, among others, Lakoff and Johnson
(1980) and Kleparski (1997).
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the road, last journey/ voyage, go to meet one’s Maker, check out (Am. E.), go to
a better place, go to the other side, go upstairs (jocular) and pass away. It needs
to be stressed that the last example is already fully lexicalized in the English
language and the metaphorical mapping can only be traced in an etymological
account. The sole verb pass, as Ayto (2007:234) puts it, is of considerable
antiquity as it developed the sense ‘to die’ already in the 14th century and the
phrase pass away entered English in the 19th century. The distinction needs to be
drawn between go and pass (away) in that the latter, as Ayto (2007:234) argues,
encapsulates perfectly the element of sentimental pretence that cannot even
come straight out with go.
Furthermore, the conceptual sphere SEX seems to abound in metaphorical
mappings from such source domains as FOOD, WAR, GAME, TRADE
and ANIMALS.18 Linguistic material proves the existence of a whole
range of conceptual metaphors. First and foremost, let us consider how the
conceptualisations SEX IS EATING and THE OBJECT OF SEX IS FOOD19
are portrayed in English. Suffice it to mention, after Chamizo Dominguez
and Sánchez Benedito (2005:49), such expressions or utterances as I’ll eat
you up, have/ get a bit of meat/ mutton/ jam, cook, cut the mustard, make a
sandwich, make jam and roll the dough, which are linguistic representations of
the conceptual metaphor SEX IS EATING. In turn, the conceptualisation THE
OBJECT OF SEX IS FOOD is reflected in a great number of, more often than
not, colloquial or slang terms referring either to a person, be it a man or a woman,
or to a sex organ. Thus, language users can choose out of a whole menu of words,
such as dish, dishy for ‘a good-looking person’, cookie, cheesecake, cream puff,
honey-bunny, sugar, sweet meat for ‘an attractive female’,20 hot dog, sausage,
salami, beef, mutton, pork, banana, cucumber, gherkin, candy stick, lollipop
for ‘a penis’, apricot, cabbage, cauliflower, bun, jam, jelly, lunch-box, muffin,
cookie for ‘a vagina’, apples, coconuts, grapefruits, lemons, mangoes, pumpkins,
18
Chamizo Dominguez and Sánchez Benedito (2005) provide an exhaustive collection of
euphemisms and dysphemisms based on conceptual mappings between the domain SEX and various domains of experience.
19
The conceptual metaphors SEX IS EATING and THE OBJECT OF SEX IS FOOD,
together with SEXUAL DESIRE IS HUNGER, were first postulated by Lakoff (1987) and elaborated on by Kövecses (2006).
20
For more on the figurative use of taste terms such as the Polish słodki ‘sweet’, see
Osuchowska (2011b; this volume); for more on the phenomenon of gustasemy, defined as a process of semantic transfer in the consequence of which taste terms are used figuratively to account
for various aspects of broadly understood human experience, see Osuchowska 2011a (in press)
and Osuchowska and Kleparski (2011; also in press).
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melons, watermelons for ‘breasts’. Note that all the aforementioned examples
represent what has come to be known as foodsemic metaphorical extensions.21
Secondly, the conceptualisation of sex in terms of war or fight in the form of
the metaphor SEX IS WAR/ FIGHT finds its linguistic outlet, as exemplified by
Chamizo Dominguez and Sánchez Benedito (2005:41), in such cover terms as
stab, pierce, nail, bang, poke, knock for ‘to copulate’, knife, cleaver, prick, sword,
weapon, stick, whip, club, pole for ‘a penis’ and wound, cut, scar, cleft, mortar,
push for ‘a vagina’. An intriguing picture drawn from this metaphorical mapping
is that, in this fight, a male is the attacker and a female the victim or the casualty.
Thirdly, the conceptual metaphor SEX IS GAME/ PLAYING with its lexical
realizations such as have a roll in the hay, hanky-panky, jazz, rock and roll, sport,
pocket the red (from billiards or snooker), score between the posts (Aus.E.).
Chamizo Dominguez and Sánchez Benedito (2005:47) place this metaphorical
mapping, together with the metaphor SEX IS EATING, in pleasurable spheres,
that is those conceptual spheres or networks of euphemisms which […] highlight
hedonistic aspects in all their multifarious ways.
Yet another conceptual mapping discussed by Chamizo Dominguez and
Sánchez Benedito (2005:54-56) has its source domain in the conceptual category
TRADE and it gives rise to the conceptual metaphor SEX IS TRADE. This
mapping is reflected at a lexical level with the employment of such phrases as, for
example, trade, trader, be on the job, business, buy love, sell one’s body to refer to
‘the oldest profession’. Interestingly enough, as Chamizo Dominguez and Sánchez
Benedito (2005:55) observe, the sense-thread of the word business has developed
in such a way that it can refer to anything related to sex. Thus, such cover terms
as get down to business or give her the business (Am.E. slang) serve to convey
the sense ‘to copulate’ and his/ her business means ‘male/ female genitals’.22
Last but not least, metaphorical extensions based on zoosemy has
shaped another group of X-phemisms. The general metaphor HUMAN
BEING IS ANIMAL may be exemplified by means of several more specific
conceptualisations, namely PROSTITUTE IS AN ANIMAL, BELOVED
PERSON IS AN ANIMAL and WOMAN IS AN ANIMAL. The first category
is linguistically represented by such English lexical items as chicken, which
secondarily refers to ‘an individual young male homosexual prostitute’, curtal
‘a short-tailed horse’ > ‘a prostitute’ or nag ‘an old poor horse’ > ‘a prostitute’
and, following Radtke (1996:34-37), by a group of Italian lexical items meaning
21

The term foodsemy was coined by Kleparski (2008) and refers to a semantic change
based on conceptual mappings between the category FOODSTUFFS and the category HUMAN
BEING.
22

Cf. Polish interes lit. ‘business’ used in the sense ‘male genitals’.

318

‘a prostitute’, such as cagnaccia < cagna ‘a bitch’, cavallona < cavalla ‘a mare’,
gallinella < gallina ‘a hen’, vaccaccia < vacca ‘a cow’, pocella < porca ‘a sow’,
scrofaccia < scrofa ‘a sow’ and troiaccia < troia ‘a sow’. The universality of the
discussed conceptual mapping to the target domain PROSTITUTION seems
to be proven, as exemplified by Kiełtyka (2008), by metaphorical zoosemic
extensions in other languages, that is Mod. Sp. zorra ‘a vixen’, Mod. Fr.
poulette ‘a small hen’, pouliche ‘a young mare’, Mod. Pol. mewka ‘a (little)
sea-gull’, Mod. Russ. бaбoчкa ‘a butterfly’ and Mod. G. Mähre ‘an old mare’.
As for the metaphor BELOVED PERSON IS AN ANIMAL, it is represented
by a group of terms of endearment, for example lambkin, turtle, mouse, ladybird, sparrow, coney and marmoset, most of them – as Morton (2003:52) points
out – having been far more popular from the 15th to the 18th century rather than
in English of today. Polish present-day terms of endearment exploiting zoosemic
extensions include, among others, żabcia diminutive of żaba ‘a frog’, kotek ‘a
kitten’ and myszka ‘a small mouse’, misiek ‘a (small) bear’, ptaszek ‘a (little)
bird). It needs to be stressed at this point that the metaphor WOMAN IS AN
ANIMAL is deeply enrooted in a number of natural languages.23 Suffice it to
mention but a few, Mod. E. chick, filly, bird or Mod. Fr. pouliche ‘a filly’ used in
the sense ‘an attractive girl’, Mod. Sp. foca (lit. ‘a seal’) used figuratively in the
sense ‘a fat person, particularly a woman’, Mod. Fr. haridelle (lit. ‘an old horse’)
employed metaphorically in the sense ‘a thin and ugly woman’ and Mod. Pol.
kobyła (lit. ‘a mare’) used contemptuously in the sense ‘a stupid ugly woman’.
Moreover, metaphorical zoosemic extensions also take place between
the conceptual category SEX and HUNTING, thus forming the metaphor
SEX IS HUNTING, which may be illustrated with such English cover terms
as go bird’s nesting, go cunny-catching, run a course to refer to a man as ‘a
hunter’24, crack-hunter, cranny-hunter, bush beater/whacker, horn to mean ‘a
penis’ and bird’s nest, nest in the bush, happy hunting grounds, cunny-burrow,
bunny, shooter’s hill for ‘a vagina’. Within the metaphor SEX IS HUNTING
yet another conceptualisation at work can be found, namely SEX ORGAN IS
AN ANIMAL. This motivates the formation of such lexical items as beaver,
mink, cat, coney/cony/cunny, dormouse, kitty, kitty-cat, monkey, moosey, mouse,
puss/pussy/pussycat, squirrel, poodle to veil the concept of ‘a vagina’ and
big boa, cum cobra, snake, serpent, lizard, one-eyed trouser snake, one-eyed
mamba, tiger, bull, chicken, cock, cockerel, rooster, donkey, dog, pup, frog,
cuckoo, worm, dinosaur, dragon, unicorn to refer dysphemistically to ‘a penis’.
23
24

On this issue, see Kleparski (1997) and Kiełtyka (2008).

Note that in Polish such expressions as zapolować na coś lit. ‘hunt something’ and ustrzelić
coś lit. ‘shoot something down’ also represent the conceptual metaphor SEX IS HUNTING.
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An interconnected conceptual sphere that deserves some attention as well is
SEXUALITY, and HOMOSEXUALITY in particular. Conceptual mappings
that are observable have their starting points in the conceptual spheres PLANT,
FEMINITY and OTHERNESS, thus giving rise to the conceptual metaphors
A HOMOSEXUAL IS A FLOWER, HOMOSEXUALITY IS FEMINITY and
HOMOSEXUALITY IS OTHERNESS. To illustrate the point, let us consider
such linguistic material as buttercup, daffodil, daisy, lily, pansy (arch.), petal,
lavender, flower (arch.) or abigail, amy-john (‘lesbian’), annie, agnes, auntie,
belle, betty, ethel, fairy, jessie, margery, marge (‘lesbian’), mary, mary ann,
maud, molly, nancy (arch.), nellie (‘lesbian’, ‘gay’), nola, quean, queen,
sissy or abnormal, curious, funny, left-handed, odd, peculiar, unnatural.
The analysis of the rhetorical tools involved seems to show their multifarious
nature in terms of X-phemism formation. Note that, for example, the mechanisms
of general-for-specific metonymy in the majority of cases, trigger the formation of
euphemisms while the process of synecdoche is used in the coinage of dysphemisms.
The mechanism that seems to be somewhat omnipresent in the formation of
all types of X-phemism is that of metaphor, which undoubtedly provides yet
another piece of evidence for the long-established assumption about metaphors
being deeply rooted both in human perception and understanding of the world.
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ON TRANSLATION OF TOURIST INFORMATION TEXTS
1. Introduction
Human beings are characterized by inherited curiosity of the world, the
curiosity shared by most members of society and lasting almost from the cradle
to the grave. Getting acknowledged with the nearest environment with the
passing of time evolves into general need of expansion of one’s knowledge. The
knowledge, which is obtained through the whole circle of life, is the driving
force of progress. From the very beginning of human existence, people used to
move from one place to another to fulfill their basic existential needs, to survive
or improve their economic as well as social status. The inherited and encrypted
in human subconsciousness need of traveling and broadening of one’s horizons
resulted in numerous great discoveries and achievements – the discovery of
America by Christopher Columbus to name the least. The great migrations,
relocations, resettlements and refuges in the history of human beings caused
numerous changes in the quality of life as well as the state of knowledge. The
contribution of such ‘travels’ to evolutionary development of human civilization
may not be undervalued, as the gradual cease of relocations bore fruits in
formalization and consolidation of nations and their languages. However the
massive migrations stopped, still inner and recurring echo of ancient movements
force people to change their location. The modern desire of change took the
form of traveling for one’s pleasure and personal fulfillment. The present state of
world allows a traveler to paddle one’s own canoe and visit almost all imaginable
places in the world. Due to the development of technology and means of travel
as well as favorable open-doors policy, one is enabled to fulfill his or her desires.
The language barriers do not pose such insurmountable obstacles as in ancient
times. Tourism as an important branch of each modern economy seeks to establish
a positive and alluring image of a given country. Various organizations of
national, regional and local level provide various promotional and informative
brochures, texts and guidebooks aiming to provide some information about
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a given object, place, region or country as well as to encourage potential and real
travelers to visit it. The increasing number of foreign travelers may persuade
various tourist organizations and publishing houses to provide translations of
tourist literature, namely the texts of tourist information. Indeed, the increasing
number of such publications caused a need for specification and complex
discussion of such texts. The appropriate translation of tourist information texts
may have additional implications. The foreign tourist should be more willing to
visit a given place if the rendering is successfully conducted the recipient become
equipped with adequate mental representation of the text’s content as well as
become the target of text’s persuasive influence. Therefore, the translation policies
and strategies of tourist information texts have to be delimited to provide the
translators with some useful observations, guidelines and methods of translation.

2. Text
In order do to so, the notion of text should be first defined. The word ‘text’
derives form Latin ‘texere’ meaning ‘to weave.’ Indeed, texts resemble textiles
composed of words and sentences (Brown, 2005). ‘The textile’ may be composed
of one single word or continue into volumes (Sin-wai, 2004). The notion of text
is a key aspect of translation as texts equivocally define translation process. No
single theory or generalization about translation may function without the texts
fixed in specific situations, as the process of translation is influenced by source text
(ST), translator competence, situation and the intended target text (TT) (Neubert
& Shreve, 1992). Texts are basic translation units, without the comprehension of
their content, the translation may not be successfully conducted. Neubert stresses
the importance of text meaning as […] the translation scholar has to be a
semanticist over and above everything else. By semanticist of the text, not just of
words, structures and sentences. The key concept for the semantics of translation
is textual meaning (Neubert, 1984:57). Delisle defines text as an object of
variable length, which forms a unity from the semantic point of view (2006).
In modern theories of translation, the notion of text is treated ambiguously, as it
may refer to:
1. a structurally and semantically combined sequence of sentences
determined by the notion of textuality or
2. a verbal record of communicative event, which is determined by
sociocultural conditions as well as sender’s intentions - that is also the
second sender, namely the translator itself (Dąmbska-Prokop, 2000).
First, the text is treated as a sequence of sentences, it forms a unit combined by
determinants of cohesion, for instance connectors that semantically and formally
link sentences into paragraphs, word order as well as co-references. Co-reference,
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thus, includes repetition of the same words denoting referents, application of
pronouns, employment of synonyms, use of hypernyms and hyponyms as well
as various metaphors. The semantic relations of co-references in the text are
the result of implications based not only on the knowledge of language but also
on the knowledge of world and culture. Therefore, such an implication may
cause partial co-reference and force the recipient to put more effort into the
reception of the text. The reception in turn would be based on explicit signals
derived from the given fragment of coherent text (Dąmbska-Prokop, 2000).
However, Ricoeur & Torop considered texts to be not only graphically
encoded communiqué but also a complex unity functioning on the intersection
of intra and external textual bonds (2008). The text may not be treated only in
semantic-syntactic structure terms but a verbal record of communicative event
(Brown & Yule, 1983:6) as the sender for a potential recipient produces each
single text. Therefore, the text may be defined as a communicative event, that
is a language sign of complicated structure which function in a given semantic
area to fulfill certain functions (Dąmbska-Prokop, 2000:230, self-translated).
Consequently, such definition assumes the text to be a product, which fulfills
its communicative function by its adequate reception by the potential recipient.
The translator itself is the recipient who forms the TT and determines its function
in the target communicative area. Furthermore, textuality is considered to be
an informative entity organized in a certain way with delimited beginning
and end, which from the recipient point of view passes certain complete
information. Cohesion, thus, is understood by the recipient as a message about
a given subject issued by the sender to a given recipient (Mayenowa, 1974).
Therefore, the text is considered to be a static notion comprehended by the
text linguistics as a relatively context free unit or as a communicative event
performing certain functions. Consequently, the individual process of making
and comprehending a given text, that is a text-in-context, is synonymous to
the notion of discourse. Then, the notion of discourse may be defined as: a
communicative event which draws on the meaning potential of language (and
other systems of communication) to carry communicative value (the illocutionary
force) of speech acts through utterances which are linked by means of coherence
(Bell, 1998:163). For the purpose of the dissertation, the first definition would be
applied as the stress of various functions that text performs poses considerable
implications to further classification of texts.

as well as patience will make efforts to comprehend it. On the other hand, the
recipient perceives certain connections within a unit of sentences, which establish
its textuality (Baker, 1991). Consequently, the notion of text may be defined
as […] COMMUNICATIVE OCCURRENCE which meets seven standards of
textuality. If any of these standards is not considered to have been satisfied, the
text will not be communicative. Hence, non-communicative texts are treated
as non-texts (Beaugrande & Dressler, 1983:3). Each of the seven standards
of textuality is a vital element of each text and the failure of their fulfillment
cause the overall failure of the text-intended-to-be unit and its degradation to an
aggregate of letters, words and sounds (Bell, 1998). In the context of translation,
the notion of textuality serves as a stringent criterion of equivalence between
the ST and the TT. If the ST and the TT share the qualities of textuality, the
translatability of the ST is safeguarded (Neubert, 1985). Therefore Halliday and
Hasan stated, the nearest we get to non-text in actual life, leaving aside the works
of those poets and prose writers who deliberately set out to create nontext, is
probably in the speech of young children and in bad translations (1976:24).
The textual communication, thus, is underpinned by seven relational
standards of textuality, which determine how occurrences are combined with
each other by:

3. Textuality

Although the two first standards are separate notions, they share one crucial
feature – the creation of meaningful sequences which hold the text together.
Cohesion determines the way, in which the elements of the surface text are
reciprocally connected within a sentence. The surface components rely on
each other in agreement with grammatical forms and conventions (Beaugrande

The text written in any possible language displays certain text identifying
features. A stretch of language is partly considered to be a text because it is
introduced as a text. The recipient, thus, with all their strength, mental capabilities
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1. Cohesion – the surface grammatical reliance, which is a number
of various relations holding among the sentences of the text and its
constituents: words and phrases.
2. Coherence – the textual world’s conceptual dependencies, which is the
scope of conceptual relations steering surface continuity.
3. Situationality – the setting, the manner in which utterances are
connected with situations.
4. Intertextuality – the mutual relations of individual texts that is the way
in which utterances are relevant to other utterances as well as other texts
carrying out relevant functions.
5. Intentionality – the various purposes for the application of utterances.
6. Acceptability – the recipient attitude towards the text.
7. Informativity – the application of new and unpredicted into the known
and predicted that is the mixture of elements, which determine the
informativity of the text (Beaugrande & Dressler, 1983).
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& Dressler, 1983). In order to make the communication efficient, the interaction
between cohesion and the other standards of textuality have to be maintained.
Therefore, cohesion may be defined as […] the various ways in which the individual
components of the two texts are put together so that we can actually ‘hear’ them
spoken or ‘see’ them written or printed […] (Neubert, 1985:93). It is the most
evidently linguistic standard of textuality, which may be directly experienced as
it allows the observer to perceive the grammatical and lexical view on the senderrecipient interaction features. Cohesion may not be separated from coherence as
translation is formed by cohesive target language (TL) sequences functioning as
equivalents to the cohesive source language (SL) text which represent the deeper
level of conceptual coherence (Neubert& Shreve, 1992). Therefore, coherence
may be defined as the ways in which the components of the TEXTUAL WORLD,
i.e. the configuration of CONCEPTS and RELATIONS which underlie the surface
text, are mutually accessible and relevant (Beaugrande & Dressler, 1983:6). The
concept may be described as a cognitive content that can be activated in the mind
of the recipient with more or less adequate unity. Relations are the ties that hold
between the concepts appearing at the same time in a textual world, as each single
link would carry a designation of the concept it refers to. Sometimes the relations
in the text are implicit and not activated directly by the surface expressions.
Consequently, the recipient would make as much effort as necessary to supply
the relations in order to comprehend the text. In cases where no continuity of
senses is discovered a mismatch between recipient’s prior state of knowledge
and the text’s concepts and relation’s structure is observable. Therefore,
the continuity of senses serves as the basis for coherence, being the mutual
admission and relevance within a structure of concepts and relations (Beaugrande
& Dressler, 1983). However, there is a problem of delimitation of cohesion
and coherence due to their interrelations. The interdependencies of the notions
tend to merge and blur their distinction line. Coherence lost its significance in
Halliday and Hasan’s definition of cohesion, where cohesion is described as a
semantic concept referring to the […] relations of meaning that exist within the
text, and that define it as a text (1976:4). Neubert opposed such a mergence
by underlying that the notion of cohesion expresses the conceptual connectivity
instead of its coexistence with the chain of meaning connections in the text (1985).
The abovementioned cohesion and coherence are the most evident standards
of textuality. They determine the way the elements of the text combine with each
other and constitute a meaning. However, they do not provide a rigid distinction
between texts and non-texts in real communication. Indeed, non-coherent
and non-cohesive texts are also used in communication. Whereas coherence
and cohesion are mainly text-oriented notions, there are also some standards
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of textuality concerned with the users of texts rather than texts themselves.
Therefore, the attitudes of text users should be also taken into account. The given
language configuration is considered to be a text when it is intended to be so as
well when it is accepted to be a text. As long as the major aim of communication
is to convey a given message, certain disturbances and shortcomings of cohesion
and coherence are tolerated. Intentionality and acceptability are bipolar notions as
the first one is sender-oriented and the latter one is receiver oriented (Bell, 1998).
Intentionality determined as the next standard of textuality may be defined as the
text producer’s attitude that the set of occurrences should constitute a cohesive and
coherent text instrumental in fulfilling the producer’s intentions, e.g. to distribute
knowledge or to attain a GOAL specified in a PLAN (Beaugrande & Dressler,
1983:7). According to Neubert, all imaginable texts are characterized by gradable
explicit or implicit intentionality which is inscribed in their ‘textness’ (1985).
The translator assesses the intentionality of texts by observing the differences
in application of text producer’s intensions in the meaning of texts. Therefore,
before the actual performance of translation, the translator should empathize
with intentionality of the text (Neubert, 1985). On the other hand, acceptability
determines the text recipient’s attitude towards text use or relevance, for instance
to gain knowledge. The attitude is influenced by such factors as cultural or
social setting as well as a text type. Text recipients must accept a language
configuration as a cohesive and coherent text capable of utilization (Beaugrande
& Dressler, 1983:129). Certain kinds of texts prove to be more demanding in terms
of their acceptability, whereas other groups of texts allow for a greater freedom.
Translators should always make their products acceptable for the TL audience,
as its members are usually not acquainted with the SL standards of acceptability.
In order to produce an acceptable TT, the translator should discern the standards
of acceptability of the TL community. It should not be too difficult in the case
of language and cultural resemblance. However, in the case of cultural and
language discrepancies, the translator should make a research of such standards
as their neglect and lack of insight may cause translation failure (Neuber, 1985).
The remaining standards of textuality determine the information structure of
the text, its relevance to the situation of its production as well as its relationship
with other texts. The standard of informativity involves the degree to which the
occurrences of the presented text are considered to be expected or unexpected.
The more demanding the processing of highly informative occurrence the more
interesting and rewarding its results. However, the moderation of informativity
has to be maintained, otherwise the information overload may endanger the
communication. Even if the content is predictable, each single text is informative
to a greater or lesser degree as some unpredictable elements will always occur.
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However, low informativity of the text may cause boredom and the lack of interest
in the text (Beaugrande & Dressler, 1983). The next standard of textuality is
known as situationality, which denotes the relevance of the text to the situation of
occurrence. When situationality is taken into account larger contexts have to be
considered as it denotes the space-time realization of the socio-cultural context.
Therefore, situationality is a presentation of general and concrete communicative
habits of the SL community as well as the TL community when translation is
taken into consideration. Consequently, the translation that aims at eliminating
language and cultural boundaries between the SL sender and TL receiver is
uniquely set in that is defined by a social setting not planned or predicted by the
ST producer. However, if the situation demanding a translation does not occur, or
when the translation is aimless, the problem of translatability so often treated in
abstractu to absolutely no avail, is, in fact, a non-problem (Neubert, 1985: 67).
Finally, the standard of intertextuality describes the way in which the recipient’s
knowledge of other texts determines the production and reception of a given
text. It is a relationship which may be established between a given text and other
texts characterized by similar features (Bell: 1998). Moreover, intertextuality
defines the various factors which enable the text-processors to recognize features
of other previously encountered texts in a new text. Therefore, intertextuality is
responsible for the next object of research, namely the text types as typology
of texts sharing typical patterns and features (Beaugrande & Dressler, 1983).
The abovementioned standards of textuality are not only valid in
determination of texts, but also serve as a useful tool of assessing texts for
translators. When the notions of text as well as the standards of textuality are
outlined, the study of tourist information texts may move to classification of
texts and at the same time narrow the scope of research.

4. Text typology
The notion of text type refers to various classes of texts which share typical
patterns of characteristics, for instance sentence formation or terminology.
Beaugrande and Dressler described the notion of text type as a set of heuristics
for producing, predicting, and processing textual occurrences, and hence acts
as a prominent determiner of efficiency, effectiveness, and appropriateness
(1983:186). Is it of crucial importance for translators to be familiarized with
characteristics of particular text types as an addition to the knowledge of
various discrepancies between languages and cultures, since such characteristics
determine the layout and linguistic form of the TT. Therefore, the translator should
follow conventions of various texts, especially those highly conventionalized, as

329

introduction of numerous disturbances and alternations to the form of text may
cause a rejection of such text and its translation (Sin-wai, 2004).
Text typology refers to the way in which language functions are classified
on the basis of text types. It is very important notion from the translation point
of view. Above all, the notion of text, as has been previously stressed, constitutes
one of the key elements of translation system. Text typology thus influences the
classification of translation systems and types of translation (Kielar, 2003). Text
typologies are based on various criteria as texts themselves are studied by few
disciplines: linguistics, theory of literature and translation studies. Due to these
criteria as well as to the lack of specified and homogeneous basic terminology,
the typology of texts constitutes a disputable and complicated problem. Therefore,
the theory of translation makes use of various typologies conducted from various
points of view (Baker, 2004).
Crystal and Davy proposed a classification in accordance to field and discourse
criteria, where the subject matter of the text was the classification factor (1969).
Maingueneau proposed three possible classifications of texts: the typology based
on the texts’ expression situation, the typology focused on the aim of the text
and the typology which takes into consideration the social field of discourse (in
Dąmbska-Prokop, 2000). Sager proposed a dual typology, according to which texts
were classified either as those in which author’s intentions may be followed as well
as corrected by the translator or those texts which are adjusted to the receiver’s
expectations (in Kozłowska, 2007). Pisarska and Tomaszkiewicz proposed,
a classification on literary and nonliterary texts, where literary translations and
pragmatic translations of special texts (1996). Delisle divided texts according to
disciplines, genres and their purposes into: a) literary, administrative, journalistic,
scientific, etc. b) tourist brochures, reports, forewords, novels etc. c) descriptive,
narrative and argumentative (2006). Lukszyn enumerated various texts: operative,
artistic, spoken, expressive, special, impressive, informative, complementary, TT,
coherent, complex, literary, technical, scientific, nonliterary, operative, sourcelanguage, written, poetic, popular science, general, simple, prototype, prose,
input, informative, TL, journalistic, technical, official, output, addressed SL,
specific SL, actual, literary context, and few other texts of equivalent name and
nature (1993). However, in Lukszyn’s typology no strict criteria of classification
of texts are observable.
While defining the notion of textuality, the resemblance of certain texts to
other texts has been stressed. This resemblance is applied by the text-processor
while the sense of the text is recognized. Consequently, a type – token relationship
may be illustrated by interdependence where the token is an individual text,
a materialization of some ideal type which forms the basis for it. However, the

330

difficulty arises when a text-typology has to handle not with VIRTUAL SYSTEMS,
being the abstract potential of languages […] but […] with ACTUAL SYSTEMS
in which selections and decisions have already been made […] and therefore […]
be correlated with typologies of discourse actions and situations (Beaugrande &
Dressler, 1983:182-183). Traditionally, texts have been classified on the basis of
topic by application of quantitative measures such as frequency of occurrence
of a given lexical item or a given syntactic structure which were considered to
be able to specify a given type of language. In fact, such a classification of texts
poses severe difficulties of texts definition. Moreover, the overlap of meanings
proved that content per se is insufficient to serve as the discriminator of the texts
(Bell,1998). Therefore, the domain of the text was established as the basis for
development of text’s classification. Consequently one may speak of literary,
poetic and didactic texts. However, text types distinguished in this typology have
manifested an odd mixture of categories altering between discourse and field
(Baker,2004).
Moreover, a number of functional typologies of texts have been proposed.
Some of them are based on the degree of translatability, for instance SalomonKovarsky typology. Salomon-Kovarsky classified text in accordance to their
translatability on the basis of the degree of aesthetic as well as stylistic complexity.
This classification assumes that texts may be organized hierarchically in the
terms of difficulties encounter frequency in translation. Therefore, the model
distinguishes: highly specific texts, literary texts written in the literary language,
literary texts written in ‘the language of literature’ and hybrid texts (in Anderman
& Rogers, 2003). Furthermore, the functional typologies of texts employed
a three-way distinction between informative, expressive and vocative texts. The
distinction derived from Bühler’s organon model of language, gave rise to the one of
the most influential classifications of texts, namely the typology proposed by Reiß.

5. Reiß’s Text and Translation Types
Reiß’ work formulated on the concept of equivalence, perceived texts as the
level at which communication is attained and at which equivalence should be
sought. Her concept is based on language as a tool theory which is also known
as Bühler’s organon theory of language. Bühler proposed the theory, modeled on
Cicero’s distinction of language, which divided linguistic signs in accordance to
the three functions they perform: informative, expressive and vocative (2004).
Coseriu perceives the abovementioned functions in the way of their relative
dominance in a given linguistic utterance, and thus proposes a three-way
distinction of language forms: a descriptive, declarative or informative language
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form, the main object of which is providing information about a given topic; an
expressive or affective or emotive form, mainly expressing the speaker’s state of
mind or feeling; and a vocative or imperative form which primarily seeks to bring
out certain behavior in the hearer (in Hatim & Munday,2004:183). Therefore,
the language forms’ main objectives are linked with the basic elements of the
communicative process: sender, receiver and topic, where sender is equated to
speaker or writer, receiver to hearer or reader and topic to information. Reiß
equated the distinction with the division of verbal communicative situations
(1977). Consequently, verbal texts also display similar communicative functions,
where one of the three constituents of the communicative act dominates. Through
the intention inscribed by the author to the text, the text becomes communicative
function’s means of conveying for the process of communication. In order to
determine the intention of the author, one should be able to find out to which
text type a given text actually belongs. The recognition of a given text type
is of key importance for translators as if we have done this, then - since the
text type co-determines the appropriate translation method - we can begin by
investigating whether the translator has correctly followed the hierarchy of what
must be preserved (Fawcett, 1997:104). Therefore, Reiß distinguished:
1) Informative text type may be defined as a plain communication of facts
such as news, opinions, information, arguments, intensions, feelings etc. The
topic of communicative intention is highlighted and influences the choice of
verbalization. Therefore, the functional language would be the dominant for the
information transmission. Moreover, the text is chiefly structured on the semanticsyntactic level. If certain features of literary are to be found in informative texts,
those traits are treated as secondary aspects, for instance match reports or books’
reviews. In the case of translation of informative texts, the translation of such
texts should provide a direct and full access to the conceptual content stored
in such ST. Therefore, the information provided in the ST should be translated
without changes and alternations of the content to the TL. In order to maintain the
invariability of the content, the translation should be done in accordance to the
sense and meaning of the ST. Consequently, certain implicit information encoded
in the ST might be translated explicitly in the TT and vice versa (Reiß, 1981).
2) Expressive text type may be defined as a creative composition. In the
case of artistic shaping of the content, the sender plays the leading role, as he
or she is the author of the text who determinates the means of verbalization.
The author deliberately exploits the expressive, linking and associative potential
of the language in order to present one’s thoughts in and artistic, expressive
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and creative way. According to Reiß, the expressive texts may be characterized
by the principle of linkage, alternation of the material of reality as well as the
feature that speech elements are capable of pointing beyond themselves to
a significance of the whole (in Venuti, 2004:163). Therefore, the structure of the
expressive texts has a double nature: firstly syntactic-semantic level and secondly
the artistic organization level (Reiß, 1977). The translation of expressive texts
should transmit a direct impression of the artistic form of the conceptual content
(Hatim & Munday, 2004: 184). The expressive text transmitted to the TT content
should be artistically shaped in the analogous way to the ST. Here, Reiß proposes
the translation by identification, where the translator identifies with the artistic
and creative intention of the SL author in order to maintain the artistic quality of
the text (in Venuti, 2004:167).
3) Operative text type may be described as a text which aims to induce some
intended behavioral responses. Texts function as stimuli to intended actions or
reactions on the part of the reader. The receiver of the texts mainly shapes the
verbalization of operative texts, as the addressed receiver is characterized by the
receptiveness to verbal influence on one’s behavior. Moreover, the frequency
of words and phrases and other rhetorical figures of evaluation may serve as an
indicator of operative texts (Reiß, 1981). The text is doubly structured, or even
triply as Reiß observes: first on the syntactic-semantic level, next on the persuasion
level and in certain cases but not obligatory on the artistic organization level
(1977). The translation of operative text should then directly provoke a desired
response, otherwise the TT does not provide the main function of the ST: if the
SL text is written to convey persuasively structured contents in order to trigger
off impulses of behavior, then the contents conveyed in the TL must be capable of
triggering off analogous impulses of behavior in the TL reader (Venuti, 2004:168).
Here, Reiß proposed adaptive translation, where the psychological mechanisms
of operative texts should be adapted to the needs of the TL community (1981).

TT should

Transmit referential
content

Transmit aesthetic form

Elicit desired
response

Translation method

‘Plain prose’
explicitation as required

‘Identifying’ method,
adopt perspective
of ST author

‘Adaptive’;
equivalent effect

Figure 1. Text types and translation (Munday, 2001:74).

Moreover, a fourth additional type of text has been proposed by Reiß, a
hyper-type known as multi-medial text type. According to Reiß, translating
material may not be narrowed only to autonomous written texts, but it should also
include verbal texts which are also presented orally. Secondly, multi-medial texts
constitute a part of a larger whole and are expressed with a view of additional
information provided by a sign system different than that of language, for instance
a text that is supplemented with pictures, music, gestures etc. Therefore, multimedial or audiomedial texts are films and other visual and spoken advertisements
which serve as a support for basic functions enlisted by Reiß (Reiß, 1981).
Additionally, Reiß has observed a mixture of text types, hybrids and
compounds of texts, which represent those texts that may not be purely assigned
to one of the three main text types. The presence of such hybrids has implications
for the classification and definition of tourist information texts.

6. Tourist Information Texts
The three-way classification of texts proposed by Reiß is complemented by
hybrid texts, which may be defined as not fully realized pure forms of texts.

The following table proposed by Munday may usefully depict the characteristics
of abovementioned texts and their translation methods:
Text type

Informative

Expressive

Operative

Language function

Informative (representing objects and facts)

Expressive (expressing
sender’s attitude)

Appellative (making an
appeal to text receiver)

Language dimension

Logical

Aesthetic

Dialogic

Text focus

Content-focused

Form-focused

Appellative-focused
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Figure 2. Reiß texts’ placement in the cosmology of text types (in Munday, 2001:74)
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Mixed texts types may be attributed to the changes introduced to conventions
of a given text type as well as to plural intentions of a given text. Therefore, the
communicative intention and communicative form may not be explicitly adapted
to each other (Reiß, 1981). It may be illustrated by Figure 2, where three basic,
pure or ideal text types constitute frontiers containing a multitude of hybrid texts:
In fact, the majority of texts may be classified as hybrids and perform various
functions. However, as Werlich observed, one particular function of a given text
tends to prevail and dominate: texts […] conventionally focus the addressee’s
attention only on specific factors and circumstances […] Accordingly texts
can be grouped together […] on the basis of their dominant contextual focus
(1976:19). In the case of hybrid texts translation, the predominant function of
the ST serves as the determining factor for the assessment of the TT. Therefore,
the translation of informative texts tends to focus on the proper transition of
content and the rejection, thus non-translation, of other features of the text which
could negatively influence the transition of the dominant function of the text.
Similarly, the proper rendering of expressive texts would focus on the artistic
form and aesthetic values of the ST and their transmittance to the TT rather than
perseverance of informative and operative functions. In the case of operative
texts, the translator should focus on the persuasive elements of the text, and
render them in such a way, which would trigger off desired impulses, identical
to the ST operative elements, into the TT. If the basic function of the ST is
endangered in the translation by the secondary functions, then the basic function
should be put on the pedestal, and secondary functions should be examined later.
As presented in Figure 2, tourist brochures belong to tourist information
texts and are situated directly in the very center of textual triangle. Indeed,
tourist information texts may contain various features of informative, expressive
and operative texts. Therefore one may say that tourist information texts are
compound texts which to a certain extent contain the following functions:

1. Informative features of tourist information texts:
The Park is comprised of the forested southwestern hills of the edge portion of the Middle
Roztocze and some parts of Solska Primeval Forest stretching at their foot. The landscape’s
dominant elements are hills (320m), dunes, and numerous swamps and peatbogs (Bańcarz, 2003:7).

The text is focused on the content presentation. The basic and prevailing
function of the tourist information text is to convey information about a given
and/or potential tourist attraction, for instance a characteristic of a given place,
building, structure, museum object, village, town, region, country etc. The
information provided by such texts constitutes a guideline for tourists who are
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willing to visit or are currently sightseeing a given place. The content, thus,
may serve as a basic introduction for those who are interested in a given place
or object. However, the presentation conveyed by the text may be later on
confronted with reality. Therefore, the appropriate depiction is of key importance
as the falsification of reality may cause the overall failure of the text purpose as
well as irritation and disappointment with the text content when confronted with
the present state of reality. The writer of the tourist information texts should
then become particularly sensitive to the proper presentation of the content.
Therefore the author should possess a broad and profound knowledge on a given
topic and be able to select particular tourist attractions in order to make tourist
information text function efficiently and adequately to its purpose. Moreover,
such texts should not be too specialist, as the preoccupation with details and their
accumulation may discourage potential readers to process them. The density of
proper nouns, cultural and specialist words may to some extent constitute an
obstacle in the comprehension of the text. However, the balanced level of such
words combined with adequate explanation may serve as a useful introduction
for the further inquiry of a given topic. The tourist information text, thus, may
serve as a preface to detailed familiarization of a given tourist attraction.

2. Expressive features of tourist information texts:
Bieszczady…This might be the only place where angels sometimes look as ugly as hell, and
devils may take on heavenly beauty. Well, this is the land whose name ‘contains’ mythical, evil and
friendly spirits (Drupka & Mikita, 2010:20).

The expressive elements found in the tourist information text can rivet the
attention of the reader and manage to put it on the right track. The artistic shape
of the content may put the reader in an appropriate mood as well as create the
right atmosphere for the comprehension of the text. The additional aesthetic
values encoded in the text serve as supplementary features which differentiate
it in the sea of such texts from other tourism information texts. The numerous
mundane and conventional texts may not be as appealing and convincing as
original creative compositions. Moreover, expressive features may indirectly
effect one’s emotions and simultaneously attract a potential tourist. Furthermore,
the out of ordinary way of content presentation may convey the most subtle
shades of a given place atmosphere. The establishment of a desired mood and
climate additionally shapes and transmits the mental representation of the text’s
content. Therefore, it helps to attract the reader and convince him or her to come
and visit a given place. However, the artistic elements may not overrule the
content of the text, as the reader does not read tourist information texts for their
artistic values but to acquire some information about a given attraction.
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3. Operative features of tourist information texts:
Brežany – Church Like No Other. Greek-Catholic tserkov of Luke the Evangelist in Brežany,
built in 1726-1727, from the beginning was not a typical sacred place. Although it was built as
a tserkov it closely resembles a church, which is an effect of Catholic influences in this area
(Drupka & Mikita, 2010:32).

Tourist information texts should attract the attention of the reader by the
application of various persuasive means. Operative features of the text should
elicit desired responses by the application of stimulants, for instance the
employment of rhetorical figures of evaluation. Catchy titles, slogans and word
plays may serve as stimuli to recipient’s decision to read a given text as well as to
persuade him or her to visit a given place. Moreover, the application of bold fonts
may rivet the attention of the reader who simultaneously assigns to such bolded
words a higher importance. Equally important may be the employment of italics
as well as certain eye-catching colors which are considered to be connected with
the emphasis of the significance. The implementation of witty and unusual ways
of a given attraction presentation may win the attention of the reader and draw
certain desired behavioral responses. Underlying the values, advantages as well as
uniqueness of a given place may appeal to the reader’s consciousness and create
some favorable implications for future decisions of the reader. The operative
features may function simultaneously and equivalently with expressive ones as
the persuasive aspects may be encoded in the aesthetic values of the text. In order
to trigger off the desired responses, the author should employ carefully selected
techniques and methods, which in turn may be based on texts’ purpose. Therefore,
the appeal to one’s behavior and decisions may be to a high extent conducted
by persuasive techniques applied in the creation of tourist information texts.
As presented, tourist information texts resemble multiple features which
combine into a one unit performing an overall aim of providing information
for tourists. Those features determine the hybrid nature of the text, as tourist
information texts may be classified as compound text performing various
functions. The text types and varieties triangle (see Figure 2) placed a tourist
brochure – a variety of tourist information texts – in the very center of texts’
classification. However, a certain disproportion may be observed, as the
functions’ importance in the case of tourist information texts has a gradable
nature. As the very name suggests, such texts would be mainly informative, that
is the content would be moved to the foreground of interest. Operative functions
would be placed just behind the informative ones in the ranking of significance,
as the persuasion of content to the recipient highlights it in the readers’ eyes.
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Moreover, the expressive functions in the case of tourist information texts may
be treated as a subclass or a way through which informative and expressive
functions are conveyed. Aesthetic effects performing expressive functions serve
as an additional persuasive tool but their relative functional independence may
be put into question, as the potential reader does not look for and read such texts
for their artistic values. Therefore, the tourist information texts should be moved
right from the center of the triangle to the informative-operative functions line.
In this view, the tourist information texts may be defined as multifunctional texts,
where a hierarchy of functions is established mainly on content and persuasion
level and which deal with the presentation of values and recommendation of
various tourist attractions. Moreover, the tourist information texts may be
considered as the multi-medial text type, as the overwhelming majority of such
texts are accompanied and complemented by numerous photos, schemes, maps
and other diagrams which add variety to the perception of the text as well as
help to comprehend the content and trigger off additional behavioral responses.
The multifunctional nature of the tourist information texts poses numerous
implications for the translation process as the recognition and transmission
of multifaceted functions may disturb or alleviate the balance between the
dominant and subsidiary functions. The translator’s task should be then the
rendition of all possible functions of the ST in the TT unless the translation of
a given function does not upset and overshadow the main function of the text.
The acknowledgment with text’s traits and its overall characteristics should then
be of key importance for translators who are dealing with such a text type. Only
then, a right method of translation may be applied.
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CONTEXT-INDUCED CREATIVITY AND THE
FIGURATIVE USE OF TASTE TERMS
Introductory Word
In the cognitive linguistic view, we speak (and act) metaphorically because
we think metaphorically. In turn, we think metaphorically because many abstract
concepts (e.g. LOVE, MIND, LIFE, IDEAS) would otherwise be difficult to
comprehend and – hence – to talk about. The extensive knowledge we have about
such more clearly delineated (Kövecses 2002:15) areas of experience as food,
cooking, and all the processes which are in any way connected with both, obviously
makes FOOD an ‘ideal’ source domain (Kövecses 2002:18). Accordingly, instead
of saying that the information we received was difficult or unexpected (or there
was a lot of it) and that we, therefore, needed some time to understand it, we
will often reach for such conventionalised linguistic metaphors as digest; clear
evidence that we are trying to comprehend and give an account of all aspects of the
situation by means of the underlying conceptual metaphor IDEAS ARE FOOD.1
1

Food has many metaphorical associations, most notably perhaps with the sensual and
erotic, but during periods of extreme social unrest one of the most important uses of food as signifier is political (Bradshaw 2004:59). Consequently, all epochs draw extensively on food imagery. What is more, and as is evident in such famous movie scenes as the one in The Gold Rush,
where a hungry Charlie Chaplin eats his shoe laces in a manner suggesting that SHOE LACES
ARE SPAGHETTI, language is not always necessary for metaphor construal and interpretation
(Forceville 2008:462). Many taste terms would be more difficult to present in graphic form than,
say, steam coming out of someone’s ears to indicate ANGER, but I assume that taste metaphor
(as defined in Osuchowska 2011 and Osuchowska and Kleparski 2011) need not be restricted to
language. The most obvious cases are, probably, the facial expression of disgust, often called the
disgust face and made, in relation to the sense of taste (as actually perceived or imagined), in
response to bitter-tasting substances (e.g. medicines) and, secondarily, to anything which causes
a similar feeling, through the sense of smell, touch, and even of eyesight (http://www.faceturn.
com/disgust/,accessed 15 June 2011). The disgust face may thus be depicted to represent a very
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The cognitive linguistic view of metaphor is powerful and rich (Kövecses
2005:34); in consequence, the so-called conceptual metaphor theory (CMT)
has won wide acclaim and been adopted by a large number of scholars.
At the same time, many felt that whatever abstract concepts practitioners of
“traditional” conceptual metaphor theory (i.e., Lakoff and Johnson and their
followers) (Kövecses 2010:664) choose to talk about, such accounts would
certainly be more reliable if both the conceptual metaphors discussed and the
metaphorical linguistic expressions which make them manifest (and which
they, therefore, use to illustrate their case) were not set up, invented ones
(Kövecses 2010:664). This apparent shortcoming has, in turn, resulted in the
rise of an alternative research strand (Cameron 2003, 2007, 2008; Deignan
2008; Dobrovolskij and Piirainen 2005) which postulates that metaphor is a
textual and social phenomenon as well as a cognitive one (Deignan 2008:280).
In consequence, the study of metaphor must begin, not with hypothesis, but
with specific instances, no matter how minute (Paul Klee, cited in Cameron
2008:197); evidently, some essential aspects of metaphor can only be accounted
for if we investigate metaphors in real discourse (Kövecses 2010:664).
The paper, which attempts to analyse a few metaphorically used taste terms
and the context of which they are a part, is divided into four sections. In the
first section, we take a closer look at some of these terms, more specifically
their origins and function. In the second section, we provide a brief account of
a framework Kövecses (2010) claims can be used while analysing metaphorical
language as it appears in real discourse, as it is this very framework that we
intend to use in the third, analytical section of the paper. In the concluding
section, the need for more intense research into this phenomenon is emphasised.

Basic Taste Terms: Their Origins and Function
Before we present Kövecses’s (2010:663) view on the role that context
plays in speaking, thinking and acting metaphorically and before we apply
the framework he proposes in an analysis of a few taste terms, a more basic
issue that we would like to address might be formulated as follows: Where did
we recruit words to form our communicative system for the tastes of things?
What were the words that we chose and why is it precisely those words that we
strong sign of rejection and social disgust (Schiefenhövel 1997:57); the same can be said of the
so-called sour face, although it is made on different occasions, but I am unable to say anything
definite about the occurrence of both in other sign systems. In other words, both may be, primarily,
a matter of language.
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decided on? What was the function these words were supposed to serve? Given
they were intended to communicate something about the foods and drinks we
consume, what is it that they were supposed to communicate? For reasons of
space, our discussion in this section will concentrate on words which are used
in reference to the four main or basic2 tastes distinguished by physiologists:
sweet, bitter, sour and salty3 and terms which take root in the tactile domain.
Staring with the first issue raised, many scholars act on the assumption that
language has to start somehow, and its initial concerns would have been with
items in a speaker’s immediate vicinity. A plausible origin myth is that the most
primitive linguistic resources provided rudimentary verbal representations for
solid objects and for animal and (especially) human activities (Grey 2011:2,
based on Stanford 1936). Since such primitive linguistic resources were, naturally,
fairly parsimonious, we had to extend and refine them in such a way that they
would be able to embrace a wider and more complex repertoire of referents and
activities (Grey 2011:2). And indeed, such hypotheses do seem to make a lot of
intuitive sense once we learn how the Indo-European root, *sal ‘salt’ gave rise
first to słony ‘salty’ and, next, ‘flavoured with salt’, then ‘tasting good’ and, finally,
słodki ‘sweet’,4 thus gradually encompassing a wide number of concepts that lay
outside its original range of reference, but which ‘somehow’ resembled those
originally denoted ones (in this case in terms of what is sometimes referred to as
the two tastes’ positive affective value).5 A similar process seems to have been at
play in the case of all those taste terms which may be classified, after Williams
(1976: 470), as touch to taste transfers, except that here the role of the source
domain was played either by plants which ‘prickled’ (Eng. pungent < the Latin
pungent- ‘pricking’ < pungere), animals that ‘bit’ (Eng. bitter) or sharp (Lat. ācer

‘biting’ < IE *akri- ‘sharp’) as well as hot objects (e.g. fire) that ‘cut’ (Lit. kartus
‘bitter’ < IE *(s)ker-t- ‘cut’) and ‘burnt’ (Pol. gorzki ‘bitter’ < gorzeć ‘to burn’).6
The existence of some of these touch to taste (Williams 1976:470) transfers gives
further substance to the claim that both animals and plants (and objects) are, and
have always been, extremely productive source domains (Kövecses 2002:17).
Turning now to the remaining questions we posed at the beginning: why
it is precisely those words that we decided on? What was the function these
words were supposed to serve? Given they were intended to communicate
something about the foods and drinks we consume, what is it that they were
supposed to communicate? In a sense, the answer has already been given
– the reader may have noticed that, in much the same manner as the sense
they represent, terms representing the four basic tastes – sweet, bitter, sour
and salty – convey specific survival information (Handel 2008:82).7 Sweet,
sour and salty refer to foods and substances which are important for the
proper functioning of the human body,8 whereas bitter refers to substances
whose consumption may, possibly, be fatal;9 in short, foods and substances
which are either good or bad to eat (Erickson 2008:62; Goldstein 2010:356).
Sweetness is thus often associated with compounds that have nutritive or
caloric value and that are, therefore, important for sustaining life (Goldstein
2010:366) and salty tastes indicate the presence of sodium which, when lost,
must be replenished. One may, therefore, assume that this has originally been the
communicative value of words representing these nutritive basics – to inform
those who, for various reasons, lacked this knowledge, of which foods to eat
and which to avoid, a function which – as can be judged by observing how
descriptive words such as sweet, genera such as good or expressives such as
yummy are used while feeding little children – has been preserved to this day.

Actually, this status of the four as the four taste basics has frequently been called into question (Backhouse 1994:2) and many scholars (Harper 1972:194) are of the opinion that [t]here is
relatively little evidence to support the concept of primary tastes.

Context-Induced Metaphors

2

According to Ericskson (2008:62), words meaning ‘sweet’, ‘sour’, ‘salty’ and ‘bitter’
can be found quite uniformly in […] at least Afrikaans, Arabic, Albanian, Chinese, Danish,
Dutch, English, French, German, Greek, Hebrew, Hindi, Hungarian, Indonesian, Irish, Italian, Japanese, Latin, Maori, Nepali, Oromo, Papua, Persian, Polish, Portuguese, Russian,
Samoan, Sanskrit, Scotch, Serbo-Croatian, Slovak, Spanish, Swahili, Swedish, Tagalog,
Urdu, Vietnamese, and Yiddish.
3

4

This sense development presented after WSEHJP.

Both sweet- and salty-tasting substances are perceived as pleasant, although the latter are
quickly felt as unpleasant as concentration increases (Backhouse 1994:3). The large affective, or
emotional component mentioned above simply means that things that are bad for us often taste
or smell unpleasant, and things that are good for us generally taste or smell good (Goldstein
2010:356), thus aiding the two senses’ ‘gatekeeper’ function referred to in Footnote 7 below.
5
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The aim of the section that follows is, firstly, to introduce the framework Kövecses
(2010) claims may be applied in an analysis of factors which make speakers/
6

Indeed, such terms seem so voluminous that the list could go on indefinitely.

Because the stimuli responsible for tasting and smelling are on the verge of being assimilated into the body, the senses are often seen as “gatekeepers” that (1) identify things that the
body needs for survival and that should therefore be consumed and (2) detect things that would be
bad for the body and that should therefore be rejected (Goldstein 2010:356).
7

8
Sour and salty additionally stand for the two most important food preservation processes:
salting and fermentation
9
Of course, this correlation is not perfect. People have often made the mistake of eating
good-tasting poisonous substances (Goldstein 2010:367).
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conceptualisers reach for a particular conceptual metaphor (or the linguistic
exponents thereof) and, secondly, determine how the concepts he introduces apply
in the case of what we have referred to as taste metaphor. Starting with the former,
one of the basic claims Kövecses (2010:666) makes is that when people produce
novel and unconventional metaphors, they do so under two kinds of pressure
called the “pressure of coherence”: the pressure of their bodily experiences and
the pressure of the context that surrounds them.10 Within the latter, one may
further distinguish between what Kövecses (2010:667) terms global and local
contexts. By global Kövecses (2010:667) means contextual factors that affect
all members of a language community when they conceptualise something
metaphorically. In turn, local refers to the immediate contextual factors that
apply to particular conceptualisers in specific situations (Kövecses 2010:667).
According to Kövecses (2010:667), contextual factors that may be said to
apply globally include, among others, the physical environment in which a given
linguistic community lives,11 social factors and the cultural context. The first
consists of the particular geography, landscape, fauna and flora, dwellings,
other people, and so forth that speakers of a language or variety interact
with on a habitual basis (Kövecses 2010:668). Regarding social factors, they
may include the all-important distinction between men and women preserved,
in Kövecses’s (2010:668) words, in all societies.12 The last set of factors
mentioned above simply means that every culture (or subculture, for that matter)
is characterized or governed by a number of unique and salient concepts and
values or principles; since they permeate several general domains of experience
for a culture or cultural group, they are more productive than those which the
group in question does not consider salient. In addition to these three, Kövecses
(2010:669) briefly mentions two other sets of factors: the first of which he terms
differential memory […] – the major and minor events that occurred in the past
of a society/culture, group, or individual. Finally, a set of causes that produces
metaphor variation is […] ‘differential concerns and interests’. For instance,
10
Note that both novelty and unconventionality should be treated as graded concepts that
range from completely new and unconventional through more or less new and unconventional to
well-worn, entrenched and completely conventional cases (Kövecses 2010:664).

Once the immediate physical setting changes, the images that member of the linguistic
community may want to use will also change.
11

12
Coming under pressure from such social factors, the speaker/conceptualiser will be subconsciously resorting to such images which somehow ‘befit’ who they are. For American women
between 1630 and 1860, such a ‘befitting’ metaphor was to think of the frontier […] as a garden
to be cultivated (Kövecses 2010:668; based on Kolodny 1975, 1984) – in doing so, they clearly
differed from their men who saw it as a virgin land to be taken.
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being given to action, Americans will be more sensitive to sports and games
and, consequently, they will have them for a more extensive range of target
concepts than, say, the more ‘passive’ British people (Kövecses 2010:669).
Regarding local contexts, the list produced by Kövecses (2010:663) starts
with (1) the immediate physical setting (Kövecses 2010:663) in which one
functions. Next, there is (2) the knowledge the conceptualiser has of the major
entities participating in the discourse (Kövecses (2010:663): the speaker,
the addressee and the entity or process we talk about (topic) (Kövecses
2010:673). The list of the kinds of local contexts examined in this particular
study also includes (3) the immediate cultural context, (4) the immediate social
setting, and (5) the immediate linguistic context itself (Kövecses 2010:663).
From what has been said up to this point, one may infer that since the
selection and use of particular conceptual and/or linguistic metaphors may,
potentially at least, be triggered, prompted, or simply facilitated by both body
and context (Kövecses 2010:667), both should be treated as of equal importance.
The difference between the two is that whereas the primary metaphors
which originate ‘in the body’ will be, or at least can potentially be, universal
(Kövecses 2010:666), the contexts can be highly variable (Kövecses 2010:663).
The relation between global and local contexts as briefly described above
allows one to treat the elements of the latter as narrower in scope than those listed as
examples of the former. Being part of the (global) physical environment as defined
above, the elements a conceptualiser can draw upon (potentially, at least) are those
available to other members of the linguistic community he belongs to. The moment
he finds himself at a particular location, his choices narrow down to those which
are specific to this particular location only and thus unavailable to others who
are at different locations. The use of the attributive immediate with reference to
factors listed as elements of the local context gives further substance to this claim.
Numerous examples we are provided with allow us to assume the same can
be said of the remaining concepts introduced above. For instance, in one of them,
a protagonist of the text being analysed is rebuilding his house that was destroyed
by the hurricane in 2005 (Kövecses 2010:683). Rebuilding (or building) a house
is, essentially, a social situation that all members of a given linguistic community
may be affected by. However, the moment it becomes part of the immediate physical
setting the journalist is describing, its status changes from a global to a local factor.
One of the strongest claims Kövecses (2010:683) makes in this context is
that – given there is always a certain meaning that the conceptualiser will want to
express – [i]f the meaning can be activated by means of a metaphorical mapping
that fits the actual social setting, speakers/conceptualizers will prefer to choose that
mapping (together with the linguistic expressions that are based on the mapping.
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Translated into the house-building context, this would, in a nutshell, mean that
the conventionalized linguistic metaphor to rebuild one’s life has appeared in
the text precisely because of what the conceptualiser (the journalist) saw when
he arrived at the scene. Of course, the expression is so deeply entrenched in
contemporary English that sceptics can always claim that it could have been used
even if the man who is the subject of the article were not rebuilding his house.
But the scenario drawn by Kövecses (2010:683) is definitely not an unlikely one.
This, roughly, is the context (pun indeed) which inspired the present
study and the framework which we intend to use in the analysis of the
material collected. Regarding the second aim announced for this section,
providing a few remarks on how the notions introduced apply in the case of
taste metaphor, one has grounds to assume that being under pressure from
their bodily experiences, the conceptualisers in the texts analysed will, in all
likelihood, resort to images which are coherent with what constitutes a natural
bodily reaction to a particular stimulus. For instance, sweetness will connote
pleasure, excess of sweetness will be perceived as negative and so on. But one
should also not forget that firstly, taste terms are predicated of items of diet, and
not indiscriminately of objects in the environment (Backhouse 1994:13) and,
secondly, that gustation is, actually, an [i]nter-sensory experience par excellence
(Stillman 2002). Below we take a brief look at the implications both statements
may have for the study of those figuratively used taste terms which could be
treated as a manifestation of Kövecses’s (2010:665) context-induced creativity.
Starting with the first statement, we already know that taste terms are
normally used with reference to specific items of food and the activities
of eating and drinking. Since this is so, and since the contents of diet and
methods of cuisine vary considerably across cultures, we must expect a great
deal of cross-linguistic variation, both in the nature of dietary items with
which taste terms are typically associated, and in particular aspects of the
taste experience which are lexically emphasized (Backhouse 1994:13). Food
– and with it tastes (and taste words) typically associated with a particular
food item – serves as a semiotic system and […] interacts with other semiotic
systems and systems of values: gift-giving, personal beauty, theories of health,
conspicuous consumption, and advertising (Lehrer 1991:398), to name but a few.
Translated into the context of this study, statements such as these may, in
this author’s opinion, be interpreted as follows. If taste preferences were based
on nothing else but human biology, then the pleasant-connoted (Rousmans
et al. 2000:714) sweetness of chocolate – and chocolate itself – would have
predominantly positive associations. Because of the factors mentioned above,
it may quickly cease to do so for all those health-conscious individuals who
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associate it with empty calories,13 unhealthy lifestyle, stress and frustration.
Regarding the cultural setting this author belongs to, chocolate bars, given
as a thank-you gift to one’s doctor, usually demonstrate that the individual
cannot afford something better (usually another traditional gift given on
such occasions, cognac); consequently chocolate is treated as a symbol of
one’s low economic status and comments suggesting that it is, actually,
the only little pleasure ‘these poor people’ can afford are not infrequent. 14
Paradoxically, however, one often witnesses that ‘these poor people’ reject
it, too. Some time ago, I was told that a ten-year-old commented on the sweets
she was given by saying: ‘We are not that poor’. Giving sweets to children as
part of a Christmas gift is a tradition in Poland, but the girl, whose parents had
divorced a short time before that and whose mother – a university graduate, had
to take a part-time cleaning job to make ends meet – obviously felt humiliated:
a perfectly understandable behaviour once we consider that people may display
very negative reactions to foods they are unable to obtain on a regular basis
(González Turmo 1997:123). Gender may also play a part: sweets are often
rejected by men as typical ‘feminine’ food (González Turmo 1997:119).15
Since taste in foods has […] the capacity to become an instrument of not only
such identity factors as one’s gender, socioeconomic status, ethnicity or religion,
but also age (González Turmo 1997:125), one may well expect one’s attitude
towards the taste typically associated with the food item in question to depend
on what Kövecses (2010:669) has termed the linguistic community’s differential
memory. This means the social and economic changes that have occurred in Poland
during the past twenty five years. The times when chocolate had to be bought at
special stores which only accepted dollars still linger in the memories of many:16
for people in this age group, the sweetness of chocolate may have retained largely
positive connotations. With younger generations, the factors mentioned above
For more on the relation between one’s food preferences and health concerns see Harbottle
(1997:180); for a brief yet succinct discussion of how the status of chocolate and sugar changed in
British society, from a noble treat, unaffordable to all but the few, only to become necessities for
all nearly two centuries later and how both, along with spice tastes, drove the earliest successes
of globalized markets, see Cutting (2008:78).
13

14
Note in this context that here, too, chocolate appears in situations which are somehow
connected with the feeling of guilt. Chocolate bars have become a traditional gift given by older,
not-so-well-off relatives who do not fit with many family gatherings.
15
In the study in question (González Turmo 1997), the liking for sweets is reported as a
typical gender-related one.
16
Note in this context the well evidenced evocative power of taste and odour in reconstituting a clear memory from one’s past (de Garine 1997:188).
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may have stigmatized chocolate to some extent. What also seems to count is where
the food has been purchased: little positive mention is, these days, made of food
which comes from large stores which are interpreted as markers of industrialised
food processing, multinational agribusinesses, foreign ‘oppression’ (large stores
such as Tesco usually represent foreign capital), a factor contributing towards or
directly responsible for the degeneration of family bonds and – not infrequently
– religious values. In this context, small corner stores (which typically shut on
Sundays, a time reserved for church and family), home-made (family values
again) and home-grown (at least one knows what one eats) are ‘in’ again.
Although many adult, educated Poles from the professional classes
appreciate food whose source and mode of preparation are known, they also
clearly seek out and claim they enjoy ‘unusual’ food. This relatively recent
behavioural pattern may probably be accounted for in terms of a few factors
which, after de Garine (1997:195), might be identified as the underlying wish
for one’s diet to become more like the far more adventurous combinations of
Western cuisine, a wish to avoid a relatively repetitive, monotonous diet which
characterizes the older generations (as well as poorer people), a desire for
one’s sensory experiences to become more stimulating, a desire to demonstrate
‘distinction’ through exotic choices, or a combination of all of these. However,
such fashions are changing rapidly: what was in a year ago may be passé
now but, generally speaking, exotic-sounding ingredients such as piri-piri
lose their cachet as soon as everyone else has learnt what it is – and tasted it.
Turning briefly to the second factor specified above, it seems that while
analyzing the figurative use of taste terms one needs to keep in mind that, as
noted by, among others, González Turmo (1997:125), taste for a given food
or dish is forged through the conflation of flavour, texture, consistency, smell,
etc.17 Coupled with different preferences and different implicit taste norms
(Lehrer 1991:393), all of these body-based physical sensations may potentially
come into play when a conceptualiser uses a taste term metaphorically.
From this it follows that while analysing context-induced taste metaphors
one should be careful not to resort to hasty generalizations of the sweetpleasant, bitter-unpleasant kind, as they may only be a part of the picture.
As results from this brief exposition above, the number of factors which may
affect the overall metaphorical patterns of a community (Kövecses 2010:668)
In the citation above, González Turmo (1997:125) obviously uses flavour as a synonym
of taste and lists smell as a separate factor, but it is important to note that for many (de Garine
1997; Goldstein 2010; LeMagnen 1951) flavour, as defined in de Garine (1997:187), is a complex
notion encompassing taste and smell […], and also touch, vision and even hearing if we refer to
the ‘crunchy’ quality of certain foods in some cultures (e.g., Japan).
17
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when this community uses FOOD as a source domain is quite large. [T]he
physiological perception of and response to foods are socially conditioned, and
an individual’s taste is inextricably linked with that of the group into which s/
he is acculturated (Harbottle 1997:175, based on Lalonde 1992). Research into
the phenomenon of context-induced creativity undertaken with respect to this
particular subset of the lexicon may, in consequence, be expected to reveal at
least as much variation as biologically-determined similarity.

Context-Induced Creativity and the Figurative Use of Taste Terms
In what follows, we shall take a closer look at one of the texts collected
in connection with research on taste vocabulary, which the author of this
paper has been engaged in for some time. The titular creativity means the
production and use of conceptual metaphors and their linguistic manifestations
(Kövecses 2010:664); the discussion conducted above should have made it
clear that both the conceptual and linguistic metaphors that we will encounter
can be expected to range from well-worn, cliché, entrenched to completely
novel ones. Since the text in question was retrieved for purposes unconnected
with those pursued within the present paper, it should be treated as a pure
coincidence that it represents what Kövecses (2010:666) classifies as more
ordinary forms of language use, such as journalism (Kövecses 2010:665).
The text, an article from this year’s Easter issue (25 April 2011) of
Newsweek Polska, was chosen because it contains not one but a few taste
terms. Broadly speaking, the article describes three men and the life choices
they once made. As in the case of a well-known poem by Robert Frost, the
road they took is the one less traveled by; as in Frost’s poem, it is apparent
that that has made all the difference. The whole text may, therefore, be treated
as based on the conventional LIFE IS A JOURNEY metaphor18 and one has
grounds to assume that what prompted the use of this particular metaphor
may have been episodes19 from the former as well as present life of one of
18
We find the evidence for this in the opening lines of the text, which read: Everyone would
like to be someone different from time to time. However, only a few have the courage to seek happiness away from life’s safe, well-marked path (Pol. Każdy czasami chciałby być kimś innym.
Niewielu ma jednak odwagę, żeby szukać szczęścia poza wytyczoną, bezpieczną życiową ścieżką.)
19
The references to the path can be found in the fragment which informs the reader that
walking in the mountains has always been the topic’s (the man’s) favourite pastime; based on who
he is and his life philosophy, the reader may assume that even in his ‘old’ life, whenever he went
to the mountains, he rather tried to stay off the main, crowded (and littered) trails; a photo attached
shows that one such trail, only a few metres away from his doorstep, is also an important element
of his immediate physical setting as it is these days.
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the text’s protagonists: a once successful lawyer who gave up living in one
of the largest Polish cities and moved to the nearby Sowie Mountains, where
he has been living peacefully – and happily – for the past twenty nine years.20
In the case of the other two, the metaphor is still there: they, too, gave up
their successful careers at large international corporations and, like the narrator in
Frost’s poem, took a different one. However, describing their lives before taking
the decision, the author of the text, Bartosz Janiszewski, writes that it was a bit
like chocolate from a hypermarket. Seemingly sweet and pleasant but something
was missing.21 The statement is thus clearly based on another, fairly conventional
LIFE IS FOOD metaphor22 and I suggest Janiszewski chose to extend it by this
particular element of the source (chocolate from a hypermarket) because, in their
new life, the two are owners of a small chocolate manufacturer which produces
high-quality chocolate. Provided my interpretation is correct, we can explain
Janiszewski’s choice of this particular metaphorical expression (seemingly sweet,
with reference to their old life) as directly linked with the knowledge he has of
his topic (the two young entrepreneurs), their immediate physical setting (their
business, which is located near Warsaw) and the knowledge he has of his addressees:
the readers of Newsweek Polska, who tend to connect hypermarket food with
bad quality, excessive consumerism and, generally, a lifestyle which takes little
cognizance of things that are really important in life. I furthermore claim that
writing the way he does, Janiszewski directly refers to the linguistic community’s
differential memory: as briefly mentioned in the foregoing, many readers of the

Brągiel (this is the man’s name) is thus portrayed as one of many, to use Bradshaw’s
(2004:72) words, figures living peacefully on the margins of society, refusing to participate in its
economic structures. The ethical values he lives by are well encoded in his diet consisting of, as
we may infer, only very basic food. At the same time, he is not a hermit (Wbrew pozorom, wcale
nie jest pustelnikiem) – he lives with his life partner, a poet, Joanna Mossakowska. I guess the
author includes this fact because in Poland one’s LIFESTYLE – here not having a (female partner) – still stands for ODDITY – a man who has not managed to find a partner is not really a man
(relevant expressions in Polish [and, indeed, other languages] that convey the idea that MENTAL
HEALTH IS WHOLENESS being moja lepsza połowa ‘my better half’ [to refer to one’s female
partner] and znaleźć swoją drugą połowę ‘to find one’s other half).
20

��
Pol. Jeszcze dwa lata temu ich życie było trochę jak czekolada z hipermarketu. Niby słodkie
i przyjemne, ale czegoś brakowało.

The Polish language has a few fairly conventionalized expressions such as a recipe for life
(przepis na życie), life has lost its usual flavour (życie straciło swój zwykły smak), to add spice (lit.
flavour) to life (nadać życiu smak), the bitter-sweet taste of life (gorzko-słodki smak życia), and
so on, in which LIFE is conceptualised either as FOOD or, more specifically, A DISH), which
may be treated as a variant of a more general and schematic A NON-NUTRITIONAL ENTITY
IS FOOD).
22
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magazine remember the times when chocolate (and supermarkets) were part of
a totally different frame: they symbolized the nation’s dream to become part of
the ‘normal’ Western culture, to be able to buy ordinary things (e.g. chocolate) in
normal shops just like people outside the communist bloc could, but whose concerns
and interests have, since, changed significantly: once the ‘normality’ became part
of their lives, they started to notice its negative aspects, not just the positive ones.
The LIFE AS FOOD metaphor is also visible in the title Janiszewski uses for
this section of the article: Dolce Vita. Again, we may assume that choosing this
title results from what he knows about his addressees: the Polish intelligentsia,
who can easily be trusted to recognise such cultural icons as Federico Fellini. Not
being played in Polish cinemas at the time the article was written, the movie in
question is not part of the immediate cultural context in quite the same manner as in
one of Kövecses’s (2010:679) examples. At the same time, the author has reasons
to believe his addressees know it: after all, every educated person knows it. Since
they know the movie, they also know what the expression meant there; and those
very few who do not, certainly know the standard dictionary meaning attached
to it. As a result, they will quickly realize that a life full of heedless pleasure and
luxury that many Polish people identify a corporate career with is not the real dolce
vita – in much the same manner as supermarket chocolate is not ‘real’ chocolate.
In a sense, the title of this section of the article is, in a sense, misleading.
Firstly, it is misleading because of its location in the whole text and secondly,
because it means something different to what the addressee normally associates
it with. Having it at this particular point in the entire text, the addressee will
be slightly confused; after all, the moment he encounters it is after reading the
first section of the article (about the lawyer) and this section clearly suggests
the article is about spiritual rebirth and the courage to give up an unsatisfying
life. In such a context, Dolce vita, with its standard dictionary (and cultural)
meaning, simply does not fit. But it is precisely because it does not fit that
the addressee will be curious to continue reading the article’s second part.
I suppose another thing Janiszewski was hoping for in choosing the title
was for the reader to feel a little flattered. What I mean is that to come up with
a correct interpretation of the title, the addressee must demonstrate considerable
knowledge. One aspect of this knowledge we have not mentioned so far is the
knowledge of foreign languages. Knowing English does not count – everyone
knows English these days. But knowing less common languages such as Italian
is different. Knowing such less well-known languages means you are really
someone. Janiszewski knows that and it does not really matter that the knowledge
his addressee is required to demonstrate is not ‘real’ knowledge (let us note that
Janiszewski is careful not to serve the addressee with something ‘more difficult’,
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for instance the Biblical Iugum suave, or Latin Melle dulcior ‘sweeter than
honey’). All he wants is to be nice and establish a pleasant atmosphere – which
implies that he cannot be too inquisitive about how much it is that they really know.
The last figurative use of a taste term (pusta słodkość ‘empty sweetness’)
is also interesting, and for a number of reasons. The section on the two young
men and the life choices they have made opens with a brief description of one
of the article’s topics: the chocolate the two manufacture. Unlike ordinary
chocolate that can be eaten by bars. As soon as you finished one bar, you feel
like stuffing yourself with the next one, 23 real chocolate must be eaten slowly.24
Importantly – and it is at this point that Janiszewski decides to step back and
let his two young protagonists take the floor – the difference between the
rich flavour of the latter and the empty sweetness of its cheap, low quality,
hypermarket counterpart can be felt by everyone. All one has to do is to try.
To understand the actual meaning of these sentences (and that both can
be interpreted either literally or metaphorically), the reader must first get to a
fragment which appears later in the text and in which Janiszewski describes the
lives of those who – like the two young protagonists and the majority of their
high school friends – naively went with the flow (popłynęli z prądem) and chose a
‘safe’ (and, hence, very popular) field of study, computer science. Once the reader
gets there, he realizes that ordinary chocolate from these opening lines stands
for ordinary lives and ordinary lives means here the lives of those who prefer
obvious (often conformist) choices. The urge to stuff yourself with another one as
soon as you have finished the first bar represents the urge on the part of corporate
employees to accumulate more ‘earthly goods’. By contrast, discovering the
taste of slowly consumed real chocolate is a metaphor for a life in which one
deliberately reaches for experiences which – though unattractive at first sight –
bring the hope of revealing what is really important in life. Contrary to popular
opinion, this kind of life is not reserved for the few chosen ones (you do not have
to be a gourmet to make good chocolate (= make your life a satisfying one).
Everyone can have a satisfying life of that kind, as long as he is willing to try.
Importantly, the Polish noun słodkość ‘sweetness’ is normally used with
reference to food and drinks only; abstract sweetness is referred to by means
of słodycz. As such, słodkość does not normally collocate with empty. The
reference to emptiness may, in our opinion, stand for two things. Firstly, it
Zwykłą czekoladę można jeść całymi tabliczkami. Człowiek skończy jedną i już ma ochotę
napychać sie następną.

may be read as indicative of the fact this particular item may taste good but
has no nutritional value. Secondly, empty and emptiness (and its derivates) are
standardly used with reference to LIFE. Janiszewski’s use (we cannot be sure
whether it is a conscious decision on his part) of empty with reference to the
literal sweetness allows the addressee to interpret it (the sweetness) both literally
(the taste of ordinary chocolate, pleasant but deceptive because it makes you
crave something which is otherwise worthless) and metaphorically: as the quality
of an empty life – a life led by all those who failed to summon up the courage and
do what they always wanted to do; who traded their dreams for safe corporate
jobs (with all the benefits one is normally entitled to in such circumstances).
Significantly (and in a manner befitting an Easter issue), even those who fell
into the trap can always make a change and – as it is called in the article’s title –
‘Be Born Again’. To do so, they have to give up their orthodox food preferences
(the taste metaphor at work being TO HAVE A SATISFYING LIFE IS FOR
ONE TO GIVE UP HIS USUAL FOOD PREFERENCES). However, since
the ‘real chocolate’ described is, in fact, plain (=bitter) chocolate, Janiszewski
clearly suggests that he is far from condemning the choices of those who chose
a corporate career. Quite the opposite: most people would go for the sweetness
of ordinary chocolate rather than the bitterness of real chocolate. And there
is, basically, nothing wrong with that kind of life as long as one accepts it.
But the article is meant for a different addressee – those who, perhaps,
are not happy with the lives they are leading. And for all those the hope of a
spiritual rebirth remains strong as long as they are willing to try – yet another
metaphor which Janiszewski knows can only be understood by those who are
part of this particular culture and know the meaning of this particular holiday.

Conclusions
For reasons of space, we only discussed one text in which the metaphors used seem to take
their root in the context in which it has been written. One text is definitely not enough to make
any definite claims on how widespread this phenomenon is. Given what we know about the two
domains – FOOD and TASTE – one has reasons to believe that when speakers/conceptualisers
(e.g. journalists) describe something which stands in some relation to both, they may intuitively
be reaching for taste metaphors of the kind described above on the premise that this kind of
‘ornamentation’ will add some spice to what the addressee might otherwise consider a trivial (and
boring) topic.25 At the same time, taste is only one among many properties a particular item of food

23

24

Prawdziwą czekoladę degustuje się powoli – the next few lines describe all the possible
unusual sensations that await all those who decide to try ‘the real thing’.
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On the one hand, writing about food is so extensive that it constitutes a virtual genre of its
own, including not only recipe books but also extended encomia to eating, its purposes, and its
pleasures (Korsmeyer 1999:3). At the same time, one has a feeling that food is not a serious topic
25
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or a substance (e.g. sugar) has. In consequence, one may well imagine contexts in which it is not
its taste, but other properties (e.g. what Harbottle [1997:183] refers to as its ‘pure white and deadly’
image) that will make the conceptualiser reach for a particular linguistic or conceptual metaphor.
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TEXT TYPOLOGY AND ITS SIGNIFICANCE
IN TRANSLATION
Introduction
Translation is a very broad, complex and multi-faceted phenomenon,
encompassing much more factors than it seems at first glance. It is not just copying
the words from the original work while changing the language, but it consists of
a careful selection of appropriate phrases and expressions, combining them
together in a skillful way while taking into consideration numerous aspects, one of
them being the text type.
The purpose of this article is, therefore, to present various text typologies and
text types, specify their implications for translators and determine the role of the
correct recognition of text type in producing a successful translation. This will be
done on the assumption that a text type is one of the basic factors that allow the
translator to recognise the function and purpose of the text as well as the author’s
intention. Thus, depending on the nature of these, the translator will inevitably
resort to different techniques and strategies in order to successfully render the
source text. Therefore, identifying the text type also helps the translator to select
the appropriate translation strategy.

Text, discourse and genre
In order to discuss the notion of text typology, it is necessary to differentiate
between three other terms which are incorporated into its definition, namely:
text, discourse and genre. According to Tomaszkiewicz (2006:112), text typology
(Polish: typologia tekstów) is understood as a certain system of classifying texts
on the basis of the field they belong to, their genre and purpose as well as the
type of discourse (translation mine).
The notion of text may be defined form various points of view. It may be
perceived, for instance, as an organised whole that meets seven standards of
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textuality, that is: cohesion, coherence, intentionality, acceptability, informativity,
situationality and intertextuality (Beaugrande, Dressler 1990:58); as an orderly
sequence of linguistic elements which can altogether perform a communicative
function (Dobrzyńska 1993:287); as a basic unit of linguistic communication
(Gajda 1992:9); as an integrated whole of semiotic character, having a beginning
and an end, and conveying information that is complete form the sender’s point
of view (Mayenowa 1976:291-296).
Tomaszkiewicz (2006:96) defines text as a linguistic object of various
length, that creates a semantic whole (translation mine). As Dąmbska-Prokop
(2000:230) points out, the very definition of text is determined by whether the
utterance or communicative act is taken as a point of reference. In the former
case, text is understood as a sequence of sentences which form a cohesive whole.
Cohesion is achieved by means of connectors, specific word order, repetitions,
etc., and is the basic criterion of textuality, that is the fact that a given series
of sentences can be called a text. However, as Dąmbska-Prokop (2000:230)
observes, linguistic ways of expressing cohesion constitute only a part of cohesive
mechanisms. This is because a text is more than only a semantic-syntactic
structure. It has got a sender and an addressee as well as certain aims to fulfil.
Text may also be defined as a certain communicative action of a complex
structure that functions in a specific semantic space and is to fulfil specific
functions, for instance: informative, esthetic, pragmatic function, etc. (DąmskaProkop 2000:230, translation mine). It is this function that determines the text’s
characteristic features. Therefore, according to this definition, a text is perceived
not only as a result of a certain effort of the sender, but also, and above all, as
a product that is able to fulfil its communicative function in the process of the
appropriate interpretation by a reader.
As regards the notion of discourse, it is a sequence of linguistic signs that
are organised according to the rules of a given language and representing what
the sender wishes to communicate to the addressee (Tomaszkiewicz 2006:35,
translation mine). Discourse entails a certain interaction between two participants
in the communicative act (the sender and the recipient) under specific spatial and
temporal circumstances and with a certain purpose. An oral discourse necessitates
the (visual and auditory) co-presence of the sender and the addressee. In the case
of written discourse the production and reception acts take place in different
spatial and temporal situations.
The term discourse can also be understood as a certain linguistic activity
undertaken by the language users in a particular context (Maingueneau 1996:28);
as a sequence of actions whose form is determined by who says what to whom,
in what situation and with what purpose (Grabias 1997:264-265); or as a certain
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norm and strategy in the process of constructing a text and utterance which is
based on specific social and cultural patterns that comprise this norm (Labocha
1996:51).
Therefore, the notion of discourse seems to be broader than the term text
since the latter is understood as a linguistic whole, expressed orally or in writing,
which does not depend on the context, whereas discourse is related to a specific
pragmatic situation, thus comprising both text and context (Maingueneau 1996:83).
However, as Dąmbska-Prokop notices (2000:64), when text is perceived as
a product of a certain process which has got its own structure, then discourse is
a dynamic term and refers to an individual process of text production and
comprehension, a text functioning in a certain pragmatic situation. Discourse is also
a superordinate term for various text types. However, if text is understood as a record
of some communicative event determined by the author’s intention and sociocultural
conditions in which it is produced, then this text is identified with discourse.
One of the most significant aspects for translation theory is that discourse,
understood as a “text in context”, functions in a certain pragmatic situation.
Therefore, while undertaking discourse analysis in translation process, the
translator needs to determine the conditions of linguistic communication, the
roles of the participants in the communication as well as the ways in which the
participants manifest their presence.
As regards the last of the three notions, namely genre, it is described by
Trosborg (1997:6) as text category readily distinguished by mature speakers of
a language (…) According to Miller (1985:151), a rhetorically sound definition
of genre must be centred not on the substance or form of the discourse but
on the action it is used to accomplish. Genre can be recognised as a system
for achieving social purposes by verbal means. Therefore, for instance
guidebooks, poems, business letters, newspaper articles can be referred to as
genres because they are used in a particular situation for a particular purpose.
The notion of genre refers to completed texts. However, communicative
function and text type, which constitute text properties, cut across genres.
Hence, informative texts include newspaper reports, textbooks, TV news,
etc., argumentative texts - debates, newspaper articles, political speeches, etc.
(Trosborg 1997:12). Texts which are linguistically distinct within a genre may
represent different text types, whereas linguistically similar texts belonging to
different genres may represent a single text type. Therefore, prior to discussing text
typology and its role in translation, it is worth explaining what a text type actually is.

Text types
According to Neubert (1985:125), text types are socially effective,
efficient, and appropriate moulds into which the linguistic material available
in the system of a language is recast (Neubert 1985, cited after Sager 1997:31).
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Sager (1997:30) remarks that text types developed as patterns of messages
for certain communicative situations. When writing a specific message, a person
first of all thinks about the text type that would be appropriate for the given
occasion as well as for the content of the message, and only then formulates the
message itself. Repetitions of messages in certain circumstances have created
particular expectations and conventions of what is appropriate for the given
occasion. However, the notion of a text type is more complex than that. Whereas
the majority of people associate a text type with a certain content, for instance
film review, police report, recipe, it frequently happens that the same content
may permit a variety of text types.
Sager (1997:31) concludes that text types have evolved from conventionalised
communicative situations. As a result of this and since they arise from common
relationships between the author and the reader, they are capable of conveying
messages unambiguously. Their other characteristic features are topic and mode
of expression.
According to the framework associated with Aristotle and Bühler, a text can
be classified into a particular type according to which of the four components
in the communication process receives the primary focus: speaker, listener,
thing referred to or the linguistic material (Trosborg 1997:13). If the main
focus is on the speaker (sender), the text will be expressive; if on the listener
(receiver), it will be persuasive; if on the linguistic code, it will be literary;
and if the aim is to represent the realities of the world, it will be referential.
A particular text type determines the reader’s reaction to a message. The
reader recognises the text type through the situation and the features of the
text’s composition. The text type also informs them about the author and his/
her intention. Readers’ responses to a text may be twofold. They are either
directly addressed by the author of the text and hence they must receive the
text in relation to their own individual background. However, if they are not
regarded as personal messages, the text becomes only an item of writing which
may be re-used by a different author and a different reader (Sager 1997:32).
However, as pointed out by Trosborg (1997:14), real texts usually display
features of more than one type, thus being multifunctional. Therefore, text
typology needs to account for this diversity (Hatim and Mason 1990:138). In many
cases one of the aims is the dominant one and the other is a means, for instance
information included in the advertisement in order to further the persuasion.
Hatim and Mason (1990:140), therefore, defined text types as a conceptual
framework which enables us to classify texts in terms of communicative
intentions serving an overall rhetorical purpose. For translation purposes they
adopted Werlich’s (1976) typology which comprises five text types: description,
narration, exposition, argumentation and instruction, with the latter category
being divided into two classes: instruction with option (advertisements, manuals,
etc.) and instruction without option (legislative texts, contracts). This typology
is based on cognitive properties of text types: differentiation and interrelation
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of perceptions in space (description), differentiation and interrelation of
perception in time (narration), comprehension of general concepts by analysis
and/or synthesis (exposition), evaluation of relations between the concepts
by extracting similarities and contrasts (argumentation), planning of future
behaviour (instruction) (Trosborg 1997:15-16).
However, as Trosborg (1997:16) points out, most discourse employs
multiple views of reality, therefore encompassing more than only one type.
She observes that pure narration, description, exposition and argumentation
rarely occur. Therefore, a certain genre may employ several text types (also
referred to as modes of presentation), but usually one of them is identified as
the dominant type. Hence, she suggests that a two-level typology of text types
is needed: text type at a macro level, that is the dominant function of a text
type exhibited in or underlying a text, and microlevel text types that result
from the process of textualisation determined by the producer’s strategy. For
instance, an argumentative text type may be realised by means of narration,
instructions - by description, etc. However, a dominant text type is usually
recognisable. Hatim and Mason (1990:146-148) account for the existence
of blends of various text types, which they refer to as “hybridisation”,
emphasising the need for translators to be aware of this phenomenon.
On the other hand, according to Kussmaul (1997:69), the notion of text type
is ambiguous as it can refer both to the idea of Texttyp within which Reiss (1971)
distinguished several types (informative, expressive, appellative), and to what is
called in German Textsorte, referring, for instance, to manuals, business letters,
weather reports, contracts, etc.
However, similarly as Sager (1997), also Kussmaul (1997) agrees that there
is a direct relationship between situation and text type. Kussmaul refers to the
model of situational dimension proposed by Crystal and Davy (1969) in which
the following dimensions have been distinguished: individuality, dialect, time,
medium, participation, province, status, modality and singularity. All these
dimensions affect the way a given text is written or spoken. This model has been
applied to translation by House (1977). As regards the medium, it could be either
speech or writing; with participation, it might be a dialogue or a monologue, the
status may be for instance equal-to-equal, higher-to-lower; whereas province is
a particular field that the text is related to. The change made to any of these
dimensions results in another text type.
In his consideration about the text types, Sager (1997:28) provides the
distinction between a primary and secondary reader saying that this distinction is
of particular importance for translation since it is related to the difference between
message and text. He defines the primary reader as the person a writer has in mind
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when producing a message (ibidem). Therefore, all other readers, that is those
not included in the writer’s initial range of addressees, are secondary readers.
Communication between the author and the addressee is most effective when the
writer’s presuppositions concerning the reader’s expectations match the reader’s
assumptions regarding the writer’s intention. However, most translation recipients
are secondary readers and they become primary readers only if the authors address
them directly and this address it retained by the translator. Therefore, for secondary
readers the writer’s influence on the success of the communication decreases
while the translator’s role grows in importance because it is now his/her task
to interpret and match both the readers’ expectations and the author’s intention.
As regards the primary and secondary readership, the translators perform
both these functions, adopting one or the other according to the stage of the
translation process. When translators read the text in order to determine and
comprehend its content and the author’s intended message, they are primary
readers. However, when translating, they are both the writers and the initial
recipients of the target texts, hence they adopt the role of secondary readers.
Because the correct identification of a text type helps the translator to specify
the text’s function, the author’s intention and the reader’s expectations, it is
worth looking at some of the ways of classifying text types, i.e. text typologies.

Text typologies
As Kozłowska (2007:26) notices, despite the fact that text typology is a
very significant issue for a translator, it is often neglected by specialist literature
concerned with translation studies. This might be the case because of the
existence of multiple text typologies based on various criteria as well as the fact
that a text rarely displays features of only one particular type. There have also
been some doubts as to the feasibility of classifying texts and its usefulness for
practising translators (Hatim and Munday 2004:285).
Because the text is subject of research for many different fields of study,
for instance literature, linguistics or translation studies, there are various criteria
for text typologies. According to Kozłowska (2007:25), there are two major
approaches to the issue of text typology: general one (based on general criteria)
and translational one (based on the translation-oriented criteria).
Tezaurus terminologii translatorycznej edited by Lukszyn (1993:326334) contains forty-two entries with the notion “text”. After removing the
synonymous ones, there are roughly twenty-five types of texts, for instance:
operative text, artistic text, expressive text, informative text, complex text,
literary text, technical text, scientific text, nonliterary text, poetic text, popular
science text, journalistic text, official text. It seems that such a division
substantially complicates the issue of text typology.
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Different scholars suggest various typologies on the basis of certain selected
criteria. For instance, in the Polish edition of the French dictionary Terminologie
de la traduction edited by Delisle (1999) – Terminologia Tłumaczenia, texts can
be divided into various categories, depending on particular criteria. According to
the field of study they refer to, there are for instance: biblical texts, legal texts,
journalistic texts, scientific texts, literary texts. Texts may be also divided according
to their communicative aims (for instance persuading, informing, arguing, etc.) or
according to the type of discourse (narrative texts, descriptive texts, dialogic texts).
However, this is not the only available typology. Maingueneau (1996:85)
mentions three kinds of text typologies: based on the situation in which the text
is uttered (that is the relationship between the participants in the communicative
act and the time and place of its utterance); communicative typologies (functionoriented); and typologies that take into consideration the social sphere the text is
related to (for instance: school, family, etc).
Sager (1997:32) distinguishes between the texts that convey the author’s
intentions (here the translator’s task is to, first of all, render the author’s
thoughts) and texts whose main function is to meet the recipients’ expectations
(the translator adjusts the translation to the target language addressee).
For Delisle (1993:47, after Kozłowska 2007:25), the assumed criteria used in
text typology are: the field of study the text is related to; the character of the text;
and the purpose of the text. On their basis he differentiated between: a) literary,
biblical and legal texts; b) reports, prefaces, school books, tourist booklets,
novels and short stories; c) descriptive, narrative and argumentative texts.
However, the text typology most widely used in translation theory is the one
proposed by Reiss (1976:10) on the basis of the Karl Bühler’s concept of language
functions. This typology divides texts into: informative (informative Texttyp inhaltsbetont) - information-oriented texts where the content is of paramount
importance, the main task for a translator of such a text is to correctly convey
all the facts (for instance: instruction manual, report, essay, leaflet); expressive
(expresive Texttyp - formbetont) - recipient-oriented texts where the translator
needs to re-create the form (novel, short story, poetry, drama, biography); operative
(operative Texttyp – appelbetont) - texts oriented towards certain values and
behaviour patterns, they are to affect people’s opinions, behaviour and elicit certain
reactions, in the case of such texts the translator often resorts to their adaptation
to the target language recipients (advertisement, satire). Therefore, these three
types of text are distinguished one form the other by means of such factors as
the intention (also referred to as “rhetorical purpose”) of the text’s producer and
the function that the text is supposed to serve (Hatim and Munday 2004:281).
The text typology suggested by Reiss was originally intended as a set of
guidelines for practising translators. It was also used to establish a correlation
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between text type and translation method as it has been claimed that the type of
text corresponds to the demands made on the translator. It has also been suggested
that the main function of the source text needs to be preserved in the translation.
Therefore, in the case of informative texts, the translators should first of all aim
at achieving semantic equivalence and only then focus on connotative meanings
and esthetic values (Hatim and Munday 2004:284). As regards expressive texts,
the translators should preserve esthetic effect as well as important elements of
semantic content, whereas in operative texts, the translator needs to successfully
render the extra-linguistic effect the text is supposed to produce (for instance
persuasiveness), which is usually achieved at the expense of both form and
content (ibidem). Therefore, a translation can be deemed successful if: in an
informative text it provides direct and full access to the conceptual content of
the source language text; in an expressive text it transmits a direct impression
of the artistic form of the conceptual content; in an operative text it produces
a text from which it will directly elicit the desired response (Reiss 1989:106).
However, Reiss also points out that a translator needs to bear in mind that there
are also compound types in which the three communicative functions mentioned
(transmission of information, creatively expressed content and impulses to
action) are all present like for instance in a didactic poem or satirical novel
(ibidem). The translator’s task is therefore to identify the predominant function
and choose the translation strategy accordingly. For instance, metaphors in
predominantly expressive texts should be rendered metaphorically, whereas in
predominantly informative texts they may be modified or even omitted altogether
(Reiss, 1971:62, after Hatim and Munday 2004:73-74). As all texts are a sort of
hybrid, this predominance of a certain rhetorical purpose in a specific text plays
a crucial role in assessing the text type “identity” (Hatim and Munday 2004:74).

Conclusion
There has been a long debate within the field of translation studies about whether it is
possible to classify texts and whether such a classification is useful for practising translators. As
Hatim and Munday (2004:285) remark, there are two major problems related to the kind of text
typologies currently available. First of all, the very notion of text type is so broad that it can
comprise a large number of text-form variants. For instance, texts as varied as legal acts, technical
instructions, sermons, political speeches and advertisements can all be included in the text type
“instruction” (Zydatiss 1983). The second substantial difficulty related to text typologies is the
issue of hybridisation, that is the fact that a certain text often includes several different types.
Nevertheless, text typologies and their role indentifying the text purpose and function as
well as the author’s intention are still perceived as valuable tools for translators, enabling them to
establish the appropriate hierarchy of equivalence levels and choose such strategies that would best
serve to preserve the given purpose, function and intention.
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Edyta WIĘCŁAWSKA Grzegorz, A. KLEPARSKI

DANCING CHEEK TO CHEEK WITH CHEEK:
THE HISTORICAL MEANDERINGS
AND PHRASEOLOGICAL PRODUCTIVITY OF THE WORD
Introductory Word
In the sections that follow we shall be concerned with analyzing the semantic
evolution of the noun cheek in the history of English. The semantics of the lexical
item under scrutiny will be examined with reference to its two aspects, that is (1) the
semantic potential of the analysed lexical unit in its primary, etymological sense
(sense A) and its secondary senses (senses B > E), (2) as well as the secondary
senses emerging from various phraseological units which echo the nominal
sense B (henceforth B-related senses). The analysis proposed here continues
the area of research initiated in Więcławska (2009a, 2009b), Więcławska 2010,
Kleparski and Więcławska (2010) and Więcławska (2011), the target of which
are semantic changes and phraseological productivity of lexical items variously
related to the conceptual macrocategory BODY PARTS. The methodological
apparatus employed here is the one that follows the theoretical frames developed
by, among others, Kleparski (1996, 1997, 2002), Kiełtyka (2008, 2010) that may
be referred to as representing much cognitivistic spirit of semantic analysis.

Semantic Evolution and Phraseology of cheek
According to the etymological sources that have been consulted1 the Mod.E.2
cheek goes back to the Proto-Germanic *keukôn- and – to be more precise – to
1

The etymological dictionaries consulted include DWO, EDoME, OSEDM, the OED,
ODEE and WH.
2

The following abbreviations are employed throughout the work: E.Mod.E. - Early Modern
English, I.E. - Indo-European, Mid.E. - Middle English, Mid.L.G. - Middle Low German, Mod.D.
- Modern Dutch, Mod.E - Modern English, O.E. - Old English, O.Fris. - Old Frisian, L.G. - Low
German, W.G. - West German.
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the W.G. forms *kâkâ, *kǽkōn and *keukōn.3 The O.E. descendants of these
prehistoric Germanic forms that are provided in the lexicographic sources are
céce, céace and céoce4. The chronologically latest O.E. form céoce is related to
the O.Fris. ziāke, which points to its derivative links with the Proto Germanic form
*keukôn-. In turn, the other two O.E. variants céce and céace may be assumed to be
linked with one of the Mid.E. forms, that is cheke in that they are said to correspond
to the Mid.L.G. kāke5 to which also the Mid.E. cheke is apparently related. The
etymological sources give other alternative Mid.E. forms, such as choke and
chook which are apparently related to the O.E. ceoke that is listed in some sources
as potentially erroneous variant of the O.E. form céoce. The only contemporary
form given as etymological cognate of Mod.E. cheek is the Mod.D. kaak.6
The diachronically primary sense of cheek, that is the sense A ‘the jaws
in animals’ is evidenced for the first time in the history of English in the O.E.
period, as testified by the following OED quotations (a 825 Cecan heara ʓeteh.
> c 1386 And hadde no wepen but an asses cheek.). Clearly, the sense may be
said to be grounded in the conceptual macrocategory BODY PARTS, and one
may postulate that its cognitive account involves the entrenchment links to
DOMAIN OF BEING […], DOMAIN OF RELATIVE POSITION […] and
DOMAIN OF SHAPE […], within the attributive paths of which the conceptual
values (ANIMAL), (LATERAL) and (ELLIPSIS) are highlighted respectively.
The historical dictionaries show that there are four, distinct secondary senses
of the noun cheek, that is:
sense B ‘the lateral side of the face below the eye in men and animals’,
sense C ‘an object resembling cheek in shape and/or relative position’,
sense D ‘the unit of visual perception applied to environmental categories’,
sense E ‘the buttocks’.
Note that some of these senses may be qualified as metaphorical extensions
of the historically primary sense of cheek (see senses C and D), while others –
by virtue of the standards assumed for the purpose of the analysis – as cases of
either narrowing (sense B) or cases of widening (sense E). Figure 1 drawn below
illustrates the derivational links of the historical secondary senses of cheek.

3

As testified by the OED, DWO and ODEE.

4

Note that some dictionaries use different diacritics for the form, i.e. c – ć as in ćēoce (the
data found in WH and ODEE).
5

Note that the Mid.L.G. form kāke is registered as L.G. form by EDoME which additioanlly
provides the alternative L.G. form kēke.
6

This assumption was testified by, among others, ODWH, ODEE, CEDEL, OSEDM and EDoME.
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The currency of sense C referring to an object resembling cheek is
abundantly documented in the OED since the end of the 14th century, as
evidenced by the following quotations (1375 Set evinly Betuix the chekys
of the ȝet. > 1881 The sides or ‘cheeks’ of the grate.). Also, note that the
currency of the sense is confirmed in contemporary lexicographic works.
The other Mid.E. sense D that refers to various environmental entities may
be exemplified with the following OED quotations (1432–50 The chekes and
begynnenges [fauces originales] of those armes of the see. > 1813 Ocean’s
cheek Reflects the tints of many a peak. > current in present-day English).8

Figure 1. The links in the semantics of cheek.
The chronologically first developed A-related sense of cheek, that is
sense B defined in the OED as ‘the lateral side of the face below the eye in
men and animals’ is first documented in the mid-10th century Anglo-Saxon
contexts (a 950 Gif hua ðec slaes in suiðra ceica ðin. > 1831 The Cheeks
form the lateral walls of the mouth. Externally they have no precise limits. >
current in present-day English).7 Note that the sense is clearly linked to the
same conceptual macrocategory as the source sense, that is BODY PARTS, the
change representing the instance of intracategorial shifts. Also, one has grounds
to claim that this sense alteration represents the case of meaning narrowing.
The sense construal discussed here is explicable through reference to the
same set of CDs, the change lying in addition of the attributive element (HUMAN
BEING) to the attributive path of DOMAIN OF BEING […], while other elements
of the cognitive structure earlier distinguished for sense A remain unchanged.
In turn, the two historical Mid.E. sense shifts, that is the rise of sense C
‘something resembling a cheek in relative position and appearance’, and sense
D ‘unit of visual perception applied to environmental categories’ may be
justifiably viewed as a cases of metaphorical extensions, whereby the attributive
potential of DOMAIN OF RELATIVE POSITION [(LATERAL)] and
DOMAIN OF SHAPE [(ELLIPSIS)] are transferred on the plane of entities
linked to the conceptual categories APPLIANCES/TOOL COMPONENTS
and ELEMENTS OF LANDSCAPE respectively. To complement the
cognitive account of the construal of the novel senses one may postulate the
backgrounding of the elements (HUMAN BEING) ^ (ANIMAL) in the attributive
path of DOMAIN OF BEING […] and substituting them with the values
(INANIMATE OBJECT) for sense C and (NATURAL ENTITY) for sense D.
7
The following contemporary lexicographic sources document the discussed sense: MED,
DSUE and RHHDAS.

369

Figure 2. B-related idiomatic senses linked to the cheek-based
phraseological formations.

8

In both this, and the example reading: Wisdom has taught us to be calm and meek, To take
one blow, and turn the other CHEEK (OED, 1850), one has grounds to conjecture that CHEEK
may have been chosen because of its phonetic shape and, more specifically, its phonetic resemblance to peak and meek. This would allow one to classify both as instances of context-induced
creativity (see Osuchowska 2011, this volume), in which the metaphorically used expression has,
in all probability, been elicited by the phonetic shape of another one with which it co-occurs in
the discourse.
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The latest nominal sense that may be discerned in the history of cheek
represents the case of intracategorial sense shift leading to the development of
sense E ‘the buttocks’. On the grounds of the cognitive apparatus adopted here one
is justified in postulating the entrenchment link to the conceptual macrocategory
BODY PARTS, and the sense may be viewed as being built upon the sense B, as
illustrated in Figure 7, the sense shift resulting from the backgrounding of the value
(ANIMAL) in the conceptual matrix of the attributive elements highlighted in the
construal of the sense B ‘the lateral side of the face below the eye in men and animals’.
The OED contexts illustrate the presence of the sense since the end of the
th
16 century (a 1600 Spied both his great cheekes full of small blisters. > 1959
A car .. is already a girl. .. The tail-lights are cloacal the rear is split like the
cheeks of a drum-majorette.). It may be added that the use of cheek in the sense
D is chiefly documented in dictionaries of slang use (see, for example, MED).
The tabled data show that the phraseological productivity of cheek is
relatively insignificant when compared to those of other HEAD-related lexical
items. As illustrated in Figure 2, all idiomatic senses are qualified as B-related
phraseological formations in that they may be proved to be conceptually based
on the cognitive frame of the sense B, by contextually extending the relevant
conceptual values highlighted for the sense B onto the relevant categories
belonging conceptually to the target categories MORALS, ATTITUDES,
and SPATIAL RELATIONS, which might be accounted for in terms of the
associative processes conditioned by the symbolic capacity of cheek.
To start with, cheek that forms the constitutive element of such phraseological
units as CHEEK by jowl and CHEEK by CHEEK, is employed in the sense ‘to
be close to something’ which may justifiably be assumed to fit in the frames of
the conceptual category SPATIAL RELATIONS.9 Note that the jow ó cheek
interchangeability may have resulted by virtue of the extralinguistic structural
contiguity of the two body parts, which – as will unfold in what follows – is a
common pattern in the formation of the HEAD-related phraseological units. Here,
it might be postulated that the conceptualisation of the sense through the cheekbased phraseological formation rests upon the metaphorical image created by the
physical act where touching somebody’s cheek stands for close proximity of people
or things not usually found together, and thus is associated with the closest intimacy.
Significantly, the B-related sense in question shows itself as the historically
oldest one among the senses encoded by the phraseological formations, which is
evidenced by rich OED material that covers the time-span of six centuries starting
from 14th century (c 1330 Vmwhile CHEKE bi CHEKE. > 1861 Destitution ...
must be content often .. to jog CHEEK by jowl with crime.). Note that the onset
of the 20th century witnessed the coinage of another phraseological formation,
that is CHEEK to CHEEK which currently is most commonly used in dancing
9
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Examples taken from MED, ODoEP, ODoCIE, TEM, PSaPP and DSUE.

context, as testified by the following 20th century quotations given in the OED
(1922 They danced CHEEK to CHEEK with the boys. > 1968 It’s the way she
behaves .. flirting – trying to shock, really – CHEEK to CHEEK dancing and all
that. > current in present-day English).
The crosslinguistic query shows that this English idiomatic expression has
mirror-like equivalents in various languages, and these clearly fit in the category of
equivalence referred to as the category of lexico-syntactic symmetry complemented
by HEAD equivalence of semantically parallel phraseological units. The following
idiomatic expressions form a set: Mod.E. CHEEK to CHEEK, French danser
JOUE (‘cheek’) contre JOUE (‘cheek’), Italian ballare GUANCIA (‘cheek’) a
GUANCIA (‘cheek’) and German tanzen WANGE (‘cheek’) an WANGE (‘cheek’).10
The mid 19th century B-related sense ‘to be humble’ which is conveyed by
the phraseological formation to turn the (other) CHEEK enriches the body of
idiomatic expressions the semantics of which is related to the conceptual category
ATTITUDES. One has grounds to conjecture that the conceptual foundation of
the sense may be hidden behind the biblical symbolism of the contextual use of
face employed in sense B referring to the part of both human and animal face
which is transferred onto the structurally contiguous cheek. Here, the physical
act of slapping one’s cheek is understood as answering an affront or attack with
meekness and humility (see PE).
As to chronology, the discussed sense was first registered mid 19th century,
as evidenced by the following OED quotations (1850 Wisdom has taught us to
be calm and meek, To take one blow, and turn the other CHEEK.   > 1969 Nye
[Bevan] was never one to turn the (other) CHEEK, and I have no doubt there
were conflicts of personality and frustrated ambition behind his resignation.).
The lexicographic works that have been consulted point to the common use of
the phraseological unit in the present-day English (see, for example, EAI).11
The discussed idiom with its counterparts in the languages used for
comparison clearly fit in the crosslinguistic category of the lexico-syntactic
symmetry complemented by HEAD equivalence of semantically parallel
phraseological units. Here, compare such phraseological formations as Mod.E.
to turn the (other) CHEEK, French tendre l’autre JOUE (‘cheek’), Italian porgere
l’altra GUANCIA (‘cheek’) and German die andere WANGE (‘cheek’) hinhalten.12
10

Examples taken from DMFA, CRUD, DFIIF, DI, LCGE, GE, LGFDDF, GFIIF, DIID,
GWE and LEW.
11

Also, the illustrative material was taken from PE, EAI, PI, MED and TEM.

12

Examples taken from CRUD, DII, LCGE, DIID, DFEAC, DFDPEAeC, GFIIF, DMdPEeL and GE. Note that the lexicographic sources, that is GE, CRUD evidence the lexical variants
of the above quoted phraseological formations, here considered as onomasiologically viewed synonyms, these are French presenter l’autre JOUE (‘cheek’), German die andere WANGE (‘cheek’)
darbleiben.
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The lexical data available allows us to postulate the Mod.E. rise of a
relation between the semantics of the phraseological unit to have the CHEEK
to do something and the cognitive matrix of attributive values specifiable for the
target conceptual category MORALS.13 The sense conveyed by the idiomatic
expression is ‘to be bold’ and we are certainly dealing here with an interesting
case both in crosslinguistic and diachronic perspective. The sense that emerges
from the phraseological formation analysed may rest on the transfer of the
symbolic load of the lexical item face employed in its secondary sense B ‘the
lateral side of the face below the eye in men and animals’ onto the structurally
contiguous cheek (cheek ó face). One might postulate that the conceptualisation
path involved here is conditioned by contextual association of honour and
dignity that face ócheek symbolically stand with broadly understood effrontery.
Alternatively, one may conjecture that the rise of the figurative sense may have
been triggered by the working of the attributive value (FRONT) foregrounded
in the cognitive matrix of the nominal source sense B referring to part of face
of either men or animals. This – applied to human behaviour – may translate
as lack of effrontery and decorum or direct, blunt, unceremonious and hence
rude behaviour. The lexicographic works inform us that the discussed
phraseological formation came into widespread use in the 19th century, as
evidenced by the following OED quotations (1852 On account of his having
so much CHEEK. > 1885 It shows a considerable amount of CHEEK to bring
forward this matter.), and it is widely recorded in the present-day dictionaries.14
The crosslinguistic query provides us with cases of semantically corresponding
phraseological formations in other languages that serve to convey the sense ‘to be
bold’. By and large, these may be said to fit in the crosslinguistic category of lexicosyntactic symmetry complemented by HEAD=(cheek) ^ (forehead) disparity.
A case in point is the Mod.E. idiomatic expression to have the CHEEK to do
something and the German phraseological unit die STIRN (‘forehead’) haben
etwas zu tun.15

13

The lexicographic sources list other phraseological units used in the discussed sense, that
is to give the CHEEK, to have more CHEEK than a white man, to have more CHEEK than Jessie
[an elephant at Sydney Zoo], What a CHEEK! (examples taken from TEM, DoEWiC and DSUE).
14
15

The example was taken from DSUE, DoEWiC and TEM.

Examples taken from LCGE, GE and GEW. Note some lexicographic sources give the
lexically alternative version of the idiomatic expression used in the sense ‘to be bold’, i.e. die
STIRN (‘forehead’) besitzen etwas zu tun lit. ‘to possess the forehead to do something’. These – in
line with the assumption made in the introductory section – from the onomasiologcal perspective
are considered as lexically synonymous.
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Conclusions
The data collected allow us to determine a relatively limited number of senses, both as regards
the historical senses of cheek (senses A > E, as illustrated in Figure 7), and the senses encoded
by the historical cheek-based phraseological formations (B-related senses, itemised in Figure
8). Such relatively insignificant productivity – on our interpretation – might follow as corollary
of low structural salience of the body part denoted by the term that somehow translates into its
insignificant symbolic potential. This – in turn – might rest on the absence of the involvement of
DOMAIN OF FUNCTION […] in the construal of all the consecutive nominal senses of cheek
which – judging by the example of the previously analysed eye – will prove to be the cognitive
category with the attributive values of the highest figurative potential (see, for example, the following senses of eye: sense A ‘the organ of sight in men and animals’, sense C ‘ocular knowledge’, sense F ‘an object resembling eye in shape and/or relative position and/or function’).
As for the nominal senses that developed during the course of history of English, these
may justifiably be conjectured to have been based on sense B ‘the lateral side if the face below
the eye in men and animals’, both because of the evidential chronology and the existence of
a number of contact points common between both sense-threads. Note that all secondary senses
C, D and E are construed on the conceptual foundation of sense B in that the attributive matrix
of the attributive values located within DOMAIN OF RELATIVE POSITION […] and
DOMAIN OF SHAPE […] highlighted for the sense B remains active for all three of them.
Similarly, in determining the possible source sense for the semantics of the cheek-based phraseological formations the criteria of chronology and the metaphorical transference of conceptual attributive blend of the source sense were taken into consideration. For example, the sense ‘to be humble’ of the
expression to turn the (other) CHEEK may be assumed to build upon the semantic purport of sense B ‘the
lateral side of the face below the eye in men and animals’in that it refers to the contextually operative attributive value (HUMAN BEING) specifiable within the attributive path of DOMAIN OF BEING […].
Note that the cheek-related data seem to provide evidence for the tendency which amounts to
saying that there obtains some semantically qualitative overlap among the various HEAD-related
phraseological formations. Compare, for example, eye- and cheek-based phraseological formations that express parallel sense ‘near’, that is the pair CHEEK by CHEEK and before one’s EYES.
As to the types of semantic alterations observed in the diachrony of cheek one may conclude that the category of metaphor seems to be at work twice in generating its secondary
nominal senses (i.e. sense C and sense D). The cases of sense narrowing (sense B) and widening (sense E) were determined on the grounds of the scope of attributive values either increasing or diminishing respectively. Also, the law of abstraction formulated long ago by Bréal
(1897) is clearly at work in that the majority of senses emerging from the cheek-based phraseological formations seem to be accountable through reference to its principles (see Figure 8).
Crosslinguistically, the cheek-based phraseological data seem to confirm the panchronic character of certain conceptualisation paths, in that certain phraseological formations fit in one of the
categories of crosslinguistic equivalence that have been distinguished. Here, two cases of mirrorlike equivalence were identified, that is both the Mod.E. idiomatic expression to turn the (other)
CHEEK, and its Romance and German equivalents fall in the category of the lexico-syntactic symmetry complemented by HEAD equivalence of semantically parallel phraseological units. Also, the
Mod.E. embodiments of the sense-thread ‘to be bold’, namely to have the CHEEK to do something along with its German forehead-based counterpart clearly fit in the category of lexico-syntactic symmetry complemented by HEAD disparity of semantically parallel phraseological units.
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SIMULTANEOUS INTERPRETING:
WALKING A TIGHTROPE
Simultaneous interpretation (SI) research indicates clearly that cognitive
constraints were recognised as one of the greatest impediments in the performance
of interpreters and this intrinsic difficulty constitutes a tremendous challenge at
each stage of speech processing. This idea was corroborated by the theories and
research conducted by a number of scholars (e.g. Chernov 2004, Mizuno 2005
and many others). Several models based on information processing paradigm
in SI have been proposed in order to account for this difficulty and facilitate the
selection and development of strategies and tactics which in turn could enhance
the performance of interpreters (e.g. Gerver 1975, Moser 1978). Their purpose
was to account for mental operations occurring in this mode of interpreting.
Further interdisciplinary models were developed with reference to cognitive
science (Mizuno 1994 and Setton 1999). Also, many models aimed at accounting
for grave errors and omissions which could not be attributed to deficits in
linguistic abilities, insufficient extralinguistic knowledge or poor delivery of the
source speech. One of such models was developed by Gile (1995) and further
broadened by the concept of the Tightrope Hypothesis based on the notion
of processing capacity requirements of a task in SI. It has been observed by
many scholars that simultaneous interpreting causes performance problems due
to increased processing capacity requirements, not only when a given speech
is fast, dense or highly technical, but also in clear and slow speech segments,
and not only in novice interpreters, but also in experienced interpreters.
Authors used to focus on entire speeches and certain variables of their
features (ad-libbed or read, characterised by informational density or the
lack of it, or rapid delivery), as well as on specific problem triggers, such as
numbers (Mazza 2001), proper names, perceptual foreign accents (McAllister
2000), enumerations, idioms, etc. However, recently we have witnessed a
shift of attention from the overall features of speeches towards ‘local’ analysis
focused on short segments and sequences of a few neighbouring segments
(Gile 2008). Scholars emphasise a strong possibility that this approach
will shed new light upon the issue of local cognitive load in simultaneous
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interpreting as well as errors, omissions and failures occurring as a result of
this cognitive load, having a significant impact on the quality of performance.
The following paper is a summary of an experiment conducted as an attempt
to verify the assumptions derived from the Tightrope Hypothesis, tested in an
empirical study with the participation of conference interpreting students at two
levels of advancement (novices and semi-professionals). The objective of the
experiment was to trace the occurrences of imported cognitive load in novice
interpreters as compared to semi-professionals. The analysis was based on the
recorded performance of interpreters. Priority was given to the occurrence of
processing capacity deficits resulting in cognitive overload and causing errors
and omissions as a result of cognitive load shifted from processing the previous
speech segments, leading to the deterioration in quality.
The starting point for the discussion of the cognitive aspects in SI is the
Tightrope Hypothesis developed by Gile (1999:153). The hypothesis posits that
interpreters often work close to the saturation level and that
‘the total capacity consumption is close to the interpreter’s total available capacity, so that
any increase in the processing capacity requirements and any instance of mismanagement of
cognitive resources by the interpreter can bring about overload or local attentional deficit and
consequent deterioration in the interpreter’s output.’(Gile 1999:159).

The aim of this hypothesis is to account for errors and omissions occurring
frequently in interpreting even if there is no particular difficulty present in the
speech. Gile (1999) claims that if interpreters worked well below the saturation
level, errors and omissions should occur only in the case of the existence of
an evident intrinsic interpreting difficulty in the source speech. Hence, errors
and omissions may be explained in terms of processing capacity deficits
implied by the Effort Models of SI, which will be elaborated upon further in
the paper. This leads us to the assumption that the total processing capacity
requirements are often close to the maximum available capacity in a single
interpreting situation. Gile also points out that simultaneous interpreters
tend to work close to saturation as regards each Effort, which means that
‘at any time, for at least one of the three core Efforts, the processing capacity required for the
task it is performing tends to be very close to the capacity made available for it’ (Gile 2008:61).

Speeches are characterised by a number of variables including the
‘speed of delivery, information density, quality of the speaker’s voice, prosody, accent, the
number of technical terms, the number of names, the clarity of the underlying logic etc.’ (Gile 1995)
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The Effort Model of simultaneous interpreting developed by Gile applies
holistically to all speeches regardless of their features. However, recently
scholars have indicated the necessity of further research based on different
types of cognitive load imported or exported within particular small segments
of a given speech in view of the Tightrope Hypothesis. Failures not in problem
triggers, but around them, have been observed in empirical research, for
instance by Cattaneo (2004, cf. Gile 2008) and Mazza (2005). The findings
of these studies corroborate the assumption of imported cognitive load being
shifted between particular segments of a speech. This notion is elaborated upon
further in the paper. As Gile puts it, failures could be explained by suboptimal
management of processing capacity and a resulting deficit in one of the
Efforts without a deficit in the total available processing capacity. (Gile 1999).
The following conclusions were drawn from these assumptions:
‘in the case of a whole speech or even a given segment interpreters are vulnerable to
conditions where total processing capacity requirements are high. This may result in errors,
omissions or a loss of linguistic and/or delivery quality in the target speech. Such conditions
may occur when speeches are dense, fast, spoken with an accent or a type of logic with which the
interpreter is not familiar, when they contain multi-word names or unfamiliar names, numbers,
enumerations etc.’ (Gile 2008:65).

There were also some empirical studies concerning various ‘problem
triggers’ such as numbers, names and idiomatic expressions (e.g. McAllister
2000, Mazza 2001). Moreover, evidence has shown that interpreters are also
vulnerable to errors in processing capacity management, which includes suboptimal distribution of attention between the Listening Effort, the Memory Effort
and the Production Effort. Due to the complexity of the task errors, omissions and
failures during the SI performance can be explained by the detection of differences
in the organisation of knowledge. Researchers go as far as to postulate that
better knowledge organisation closely correlates with reaction times and results in more
rapid access to knowledge already at the level of word recognition (Riccardi 2005:754). Such
errors are often the cause of loss of the interpreting quality.

The assumption behind creating the Effort Model of simultaneous
interpreting was the existence of the mental energy requirement. However,
due to the limitations of this energy being entirely exploited in the process
of interpretation, occasional increased energy requirements are reported to
ensue frequently, leading to the occurrence of errors, omissions, failures and
overall deterioration of performance. Yet another comment with respect to this
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phenomenon needs to be mentioned: interpreting includes the crucial role of
attention, as well as automatic and non-automatic operations. Gile (1995: 161)
states that
‘some mental operations (nonautomatic operations) require attention or processing capacity
and others (automatic operations) do not. Nonautomatic operations take processing capacity
from a limited available supply. When the processing capacity available for a particular task is
insufficient, the performance deteriorates.’

According to Gile (1995) the operations in SI that cannot be automated include
‘detecting a brief stimulus, identifying a non-familiar stimulus or a familiar stimulus
presented under poor conditions, storing information in memory for later use, preparing for nonautomated response, controlling the accuracy of a movement, or manipulating symbols in the
cognitive systems’ (Gile 1995:161-162).

Thus, Gile based his model on the assumption that there is a clear connection
between a certain cognitive over-load and deterioration of performance.
The Effort Model of simultaneous interpreting proposed by Gile is a
cognitive framework conceptualising SI as a set of multiple cognitive operations
grouped into three basic ‘Efforts’. The first indicated Effort is the ‘Listening
Effort’ or the ‘Listening and Analysis Effort’ (L) the ‘Production Effort’ (P), the
‘Memory Effort’ (M) (Gile 1995:97-98).
Also, a fourth Effort was added to this model, namely ‘the Coordination Effort’
(C), proposed by Eysenck & Keane (1990). This Effort is responsible for managing
the allocation of attention and shifts between the three other efforts. Gile (1995:169)
notices certain parallel features of this Effort to what Baddeley and Hitch called the
‘Central Executive’ in their model of Working Memory (Baddeley & Hitch 1974).
Another effort proposed by the author of this paper is ‘Supression of
Irrelevant Thoughts’ which encompasses the thoughts of the interpreter during
the performance of the interpreting task, which need to be eliminated in order
to perform the task successfully and which represent a conscious effort. Such
thoughts are usually connected with the settings in which the task takes place, the
speaker(s), or they may relate to the interpreter’s experience and these thoughts
distract the interpreter from the actual task and cause increased processing capacity
requirements. This idea is based on the experience of the author in SI and corroborated
by a separate survey conducted by the author among conference interpreters.
The general assumption is that the available capacity must be larger than
the requirement for the successful completion of a task. In order to meet this
demand, the total available capacity must be at least equal to the capacity
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requirements. Thus, difficulties and failures can be accounted for not by the
lack of knowledge but rather by the cognitive overload which leads to situations
in which the execution of a given task is delayed or not performed at all.
The fact that simultaneous interpreting involves a considerable cognitive
load was recognised a long time ago (for instance by Gerver 1969). The focus
of research was twofold. Firstly, whole speeches and their particular features
were taken into account, and secondly, authors focused on specific problem
triggers and their influence on the SI output. However, recently these factors
have been discarded as not being sufficient interpreting difficulty predictors.
The new approach was proposed by Gile (2008:59-77) who advocates local
analysis as a means of investigation of cognitive load limitations in SI. He assumes that
‘[i]n such local analyses, cognitive load imported from the unfinished processing of the
previous segment can be a determinant of the interpreting difficulty of the current segment –
and explain language-specific interpreting difficulties which are not manifested in everyday
conversation. Other factors include information-density distribution in the sentence and intersentence pauses.’

Therefore, particular sentences and clauses are regarded as a convenient unit
of analysis.
Gile notices further that when processing a sentence, the interpreter is faced
with cognitive load which stems from processing the sentence itself, but also
from processing the previous sentence and the necessary retrieval from the STM,
reformulation, production and monitoring at the time when a new sentence has
already started. This notion is characterised as the ‘imported cognitive load.’ The
implication of its existence is that
‘the specific distribution of information density along single sentences can determine
interpreting difficulty to a considerable extent: depending on where and how information is
distributed in a sentence, it may export a smaller or larger load into the next sentence’, which
results in the fact that ‘any such local decision may have significant implications on cognitive load
and determine success or failure in the interpretation of specific sentences.’ (Gile 2008:60).

So far no research has been carried out with reference to the patterns of
imported cognitive load in novice interpreters as opposed to more experienced
ones. The study presented further in the paper is an attempt at analysing the
local cognitive load distribution depending on the level of advancements in SI.
As has already been stated, increased processing capacity requirements
frequently occur in the process of interpreting, which may lead to significant
omissions of the ST elements in the TT. Several attempts have been made to
explain the nature of omissions in SI. As Jones (1998:139) points out,
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‘there are cases when the interpreter is unfortunately not in a position to provide a totally
complete and accurate interpretation’ and therefore, ‘the interpreter omits in order to preserve as
much of the original message as possible.’

Pym (2009:83-105) distinguishes two types of omissions, namely, low-risk
omissions which occur ‘in a constant background mode, without ST stimuli’ and
are found in repeat performances of the same task with similar frequency but
with different distribution in the text (judicious omissions as ethically enhancing
coherence, e.g. in the case of redundant phrases, etc.), whereas omissions,
which incur high level of risk tend to be repaired in a repeat performance.
Therefore, in the case of high levels of contextualisation, interpreters aim
at non-omission (see also Moser 1978, Kurz 1996, Pöchhacker 2007).
Pym, as opposed to Gile, emphasises the role of sociocultural context in the
case of omissions rather than the sole role of cognitive modelling1. He criticises
Gile’s approach to interpreting seen as a set of cognitive operations occurring
regardless of the contextual setting of a given interpreting task. He claims that
‘Gile’ s models might seem to deny the context-sensitive nature of interpreting, particularly
simultaneous interpreting, and instead present this professional activity as a mode of expertise that
would essentially be the same no matter what the social context.’

Another crucial issue for the performance of empirical research in SI is the
issue of variables which affect the performance quality. Gile (1995, 1997, 2005,
2008) gives priority to empirical research as a viable tool in TS and IS. However,
he emphasises the role of a careful choice of methods in order to obtain reliable
and valuable results.
Variables that exert strong influence on interpreting output are numerous.
They include the source language, the target language, the spontaneous, semispontaneous, or prepared nature of the speech, delivery speed, the speaker’s
intonation, the speaker’s accent, the logic of the speech, information density
of the speech, syntactic structures in the speech, including the length of
sentences and the number of embedded structures, the quality of the sound
reaching the interpreter, the interpreter’s knowledge of the subject matter,
experience, training, mental and physical state, motivation, visibility of the
1
‘(...) modelling of the resources used when interpreters make omissions suggests that cognitive management may actively respond to contextual factors such as the aims of the discourse,
the strategies of the speakers and the variable risks of the text items. Analysis of the data for one
of Gile’s experiments indicates that the cognitive management of omissions is highly variable.’
(Pym 2009:98)
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speaker from the booth, the number of delegates who listen to interpreting, the
interpreter’s relations with other colleagues in the team, etc. (cf. Gile 2006:9-23).
Cognitive psychologists have long been interested in the role of expertise
in problem solving. The early research proved that the main difference between
novices and experts was the organisation and use of their knowledge (Chase
and Simon 1973, de Groot 1965). Further research focused on the actual time
spent by both groups on problem solving (Chi 1982). Other differences between
these two groups were analysed in verbal protocols (Lesgold 1988). Many
scholars emphasise the superiority of experienced interpreters over novices
in the profession, as the operation of the cognitive system is seen to change
significantly over time. Danks points out that experienced interpreters are
sensitive to a broader range of information cues in the input, which modulates
the sensitivity of the filtering system and provides richer computational output.
He further lists essential differences between novices and professionals,
known to cause substantial differences in their performance, such as: differential
cue use, richer network of activation resulting from the alterations in filtering.
Aware of the problems, professionals are able to use effortful processes (strategies
and tactics) in the problem-solving task. Moreover, professionals develop
a certain degree of automaticity in the processing of input, whereas selective
inhibition is thought to allow interpreters to decrease the processing time,
improve accuracy and eliminate the effect of interference on the performance.
Sternberg (1999:298) regards expertise in translation as a sub-category of
translation competence and a prototype construct which encompasses factors such as:
‘quantity of knowledge, organisation of knowledge, superior analytical ability, superior
creative ability, superior automatisation of processing, and also a superior practical ability which
allows experts to apply their more abstract, cognitive abilities within the constraints of the field
where they work’ (Sternberg 1999:298).

Additionally, the knowledge of experts in their domain has been restructured,
and therefore, can access their LTM in a more efficient manner than novices.
They conduct problem-solving in a more efficient way due to proceduralisation
(conversion of the declarative knowledge into procedural knowledge), tactical
learning and strategic learning. Experts are reported to have developed rich
patterns of declarative knowledge. They spend more time on creating the
representation of a problem than on finding and applying a strategy to solve it. Their
representations of problems are based on the structural similarities between these
problems. Moreover, experts start solving the problem concentrating on the given
data towards the issues that are unknown. The patterns that they have developed
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include a lot of procedural knowledge on the problem-solving strategies. They
are able to solve problems efficiently, even facing time constraints and are able to
solve problems faster than novices. Besides, experts display high effectiveness
in finding proper solutions. They are able to monitor their own strategies and the
process of problem solving. When faced with problems having untypical structure,
they spend more time than novices on the representation of the problem, as well
as on the retrieval of proper strategies. Finally, when they receive a new piece of
information which is contradictory to the initial representation of the problem,
they are able to adapt flexibly applying more suitable strategies (Gile 1995).
Novices, on the other hand, demonstrate little declarative knowledge
from a given field, their knowledge is poorly organised and diffuse. The time
used for the application of proper strategies is longer than the time spent on
creating the representation of a problem. Moreover, novices create relatively
poor and primitive representations of problems, which are based on superficial
similarities between them. Novices concentrate on the gaps in their knowledge
and on finding strategies which could be used in relation with the information
they have. They often apply the method of intermediate goals when dealing
with many problems. Their problem-solving strategies include few or no
automatised sequences of steps. What is more, their efficiency is lower than
in experts’ performance and they do not have a properly developed system
of monitoring of their own problem-solving strategies. Finally, novices
demonstrate inferior ability to adjust to new information which is contradictory
with the initial representation of the problem and the applied strategy.
The study was devised as an attempt at verification of hypotheses
derived from the assumptions of the Tightrope Hypothesis, as well as from
the interdisciplinary insight into the cognitive processes in simultaneous
interpreting. The assumptions presented above, as well as the research reviewed
previously indicate the need to compare the performance of novice interpreters
and semi-professionals. Therefore, a study needs to be designed in order to
analyse the frequency of cognitive overload and strategies applied to overcome
this difficulty, taking into consideration subjective views of each participant.
It is postulated that novice interpreters are more prone to fail as a result of the
increased demands in processing capacity. Processing-capacity related problems
are understood as any processing capacity requirements for the two simultaneous
Efforts which exceed the total available capacity needed for performing SI. Such a
situation causes saturation. However, saturation alone is not the exclusive source
of errors and omissions. For instance, when students focus too much on finding
an elaborate and correct translation equivalent of a given SL segment, there is an
insufficient amount of processing capacity left for the Production Effort. In this
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case an interpreter needs to cope with individual processing capacity deficit which
hinders the TL production. Such errors and omissions are described as arising from
‘improper management of processing capacity’ (Gile 1995:171). If the hypotheses
are corroborated, it may lead to a claim congruent with the Tightrope Hypothesis
by Gile (1999:153-160). Accordingly, poorer performance of novice interpreters
due to improper management of cognitive resources cannot be excluded.
On the basis of the research reviewed above, the following hypotheses were
proposed:
1. capacity deficits and saturation levels are expected to be more extensive in
Novices, therefore, they are prone to failures more often than Semi-professionals,
and therefore, the management of cognitive resources should be better in Semiprofessionals. Semi professionals are expected to be able to manage local
cognitive load (on the level of particular sentences/clauses) in a better way than
Novices. It should be manifested by:
1a. the differences in the number of grave errors in their performance,
1b. the differences in the number of significant omissions of the text
2. reporting the overload, as well as commenting upon the experimental settings
should be more extensive in the case of Novices, as many scholars believe that less
experienced interpreters are able to better verbalise their decisions and indicate errors.
The study focused on the performance of 12 MA students who participated
in a 2-year conference interpreting programme at Adam Mickiewicz University
in Poznan. All of the students participated in extensive training including
various modes of interpreting with 3 working languages: Polish, English and
German. All subjects had Polish as their L1. For the purposes of the study the
subjects were divided into 2 groups according to the level of advancement:
– Novices – first-year students who completed 6 months of training at the
time of the experiment
– Semi-professionals – second-year students who completed 15 months of
training at the time of the experiment.
In the experiment bi-directional simultaneous interpreting has been used to
detect occurrences of local cognitive load (especially cognitive load imported from
processing the previous segments of the speech) influencing the performance of
interpreters, which should be manifested by processing capacity deficits resulting
in errors and omissions of sizeable segments of the ST. The aim was to focus on
local cognitive load (Gile 2008) and overload in one or more Efforts, excluding
the characteristics of speeches which are already known from the literature
(e.g. numbers, idioms, etc) for causing increased processing capacity demands.
It is generally suggested in the SI research that there is a necessity to select
representative stimuli in studies, in which the level of expertise of interpreters is
compared. The argument supporting this idea is that authentic materials and tasks
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allow more experienced interpreters to ‘capitalise on their experiential advantage.’
Therefore, authentic textual materials have been used in the present study.
The selection of text for the experiment was governed by the following criteria:
– topic familiarity
– high degree of orality
– acceptable delivery rate
– no excessive amounts of specialised vocabulary
– no alterations
– appropriate style and register.
The English source text was the victory speech delivered by Barack
Obama on 4 November 2008. The transcript comes from the website of
The New York Times (2,051 words). The Polish source text was the official
translation of the speech by Barack Obama (1,638 words), published in Gazeta
Wyborcza. Neither of these texts has been changed or altered in any way.
Immediate retrospective accounts (developed by Kalina 1994, 1998, 2005),
were used as an auxiliary method to elicit knowledge concerning the occurrences
of cognitive overload and substantiate the researcher’s assumptions as to the
reasons of overload. The subjects were supposed to record their comments while
listening to their own performance, paying special attention to failures and
omissions of the source text occurring as a result of cognitive overload. In the
accounts the subjects used their native language, which enabled them to express
their thoughts more freely.
Immediate retrospective accounts were used in order to verify
tentative assumptions of the experimenter as to the causes of overload.2
The following variables have been indicated:
– reported and assumed occurrences of omissions and errors [O&Es] due to
local cognitive load (especially the imported cognitive load)
– subjective assessment of the experimental setting.
Prior to the commencement of the task, the participants were instructed as
regards the overall procedures of the experiment and the speeches that they were
to interpret in both directions (from Polish into English, and subsequently from
English into Polish). The actual interpreting task was preceded by a warm-up
exercise of about 7 minutes, prior to which the interpreters received vocabulary
lists with potentially unknown items. The students’ performance in the warm-up
exercise was not recorded.
2

Cohen (1984) claims that a central issue for the methodology of retrospective studies is
the ‘recency effect’, which implies that the time interval between the completion of the task and
the initiation of retrospection influences the validity of the data, especially the information on
processing problems in SI.
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The subsequent stage in the experiment was the interpretation of the speech
from Polish into English, which lasted for about 16 minutes. This stage was
followed by the interpretation of the speech into Polish, prior to which the
subjects were allowed to have a break. After the break further instructions were
provided and the subjects could proceed to interpreting, which lasted for about
19 minutes. No vocabulary lists were provided for this part of the experiment.
Both interpretation tasks were recorded for further analysis.
The next part of the experiment comprised retrospective accounts which
were recorded while students were listening to their own interpretations. They
were allowed to stop the recording whenever necessary and comment upon the
relevant aspects of their performance. Before this task could begin, the students
were given a short briefing concerning the actual procedure of the recording. The
students were supposed to indicate the following aspects of their performance:
– segments of the text where, according to the subjects, cognitive overload
took place, giving the reason for overload (whenever possible) and specifying
in which effort (Listening and Analysis, Memory, Production or Coordination
Effort) the processing capacity requirements were intensified;
– unknown words (which they failed to render) resulting in cognitive
overload and subsequent failures in the performance and omissions of particular
speech segments. Due to the space constraints, the results obtained from the
retrospective accounts are not discussed in this paper in detail.
Hypothesis 1a stated that capacity deficits and saturation level should be
more extensive in novices, and as a result, they should be prone to commit
more errors than semi-professionals. This would suggest better management
of cognitive resources in semi-professionals. What is more, semi professionals
were expected to manage local cognitive load in a better way than novices.
It was preliminarily stated that irrespective of the direction, several cases
of errors have been evidenced in the case of all subjects. Errors were reported
to have occurred mostly due to processing the information from the previous
segments. The shift of cognitive load onto the adjacent segments was also caused
by hesitations and self-corrections which gave rise to delays in the production
of the TT. As expected, overload of working memory took place. Additionally,
several examples from the performance of the subjects indicate that frequently
prolonged retrieval of words and phrases from the LTM caused the increase of
the processing capacity requirements. Surprisingly, this led to errors even in
segments which were delivered quite slowly and which seemingly contained no
intrinsic difficulty. Numerous examples have also proved uneven distribution of
attentional resources between the comprehension of the ST and the formulation on
the TT. Another identified source generating shifts in cognitive load were proper
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names and quotations which often caused further cognitive mismanagement.
Remarkably, in both groups there seems to be predominance for inept formulations,
calques, incorrect collocations and copying the ST word order as a result of the
imported cognitive load. Even more surprisingly, many errors occurred despite
the fact that there was enough time for the subjects to formulate correct and
meaningful sentences. What is more, hesitations and self-corrections have been
indicated as the most frequent factors to cause further overload in the text.
Nevertheless, no differences between the two groups in terms of the number
and source of errors have been identified. Therefore, the assumption that novices
are prone to commit more errors when facing excessive cognitive load imported
from the previous segments has not been corroborated. At this point, in view of
the evidence presented above, it seems reasonable to reject Hypothesis 1a stating
that there should be significant differences between the two groups, concerning
errors which result from suboptimal management of cognitive resources.
As regards omissions, it was stated previously that according to the
Tightrope Hypothesis (Gile 1999) omissions occur as a result of the fact that
interpreters frequently work close to the level of saturation. Therefore, the total
capacity consumption is close to the interpreter’s total available capacity, so
that any increase in the processing capacity requirements and any instance of
mismanagement of cognitive resources by the interpreter can result in overload or
local attentional deficit. As a consequence, the quality of the interpreter’s output
deteriorates (Gile 1999:159). Gile (1999) claims that if interpreters worked well
below the saturation level errors and omissions should occur only in the case of
the existence of an evident intrinsic interpreting difficulty in the source speech.
Hence, errors and omissions may be explained in terms of processing capacity
deficits implied by the Effort Models of SI. This leads to the assumption that the
total processing capacity requirements often close to the maximum available
capacity in a single interpreting situation. However, it has also been stated
that the management of cognitive resources is dependent on the experience
(Sternberg 1999). Therefore, novice interpreters were expected to omit more
meaningful segments and even whole sentences of the ST due to the cognitive
load being imported from processing the previous segments of the speech.
Indeed, these assumptions have been corroborated by the data gathered in
the study. Novices tended to omit larger segments usually due to the overload
of memory which occurred as a result of cognitive load being shifted from
the previous segments of the speech. In the case of Semi-professionals the
reported omissions were usually tactical omissions applied to decrease the
processing capacity requirements posed by the local cognitive load. Whereas
Novices usually omitted several segments of the text due to cognitive
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overload. These outcomes provide strong evidence to support Hypothesis 1b.
Hypothesis 2 states that reporting the overload, as well as commenting upon
the experimental setting should be more in the case of novices, as it is believed that
less experiences interpreters are able to verbalise their decisions and indicate errors
additionally providing explanations concerning the reasons of their occurrence.
However, as proved by the recordings from the immediate retrospective
accounts, the differences in the number of comments were too enormous to draw
a conclusion that they might have had connections with the level of expertise
of the subjects. As it occurred, many subjects refrained from commenting upon
particular types of errors and omissions. Nevertheless, it was most probably due
to different personalities of the subjects, and not due to the level of expertise.
Therefore, Hypothesis 2 should be rejected.
Apart from the evidence provided above, several regularities in the
performance of the subjects have been noticed. First of all, errors and omissions
have been noted to occur more frequently in interpreting into Polish. This
regularity applies to the performance of both groups. It may be partially accounted
for by the fact that in this case more capacity was required for comprehension
of the ST, which impeded significantly the ability to monitor the output. What
is more, it has been shown in the tables in Appendix 1 and 2 that the subjects
who omitted more segments of the ST displayed relatively few cases of serious
errors in their performance. It applied especially to the group of Novices. It may
be accounted for by the fact that due to omissions it was possible for them to
lower the processing capacity requirements. Therefore, more capacity could be
devoted to monitor the production.

Conclusions
Several phenomena associated with the differences in the performance of novice interpreters
and semi-professionals have been discussed in the paper. Particular emphasis was placed on the
occurrence of imported cognitive load which strongly influenced the performance of the subjects
also in places where no intrinsic difficulty had been detected.
Nevertheless, too little evidence was provided to establish a more detailed pattern of imported
cognitive load, which was due to the limited number of participants in the study. It would be
possible to obtain more detailed data and comments from the participants by means of interviews
conducted individually with the participants. It would allow asking detailed questions to the
participants, which might be a more reliable method than the immediate retrospective accounts.
Moreover, in the present study such variables as gender differences, age differences and
the possible influence of other foreign languages were not taken into account. Perhaps these
variables might shed some light on the issue of the management of cognitive resources. Also,
the corpus gathered for the present study may be used for the investigation of other aspects
of the SI performance.
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In relation to the issue of feasibility of empirical research in SI, it needs to be stated that it is
extremely difficult to find a representative group of interpreters, especially among professionals.
They come from different backgrounds, usually pursue various educational paths, have diversified
experience. Some interpreters perform simultaneous interpretation very frequently, others only
from time to time. Therefore, groups for studies involving professionals need to be selected very
carefully.
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SERIA FILOLOGICZNA
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Konrad ŻYŚKO

GLORIFICATION OF VIOLENCE IN BRITISH FILMS
DEPICTING FOOTBALL HOOLIGANISM
Scholars and social scientists have been trying to elucidate hooligans’
motivations for violence for years. At the same time the press, radio and television
have been attempting to raise the public awareness of the hooligan phenomenon.
Out of the three media it is the film, “medium that has produced the most brutal,
macabre, bloody and excessive scenes of violence, and to which controversy
about such representations inevitably returns” (Carter and Weaver 2003: 42)
seems to be the most popular tool for the depiction of hooligans. It is also film
that seems to remain rather equivocal both in the approach to the phenomenon
and in the assessment of its ramifications. As a result, productions which rely
heavily on bona fide, gory and hooliganism-related scenes were born as an
answer to both the huge concern and fandom provoked by football hooligans.
The aim of this paper is to show that British films depicting football
hooliganism have a tendency to glamorize violence or lend justification to some
forms of violent behaviour. This propensity and its instances which I am going to
take under scrutiny are analyzed both qualitatively and quantitatively in films such
as The Firm (1988), I.D. (1995), The Football Factory (2004) and Green Street
Hooligans (2005). These are feature film productions that deal with the hooligan
culture per se, with none or hardly any instances of football-playing scenes, thus
putting the sports aspect into the shade or even getting rid of it completely. Since
hooligan-related films are different in their construction from sports films, the
talk about hooligan genre is fully justifiable here and so is the exclusion of films
such as Fever Pitch (1997), Mean Machine (2001), Goal (2005), and other sports
productions from my analysis. The shared structural backbone of the hooligan
films (which will come in sharp focus after scrutinizing the content analysis), the
majority of which concentrate on various aspects of hooligan rivalry and omit
saccharine scenes typical of sports films, provides a framework for the research;
a vantage point from which analyses can be carried out and conclusions drawn.
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What is violence and glorification of violence ?
Any discussion on “glorification of violence in British films depicting
football hooliganism” should begin with the definition of terms such as
violence, glorification of violence and football hooliganism. The task proves
to be quite complicated as “attempts to define what we mean by violence
have long been the source of fierce debate in media and cultural studies”
(Carter and Weaver 2003: 2). One of the suggestions that I am I going to
apply in this paper is that “violence is a violation of a character’s physical
or emotional well-being. It includes two key elements – intentionality and
harm – at least one of which must be present” (Carter and Weaver 2003: 2).
Thus Glorification of violence is an act of giving glory to violent behaviour,
where glory should be understood as “the importance, honour, and praise”
(The American Heritage® Dictionary of the English Language) or “great
honour, praise, or distinction accorded by common consent; renown.” (The Free
Dictionary). To glorify hence means to present something better than it de facto
is. The statement is enhanced by the statement that “what is being glorified is
being glorified as conduct that should be emulated in existing circumstances”
(Terrorism Bill 2005-2006). Moreover, to paint a fuller definition of glorification
of violence, it should be added that it also covers all kinds of aggressive
behaviour which bring palpable benefits or just do not bring any harm to its
agent(s). Hence, glorification of violence in films concerns the way violence is
represented and the results it has on the characters. Here, according to Carter
and Weaver (2003: 3), there are four media representations of real human
violence that could have strong glamorizing overtones : unpunished violence
(“feature[s] villains who are not punished”), painless violence (“violence
does not result in serious injury, pain or death”), happy violence (”this type
of violence often occurs in children’s cartoons, where characters who are
repeatedly hurt become the points of humour”), heroic violence (“violence used
by a good guy for a positive reason (to protect someone or save the world)”.
The four film productions that I analyze in this paper rely on the aforementioned
representations of real human violence, with the exception of happy violence.
Having established the terms violence and, clarification should be provided
with regards to the concept of football hooliganism, especially when there are
frequent misconceptions in this area. This is expressed by one of the West
Ham United supporters: “I don’t think the authority really know what a football
hooligan looks like or what he thinks or what he does. They think that a football
hooligan is someone who walks down the road, with a skinhead haircut, a pair of
Dr Martens boots, a pair of braces and a beer can in his hand, throwing bricks. This
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is nothing like that” (Hooligan 1985). Although much of the conceptualization of
a hooligan is stereotyped, it is difficult to generate a precise definition of football
hooliganism, a complex, widespread and thus heterogeneous phenomenon.
As Dunning, Murphy and Williams (1988) observed, this phenomenon lacks
a legal definition, and the concept is used to cover a variety of actions which take
place in more or less directly football-related contexts. Nevertheless, to subsume
all kinds of violent behaviour initiated by football fans under the umbrella term
of football hooliganism seems to be a simplification of the problem. “In search
of a more precise conceptualization of football hooliganism, an ideal typical
distinction can be drawn between spontaneous incidents of spectator violence
and the behaviour of socially organized fan groups that engage in competitive
violence, principally with fan groups of opposing football clubs” (Ramón Spaaij
2005:1, Giulianotti 2001:141, Stokvis 1989:148-152). Murphy Dunning (1994:
136) states that “the distinction between spontaneous violence and more socially
organized and premeditated forms of spectator violence is historically observable
in a shift from a pattern in which attacks on match officials and opposing players
predominated over attacks on rival fans, to a pattern in which inter-fan group
fighting and fighting between fans and the police became the predominant
form of spectator disorderliness”. The shift found a reflection in the systematic
formation of hooligan firms, organized gangs that, in general terms, support a
football team and engage in fights with supporters of other clubs. The degree
of social organization of firms involved in football hooliganism tends to vary
substantially, which is confirmed by the National Criminal Intelligence Service:
The amount and quality of this organization varies greatly between groups, from a highly
disciplined, hierarchical criminal group that associates continuously throughout the week to
a more casual grouping that comes on the occasion of a football match with the intention of
committing violent acts (Spaaij 2006: 5).

Galvani and Palma (2005) claim that although football hooliganism consists
mainly of competitive violence between rival fan groups, hooligans’ violent
behaviour is not restricted to inter-group fighting but may also include missile
throwing, acts of vandalism, attacks on police or non-hooligan supporters,
and racial abuse. Furthermore, Dunning (2000:142) observes that “the violent
behaviour of hooligan groups takes places not only at or in the immediate vicinity
of football grounds, but also in other contexts, for example city centres, pubs, clubs
or railway stations”. Finally, realizing that, according to Marsh (1978), “football
hooliganism involves a great deal of symbolic opposition and ritualized aggression
which is easily confused with ‘real’ violence”, we seem to get a panoramic view
of the phenomenon, which will help to carry out a content analysis of the problem.
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Content analysis
A content analysis will be used to count the instances of violent behaviour,
dissected and codified into distinct and detailed categories, which appear
throughout the analysed films. Ii is aimed at getting a precise number of scenes,
where “scene” should be understood as “a shot or series of shots in a movie
constituting a unit of continuous related action” (The Free Dictionary), and a
precise amount of time that was assigned by a director to a particular presentation
of violent behaviour. With this information I will endeavour to demonstrate that
the productions rely heavily on violence-involving scenes, which will serve as
a springboard to a qualitative analysis, aimed at exposing violence-glorifying
aspects and implications of those scenes.
Various instances depicted in the films need to be split up into separate
categories in order to realize the spectrum and intensiveness of the phenomenon.
Furthermore, the compartmentalization of violent behaviour will allow swift
comparisons to be made between the films. The categories, in line with the
theory on football hooliganism, are following: acts of vandalism (damaging
things and properties, usually cars, window displays, furniture etc.), verbal abuse
(strong language directed chiefly at members of an arch-rival gang), aggressive
quarrels (usually between members of the same group, or between a hooligan
and his spouse), domestic violence (violence in a family, from a husband to
his wife), violence fomenting (provocative, aggressive behaviour that does not
directly result in a fight or bodily harm, e.g. a kamikaze Buccaneers car charging
at the ICF hooligans in The Firm ), assaults (carried out by an individual on
another individual ), fracases and brawls (short noisy fights involving several
people and fights among a bigger group of people, especially in a public place)
, climactic battle ( the final, ultimate and most brutal fight, involving the most
number of hooligans and frequently culminating in grievous bodily harm).
Apart from the instances of violent behaviour, I also deem it appropriate to
count its repercussions, thereby providing exact numbers of people who have
been arrested, injured/wounded (suffering bodily harm, in the form of evident
scrapes, cuts, bruises, abrasions etc.), killed
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4020 seconds

6182 seconds
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3
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8
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verbal abuse

4
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231
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1

125

4

228

domestic violence

1

13

1

92

violence fomenting

2
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4
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2
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2

56

fracases and brawls

1
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121

scuffles with the police

0

0

1

27

climactic battle

1
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0

0
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34

2

186
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0

0

0

0

violence fomenting

1

3

1

32
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9
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5

80

fracases and brawls

10

288

7

464

scuffles with the police

1

85

0

0

climactic battle

1

97

1

293

869

TOTAL

1264

Table 2. Violent scenes in the films The Football Factory, Green Street
Hooligans in terms of number of scenes and seconds.
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Table 1. Violent scenes in the films The Firm, I.D., in terms of number
of scenes and seconds.
The Football Factory

1

Green Street Hooligans

5227seconds

6134 seconds

scenes

seconds

scenes

seconds

2

20

1

15

3

185

6

194

NUMBERS OF

1176

TOTAL

aggressive quarrels

The Firm

I.D.

The Football
Factory

Green Street
Hooligans

people arrested

0

1

1

0

people
injured/
wounded

5

5

6

20

people killed

1

0

1

2

Table 3. The consequences of violent behaviour in the films The Firm,
I.D., The Football Factory, Green Street Hooligans.
To sum up the data, it turns out that, time-wise, Green Street Hooligans is the
“most violent” film (1264 seconds of violence depiction), with The Firm (1176
seconds) and I.D. (1156 seconds) being almost on a par, and The Football Factory
‘lagging behind’ with its 869 seconds of violent scenes. However, if the data is
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arranged in percentage terms (the amount of time devoted to the violent scenes in
relation to the film duration), it is The Firm that emerges as the “most violent”
production, with the brutish scenes constituting 29,25 % of the whole film (I.D.
– 18,69 %; The Football Factory – 16,6 % ; Green Street Hooligans – 20,6 %).
A further, scrupulous analysis of the categories and the numbers pinned to them
may cast doubt on such a ranking as it is Green Street Hooligans that contains
most extensive depictions of physical violence (the umbrella term for domestic
violence, assaults, fracases and brawls, scuffles with the police, climactic battle)
which aggregate 837 seconds. Interestingly enough, The Football Factory , with
its fewest amount of time assigned to violent behaviour on the whole, devotes a
relatively large amount of time to physical violence (627 seconds). In comparison,
physical violence constitutes only 296 seconds of I.D. and 388 seconds of The Firm.
Notwithstanding the variety of violence-based rankings of the films, some
similarities and regularities can be observed with regards to structural use of
violence as the central theme of the film productions. First of all, there are hardly
any depictions of violence directed at or triggered by women (domestic violence)
since women hardly appear in the plot, and if they do, it is always in a nonhooligan context. This is a corollary of the way the hooligan world is portrayed,
namely, as a male-dominated reality with women being guardians of the hearth
or objects of men’s carnal desires; both female groups not fully understanding
or even realizing the men’s violent preoccupation. Furthermore, the louts’ reality
is governed by a rule that may be regarded as a cornerstone of all hooliganrelated activity as depicted in the films, that is: “fight only with other hooligans”.
This in turn accounts for the scarce presentation of yobbos’ scuffles with the
police , although the disdain expressed towards the police is quite palpable. The
restraint from violence directed at the police is a multifaceted phenomenon,
having foundations in a semblance of lawlessness attached to skirmishes with
other hooligans and too much a risk associated with assaulting a policeman.
Having established that the acts of violence pertain mainly to men and that
“honour is lost rather than earned when a hooligan formation allows or promotes
attacks on non-hooligan supporters or passers-by” (Ramón Spaaij 2006: 24), it
may still be interesting to reconstruct the shared structural organization of the
inter-hooligan rivalry. The films place characters in the context of a long-lasting
war between usually a few groups of thugs and there is a good reason for that as
“past events and disagreements between opposing groups can become important
reference points in sustaining great hostility and triggering violent responses”
(Ramón Spaaij 2006: 23) . Although football plays only a minor role in the films,
with football matches being scarcely represented, it serves as a background motif
binding the majority of instances of violent behaviour. Thus, disorderly conduct
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frequently takes place before, at, or shortly after a football game. Another such
a regularity is the scene or rather the sequence of scenes picturing the climactic
battle that takes place in the final part of the films (the exception being I.D.
where the undercover mission is terminated just when the viewer might expect
a final fight to occur). This prolonged presentation (293 seconds in Green Street
Hooligans) is also the most violent one, that is, it results in the greatest number
of people being injured or killed as compared with the rest of the film scenes.
Conclusions could also be drawn from the data concerning the numbers of
people arrested, injured/wounded, killed. It is striking that hardly any thugs get
arrested for their violent actions. While The Football Factory features the leader
of the Chelsea firm receiving a seven-year sentence, in I.D. a hooligan gets caught
for stealing a jar of pickles from the factory where he works. The rest of the
hooligans do not receive or are not shown to receive any legal punishments for
their brutal behaviour whatsoever. Such a presentation of unpunished violence,
with hooligans being above the law and the police being helpless, is indicative of
violence glorification. The indication is even enhanced by the “painless violence”
aspect of the films, with relatively few people being injured or wounded in brutal
fights or as a result of fierce assaults. The image of painlessness can be broken few
fatalities presented, yet heroic death is frequently a hooligan’s passport to eternal
glory (however, Green Street Hooligans does not concentrate on this aspect).

Semiotic analyses of the films
Semiotics is an interpretive thus subjective method that aims at generating
“thick descriptions”, that is, complex and textured analyses of the texts (Stokes
2003). By means of semiotics I try to disentangle the films into smaller
components and through the qualitative analysis locate them in the generalmessage area of the texts.

The Firm
The main character, an educated estate agent, Clive ‘Bexy’ Bissell (played
by Gary Oldman) is a break-off with the stereotype that presents a hooligan as
a primitive, uneducated, jobless and bored thug belonging to the lower social
stratum. Instead of the common misconception, Clark proposes a picture of
a hooligan as a well-off white-collar worker who seems to lead a normal middleclass existence, having his nearest and dearest (a loving wife and a child)
waiting for him at home. The terms of endearment such as “darling”, “beloved”
used between the spouses can act as a touchstone of the depth of the couple’s
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relationship, suggesting that there is nothing missing for the leading hooligan
in this sphere of life.
The attempt to redefine the notion of a “hooligan” is expressed even more
explicitly by the scene of the ICC group watching a television broadcast devoted
to the problem of hooliganism. A media pundit’s words:
We must distinguish between the bovver boy, yobbo type hooligans, so representative of the
1970s, and today’s more sophisticated, more disciplined hooligans. Most of them have jobs, in fact,
some of them have quite skilled jobs and quite a comfortable lifestyle. Basically I see it as a kind of
search for meaning, an attempt to validate their lives, give it significance (The Firm)

are met with one of the hooligans sharp retort: “Why don’t he just tell
them we like hitting people?” (The Firm). The description seems to catch the
true essence of hooliganism par excellence yet the hooligans do not come to
terms with the proposed ideology, even though the fact that they all spend time
together watching TV at Bexy’s house proves that there is something more
about hooliganism than just hitting other people. “violent confrontation [...] is
not the only source of meaning and identity in football hooliganism. Hooligan
formations provide their members with a sense of belonging, mutual solidarity
and friendship. Narratives of hooligans reveal how group members claim
to look after one another and stick together through thick and thin” (Ramón
Spaaij 2006: 26). Thus, the firm members form a close-knit community that
could be dubbed a surrogate of a family. Hooligans, irrespective of their trade,
wealth or status, spend their free time together, socializing in a boozer or
meeting in Bexy’s place. The maxim “all for one, one for all” seems to be
the guiding principle of their unruly activity, so that when one of the hooligans
ends up in hospital after receiving a serious wound, he cautiously assumes a
false name and makes up the cause of the deep cut to protect the family.
Another aspect that could be regarded as a driving force behind thugs’ violent
acts is connected with thrill seeking and emotional arousal. Bexy, in a dialogue
with his wife, explains his violence-ridden motifs by claiming: “I need the buzz”,
to which his wife angrily replies: “Well buy a bloody beehive then!”. She cannot
understand her husband’s violent needs and that “[m]any hooligans perceive
conventional lifestyles and careers as boring and unchallenging. […] Group
membership and violent confrontation provide a chance to experience immediate
sensation in the form of pleasurable excitement, which is often referred to as an
adrenalin rush and ‘better than sex’ “ (Ramón Spaaij 2006: 18). This theory is
confirmed in the scene of climactic battle where sweat-drenched Bexy seems to
be drawing orgasmic pleasure from pummeling Yeti to a pulp. And although it is
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the former who finally pays the greatest price in the fight, he departs this life in
a blaze of glory. In the final scene of the film all the hooligans pay tribute to Bexy’s
courage and his visionary dream of the National firm that comes true after and
thanks to his death. Clive Bissell emerges as someone special, a hero, a “top boy”
for the hooligans and consequently “[t]he Football Association, desperately trying
to restore the image of English football in the wake of the 1985 Heysel Stadium
disaster (which left 39 people dead and led to a ban on English clubs competing
in European competition), accused the film of providing “poor role models” to
young fans” (Hobday 2003). The God-like reverence attributed to the late Bexy
is shown “ in an almost documentary-like style, even suggestively crossing the
line between drama and documentary […] when we actually see the camera
crew being taunted and cajoled by the firm itself” (Choking on Popcorn 2007).
To conclude, The Firm, in spite of a number of scenes which show the
serious repercussions of hooligan activity, has a potential to glamorize violence.
Presenting hooligan activities as more appealing and exciting than ordinary
domestic life and portraying hooligans as a community that is governed by the
“one for all, all for one” rule within the firm and the Biblical law “an eye
for an eye…” with regards to other firms, thus, does not allow its members to
get hurt, helps to create a glorifying effect. The final scene of the film shows
hooliganism as a fast track to eternal glory as Bexy’s death serves as a catalyst
for the unification of hooligans and reinforcement of their sense of belonging.
I.D.
The film tells the story of four undercover policemen purporting to be
supporters of Shadwell Town FC (a fictional club) and thus infiltrating the
hooligan group in order to track down its ringleaders. John, Trevor, Eddie and
Charlie quickly start to enjoy the atmosphere of the games and pick up a few
lines of the hooligan anthem. The word “anthem” is entirely appropriate here, as
the chant is based on the “Rule Britannia” music and lyrics:
We are Shadwell, the Kennel is our place.
Shadwell never, never, never shall lose face.
Though you hate us, we couldn’t give a toss.
Shadwell always, always, always are the boss. ( I.D.)

Soon afterwards John begins to find himself in the hooligan limelight,
receiving drinks on the house and having a great time with the Shadwell
comrades who altogether form a family-like community. Further collective
experiences seem to strengthen the sense of togetherness of the group and on the
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individualistic level the “combination of belonging, recognition and reputation
[…] enables the young males to achieve a sense of personal worth and identity”
(Marsh et al. 1978). The more alluring the new friendship-based reality becomes,
the less exciting the conjugal life is. The hint of the deterioration is noticeable
when the four policemen are out for dinner together with their spouses, yet when
the conversation turns to the problem of bearing-and-rearing of children, the men
desert the table under the pretext of the call of nature and discuss next Shadwell
match. John gradually becomes engrossed in the hooliganism life, the tendency
which seems to be overpowering the other three policemen as well. All of them
listen to the radio coverage of the F.A. Cup draw and joyfully jump in the air
when it turns out that Shadwell will face Millwall in the next round, the match
being an unwritten guarantee of violent incidents and a chance to experience
unparalleled excitement. When Eddie exclaims in the name of the whole policegroup that “[t]hese people are our mates. I’m having the time of my life”, it is
evident that Shadwell F.C. has become a form of escapism from the real world,
a haven of authority-free relationships and a great adventure. The epitome of
such a fascination is the Christmas Eve spent by the undercover policemen in a
pub with an understanding hooligan family instead of the nagging wives. The
scene of a joyful celebration, drinking and merriment, with the club hooligans’
gleeful singing :” Jingle bells, jingle bells, jingle all the way. Oh, what fun it is
to stay when Shadwell’s on their way” is contrasted with the following scene of
John eating a Christmas breakfast with his wife, all veiled in an awkward silence.
The inner changes that took place in the undercover policemen’s outlook on the
hooligan world are summarized by Eddie’s reaction to the information brought
by the supervisor that their mission is bound to be terminated forthwith and that
they are not allowed to appear in the Shadwell territory any more. The thing he
seems to be concerned most about is the fact that he will miss the next match:
“I’ve got tickets for the Oldham game. If we win, we’ll get promoted”. It shows
that his sense of identity shifted into hooligan realm, and it offers him more than
just a sense of belonging.
Being a member of the Dogs gives John a lot of pleasure and excitement.
According to Ramón Spaaij (2006: 17), “[h]ooligans are essentially thrill seekers
and fighting is one of their main acts to counter boredom and experience high
emotional arousal”. This theory is borne out by John’s words uttered to his wife:
“You don’t know me at all. Mind the fuses, fix the car, mow the lawn, it’s all
fucking boring. Do you think that’s me? It’s all bollocks. Fucking house, fucking
babies. Shit”. John’s and the rest of the hooligans’ masculine identity is based on
physical prowess, thus ”the fighting group is an arena where these male adolescents
can bodily express themselves through physical confrontation” (Messerschmidt
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1999: 200). Although fighting is such an important source of expression, its effect
is even enhanced by an aspect of overcoming fear. “Overcoming fear is crucial,
for example, in confronting a quantitatively superior group, and it precisely this
overcoming of fear that generates the greatest pleasurable emotional arousal
[…]” (Kerr 2005: 111). Therefore, vastly outnumbered and slightly wounded,
the group experiences cathartic gratification and because “[b]eing a good fighter’
and being able to ‘look after oneself’ are viewed as major virtues, and the tallest
and physically strongest male adolescents are usually talked about admiringly
by peers” (Ramón Spaaij 2006: 21) the brave ones emerge as heroes, God-like
figures. When victorious John (he makes a symbolic gesture by lifting his index
and middle fingers in the air ) returns to the Shadwell sector he is welcomed by
a cheering crowd, which gives him a standing ovation and lifts him in the air.
Finally, the experience of being a member of the Dogs taught squeamish
Trevor a lesson. Initially intimidated and always disappearing the moment a brawl
was about to begin he has undergone a positive change, turning into a brave person
who finally is able to stand his ground, even if against one of his best friends, John.
To sum up, “I.D.” offers a relatively great number of scenes that deal with
positive effects of being a hooligan. From presenting hooliganism as an enticing,
arousing phenomenon; through the depiction of Shadwell hooligans as a united
community based on values such as friendship, honour and loyalty; to the hero status
cherished by the most violent thugs (e.g. John who receives, in the recognition
of his unruly achievements, a generous proposal from the ring leader: “Anything
you ever want, I’m the man you ask”), the spectrum of the benefits emerging from
hooligan activity is wide enough to be referred to as glamorization of violence.

The Football Factory
The Football Factory presents hooliganism as a form of escapism from a
boring, working-class day-to-day life. As Tommy Johnson, the main character,
introduces himself: “There’s nothing different about me. I’m just another bored
male approaching 30, in a dead-end job who lives for the weekend. Casual sex,
watered-down lager, heavily cut-drugs. And occasionally kicking fuck out of
somebody”, it becomes evident that he is aware of his average lifestyle. Being a
hooligan is thus an alternative to the bland way of life and a chance to experience
intense emotions in the barren working-class landscape. “What else are you
gonna do on a Saturday? Sit in your fucking armchair wanking off to Pop Idols?
Then try and avoid your wife’s gaze as you struggle to come to terms with your
sexless marriage? Then go and spunk your wages on kebabs fruit machines and
brusses? Fuck that for a laugh. I know what I’d rather do. Tottenham away. Love
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it!”. Domestic boredom and lack of sexual fulfilment are compensated by an
experience of battering other hooligans. What is more, weekend seems to be
an important source of meaning, status and pleasurable emotional arousal or as
Tommy puts it: “It’s what we do best. It’s not about colour or race, it’s just the
buzz of being in the front line. Truth is, I just love to fight”. Moreover, the buzz
and excitement that are part and parcel of the fighting work like a double-edged
sword – they can be derived not only from hitting others, but from being hit
as well. The very first scene of the film which portrays Tommy being beaten
to a pulp, together with his ribald voice-over comment: “Getting beaten up by
football hooligan is like having VD. The fucking pain goes on forever. But that’s
what makes it so excited” highlights the adrenaline-seeking, almost masochistic
aspect that underlies violent behaviour. A moment later, bruised and battered
Tommy poses a serious question “Was it worth it?” which is answered at the end
of the film.
The first traces of the answer lie in a sense of togetherness that characterizes
the membership in the firm. The hooligan organisation is based on the idea of
camaraderie, yet The Football Factory depicts hooligan structures as hierarchical
ones and the inter-hooligan relationships as relatively strict ones and not so
intimate as in the previously discussed films. The leader and commander-inchief of the Chelsea firm, Bill, decides when, where and with whom to fight, he is
an organizer of hooligan social life which usually boils down to hanging around
in a boozer. He acts as a ruthless and fearless general when he orders his army
to charge at the rival hooligans. According to King (2001: 574), “Individuals
must protect the group’s honour, even at the risk of personal injury, if they are
to enjoy the benefits which come from membership of the group”. Yet, this
thug-creation is an alter ego to Bill’s meek and mild disposition noticeable at
home, especially in relation to his wife whom he seems to obey unquestioningly.
Another example of the enticement behind hooligan camaraderie is the
“better-than-sex” aspect of being a member of the firm, especially evident in
Rod’s behaviour. Sex is symbolised by a middle class girl whom he meets during
court proceedings. Rodney starts to engage in the relationship to such an extent
that she asks him to get acquainted with her parents. The date of the formal
meeting coincides with the date of the match , or rather ancient rivalry, between
Chelsea and Millwall, facing Rod with the dilemma of choosing between his
girlfriend and friends. He insists on the latter option, arguing “I’m male”, yet
when the future of the relationship is balanced on a knife-edge, he seems to have
no choice. Although initially obeying family commitments, he cannot abide the
stiffness of the conversation and when asked about the details of his job, Rodney
retorts: “Most of the time I just sit around the office, waiting for the weekend. Don’t
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get me wrong. I love the money the job pays. But my real passion lies in kicking
people’s fucking heads in at football. See, I’ve got to channel it somewhere, and
as you can tell by my bulging stomach, I don’t participate in too many sporting
activities”. Then he insists on footing the bill and changes the posh restaurant for
a smoke-filled public house, being warmly welcomed by a symbolic hug and kiss
by Tommy and being immersed in the common congenial atmosphere. Rod’s
words: “Wouldn’t miss it for the world mate” emphasize the fact that this is the
place where he belongs and these are the people who are his family. It is the same
people who after the clash with Millwall hooligans go to the hospital to visit
Tommy and bring him grapes, a gesture of care and attachment. It is then, lying on
a hospital bed, that the question “Was it worth it?” is reposed. After a moment of
musing and a series of verbal flashbacks: “kicked half to death, florists, cabbies,
nightmares and visions. One of the old soldiers gone forever. Bright gone for a
seven, and bollocks so ruptured that the only thing I’ll be pulling for months is a
chain.” the answer comes: “Course it fucking was” (The Football Factory, 2004).
To conclude, The Football Factory presents violence and the whole hooligan
culture as very appealing to middle-class males. It seems to be a mixture of buzz,
pleasure and fun; it provides a sense of belonging and reputation.

Green Street Hooligans
The depiction of violence in the film is greatly influenced by the director’s
past experiences, e.g. being a member of the City Boys firm in Germany. “Having
bought into the “urban myth” about hooligans, she saw them as “honourable
cowboys”, and convinced them to let her into their crew. […] So what happened
is that when you joined this firm, you had these guys who, one day a week, were at
the same pub, at the same time, every single week; it was more of a constant than
any of us had in our home lives. There was a certain loyalty, a family-away-fromfamily that I think we were longing for” (Applebaum 2005). When asked about
the features of character that were characteristic of the boys, she enumerates:
“Reliable. Protective. Loyal. Consistent” (BBC News 2005) and adds “I have a
special place for those guys in my heart, because I know each one of them would
literally jump in front of a train for me. Who can say that about one friend, let
alone fifty? I feel lucky to know them.” (BBC News 2005). The same glorifying
schema of hooligan mindset and habits is employed in Green Street Hooligans .
Being a part of the firm enables hooligans to experience a fascinating sense
of togetherness. “Part of the ‘buzz’ of football hooliganism seems to lie not in
violence itself, but in a transcendent, sensual quality of ‘being with the mob”
(Ramón Spaaij 2006: 27). The mob spend most of their time down in their
favourite pub, drinking great amounts of beer, having a laugh and chanting aloud,
which altogether sometimes turns into an orgiastic party. Outside the pub-life,
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“the group is also a source of unofficial protection and remedy for grievances.”
(Patrick 1973). When Matthew is attacked on his way home by Birmingham
hooligans it does not take long for his newly met friends to protect him and fight
off the rivals. The hooligan motto “we don’t leave our mates behind” is beginning
to resonate with Matt, who, at some point of the film, reflects: “You know the
best part? It isn’t knowing that your friends have your back. It’s knowing that
you have your friends’ back. He is fascinated by a new reality of clear-cut rules
based on equality and brotherhood, where betrayal is the most despicable vice.
Later on, having received fame and status as a hardened hooligan, he admires
this style of living: “I’d never lived closer to danger. But I’d never felt safer. I
never felt more confident. And people could spot it from a mile away. And as
for this, the violence, I gotta be honest. It grew on me”. These words, spoken to
the accompaniment of the song “I Wanna Be Adored” by Stone Roses, create a
general impression that being a hooligan offers a sense of security and a way
of being in the centre of attention. Yet, Matt’s marvellous time is about to be
terminated and his affinity with the group put to the test when, after a chat with
his father, he is supposed to come back to the U.S. However, he decides to stay
in England and take part in an ultimate clash with Millwall hooligans. The scene
of the battle is set to the lyrics “one life, one flesh, one blood” which are a part
of the refrain of “One Blood” by Terence Jay and which highlight the sense of
solidarity driven from group fighting. Pete’s death is an example of the concept
of heroic violence as proposed by Carter and Weaver (2003). The mastermind
of the firm puts his life on the line to protect his brother’s wife and child, thus
heroically prioritizing the blood connections.
At the end of the film, Matt has learned a lesson based on the hooligan
coursebook. “Pete Dunham’s life taught me that there’s time to stand your
ground. His death taught me there’s a time to walk away. […] I could live a way
that would honour him”. The inner change that took place in Matt is evident
when he returns to the U.S. with a view to continuing his studies and instead of
being complaisant, he behaves in an assertive way.

Conclusions
In this paper I tried to demonstrate that the British films depicting football hooliganism
could be viewed as glorifying violence. A considerably great number of scenes and a great
amount of time devoted to the presentation of violence, together with the unpunished, painless
and heroic aspects of such presentations are just one side of the glorifying coin. The other side
is occupied with the deeper meaning of particular scenes or the general overtones of the films
which seem to develop a tendency to present a hooligan firm as a family-like community that
offers happiness and produces a strong feeling of belonging and solidarity that adds spice to the
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boring working or middle class life. Violent confrontations are depicted as a source of pleasurable
emotional arousal that surpass other forms of enjoyment. Moreover, confronting other hooligans
helps hooligans to construct hard masculine identity based on physical prowess. Finally, being
a good fighter is a fast track to earning a reputation that provides hooligans with a sense of power
and importance. Real hooligans starring in the films, thus potentially encouraging viewers to
become “wannabe warriors”, is also of great importance. However, the way the audiences react
to the on-screen presentation of violence with all its aspects is a topic for much broader research
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Dictionaries (in particular learner-oriented ones) seem to belong to the group
of publications that is most widely available to its potential customers, who, in
turn, are very enthusiastic to use them and for whom they are frequently the
cheapest learning aids assisting them in mastering and understanding the intricate
properties of a foreign language. Nevertheless, the eagerness to have and use a
dictionary hardly ever goes hand in hand with the so-called dictionary skills of its
user. Sadly, it is common that profound ignorance about the dictionary structure,
contents, information retrieval strategies, etc., leads to misinterpretation of
lexicographic data, the inability to trace the desired information or, when finally
found, incorrect application of this information in whatever task it may be.
It seems reasonable to assume that philology students use various types
of monolingual, bilingual, general or specialized dictionaries more extensively
than any other group of dictionary users among students. Their studies are
primarily aimed at preparing them for their future professions – that is –
those of teachers and/or translators. It is, therefore, crucial that they become
professional and proficient dictionary users, not only because of the fact that
they themselves will be inseparably bound with these powerful tools in their
jobs, but many of them should also feel as if sent on a mission to educate
younger generations of learners on how to make the best use of a dictionary.
Thus, English philology students at numerous, though not all, universities
are routinely offered courses on lexicography and grammaticography, including
lectures as well as seminars and tutorials. The author of Talking Dictionaries:
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An Introductory-Level Course in Lexicography for English-Bound Students
(2011) has been lecturing the type of classes in question for many years now
and the work I have the pleasure to review appears to be the impressive result
of in-depth observations gained in the course of teaching, combined with her
considerable expertise in the lexicographic field. In that case, let us briefly
introduce Dr Dorota Osuchowska’s most prominent scholarly achievements and
interests, which will then be followed by the discussion of the contents of the
textbook under consideration.
The author’s research interests include lexicography (teaching dictionary
use), the methodology of ELT, and, quite recently, diachronic semantics. In
some of her recent publications Dr Dorota Osuchowska has focused, among
other things, on the use of dictionaries in tertiary education, the treatment of
collocations in pedagogical lexicographic works of reference (Osuchowska
2007), as well as the issues of etymologising in British dictionaries for young
learners. Moreover, she has successfully contributed to the practical branch of
lexicography as the author of English at Work: An English-Polish Dictionary of
Selected Collocations (2001).
The body of the academic textbook being reviewed here has been divided
into 15 main chapters, which constitute lectures intended for use by university
students of an introductory level course in lexicography.
The opening Aims of the Course chapter serves to inform the prospective
textbook users of its value to them, given the fact that some or many may soon
wish to satisfy their lexicographic curiosity by attending BA or MA seminars
in this particular branch of linguistics. Additionally, the section summarises the
most prominent contents of the subsequent parts of the book, cleverly and, it
is safe to assume, successfully arousing interest in the subject-matter among
students or its other readers.
The subsequent chapters systematically and, following a top-down approach
(from general and global to more detailed contents), reveal and elaborate on the
most elementary but, at the same time, crucial mono-and bilingual lexicographic
issues, to name but a few: dictionary classification, dictionary structure, the
usefulness of user’s guides, macro-and microstructural properties of dictionaries,
productive vs. receptive dictionary use, etc. The author presents all the contents
in an extremely accessible and concise manner, using language that is more
colloquial, yet well-suited to the subject-matter, rather than heavy jargon. These
attributes make the publication a reader-friendly one. Additionally, all the
lectures are supplied with the author’s exercises (some to be set for homework
and some for in-class activities), which, in most cases, are thought-provoking
and will certainly trigger a good deal of inspiring debates between students and
lecturers. What is more, the sufficient bibliography and detailed index add to the
usefulness of this small volume.
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It is worthy of note that, among others, the book addresses the most typical
problems learners and dictionary users encounter when using dictionaries, such
as information findability, its accurate comprehension and its application to the
lexical context that prompted the dictionary look-up process. It will, therefore,
not only aid students to follow the course with more ease and, I assume,
greater interest, but as a result of successful comprehension of the theoretical,
lexicographic topics presented here, combined with numerous practical tasks
and discussions, they will certainly become more fluent dictionary users, who
will find it less challenging to deal with even the most elusive and troublesome
areas of lexical and lexicographic issues.
I highly recommend Talking Dictionaries: An Introductory-Level Course
in Lexicography for English-Bound Students (2011). It will be a useful resource
and teaching tool in colleges and universities for years to come.
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In today’s world, an incredible upsurge in the popularity of international
communication has been observed, which inevitably has led to a rapid growth in
demand for various kinds of lexicographic works and glossaries. The main aim
of lexicographic works of various scope and depth of presentation is to provide
speakers of natural languages with what is needed, sought and useful to maintain and
support worldwide communication. It goes without saying that among the diverse
array of general dictionaries, one comes across the group of so-called specialpurpose dictionaries aimed at specific groups of language users. One may say that
such dictionaries are designed to facilitate the learning process during the process of
acquisition, assimilation and maintenance of knowledge of vocabulary resources.
While the lexicographic market is saturated with a panorama of reference books
manifested chiefly in the form of encyclopedias and dictionaries, there still remains
an all-pervading necessity to design new volumes of reference books which cover
increasingly more specialized fields of life in its theoretical and practical aspect.
The reviewed publication is, by and large, a continuation of the lexicographic
booklet titled Słownictwo i procedury dotyczące przyjmowania zgłoszeń
alarmowych: pożarnictwo (angielsko-polsko-ukraińskie) 2007, edited by
G. A. Kleparski, A. Szewel and A. Wiśniewski, which compiles basic fire-fighting
terminology and expressions in illustrative contexts. The trilingual dictionary
published some years ago appears to meet the requirements of the European Union,
in particular for the new members of the union, as the lexicographic content of
the booklet is simultaneously presented in both, English, Polish and Ukrainian.
The publication Firefight it with us under review here deserves the name
of a comprehensive primer, in fact it is announced as a guide in the editor’s
note, compiled − as the author states himself for those who on day-to day basis
deal with fire-fighting reality and everything it involves, that is emergency
calls, intervention procedures and the like. It seems that the booklet may prove
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especially useful for those who wish to improve the level of proficiency of their
students, and – in particular − those who are involved in some way in the work of
professional or voluntary rescue services such as fire-fighting services, ambulance
services and road accident services. As pointed out by Pikor-Niedziałek, the
editor of the primer, the booklet is intended to be supportive for the wide variety
of users, who may find it difficult to communicate in emergencies without
any help, especially when they are either foreigners or in a foreign country.
The bilingual primer reviewed here consists of the following parts:
Introductory Word authored by A. Wiśniewski and G. A. Kleparski, who briefly
acquaint the reader with the contents of the proposed booklet. Part One discusses
the use and importance of the international number 112. The author explains both
when the number should and, of equal if not greater importance, must not be used.
Additionally, one can find tips for the operator and a dedicated Word Bank filled
with useful vocabulary simultaneously translated from English into Polish. Part
Two consists of eleven concise dialogues written in an informal style, in which
the author outlines firefighting terminology, this time in two language variants,
namely English and Polish. Examples are both reliable and well-selected, not
to mention that they highlight the practical usage of the words relating to firefighting. Polish equivalents allow the learner to follow the English structure and
gain a better understanding of the vocabulary in question. Part Three is provided
with illustrations and thus gives an insight into typical real-life situations, such as a
fatal motorway pile-up, a partially extinguished cigarette (which is one of the most
likely causes of a fire), an injured cyclist in a road traffic accident, a gas explosion
killing one person or – especially necessary in Poland – flash floods killing dozens.
For those who are deeply interested in this field, the author provides the basic
terminology concerning fire-fighting equipment. Below the sample situations that
are given one finds Word banks which contain useful and typical vocabulary. To
a great extent Part Four mirrors the contents of the 2007 publication with certain
minor modifications. One finds there an alphabetical English-Polish dictionary
of emergency procedures and some key lexical items are illustrated in context.
Quite astonishingly, a large number of people were involved in the preparation
of this primer, which only adds to its merit and high quality. Apart from A.
Wiśniewski, who is apparently a specialist in a field of fire-fighting techniques,
the edition of this didactic handbook was aided by several people associated with
the Department of English at the University of Rzeszów. To be more specific,
G. A. Kleparski and I. Upchurch acted as language consultants and Dr PikorNiedziałek provided the review, fragments of which are printed on the back
cover. In particular, Dr Pikor-Niedziałek points out that this booklet may serve
as a helpful aid not only for the emergency services, but also for translators,
students and foreigners who are in emergency situations.
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The language of the publication may, on occasion, prove difficult to novices
in this sector of life. Furthermore, as the author fails to provide any pronunciation
patterns for the English entries, the usage of the given word may cause difficulties.
Yet, some of the terms are rare or at least uncommon (see air sprinkler system
page 27, line 27), and they will not be found in any standard dictionary. Another
drawback of this booklet is the lack of alphabetical order in the Word Banks,
which may be slightly confusing. Another issue which raises some doubts at this
point is the fact that the publication seems to rely on a limited number of reliable
sources on the subject of fire-fighting. With a few exceptions the references are
restricted to several Internet publications. Moreover, there are some editorial
blunders (page 8, line 21). One could also expect a greater number of fire-fighting
dialogues, which would show how to use the terminology given in Part Four.
All in all, however, the guide titled Firefight it with us is a comprehensive
collection of real-life examples of words used in specific situations. The booklet
is well-printed and it evokes an impression of reliability and elegance. Given the
short number of chapters the book includes, one can rest assured that the content
of the primer is not so overwhelming as to frighten off a potential user who will
not feel intimidated by the vocabulary it features. Moreover, the vivid dialogues
clearly reflect the problems which are common while trying to convey the given
information. The author concentrates only on the most significant aspects of firefighting and the text reads clearly and engagingly. The author does not focus
on the avoidance of the accidents, but rather lending a hand when a problem
appears. By and large, although not entirely void of some obvious drawbacks,
this specialized publication is a professional and informative guide not only for
the learners of English, but also translators or emergency services interested in
the issues of fire-fighting.

References
Wiśniewski, A. 2011. Firefight it with us. A Lexico-Conversational Primer. Rzeszów: Europejski
Fundusz Społeczny.
Kleparski, G. A., Szewel, A., Wiśniewski, A. 2007. Słownictwo i procedury dotyczące przyjmowania
zgłoszeń alarmowych: pożarnictwo (angielsko-polsko-ukraińskie). Rzeszów

417

418

ZESZYTY NAUKOWE UNIWERSYTETU RZESZOWSKIEGO
SERIA FILOLOGICZNA
ZESZYT 69/2011
STUDIA ANGLICA RESOVIENSIA 8

Jolanta Krawczyk

PODKARPACKIE FORUM FILOLOGICZNE
SERIA: JĘZYKOZNAWSTWO,
G.A. KLEPARSKI, R. KIEŁTYKA (EDS).
JAROSŁAW: WYDAWNICTWO PAŃSTWOWEJ WYŻSZEJ
SZKOŁY ZAWODOWEJ, 2010.
In recent decades there have been many linguistic initiatives in the Subcarpathian
region and – in particular – a number of new linguistic journals have been started
at the University of Rzeszów, in particular in the Department of English. Worthy
of note here are Studia Anglica Resoviensia edited by G.A. Kleparski and his
colleagues; In Medias Res published by Promar International and edited by G.A
Kleparski and his colleagues; and since 2007 Galicia English Teachings yearly,
edited by G.A. Kleparski and his fellow linguists, has been issued on a regular basis.
The volume reviewed here forms yet another development of recently
taken initiatives, in that the papers collected within the canvas of the volume
were earlier delivered at the first philological conference organized by
Podkarpackie Forum Filologiczne (2010) in Jarosław. The volume contains
over twenty papers authored in Polish, which altogether constitute a body
of contributions of varying academic interests and linguistic relevance, all
prefaced by Prof. Marek Stanisz and reviewed by two University of Rzeszów
based scholars, that is Prof. Jadwiga Lizak and Prof. Kazimierz Ożóg.
To begin with let us make an attempt at analysing the contents of the
individual papers, following the alphabetical order in which they are organised in
the volume. To start with, P. Bąk in his article directs our attention to the German
language, its specific character and some problems in the range of translation.
The author discusses the practical dimension of some theoretical issues and the
meaning of the descriptive approach to the language; that is the aspects which
are often not (fully) appreciated either by learners or teachers. Another author
that deals with difficulties of translation is J. Biskup in her article Neologizmy w
twórczości S.I. Witkiewicza w tłumaczeniu na język niemiecki. The paper shows
the problem of translation of Witkiewicz’s neologisms and his original and
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innovative writing style. All in all, the article aims at showing how the translator
deals with difficulties with the intranslatability of certain items and tries to
examine whether German is suitable for the innovative constructions of Witkacy.
The next two articles, authored by J. Boratyńska and R. Pytlik, are worth
discussing together since they both analyse language transfer in the process of
acquisition of German as L3 after English L2. And so, J. Boratyńska presents
the aspects of negative and positive lexical transfer and provides numerous
examples to prove the given hypotheses and to indicate the main source of the
phenomenon investigated. Correspondingly, R. Pytlik in her Rodzajnik niemiecki
i przedimek angielski jako problem lingwistyczny dla Polaka – próba analizy
kontrastywnej compares the articles used in model German and English noun
phrases and makes an attempt to investigate to what degree a Polish native
speaker acquiring German as a second foreign language can be given adequate
assistance from English (L2) while relying on their English competence and in
which instances it is advisable to use caution. There is one more paper concerning
the close relation between English and German. A. Buk (Wspólne korzenie:
o pokrewieństwie genetycznym języków germańskich na przykładzie określeń
z dziedziny dendrologii) makes a strong claim that the lexical resemblance of these
two languages can be observed in almost every branch of vocabulary. In the paper
the author presents such similarities on the basis of botanical names and narrows
her analysis down to German and English terms from the field of dendrology.
For those readers who seek information on the language of media
there are several papers that will make a good read. In her article Kształt
nagłówków prasowych M. Dupel offers a review of selected press headlines and
concentrates on the development of current tendencies in contemporary local
press. The author pays attention to language games and other mechanisms used
by the press to attract and encourage readers to buy local newspapers. At the
same time, J. Kania in Horoskop jako gatunek tekstu prasowego – wstęp do
analizy porównawczej focuses on horoscopes – a very popular type of text in
contemporary press. The author presents a pilot study on horoscopes that deals
with the topics they cover (mainly love and partnerships), and the ways of
presenting them. A more detailed and extensive characterisation of contemporary
language of the media is proposed by W. Ostafiński (O odpowiedzialności za
słowa w relacjach społecznych ). The author blames the media for the crisis of
language in both the public and private spheres. The author pays attention to
the abuse of the power of words: instrumentalisation and manipulation, with
words as the main threats to proper interpersonal communication. Similarly,
the strong, bilateral language-culture interface is discussed in K. Ożóg’s
article Język jako fenomen kulturowy – kilka uwag o relacjach języka i kultury.
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Another group of articles are aimed at showing, on the basis of selected English,
Polish and German examples, the nature of interaction between language and sex,
perceived particularly in the aspect of sexual inequality finding its reflection in language.
In his paper Czy ta lepsza jest gorsza niż ten lepszy i dlaczego jest rektor, a nie ma
rektorki G.A. Kleparski makes an attempt to trace the outlines of the phenomenon of
linguistic sexism. He makes an attempt to prove that terms for females are more likely
to become pejorative and acquire sexual implications. Moreover, Kleparski confirms
his earlier observations that almost all pejorative extensions that have appeared contain
a certain element of socio-cultural background. An equally interesting discussion on
language sexism and pejoration of women terms is proposed by B. Kochman-Haładyj in
Seksizm językowy jako jeden z mechanizmów dyskryminacji kobiet. The author notices
that language describing women is often vulgar and contemptuous and frequently refers
to the sexual sphere.
Should readers be interested in the methodology of language teaching, the article
by A. Szewel outlines the possibilities for English teachers to apply classics of rock
music in teaching vocabulary, grammar and phonetics, as well as organise language
and culture study projects enhancing students’ skills. Yet another paper to be discussed
here is Rama ‘Gra w karty’ – zastosowanie modeli kognitywnych w opisie słownictwa
authored by A. Uberman. Having presented the description of the frame PLAYING
CARDS, the author comes to the conclusion that they offer the opportunity of applying
selected cognitive models in teaching vocabulary – instructions and descriptions.
All the papers sketched above are well-organised with clear and logical lines of
argumentation with apparent mistakes limited to a few minor ones of punctuation. What
is more, the majority of authors provide numerous examples to illustrate and support
the proposed theses.
However, some of the papers seem to be more interesting and enjoyable to
read than others. First of all, P. Cymbalista in his work Od pastucha do programisty,
czyli kognitywne spojrzenie na polisemiczne perypetie kowboja makes an attempt at
conducting a cognitive analysis of the changes in the meaning of the words cowboy
and kowboy – its subsequent English loanword in Polish. The author aptly describes the
semantic alterations, mainly pejoration of meaning but also cases of amelioration, all
conditioned chiefly by the social or cultural properties of the given societies.
The next article titled Kochający inaczej a proces eufemizacji na bazie języka
angielskiego by B. Duda deals with euphemisms, functions of euphemistic expressions
and linguistic sources of their creation. Strictly speaking, the author makes an attempt to
depict the nature of euphemisms used in English as a means of covering the taboo terms
present in the conceptual domain SEXUAL ORIENTATION.
Another paper that immediately attracts the reader’s attention is Na pograniczu
morfologii i semantyki by R. Kiełtyka. The contribution authored by this member
of the Rzeszów School of Diachronic Semantics is devoted to the issue of the
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linguistic picture of the so-called gender-specific asymmetries that concern the
relationship between morphological categories and axiological load carried by
them. On the basis of research the author proves the postulate put forward by
other linguists according to which the image of gender in natural languages is
asymmetrical in that it presents an unfavourable picture of females. Furthermore,
the research study carried out here attempts to signal that the problem in hand is
highly complex and it may concern such conceptual categories as, for example,
TREES, FLOWERS, VEGETABLES, BIRDS or FISH – all of them pertaining
to the linguistic picture of the world.
Last but not least, there is one more article that clearly stands out from
the others, namely Inność od kuchni (brytyjskiej) by M. Kudła. The paper
investigates the phenomenon of foodsemic ethnonymy; that is metaphorical
or metonymic use of names of foodstuff to describe other nations. Ethnonyms
and the application of foodsemy can be found in every culture and in every
natural language; however, the terms themselves are closely connected to their
cultural contexts. The author competently illustrates the mechanism discussed
with a number of foodsemic ethnonyms referring to the inhabitants of the
British Isles. At the same time, he demonstrates an impressive knowledge of
the issues involved and deep command of the issues’ cultural background.
On the other hand, one must point to certain contributions to the volume that
stand out in a somewhat different way, either in their originality or novelty of
linguistic facts. Such an example is the striking paper offered by E. Więcławska
in Staroangielskie lip: pilotażowe studium semantyczno-frazeologiczne. The
paper aims to present the complexity of semantics of the lexical unit lip in Old
English in two basic dimensions. The author proposes an in-depth analysis of
two selected senses, namely the semantic potential of the analysed lexical unit in
its etymological and secondary senses, and points out the senses emerging from
the relevant phraseological units.
At the same time, Bratko-Makaran in his paper reaches the climax of either
scholarly meta-expertise or – what may be referred to as – forced originality.
The author presents the status of so-called easy-to-please constructions in
Old English and tries to prove that OE to-infinitives analysed as Prepositional
Phrases may obtain various properties of easy-to-please constructions at that
stage of language change. Although, I may pride myself on being a native
speaker of Polish, I find it somewhat difficult to follow not only the main line of
Bratko-Makaran’s arguments, but also the terminological apparatus, and also the
proposed solutions and conventions.
What appears from the analysis above is that the set of papers under scrutiny
covers a wide range of subjects that are presented in a comprehensible and
logical way and illustrated with pertinent and vivid examples. Moreover, this
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volume gives readers a chance to come across novelty and originality in modern
linguistic studies, especially in the most riveting and prominent papers, belonging
to P. Cymbalista, B. Duda, R. Kiełtyka and M. Kudła. What is more, one may
hope to see yet another set of contributions of varying interests presented during
subsequent philological conferences.
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