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MOKSLINES [ZVALGOS LINGVISTIKOS, LITERATUROLOGIJOS IR MEDLJU

ERDVEJE
2014 m. balandzio 2-3 d. Vilniaus universiteto Kauno humanitariniame fakultete vyko antroji
tarptautiné moksliné konferencija ,,Tarp eiluciy: lingvistikos, literatirologijos, medijy erdvé
TELL ME 2014“. Pra¢jusiais metais startavusios konferencijos tikslas buvo, viena vertus,
iSplesti tradicinés filologijos ribas ir sujungti kalbos mokslus, audiovizualyjj meng bei
informacines technologijas, kita vertus, sutelkti démesj 1 empirika, tarpdalykiniy tyrimy
taikomajj pobiidj ir projektinés veiklos rezultatus. Siomis gairémis vadovautasi ir antrojoje
konferencijoje: programoje perskaityti 47 praneSimai ir surengtos penkios kirybinés
dirbtuvés.

Savo jzvalgomis apie literatiira, lingvistika, vertimg ir audiovizualinj meng dalijosi
filologai, vertéjai, naujyjy medijy ir kino atstovai i§ Vilniaus universiteto, Vytauto DidZiojo
universiteto, Kauno technologijos universiteto, Lietuvos sporto universiteto, Siauliy
universiteto, Mykolo Riomerio universiteto, Vilniaus kolegijos, Lietuvos edukologijos
universiteto, Lietuvos literatiiros vertéjy sajungos, uzsienio mokslininkai i§ Dicle universiteto
(Turkija), Kijevo Borys Grinchenko universiteto, Latvijos universiteto, Talino universiteto,
Jean-Francois Champollion universiteto (Pranciizija).

Mokslininkai ir studentai konferencijos metu turé¢jo galimybe sudalyvauti net penkiose
kurybinése dirbtuvése. Populiariausios dirbtuvés buvo Informacijos prieinamumas klausos
sutrikimgq turintiems Zmonéms: audiovizualinés medziagos modifikacija ir pritaikymas, kurias
vedé gesty klubo ,,Gyva gesty kalba* atstovai Kestutis VaiSnora, Riita TaraSkeviciité ir
Giedré Andziulyté. Naudinga patirtimi, kaip versti slengg literatiroje, pasidalijo Brigita
Brasien¢ dirbtuvése Damn Translation: Slang in Literature. O Hanso-Harry’io Droessigerio
dirbtuviy Variations of English in Films. Outlines of Translation Problems dalyviai ieskojo
budy, kaip perteikti angly kalbos atmainas filmo vertime j lietuviy kalbg. Dalyvavusiems
dirbtuvése Uzsienio kalbos pamoka naudojant efektyvaus mokymo technologijas vertingy
idéjy, kaip sudominti besimokanciuosius uzsienio kalbos, pateiké Svetlana Markova.
Galiausiai Ernestas Samsonas, pasirinkgs pavadinima Tarp filmo teksto eiluciy.: interviu
konstravimas ir jungtys, supazindino su filmo kiirybos specifika ir susirinkusiems pataré, kaip
profesionaliai parengti ir nufilmuoti dokumentinio filmo interviu tai iliustruodamas savo
sukurto filmo Semme iStraukomis.

Siame rinkinyje publikuojama dalis konferencijoje pristatyty prane§imy pagrindu
parengty moksliniy straipsniy. Pagal gvildenamg problematika jie suskirstyti j tris temines

grupes.



Pirmoje ,,Lingvistiniy Siuolaikiniy kalbos suvokimo faktoriy* straipsniy grupéje
analizuojami akademinio teisés diskurso konceptualizacijos ir kalbinés raiskos ypatumai,
tiriama pasirinkty teksto raSiy recepcija. Savo straipsnyje Metafora moksliniuose
straipsniuose baudziamosios teisés tematika: gretinamasis tyrimas Justina Urbonaité tiria
metaforg moksliniame teisés diskurse angly ir lietuviy kalba. Darbe autoré analizuoja
metaforas, kokiomis grindziamas teisés reiskiniy suvokimas moksliniuose straipsniuose,
atskleidzia tarpkalbinius metaforinés konceptualizacijos ir raiSkos panasumus bei skirtumus.
Jurgita Sriubaité straipsnyje Recenzijos Ziniasklaidoje: kontekstas kaip giluminis veiksnys
aptaria lingvistinio ir ekstralingvistinio konteksto bruozus, atskleidzia konteksto jtaka
meniniy kiiriniy recenzijy suvokimui, pagrindzia konteksto kaip giluminio veiksnio sgsajas
tiek su id¢jomis, kurios akcentuojamos laikras¢iuose publikuojamose recenzijose, tiek su
paciy meno kiiriniy vertinimu.

Antrosios ,,Meninés raiSkos refleksiju“ grupés straipsniuose gilinamasi j problematika
literatiirinéje plotméje. Viktorija Seredziiit¢ atskleidzia, kaip teologas ir kultiiros Zmogus
M. K. Sarbievijus savo kiiriniuose jungia teopoetika su mitopoetika, o epigramose kuria
vijimosi, bégimo, grizimo siuzetus, kelian¢ius dramatiska ieSkojimo jtampa. Linos
pokeris “ ir Jolitos Skablauskaités romane ,,Sado sindromas‘ parodoma, kad abiejy autoriy
kiiryboje kuniskumo negalima atsieti nuo socialinio konteksto bei ideologijos. Kokios
transformacijos vyksta ekranizuojant literatiros kirinj, aiSkinasi Inga Litvinavi¢iené
straipsnyje Vieno romano ekranizacija. Pasirinkusi Gustavo Flobero romang Ponia Bovari, ji
diskutuoja, kodél Sis romanas, ilgai laikytas ,,neekranizuotinu®, vis délto sulauké net keliy
kino rezisieriy démesio. Ecevito Beklerio straipsnio Voiceing of the Irish Culture in Friel’s
Translations tikslas — airiy dramaturgo Briano Frielio pjesés Tramslations pavyzdziu
atskleisti neigiamg vertimo aspekta, t. y. vertimg kaip instrumentg sagmoningai naikinti tam
tikros tautos kultiirinj identiteta.

Treciojoje ,,Vertimo strategiju ir iSSiikiy“ grupéje pirmiausia iSrySkinama vertimo
strategijy pasirinkimo svarba  veriamo kiirinio veikéjams charakterizuoti. Donata
Beriikstiené, savo tyrimo objektu pasirinkusi slengg, o Miglé Onskulyté — tikrinius vardus,
lygina, kaip veikéjy kalba atskleidzia jy charakter] pasirinktuose groziniuose kiiriniuose
originalo kalba ir vertimuose j lietuviy kalba. Kiti du straipsniai priskirtini audiovizualinio
vertimo placigja prasme tyrimams. Eglé Aloseviciené daugiausia démesio skiria
subtitruotiems ir uzklotiniu vertimu jgarsintiems filmams. Savo straipsnyje ji analizuoja filmy

vertimui taikomas strategijas, aiSkinasi kultiriniy reikSmiy perteikimo galimybes. Laura



Niedzviegiené ir Ana Kirejeva susistemina audiovizualinés produkcijos pritaikymo biidus ir
priemones auditorijai su regéjimo negalia. Svarbu paminéti, kad Sios autorés imasi nagrinéti
kol kas vis dar audiovizualinio vertimo mokslo paribyje esancig garso ir vaizdo produkcijos
pritaikymo specialiyjy poreikiy Zmonéms sritj.

Dékojame visiems straipsniy autoriams ir tikimeés, kad 2015 m. balandzio 21-22 d.
vyksianti trecioji tarptautiné konferencija ,,Tarp eiluciy: lingvistikos, literatiirologijos, medijy
erdvée TELL ME 2015 jkvéps dalyvius naujoms jzvalgoms ir id¢joms tolimesniems

moksliniams tyrimams.

Vilniaus universiteto

Kauno humanitarinio fakulteto
Germany filologijos katedros vedéja
Doc. dr. Danguolé Satkauskaité



SCIENTIFIC INSIGHTS IN LINGUISTIC, LITERARY AND MEDIA PLANE

On April 2-3, 2014 the second international scientific conference “Thought Elaboration:
Linguistics, Literature, Media Expression — TELL ME 2014” took place at Vilnius
University, Kaunas Faculty of Humanities. The initial conference that was held in 2013
aimed, on the one hand, to expand the horizons of traditional philology and connect the
humanities with audiovisual art as well as with information technologies and, on the other
hand, to turn the focus towards an applied aspect of interdisciplinary research, also including
the results of project activities. Such framework had also been implemented during the
second conference in which 47 presentations and five workshops were presented.

Philologists, translators and representatives of new media and cinema from Vilnius
University, Vytautas Magnus University, Kaunas University of Technology, Lithuanian
Sports University, Siauliai University, Mykolas Romeris University, University of Applied
Sciences, Lithuanian University of Educational Sciences, Lithuanian Associacion of Literary
Translators and participants from abroad - Dicle University (Turkey), Borys Grinchenko
Kyiv University (Ukraine), University of Latvia, University of Tallinn (Estonia) and Jean-
Francois Champollion University (France) shared their knowledge in literature, linguistics,
translation studies and audiovisual production.

Researchers and students participated in five different workshops. The most popular
workshop The Accesibility of Information for the People with Hearing Disabilities: The
Modification and Adaptation of Audiovisual Material was run by the representatives of the
“Sign Language Club“ Kestutis VaiSnora, Riita Taraskevicitt¢ and Giedré¢ Andziulyté.
Brigita Brasiené held the workshop under the challenging title Damn Translation: Slang in
Literature shared her rich experience in translation of slang in literature. The participants in
Hans-Harry Droessiger’s workshop Variations of English in Films: Outlines of Translation
Problems discussed the possible ways to translate the varieties of English in movies into
Lithuanian. Svetlana Markova provided constructive advice how to attract the interest of
foreign language learners in her workshop Application of Effective Teaching Technologies in
the Foreign Language Class. Finally, Ernestas Samsonas discussed the specifics of movie
creation, interview organisation and filming the interviews for documentary movies he

tllustratedhis discussion with the extracts from his own movie Semme.



The majority of the papers included in this scientific publication are based on the
presentations made during the conference. They were divided into three thematic sections
accroding to anadequate field of research.

In the papers of Section 1 Linguistic Factors of Modern Discourse Comprehension the
academic legal discourse conceptualization and peculiarities of language expression are
analyzed, the reception of the selected text type is explored. In her paper “A Cross-Linguistic
Study of Metaphor in Legal Research Articles: The Case of Criminal Justice” Justina
Urbonaité investigates metaphor in written academic legal discourse in English and
Lithuanian. The author analyses metaphors that shape the understanding of legal issues in
research articles on criminal law and criminal justice and reveals their cross-linguistic and
cross-cultural similarities and differences in terms of metaphorical conceptualisation and its
linguistic expression. In the paper “Media Reviews: Context as the Deep Factor” Jurgita
Sriubaité explores the features of linguistic and extra-linguistic context, she reveals the
contextual influence on the comprehension of media reviews, presents the relation of context
as the deep factor with ideas expressed in the media reviews published in the newspapers as
well as with the evaluation of artistic works.

Section 2 the Reflections of Artistic Expression contains the papers that deal with the
problems in the field of literary studies. Viktoria Seredziiit¢ focuses on the theopoetics as
reflected in Mathias Casimir Sarbiewski’s epigrams. In the paper “Body Monologues and
Dialogues in Ricardas Gavelis’ Novel Vilnius Poker and Jolita Skablauskaité’s De Sado
social context and ideology. Inga Litvinavi¢iené analyses the transformations that occur
during film adaptation of the novel in “One Movie Adaptation of the Novel”. The author
discusses why the novel Madame Bovary by Gustave Flaubert which was traditionally
regarded as “unadaptable” for a long time has eventually received the considerable attention
from several directors. The aim of Ecevit Bekler’s paper “Voiceing of the Irish Culture in
Friel’s Translations™ is to use the basis of Brian Friel play Translations as an example to
reveal the negative aspect of translation, i.e., the translation as an instrument to consciously
destroy the identity of a particular culture.

In Section 3 Translation Strategies and Challenges the importance of translation
strategies for character revelation in the translated literature is analysed. Donata BeriikStiene
focuses on slang translation while Migl¢ Onskulyté explores the translation of proper names
in fiction and discusses how speech discloses their characteristics in the original work and its

translation into Lithuanian. The other two papers approach audiovisual translation in a broad
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sense. Eglé Aloseviciené draws her attention to the movies with subtitles and voice-over. She
investigates the strategies that are employed in movie translation as well as the problem of
translating culture-bound words. Laura Niedzviegiené and Ana Kirejeva systematize the
ways and means of audiovisual production adaptation for the people with visual disabilities.
It is important to stress, that the authors examine relatively new fields of audiovisual
production adaptation for the people with special needs which still remains in the periphery
of audiovisual translation studies.

May we express our gratitude to the contributors and hope that the third conference
“Thought Elaboration: Linguistics, Literature, Media Expression — TELL ME 2015” which
will be held on April 21-22, 2015 will widen our horizons with new insigts for further

reasearch.

Head of the Department of Germanic Philology,
Vilnius University Kaunas Faculty of Humanities
Assoc. Prof. Dr Danguolé Satkauskaité

Translated by Jurgita Astrauskiené
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FAKTORIAI

LINGUISTIC FACTORS OF MODERN DISCOURSE
COMPREHENSION
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A CROSS-LINGUISTIC STUDY OF METAPHOR IN LEGAL RESEARCH
ARTICLES: THE CASE OF CRIMINAL JUSTICE

Research into the use of metaphor across different discourse types has shown that different
discourse communities tend to rely on a set of different metaphorical patterns. Studies in
political discourse, for example, have suggested that politics is commonly conceptualised
metaphorically in terms of WAR and JOURNEY (Lakoff 1991, 1995, Cibulskiené 2006, 2008);
business discourse tends to be shaped by metaphors of WAR, SPORTS and HEALTH (Skorczynska
Sznajder 2010; Urbonaité & Seskauskiené 2007); whereas scientific discourse, which,
according to recent studies, is inclined to a very high degree of metaphoricity, is commonly
structured by the BUILDING/STRUCTURE and JOURNEY metaphors (Cameron 2003;
Seskauskiené 2008, 2010, Thornbury, 1991). Interestingly, legal discourse has hardly seen a
similarly high interest in terms of metaphorical language. The present paper sets out to
examine field-specific metaphors in English and Lithuanian research articles on criminal
Justice and identify the key metaphorical patterns structuring such discourse. The study has
been conducted within the framework of the Conceptual Metaphor Theory (see Lakoff &
Johnson 1980/2003) and the metaphor identification procedure (MIP) as suggested by the
Pragglejaz Group and elaborated by researchers at the Vrije University in Amsterdam (Steen
etal. 2010).

KEY WORDS: metaphor, conceptual metaphor theory, academic discourse, legal
discourse, contrastive analysis.

1. Introduction

Since the establishment of the cognitive approach to metaphor, numerous analyses have been
conducted in the framework of the conceptual metaphor theory (hereafter, CMT) showing
how entrenched metaphor is in different types of discourse. Research suggests that different
discourse communities tend to conceptualise phenomena drawing on different metaphorical
patterns. Political discourse, for example, tends to be conceptualised in terms of WAR and
JOURNEY (Lakoff 1991, 1995; Cibulskien¢ 2006, 2008), business discourse is often shaped by
the metaphors of WAR, SPORTS and HEALTH (Skorczynska Sznajder, 2010; Urbonaité &
Seskauskiené 2007), and academic discourse often relies on metaphors of
BUILDING/STRUCTURE and JOURNEY (Semino 2008; Seskauskien¢ 2008). Interestingly, legal
discourse has not been analysed in terms of metaphorical language extensively in comparison

to other discourses, especially from a cross-linguistic perspective.
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One of the most prominent works that reveal the role of metaphor in legal reasoning is a
volume by Winter (2001/2003), who draws on the extensive knowledge of cognitive
linguistics and shows that the understanding of the processes of human cognition provides a
totally new picture of the field of law and its key concepts. In addition, in his article on law,
power and language, Ebbesson argues that metaphors are not only helpful in shaping the
understanding of legal matters but also powerful in determining the outcomes of legal
proceedings (Ebbesson 2008, 262). The author shows how such a cognitive process as
personifying corporations may result in bestowing human and civil rights to them. He
concludes that not only do such metaphorical associations facilitate understanding but they
also essentially affect the way people deal with legal issues.

In addition, an important recent cross-linguistic work showing how common metaphor
and metonymy are in legal normative documents is an article by Imamovi¢ (2013), who
performed a contrastive analysis of conceptual metaphors and metonymies in Higher
Education Acts of Bosnia and Herzegovina, the UK and the USA. She confirms her
hypothesis that higher-level, more generic metaphors and metonymies are less likely to show
language variation than more specific lower-level metaphors. She reveals that the
understanding of abstract notions in normative documents of higher education tends to rely
on such source domains as CONTAINER, OBJECT and PHYSICAL STRUCTURE and on the
metonymy SPECIFIC FOR GENERIC (Imamovi¢ 2013, 304). In a similar vein, a study by
Twardzisz (2013) also shows that the language of commercial contracts tends to rely on
personification, where companies are seen as LIVING BEINGS, whereas the understanding of
such abstract notions as rights and duties is commonly reliant on the source domain of
OBJECTS. Studies reviewed above, especially the one by Imamovi¢ are not numerous to this
day (to the best of my knowledge, no extensive analyses of metaphor in legal discourse have
been carried out in Lithuania) and call for more comparative work in the field of legal
metaphorical reasoning to disclose how different communities tend to shape their
understanding of similar legal phenomena.

The aim of this paper is to analyse metaphor in the field-specific written academic legal
discourse in English and Lithuanian in order to trace key conceptual patterns shaping this
type of discourse. The key research questions around which the study is centered are as
follows: 1) What are the key source domains that shape the understanding of criminal law
and criminal justice? 2) What is the linguistic realisation of the conceptual metaphor

pertaining to criminal law and its various concepts? 3) What are cross-linguistic similarities
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and differences (if any) of metaphorical reasoning in English and Lithuanian at the level of

conceptualisation as well as linguistic expression?

2. Data, methods and key concepts

The data for the present study have been collected from academic journals on criminal law.
All in all, 5 articles were taken from the Lithuanian journal Teisé (‘Law’) published by the
publishing house of Vilnius University and 5 articles from the Journal of Criminal Justice
written in English published by Elsevier. All the articles focused on the issues of criminal law
and criminal procedure and were written in the period between 2002 and 2013. The total
corpus consists of 55,861 words. The Lithuanian articles make up 23,670 words, while the
number of words of the English sub-corpus amounts to 32,191. All the articles were written
by different authors. The seemingly low number of articles was determined by the fact that
for the sake of metaphor identification, the author of the paper applied the MIP procedure
(explained below in this section).

Further steps in the analysis were as follows. As an initial step, the articles were read and
the MIP procedure was applied to identify metaphorically used words. Then, on the basis of
linguistic metaphors encountered in the texts, conceptual metaphors were reconstructed and
classified. Finally, both conceptual and linguistic metaphors were compared in English and
Lithuanian in order to establish cross-linguistic tendencies.

As mentioned above, the identification of metaphorically used words was carried out
relying on the Metaphor Identification Procedure (MIP) proposed by the Pragglejaz Group
(2007) and later modified and renamed into MIPVU by Gerard Steen and his colleagues
(Steen et al. 2010). The method is based on a four-step procedure which includes the
following steps (Pragglejaz Group 2007, 3):

1. Read the entire text-discourse to establish a general understanding of the meaning.

2. Determine the lexical units in the text-discourse.

3. (a) For each lexical unit in the text, establish its meaning in context, that is, how it
applies to an entity, relation, or attribute in the situation evoked by the text (contextual
meaning). Take into account what comes before and after the lexical unit.

(b) For each lexical unit, determine if it has a more basic contemporary meaning in other
contexts than the one in the given context. For our purposes, basic meaning tend to be
- more concrete [what they evoke is easier to imagine, see, hear, feel, smell, and taste];

- Related to bodily action;
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- More precise (as opposed to vague);
- Historically older.
Basic meanings are not necessarily the most frequent meanings of the lexical unit.

(c) If the lexical unit has a more basic current—contemporary meaning in other contexts
that the given context, decide whether the contextual meaning contrasts with the basic
meaning but can be understood in comparison with it.

4. If yes, mark the lexical unit as metaphorical.

As can be seen from the description of the method, its application is a laborious
procedure which is extremely time- and effort-consuming. Both MIP and its successor
MIPVU have been applied in numerous studies already and their pros and cons have also
been discussed by some researchers (Nacey 2013, Badryzlova et al 2013). One point of
criticism is directed to the fact that this method only allows analysing short texts because of
its time-consuming procedure. In addition, to make it fully reliable, the application of MIP
and MIPVU requires researchers’ teamwork because there are numerous cases when different
linguists’ judgement regarding a word’s usage in context as (non)metaphorical may differ and
then (dis)agreement ratio needs to be measured. Finally, the tool has primarily been designed
to analyse English language data and its application may prove more problematic when
researching other languages, especially synthetic languages such as Lithuanian, for example.
A secondary aim of this paper has been to test MIP for the analysis of Lithuanian language
data in order to establish metaphorically used words. Some of its challenges are summarised
in the conclusions section of this article but they deserve a separate investigation. Due to
limited scope of the paper, the methodological issues of MIP method’s application to the
Lithuanian language are the focus of another research article (in progress) and they will not

discussed in detailed here.

3. Results of the study: dominant metaphorical patterns and their distribution in

English and Lithuanian research articles

This section of the article presents the most frequent metaphors encountered in the data
corpus. Since the aim of the analysis was to trace the dominant source domains which shape
the understanding of various legal concepts, the article only presents and analyses
metaphorical expressions pertaining to the issues of criminal law and criminal justice, while
other metaphorical expressions encountered which do not relate to the area of criminal justice

and law have been disregarded.
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Table 1. Dominant source domains, examples of linguistic metaphors and their
distribution in English and Lithuanian corpora

Target domain Source domain and examples No. of MEs
EN LT
PHYSICAL FEATURES OF SPACE AND OBJECTS 253 850
E.g. The weight of evidence; higher degree of victimization, pagal | (48.84 %) | (64.54 %
naujojo BK 25 straipsnj;, atsakomybe sunkinancios aplinkybés; )
laisvés atémimas; sankcijos ir bausmiy dydZiai.
LAW AND CONTAINER 165 349
CRIMINAL E.g. Victims in these cases, to entice someone into law-breaking; | (31.85 %) | (26.49 %
JUSTICE outside of the formal justice system, teisés Saky normy jtraukimas )

I tos teisés Sakos reguliavimo sriti; Priimdamas §j jstatymq bei
véliau jj pildydamas ir nuolatos taisydamas,; Kankinimo turinys.

HUMAN BEING 100 118
E.g. The Gregg (1976) decision responded to the Georgia statute; | (19.30 %) | (8.95 %)
Jjurisdictions prohibit;baudziamoji teisé saugo <...> teisinius
geérius; zZmogaus teisés <..> reguliuoja individo ir valdZios
santykius, sporto teisé turéty <..> atsakyti, kas laikoma
sukciavimu sporte.

The table has been designed by the author of this article.

As seen from the table above, the understanding of legal phenomena in both English and
Lithuanian is highly reliant on the source domains of PHYSICAL SPACE AND OBJECTS,
HUMAN/LIVING BEING and CONTAINER. Thus, metaphorical patterns established in research
articles in both English and Lithuanian appeared to be very similar. The most notable
quantitative difference observed was an outstanding tendency for Lithuanian researchers to
rely on the source domain of PHYSICAL FEATURES OF SPACE, OBJECTS AND SUBSTANCES in
their conceptualisation of various law-related ideas. This source domain has been more than
three times more productive in the Lithuanian articles in comparison to English. In addition,
both English and Lithuanian research articles display a frequent use of metaphorical
expressions where various legal concepts are understood via the source domain of a
CONTAINER, yet, the English data have proven to be dependent on such conceptualisation
almost twice more strongly in comparison to Lithuanian. Finally, in both languages
personifying non-human legal entities has also proven to be particularly frequent. It is
important to note, however, that the classification has been performed on a very high
categorisation level therefore resulting in very abstract and very few classes. A closer look at
those categories and the sub-types of metaphors they subsume provides a more
comprehensible picture of the metaphorical mappings and the variety of their surface

linguistic realisation in both languages.
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4. Analysis of law-related metaphors in English and Lithuanian research articles

This section provides an analysis of metaphors pertaining to the field of criminal justice and
law that were found in the data analysed. As indicated above, the metaphorical
conceptualisation of various legal issues in research articles relies heavily on the source
domains of PHYSICAL FEATURES OF SPACE AND OBJECTS, CONTAINER, and a HUMAN/LIVING

BEING.
(CRIMINAL) LAW IS AN OBJECT/SUBSTANCE and LEGAL DISCOURSE IS SPACE

The understanding of complex matters and abstract ideas is often reliant on metaphors, as
numerous studies have indicated. Drawing on some previous research into metaphoricity in
legal discourse, one of the dominant source domains that shape legal conceptualisation is that
of an OBJECT (Winter 2001/2003, 4; Imamovi¢ 2013, 299). Similarly, the findings of this
study also clearly indicate a widespread use of this metaphor in research articles. Numerous
concepts related to criminal justice and law such as rights, punishments, sanctions, cases,
criminal behaviour and legal documents are commonly described in physical terms, most
often as an OBJECT. In such metaphorical conceptualisation, crimes may have weight (1), size
(2) and form (3), punishments or other sanctions can be received (4), and liberty can be taken
away (5). For example:

(1) Sunkus sveikatos sutrikdymas (heavyl (= severe) health impairment).

(2) <...> bausmeé ir jos dydis (punishment and its size (= measurement)).

(3) <...> the most heinous forms of criminal conduct.

(4) Hispanic murderers were more likely to receive a death sentence.

(5) <...> laisvés atémimas (taking away of liberty (= custodial sentence/imprisonment).

As seen from the examples, we tend to project the attributes of physical objects onto a
wide range of abstract legal notions. So just like a heavy object, crimes are also understood as
items possessing physical characteristics, we tend to think of punishments as if they had size
and we talk of crimes as if they had a physical shape. It is important to note that such
conceptualisation is very conventional and the metaphoricity of such language use is

practically unnoticeable.

"In order to preserve the original concept used in the Lithuanian language, metaphorically used words in the
examples are translated literally providing its legal equivalent in brackets.
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In addition, it has been observed that in both English and Lithuanian articles there is a
common tendency to conceptualise different legal notions via the source domain of a
PHYSICAL CONSTRUCTION. Legal systems tend to be conceptualised as constructions giving
rise to the use of such metaphorically used words as designed, tailored, constructed, structure,
composed and support in English and jtvirtinti (to consolidate, fortify (= establish),
jtvirtinimas (consolidation), remtis (to support, rest on), laikytis (hold to (= to comply with,
to observe), laikymasis (holding (to) (= compliance), jungti (to connect (= incorporate),
pamatinis (foundational (= fundamental), piramideé (pyramid), struktiriné dalis (structural
part), and konstrukcija (construction) in Lithuanian. The majority of these expressions are the
linguistic manifestation of the conceptual metaphor LEGAL DOCUMENT IS A CONSTRUCTION.
According to the cognitive approach to metaphor, human beings are used to interacting with
various objects and therefore understanding of more abstract concepts based on these
knowledge structures is readily available as long as one can establish a mental analogy
between the abstract and the concrete. Since laws consist of normative documents, which
contain numerous sub-parts and subsume various rules, detailed definitions and other sections,
it is easy to draw a cognitive link between the more specific physical constructions and more
abstract notions of laws which are also complex in their structure and consist of many
connected parts that make up the whole.

Consistent with the metaphorical pattern LEGAL SYSTEM IS A PHYSICAL CONSTRUCTION 1is
another typical metaphor in legal reasoning which maps numerous space-related notions to
abstract legal entities. Legal documents may thus be seen as objects under which (14 cases
found in English) and along which (yielding 41 cases of the metaphorical usage of the
preposition pagal in Lithuanian) people are obliged to act in accordance with the provisions
in them:

(6) <...> the death penalty was imposed and carried out under the laws of Georgia and

Texas.
(7) <...> pagal kitus BK straipsnius (along (= in accordance with) other articles of the
Criminal Code)

Other cases of space-related metaphors include the metaphorical use of words elevation
and to elevate (pornography exposure elevates the violence of a sexual crime), to escalate
(exhibiting an escalation of sexual aggression or violence), and high (membership in the high
delinquency class), the preposition on in its basic sense denoting space relations (on parole)
in English and Zemas (low) and auksta (high)s (Lietuvos auks¢iausiasis teismas (The Highest

(= Supreme) Court of Lithuania);, Zemesné norma kuriama aukStesnés normos pagrindu
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(the creation of the lower norm is authorised by the higher norm). All these examples
suggest that the understanding of different of legal concepts may also be grounded on our
experiential knowledge of objects, their location in space and direction motivating the above-
presented metaphorical expressions found in legal language.

In addition to expressions that highlight some features of objects such as physical
properties, some law-related concepts may metaphorically be given qualities of substances,
e.g. a degree or density:

(8)  Increased density in the correctional setting <...>.

(9)  <...> the lowest degree of severity was selected as the reference category.

(10) <...> veikos pavojingumo pobudis ir laipsnis (the nature and degree of

dangerousness).

People’s familiarity with substances and their different properties facilitates the
understanding of such concepts as spatial distribution of prisoners in cells (8) and criminal
conduct with its varied gravity. Just like the temperature of substances can be measured in
terms of degrees, crimes, violent behaviour may also be measured in terms of severity and
risk to the society. In such metaphorical conceptualisation the key role is played by the
knowledge and experience with concrete substances and their properties. According to Lakoff
and Johnson, such human experience contributes to a great extent to people’s reasoning about
abstract entities such as events, activities and ideas (Lakoff & Johnson 1980/2003, 25).

As regards more variety of the metaphorical pattern with OBJECT as its source domain, in
some cases the source domain is a specific object which highlights the major characteristics
of a law-related concept. For example, it is common to speak about legal documents in terms
of INSTRUMENTS. Just like tools and instruments, laws are “utilised” to get citizen’s behaviour
“in order”. The most productive metaphor with instrument as a source domain manifesting in
both English and Lithuanian research articles is LEGAL MEASURE/LEGAL DOCUMENT IS AN
INSTRUMENT giving rise to metaphorical usage of such expressions as (teisiné) priemoné (a
(legal) tool (= instrument)) (yielding 31 instances) in Lithuanian and tools (1 instance only)
and instruments (a single occurrence) in English. Consistent with the notion of an instrument,
legal measures are said to be utilized (2 instances) and used (6 instances). Although not
distributed equally in linguistic expression, this metaphor may be said to be very
conventional in both English and Lithuanian legal language reflecting the discourse
community’s reliance on the basic experiential knowledge of handling instruments and using

them to maintain effective operation of daily objects and machinery. In a similar vein, in
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order to maintain effective functioning of the legal systems, states have to utilise different
policies, legal measures and apply written laws and attend to their proper operation.

From the contrastive perspective, the most obvious cross-linguistic difference in the use
of this metaphor was a considerably larger number of metaphorical expressions falling onto
this category in Lithuanian as compared to English. The Lithuanian articles under analysis
contained 98 different lexical units related to the source domain of an OBJECT, while English
was half as rich yielding 49 different words motivated by the OBJECT source domain. In terms
of linguistic expression, Lithuanian-only metaphors included a metaphor LIBERTY IS AN
OBJECT giving rise to an overwhelmingly frequent use of the expression laisvés atémimas
(taking away (of liberty) (= custodial sentence/imprisonment)) (all in all, 230 instances of
this expression were encountered in the Lithuanian sub-corpus) which was not observed in
the English data. Among the more frequent metaphors either solely found in the Lithuanian
sub-corpus or with only occasional use in English are metaphors CRIME IS A (MEASURABLE)
OBJECT which motivated the metaphorical use the adjective sunkus ((heavy (= serious/grave))
(65 cases) and only a single instance of the adjective heavy in English, PUNISHMENT IS A
(MEASURABLE) OBJECT (giving rise to 42 repetitions of the metaphorically used noun
(bausmés) dydis (measure (of the punishment)) and a frequent use of the space-related noun
riba (limit) to refer to punishments and their “sizes”. Moreover, the numerously represented
metaphor LAW/ORDER IS AN OBJECT manifesting itself in Lithuanian in the use of such
expressions as teisés/tvarkos pazeidimas (hurting/injuring (= infringement of) the law/order)
(29 instances) and the verb paZeisti (tvarkq, reikalavimg, taisykles)(to hurt/injure/break
(=violate, infringe) order, requirements, rules) (9 cases), was not detected in the English
articles. Among the more interesting infrequent instances of Lithuanian-specific metaphorical
patterns were metaphors ABETTING IS BENDING and INCITEMENT IS KINDLING. Consider these
examples:

(11)  Kurstymo biidai gali biiti jvairiis (ways of kindling (= incitement) may be various)

(12) Nésciosios prasymas yra konkretus: ji lenkia kitq asmenj padaryti konkrecig

nusikalstamgq veikq (The request of a pregnant woman is specific: she bends (= abets)
another person to commit a concrete criminal act).

Another Lithuanian-specific linguistic manifestation includes the wuse of such
object/material-related words as Siurkstus (rough (= gross) to refer to crime or infringement,
lankstus (flexible) and aptakus (sleek (= fuzzy, abstract) to refer to a definition of a crime and
a noun paketas (package (= collection) to refer to a set of normative documents. The English-

specific metaphors have appeared to be substantially fewer in comparison to Lithuanian and
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include such metaphors (represented by single linguistic instances) as A LIST OF CRIMINALS TO
BE EXECUTED IS A ROW (death row), LEGAL POLICY IS A NET (a wide net that captures many

individuals who do not pose a significant threat to public safety).
(CRIMINAL) LAW IS A HUMAN/LIVING BEING

The results of the study have shown that the field of law is frequently personified. Various
non-human legal entities may metaphorically be ascribed certain human-like characteristics
and described as possessing the ability to perform a variety of actions such as holding,
showing, regulating, allowing, prohibiting, responding and many others. Thus prisons are
seen as persons able to sold inmates, provisions — as active beings able to show something, a
legal document or its article is seen as a person’s capability of speaking, regulating, allowing
or, conversely, prohibiting certain behaviour:

(13)  the number of inmates a prison or jail may hold.

(14) <...> nuostatos rodo, kad <...> (the provisions show that <...>)

(15) The Gregg (1976) decision responded to the Georgia statute that <...>.

(16) Taciau sis straipsnis <...> nereguliuoja atvejy, kai <...> (But this article does not

regulate cases when <...>)

(17) <...> sankcijos leido naujojo BK nuostatas derinti <...> (the sanctions allowed

coordinating the provisions of the new Criminal Code with <...>)

(18) laws that prohibit offenders from possessing pornography.

One of the most productive metaphors in both English and Lithuanian articles that this
class subsumes is that of LEGAL WRITING/LEGAL ACTIVITY IS SPEAKING actualised by such
vocabulary as to respond, to address, to report, to articulate, to explain and to describe in
English and kalbéti (to speak), aiskinimas (explanation), apibiidinti (to describe), priestarauti
(to contradict), atsakyti (to respond) and jvardyti (to name) in Lithuanian. Therefore it is
common to find such sentences as the Model Penal Code articulated eight aggravating
circumstances, death penalty statutes essentially described the conditions, apie
diskriminacijos panaikinimq kalbama dokumentuose (the abolishment of discrimination is
being talked about in the documents) which demonstrate that it is also typical to see the
activity of writing as if it were an oral activity. In both languages the most frequent linguistic
expression of this metaphorical pattern is the use of an inanimate noun that denotes a legal
concept with an active verb thus semantically personifying the preceding noun.

It is important to note that examples of personification (which in this paper is understood

as a metaphor where the source domain is a human being) posed a challenge as to whether
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they should be categorised as metaphorical or rather metonymic. The close connection
between metaphor and metonymy is acknowledged by numerous scholars and a clear
distinction between the two phenomena is not always easily established. Some researchers
suggest ways to differentiate between the two. For example, Graham Low in his analysis on
the acceptability of the metaphor AN ESSAY IS A PERSON suggests that “[t]he analyst
effectively has a choice and can interpret expressions like This essay thinks that x either as
metaphor or metonymy, depending on whether the writer’s starting point for a decision is
seen as the noun or the verb (Low 1999, 222-223, bold typeface in the original). Yet, it is
very difficult to find out which of the two, the noun or the verb, were conceptually the
starting point of the writer of such an expression, therefore it is practically untestable.

Other researchers some of whom are members of the MIP and MIPVU creation and
development team also notified of the difficulty not only to analyse but first and foremost to
identify metaphor in the cases of personification. In her evaluation of the metaphor
identification procedure using MIPVU, Dorst (2011, 134) maintains that “[d]uring the
annotation process, it became clear that the identification of personifications proved
problematic to the procedure as the personification took many different forms, which differed
in their conventionality, referential function and interaction with metonymy.” The scholar
states that “[i]n the application of MIP and MIPVU, metonymy and metaphor are considered
to be independent though often interacting forces, and so the presence of metonymy does not
mean that a word cannot also be metaphorically used” (Dorst 2011, 199-200). Such
borderline cases of metaphors are also indicative of the close connection between the
cognitive functioning of metaphor and metonymy. Therefore, in Nacey’s words, it may be
“useful to view the process of metaphor and metonymy as a continuum, where prototypical,
or pure, metaphors and metonymies represent the poles. Between them lies an area where
metaphor and metonymy interact in different ways” (Nacey 2013, 18). Although I fully
acknowledge the fact that the cases that are treated as metaphors in this paper may by other
scholars be categorised as examples of metonymy, following MIP and MIPVU researchers as
well as the views of other scholars (Dorst 2011; Low 1999, 2011; Seskauskiené 2009, 2010) I

treat cases of personification as metaphoric rather than metonymic.
(CRIMINAL) LAW IS A CONTAINER

As the present study has demonstrated, academic legal writing tends to rely heavily on
metaphors with the source domain of a CONTAINER. The most numerously represented

metaphor in the analysed Lithuanian articles is LEGAL DOCUMENT IS A CONTAINER, yielding
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182 linguistic expressions in the Lithuanian sub-corpus, while occurring only occasionally (4
instances) in the English articles. In this metaphorical pattern the CONTAINER conceptual
domain is projected onto such notions as a specific legal document, its parts and sections or a
collection of legal acts. In the Lithuanian language the typical linguistic expression of this
metaphor is the locative case, whereas the English language expresses this by means of the

preposition in collocating with a noun denoting a legal document. For example:

(19) Lietuvos Respublikos baudZiamajame kodekse (Criminal Code of the Republic of
Lithuania 1oc. (= in the Criminal Code of the Republic of Lithuania).
(20) in the Violent Crime Control and Law Enforcement Act of 1994.

The most common features of the CONTAINER scheme are actualised are its inside and
outside, the content that can be inside of a container, the act of filling a container, the state of
being full (sometimes — being overfilled). In this line of thought, legal systems, documents
are seen as three-dimensional containers able to be filled, new provisions of the law — as
content that fills or is drawn into a container. The linguistic expression of this metaphor in
English is not varied and is mostly reduced to the metaphorical usage of the prepositions in,
into, outside, the adjective full and the noun content, whereas typical Lithuanian linguistic
manifestation is the use of locative case, nouns furinys (‘content(s)’), papildymas
(‘supplement’), jtraukimas (‘drawing in (=inclusion)’), verbs jtraukti (‘to draw in (=to
include)’), (pa)(uz)(per)pildyti (‘to supplement’), patekti (j) (‘to get into (=to be included)’),
jvesti (‘to bring in (=to introduce)’), adjectives papildomas (‘supplementary, additional’),
vidinis (‘inner’) and atviras (‘open’).

With regard to cross-linguistic similarities, the conceptual structure of a CONTAINER both
in English and Lithuanian is mapped onto such legal notions as law, branch of law, legal
system, law-making, case law, and cases. As a result of the conventionality of this metaphor
and very limited linguistic expression, almost no significant contrastive differences have been
observed. Interestingly, though, in the Lithuanian data the notion of criminal liability
sometimes is also seen as a container, its linguistic realisation manifesting in the Lithuanian
legal cliché patraukti baudziamojon atsakomybén, the use of the (illative) locative case being
the major factor generating metaphorical meaning. However, such expressions were not
numerous in the Lithuanian sub-corpus. In the English articles investigated, one instance was
observed where the image of a container is used in its direct sense, i.e. the case of a prison
(which is literally a container). However, in this metaphorical pattern offenders are seen as

objects that are put into that container:
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(21) <...> reasons why more people are being put in jail and staying there.

As shown in this section, the CONTAINER metaphor is pervasive in the conceptualisation
of varied law-related notions and its linguistic expression is predominantly very conventional
and does not show great variation. A large number of metaphorical expressions that are the
actualisation of the CONTAINER metaphor in both languages shows that it is very conventional
in both English and Lithuanian yet some quantitative differences show a tendency of the
Lithuanian to rely more on this type of metaphorical pattern in the conceptualisation of legal

matters.

5. Conclusions

This study has shown that legal research articles tend to predominantly rely on the OBJECT,
HUMAN BEING and CONTAINER metaphors in both English and Lithuanian. These source
domains help shape the understanding of numerous law-related concepts and they subsume
numerous lower-level metaphors. The most frequent law-related metaphors encountered in
research articles analysed were CRIME/CRIMINAL LAW IS AN OBJECT, LEGAL SYSTEM IS A
CONSTRUCTION, CRIMINAL JUSTICE/POLICY/LAW IS AN INSTRUMENT, LEGAL DOCUMENT/LAW IS
A CONTAINER, (CRIMINAL) LAW IS A HUMAN BEING. The striking similarity of metaphors that
shape academic legal discourse suggests that the English and Lithuanian legal researchers’
communities tend to rely on very similar conceptual patterns when writing about numerous
issues of the criminal law. However, the similarity has also been determined by the high level
of abstraction in categorising metaphors whereas its greater variety is evident when looking
at specific metaphors that the classes subsume. From the cross-linguistic perspective, at the
conceptual level the metaphorical patterns traced are strikingly similar in both English and
Lithuanian research articles, yet the linguistic realisation reveals some interesting cross-
linguistic and cross-cultural variation.

As regards the linguistic expression of metaphors, the majority of them appear to be
conventionalised expressions since no cases of novel or creative metaphorical expressions
have been detected in the data analysed. This finding seems to suggest that metaphor
conventionality may be imposed by genre restrictions, i.e. researchers writing articles on
criminal law tend not to use creative and striking metaphorical expressions in their academic
argumentation. Possibly, genre specificity also plays an important role in determining
metaphor conventionality. More studies into metaphors in legal language across a greater

variety of genres of academic (textbooks, lectures on (criminal) law, for example) and non-
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academic language (e.g. criminal codes and other documents, public legal discourse) could
provide more reliable answers as to how the genre may contribute to metaphor variation.
From the methodological point of view, this study has shown that the practical
application of MIP for metaphor identification may prove difficult due to a few factors. The
most challenging areas of the method’s application to Lithuanian are related to identifying
metaphorical meaning generated by grammatical form (such as grammatical cases), difficulty
in demarcating lexical units, establishing the contextual and the basic sense of the words
based on their definitions provided in available dictionaries and the question of homonymy
versus polysemy. An adaptation of the MIP procedure specifically for the Lithuanian
language as a result of collaborative work of metaphor researchers would definitely

contribute to reducing potential difficulties in prospective application of this method.
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METAFORA MOKSLINIUOSE STRAIPSNIUOSE BAUDZIAMOSIOS TEISES
TEMATIKA: GRETINAMASIS TYRIMAS

Santrauka
Metafory tyrimai atskleidzia, jog skirtingy diskursy bendruomenés yra linkusios pasitelkti
skirtingas metaforas, grindziancias jvairiy reiskiniy suvokimq. PavyzdzZiui, politinio diskurso
reiskiniy suvokimas daznai grindziamas pasitelkiant KARO ir KELIONES metaforq (Lakoff 1991,
1995, Cibulskiené 2006, 2008), verslo diskurse jprasta vartoti KARO, SPORTO ir SVEIKATOS
metaforas (Skorczynska Sznajder 2010; Urbonaité & SeSkauskiené 2007), o mokslinis
diskursas, kuris, kaip rodo naujausi moksliniai tyrimai, turi labai didelj polinkj j
metaforizacijq, daznai konstruojamas pasitelkiant PASTATO / STRUKTUROS bei KELIONES
metaforas (Cameron 2003, Seskauskiené 2008, Thornbury 1991). Jdomu, kad teisés diskurso
metaforos iSsamiai tirtos kur kas maziau nei kity sriciy. Sivo tyrimu siekiama istirti, kokios
konceptualiosios metaforos pasitelkiamos moksliniuose baudzZiamosios teisés straipsniuose
angly ir lietuviy kalba, kokia Siy metafory kalbiné raiska ir kokiy tarpkalbiniy skirtumy
galima aptikti konceptualizacijos ir kalbinés raiskos lygmenimis. Tyrimas atliktas remiantis
konceptualiosios metaforos teorija (zr. Lakoff ir Johnson 1980 / 2003) bei taikant MIP
metaforos nustatymo metodikq, sukurtq Pragglejaz grupés bei patobulintg grupés tyréjy VU
universitete Amsterdame (Vrije Universiteit Amsterdam) (Steen et al. 2010).

REIKSMINIAI ZODZIAI: metafora, konceptualiosios metaforos teorija, akademinis
diskursas, teisés diskursas, gretinamoji analize.
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MEDIA REVIEWS: CONTEXT AS THE DEEP FACTOR

The context in the broadest sense can be understood in basically two ways — as a linguistic
context and as an extralinguistic context. In the former case, it comprises the words, phrases,
sentences (part of a discourse) that precede and follow a certain word or a passage of a text
and usually has some influence and/or effect on it. In the latter case, the context is
understood as the situation, the interrelated conditions or circumstances in which something
occurs. The extralinguistic context can further be subdivided into historical, social, political,
sociocultural, educational etc.

This work analyses how the context serves the function of the deep factor in reading art
reviews found in newspapers. It also looks at how it helps to understand the reasons better
why certain pieces of art are evaluated in one or another way. The reviews aim not only to
present some information about the object under discussion and describe it but also to
evaluate it and, explicitly or implicitly, either recommend it or not recommend it to the
audience.

The context is treated here as the deep factor that determines what ideas or aspects are
stressed in the reviews as well as the means how they can be realized.

KEYWORDS: context, types of context, a review, interpretation, meaning.

A work of art is regarded as a means of self-realization and at the same time it is a way of
indirect communication. Their authors aim at communicating their ideas to other members of
the society in general. A great number of contemporary art are exhibited and their authors
expect them to get certain attention from the audience. Reviews are a tool that contributes to
understanding, interpreting, evaluating and, consequently, choosing or not choosing to accept
and use and/or admire that particular work of art.

Reviews are mainly found in the media. Therefore art reviews found in the media were
chosen as the material for qualitative analysis in this work aiming at disclosing the context as
the deep factor for understanding the discourse of art reviews in this particular case.
Lithuanian art reviews from the periodical Literatiira ir menas (Literature and Art) of the
years 1972-1981 were analyzed for this purpose. This qualitative research will contribute to a
better understanding of the role of the context that is a significant factor in interpreting a
work of art appropriately.

The review is defined as “a discourse type which basically involves description,
information and evaluation” (Ryvityte 2008, 38). A classic review (Lat. recensio means

‘evaluation, assessment’) sets the goal to present the work, to analyze and evaluate it paying
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attention to the structure of the work, its authenticity and originality, artistic advantages and
disadvantages (cf. Zurnalistikos enciklopedija 1997).

Hunston & Thompson distinguished the following three functions of evaluation which is
regarded a key issue in reviews:

“to express the speaker’s or writer’s opinion, and in doing so to reflect the value
system of that person and their community;

— to construct and maintain relations between the speaker / writer and hearer / reader;

— to organize discourse” (Hunston & Thompson 2000, 6).

Context is that secret, deep factor that helps to firstly to understand the value system of
the community and then to interpret the information applying the acquired knowledge.

The word context derives from the Latin contextus — “an ordered scheme; the state of
being joined” (Bussmann 1998, 100). Context is not a recent object of study in linguistics, as
early as the 1930s, Firth argued that “the complete meaning of a word is always contextual,
and no study of meaning apart from a complete context can be taken seriously” (Firth 1935,
37).

In Longman Dictionary of Language Teaching and Applied Linguistics (1996, 82)
context is defined as follows:

“<...> that which occurs before and / or after a word, a phrase or even a longer utterance or a

text. The context often helps in understanding the particular meaning of the word, phrase, etc.
<...> The context may also be the broader social situation in which a linguistic item is used.

From the above-given definition, one can see that the context may cover the linguistic
situation of a linguistic item, i.e. some part of the text in preposition or postposition to it, or a
social situation in which it occurs.

According to Werth (1999, 78-79), the context may embrace much more:

The context of a piece of language <...> is its surrounding environment. But this can include

as little as the articulatory movements immediately before and after it, or as much as the whole
universe, with its past and future.

Here Werth reveals a broader attitude to what context could encompass, i.e. absolutely
everything — the whole world covering not only the present situation but also its past and the
coming future.

Following Waterhouse (1974), language should be regarded as a type of human
behaviour and must be analyzed only taking its context and relation to human behaviour as a

whole into account.
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Let us have a look at the following extract from a review where one can see how some
earlier actions result in a disappointing present situation with certain consequences for the
future:

(1) O paezerés vienkiemyje — irgi nauji véjai. Cia, kur aiskios senoliy Zymés, kur galima
jtarti tebegyvenant kaukus ir aitvarus, viskas primena senq, nutritkusiomis stygomis
smuikq — net uzdéjus naujas, nebepasisekty jo suderinti. (...) Pats tévas kadaise
isginé savo vaikus, lyg neapsiplunksnavusius paukScius, ieskotis, jo iSmanynu,
geresnés dalios. Ir dabar jis skausmingai iSgyvena tq atotritkj nuo gimtosios dirvos,

nes Saknys jau pagrauztos laiko... <...>

Aktoré 1. KilSauskaité vaidina savo heroje, nuoSirdziai atskleisdama jos
nepriklausomumaq, meilés laukimg. Sariné irgi isskrides paukstis, bet jos dvasinis
horizontas neprasiplété uz gimtojo slenkscio.*

New winds are associated with changes in that family life: there is a reference to signs of

the old times but too old to be revived or repaired. The father feels guilty for suggesting his
offspring to look for a better life outside the steading. The other paragraph keeps another
character’s resemblance to those birds that left their nest (birthplace).

Halliday (1961, 243-244) pointed out that the meaning of a linguistic unit is “a
combination of its formal meaning and its contextual meaning” where “the context is the
relation of the form to non-linguistic features of the situation in which language operates, and
to linguistic features other than those of the item under attention: these being together the
‘extra-textual’ features” and where form comprises grammar and lexis, whereas context is an
interlevel relating form to extratextual features.

If we look at a short extract from a review without any context, a question arises:

(2) Juk ten jie — jy balandéliai! Kad tik jie bity sotis!* >
What / Who are those doves? A broader context will help to understand this:

(3) Pirmgjq karo dieng drauge su visais Zelionyj Privalo vyrais iséjo ir Stepanas su
Andrejum (akt. A. Gorgulis). Raudojo Klavdija, raudojo Marijka — ar sugris, ar
pamatys savo vaikus — tuos biisimus, dar gimsiancius... Klavdija ,, susitvarké “ gerai:
sveikas ir sotus, motinos stropiai priziirimas, namie auga kudikis, ji pati neina

* Aukstikalnis, E. Siapus ir anapus horizonto... Literatiira ir menas. No. 30 (1495), July 26, 1975.

3 This and the other translations of the extracts were kept as close to the original as possible avoiding
compensatory translation strategies:

And the steading by the lake is also reached by new winds. Here, where there are apparent traces of the old,
where sprites and brownies can be suspected staying at, everything reminds of an old violin with broken strings,
and even with the new ones one will not manage to tune it up. (...) It was Father who at one time sent away his
children — like fledgeling birds — to look for a better lot, as he thought then. And now he is painfully coming
through that alienation from the native land since the roots have already been eaten away by time.. <...>
Actress 1. KilSauskaité acts the heorine and truly portrays her independence and expectation of love. Sariiné is
also a bird that once left but her spiritual horizon has not expanded beyond her native doorstep.

* Urbonaité, G. Sauléta pazintis. Literatiira ir menas. No. 30 (1443), July 27, 1974,

> Translation:

After all, there are they — their little doves! How they wish them to be full!
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dirbti j koliukj, varo namine. Su kazkokiu vidiniu jtiZiu veda aktoré A. Kuznecova
savo socig Klavdijg per karo meto pavasarius ir Ziemas, isryskindama jos cinizmgq ir
seklig sielg. O vieniSos moterys, sunkiai vilkdamos savo nerimg ir vienatve,
valgiusios nevalgiusios paskutines jégas atiduoda frontui. Juk ten jie — jy
balandéliai! Kad tik jie buity sotis! — ir kiekvienuose namuose pavasario séjai
moterys surenka maziausiq gridelj. Kad tik jie nesusalty! — ir uzpustytais keliais,
pugai maisant debesis su Zeme, moterys vaziuoja ieskoti pasaro galvijams, avims —
frontui reikalinga vilna, mésa. Taip Marijos kidikis ir gimé — piigoje, sniege,
negyvas®’

From the linguistic context and the background knowledge (extra-textual features) the

reader understands that the soldiers, their loved ones are implied here, not birds. So
depending on the context, the same sentence may convey different meanings.

Routledge Dictionary of Language and Linguistics (1998, 100-101) refers to the context
as a comprehensive concept in communication theory which covers “all elements of a
communicative situation: the verbal and non-verbal context, the context of the given speech
situation and the social context of the relationship between the speaker and hearer, their
knowledge, and their attitudes”.

The following example illustrates the described above:

(4) ,, Ugnis uzantyje* — vienas is ty charakteringy spektakliy, kuriame bandoma, kaip
spaudoje neseniai rasé R. Jakucionis, , atkurti daugiau ar maziau aktualias
kasdienybés realijas. Bet ne visi jie jstengia kelti esmines gyvenimo problemas,
Jjausti laikmecio uzdavinius, jo pulsq“2’°

The reader should be aware of the everyday issues of that period as well as of the key
tasks to fully understand the reviewer’s intended meaning. The issues mentioned in the

review may not necessarily hint whether those issues are critical for the period. Thus, an

® Urbonaité, G. Sauléta pazintis. Literatiira ir menas. No. 30 (1443), July 27, 1974.

" Translation:

On the first day of the war, Stephen and Andrew (actor A. Gorgulis) left [the place] together with all the men
from Zelionyj Privalo. Claudia was weeping, Mary was weeping — will they come back, will they see their
children — the future ones, those that they are on the way... Claudia “has coped” with that well: a healthy and
full baby, well-cared for by its mother, is growing at home, she does not work in the collective farm and makes
moonshine. With some inner fury, actress A. Kuznecova takes her full Claudia through wartime springs and
winters and highlights her cynicism and shallow soul whereas single mothers pull their anxiety and loneliness
with difficulty and, full or hungry, give their last strength to the front. After all, there are they — their little
doves! How they wish them to be full! — and in all the households women collect even the tiniest grain for the
spring sowing. How they wish them not to catch cold! — and by snowbound roads, when a snowstorm stirs
clouds with the ground, the women go to look for forage for the cattle and sheep — as the front is in need of wool
and meat. Under such circumstances Mary’s baby was born — in a snowstorm, in the snow, dead.

¥ Macaitis, S. Liepsna ir rusenimas. Literatiira ir menas. No. 45 (1354), November 11, 1972.

? Translation:

“Fire in the Bosom” is one of those typical performances that try, as R. Jakucionis wrote in the press not long
ago, “to reflect more or less relevant everyday issues. But not all of them manage to raise critical questions of
life, to feel the tasks of the time or its pulse”.
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addressee from a different social context may face difficulty understanding the discourse (the
art review).

One can find a number of subtypes of the context in linguistic literature such as
interpersonal context, social context, cultural context, sociocultural, historical, topical / topic-
related context, linguistic / immediate, local context, general / situational / extralinguistic /
global context etc. When information obtained from the local / linguistic context becomes
insufficient, reference to the other contexts becomes mandatory.

A big amount of information of the global context is available from the external world,
that supplies vital cues of place, time, situation, interpretation, pragmatics, discourse,
demography, geography, society, culture, ethnology, and various other things (cf. Allan 2001,
20).

When the meaning of some particular communication event is constructed, participants’
individual perceptions, beliefs, experiences and intentions together with the objective
situational context can be among the factors that have impact on this meaning. Therefore, it is
the global context that provides valuable information for meaning disambiguation:

(5) Tai pagrindiné idéja, kuri veikalo eigoje pagrindzZiama prisiminimy scenomis.
Taigi poetas liudija ir mgsto. Savaime suprantama, kad vaizduojamq pokarj jis
apmgsto i dabarties pozicijy. Ginkluotos kovos jkarstyje sektretorius Stankiinas
apie savo laikq kalba tarsi is tribinos. (...) Pakriumiy karqg Stankiinas pasiryZes

laiméti ,,ne tik ginklu. / Visy pirma — tiesa ir iSmintim. / jos turi vienyti ir jungti
10 11

Zmones . Apie savo metq ir kiti personazai sprendzia is kito laiko aukstumos.
Example (5)(an extract from an art review) illustrates that what is natural for a person

living in the society at the period under discussion (to look at the postwar period events from
the perspective of the moment of speaking/writing) is not so obvious for members from other
societies. The political situation of the period made people re-evaluate everything from the
past from the perspective of that time in order to make them believe in the bright future of the
new system. However, an individual from some other society will not take it for granted.

As Trudgill formulated, “many other factors connected with the situation in which
language is being used, over and above topic, will also have a linguistic effect” (Trudgill

2000, 82), which holds true having in mind the above-given extracts as illustrations.

' Pakalniskis, R. Tarp poetinés dramos ir poemos. Literatiira ir menas. No. 47 (1825), November 21, 1981.

" Translation:

This is the main idea that is based on the scenes of reminiscences in the course of the work. So, the poet is
pointing and thinking. It is natural that he reflects on the depicted post-war period from the present position. At
the height of the armed fight, secretary Stankiinas is speaking of his period of time as if from the platform. (...)
Stankiinas is determined to win the bush-war “not only using the arms. / First of all, using the truth and
wisdom. / They must unite and connect people.” The other characters also judge on their period of time from
the elevation of the other time period.
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The anthropologist Malinowski argued that “language is entirely dependent on the
society in which it is used” and that it “evolves in response to the specific demands of the
society in which it is used” and “its use is entirely context-dependent: utterance and situation
are bound up inextricably with each other and the context of situation is indispensable for the
understanding of the worlds” (Malinowski 1923, in: The Linguistics Encyclopedia 2004, 167-
168). He also maintained that “the utterances become comprehensible only in the context of
the whole way of life of which they form part.” (idem) The following extract from a review
can serve as an illustration for this:

(6) Banalus, vos ne ,, kurortinis “ romanas... Kovodama su siuo banalumu, E. Pleskyté
nuspalvina savo replikas ironija, kartais — autoironija, skambancia dar pikciau. Vis
délto ir aktorés pastangos atsiduria aklavietéje, kai dramaturgas jai pasiiilo
., Dikantiskq* situacijq: Miglés ir jos meiluZio Zmonos ,,sqmokslg*, jy susitarimgq

pasimatyti, aisku, , Neringoje“. VisiSkai nepageidautum tardytojos vietoje isvysti
12 13

visokeriopai teisingq, gelzbetoning heroje.
What is “Neringa”? Why, again, “obviously”? An individual from a different society

with different traditions or from a different period not knowing the extralinguistic context
will hardly fully understand this situation where a well-known local restaurant in the heart of
the capital was a symbol of the status in the society and it was considered prestigious to show
off there. Therefore, this action of meeting in “Neringa” looks natural for the society of the
period under discussion but it is not obvious for other individuals.

Malinowski also differentiated between the immediate context of utterance and a general
and generalizable context of situation and argued that “we must study meaning with reference
to an analysis of the functions of language in any given culture” (Malinowski 1923, in: The
Linguistics Encyclopedia 2004, 168).

Halliday maintained that “we all use language as a means of organizing other people, and
directing their behaviour” (Halliday 1970, 141). The extract from a review will serve as an
example:

(7) ,, Ugnis uzantyje* — vienas is ty charakteringy spektakliy, kuriame bandoma, kaip
spaudoje neseniai rasé R. Jakucionis, , atkurti daugiau ar maziau aktualias

2 Macaitis, S. Liepsna ir rusenimas. Literatiira ir menas. No. 45 (1354), November 11, 1972.

" Translation:

A banal, nearly “resort” love affair... When fighting this banality, E. Pleskyté colours her remarks with irony,
sometimes with self-irony that sounds even more evil. However, the actress’s efforts end up in a deadlock, too,
when the playwright offers her a “piquant” situation: “a conspiracy” of Miglé and her lover’s wife, their
agreement to meet, obviously, in “Neringa”. One would absolutely not wish to see a ferroconcrete heroine who
is true in every possible way in the role of an investigator.
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kasdienybés realijas. Bet ne visi jie jstengia kelti esmines gyvenimo problemas,

. . . ve v . . . 14 15
jausti laikmecio uZzdavinius, jo pulsq*.

Here again we look at an extract which clearly implies a directive that all performances

should raise and focus on key issues of the period. A larger category of performances is
mentioned here (“one of those typical performances”), and the one that is reviewed is
attributed to that group. However, the idea behind all this is that all performances should
emphasize the issues of the period.

Following the discourse analysis, language is treated as “both a product and a producer of
the values and beliefs of the society in which it operates. Thus, the construction of any
message designed to represent some reality necessarily entails decisions about which aspects
of that reality to include, and then about how to arrange them.” (The Linguistics
Encyclopedia 2004, 115).

Concluding remarks. One should assume that context pervades language and that the way
we understand the language used is related to contextual assumptions. Words cannot be
interpreted in isolation since they are intertwined not only with other words but also with the
extralinguistic reality.

The knowledgebase of the language users makes a critical contribution to understanding
the meaning of the utterance. People with better linguistic and extralinguistic knowledge are
thought to be more efficient in understanding the contextual meaning.

To figure out all the information of a text (an art review) just by looking at its surface
form or to its orthography is a difficult task. In addition to their mother-tongue intuition,
language users have to apply a versatile system in order to find out all the possible explicit

and implicit meanings of a discourse.
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RECENZIJOS ZINIASKLAIDOJE: KONTEKSTAS KAIP GILUMINIS VEIKSNYS

Santrauka

Kontekstas placigja prasme gali biiti suvokiamas dvejopai — kaip lingvistinis kontekstas ir
kaip ekstralingvistinis kontekstas. Pirmuoju atveju kontekstas apima ZodZius, frazes ar
sakinius (dalj diskurso), kurie yra priesais tiriamq zodj ar teksto dalj arba is karto po jo ir
paprastai daro jtakq jo suvokimui. Antruoju atveju kontekstas suvokiamas kaip situacija ar su
nagrinéjama teksto dalimi susijusios jvairios aplinkybés. Ekstralingvistinis kontekstas
smulkiau skirstomas j istorinj, socialinj, politinj, sociokultiirinj, edukacinj ir kt.

Siame straipsnyje analizuojama, kaip kontekstas atlieka giluminio veiksnio vaidmenj
suvokiant meniniy kiiriniy recenzijas, randamas laikrascivose. Cia taip pat parodoma, kaip
kontekstas pasitarnauja geresniam priezasciy suvokimui, kodél meniniai kiiriniai vertinami
vienaip ar kitaip, nes vienas iS pagrindiniy recenzijos tiksly ir yra ne tik pristatyti ir
apibiidinti recenzuojamq kirinj, bet ir jvertinti ji bei eksplicitiSkai arba implicitiskai
rekomenduoti ji auditorijai arba ne.

Cia kontekstas laikomas giluminiu veiksniu, lemianciu, kokios idéjos, kokie aspektai ir
kaip yra akcentuojami recenzijose.

REIKSMINIAI ZODZIAI: kontekstas, konteksty riisys, recenzija, suvokimas, reiksmé.
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MOTIEJAUS KAZIMIERO SARBIEVIJAUS EPIGRAMOS: TEOPOETIKOS
PERSPEKTYVA

LDK Baroko poeto Motiejaus Kazimiero Sarbievijaus (lot. Mathias Casimirus Sarbievius,
lenk. Maciej Kazimierz Sarbiewski, 1595—1640) epigramos — bene sudétingiausi autoriaus
kiriniai. Tai — jo pateikta ,, Giesmiy giesmé*“s knygos motyvy interpretacija, per kurig
atsiskleidzia Senojo ir Naujojo Testamento rysys: Senasis Testamentas pateikia nuorodq j
Naujqgjj Testamentq. Pasitelkus teologijos ir literatiros dialogo teorijq bei taikant
hermeneutinés analizés metodq, straipsnyje siekiama iSanalizuoti M. K. Sarbievijaus pateiktq
., Giesmiy giesmeés“ interpretacijq. Atlikus tyrimg paaiskéjo, kad poetas savo epigramose
., Giesmiy giesme * aiskina kaip Jézaus ir Marijos Magdalietés rysj, t. y. Dievo ir Jo ieskancio
Zmogaus dramgq. Suzadétinis M. K. Sarbievijaus suprantamas kaip Kristaus alegorija, o
Suzadétiné, kurig jkinija Marija Magdalieté, — kaip Dievo ieskancios sielos alegorija.
ldomiausi epigramy kiirybiniai akcentai — barokinio koncepto (akumino) concors discordia
seu discors concordia realizacija ir mitiniy jvaizdziy atsiradimas religiniame diskurse.

REIKSMINIAI ZODZIAI: teopoetika, mitopoetika, dialogas, epigrama, barokinis
konceptas.

Ivadas

Teopoetikos tyrin¢jimai néra naujové Lietuvoje: jos raiSka literatliros kiiriniuose, teorinés
literatiros ir teologijos dialogo prielaidos gvildenamos Dalios Cio¢ytés, Dalios Jakaités,
Ernestos Juknytés, Jadvygos Kriiminienés, Gedimino Mikelai¢io, Julditos Nagliuvienés
darbuose. Mokslininkai remiasi Karlo-Josefo Kuschelio, Paulo Tillicho, Northropo Frye’aus
teorinémis jzvalgomis ir Martino Heideggerio, Martino Buberio pateikta tokio dialogiSkumo
samprata.

Siame straipsnyje teopoetikos zidros lauke — LDK poeto Motiejaus Kazimiero
Sarbievijaus epigramos i§ 1995 metais sudarytos jo poezijos vertimy rinktinés Ludi Fortunae
(Lemties Zaidimai. 18 lotyny kalbos verté Ona Dauksiené, Rita Katinaité, Eugenija Ul¢inaite),
kurioje publikuojamos keturios poeto Lyrikos knygos, Epodziy knyga, Epigramy knyga ir
poemos. Analizei pasirinkti autoriaus kiiriniai tyrinéjami per literatiiros ir teologijos dialogo
prizm¢. Epigramose vaizduojamos situacijos, interpretuojanios Giesmiy giesmés knyga.
Straipsnio tikslas — iSanalizuoti M. K. Sarbievijaus pateikta Giesmiy giesmés interpretacija,

taikant teopoetikos teorija ir hermeneutinés analizés metodg. Kaip teologijos Saltiniais
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straipsnyje remiamasi Jono Vailionio knyga Susitikimo giesmé: ,, Giesmiy giesmés“ knygos
komentaras (2000), amerikiecCiy teologo Paulo J. Griffithso studija Song of Songs: Brazos
Theological Commentary on the Bible (2011). Taip pat pasitelkiami ankstyvosios Baznycios
mokslininko, graiky filosofo Origeno Giesmiy giesmés komentarai, pateikti jo knygoje
, Giesmiy giesmés* homilijos (2011). Bibliniams simboliams paaiskinti remiamasi

Krikscioniskosios ikonografijos Zodynu (1997).

Teopoetika — teologijos ir literaturos dialogas

Remiantis K.-J. Kuscheliu ir Angelika Walser, teopoetika gali biiti suvokta kaip literatiiriné
realizacija ir tos realizacijos interpretacija, nukreipta ] estetines ir teologines kirinio
konstantas. Estetiniy ir teologiniy teksto vertinimo kriterijy suderinamumas — pirminis
rupestis literatiiros teologijos autoriui. Jj i§ esmeés atliepia pastangos jveikti konkurencinius
santykius, kitaip tariant, jsisgmoninta biitinybé nenuskurdinti vienos ar kitos dialogo pusés.
Teopoetikai paaiskinti K.-J. Kuschelis vartoja koreliacijos savoka, o Paulas Tillichas
koreliacija nusako klausdamas, kas yra analogijy principas kultiiroje, joms suvokti
iSkeldamas atitikmenis tarp religiniy simboliy. Simboliné kalbos esmé P. Tillichui tampa
teologijos ir meno analogiSkumo pagrindu. Taigi } meno funkcijg tikrove atskleisti taip, kaip
negali atskleisti niekas kitas, teologas sitilo skverbtis per simboliy savastj (pgl. Jakaité 2007,
107-108). Pasak D. Cio&ytés, nors teologija néra menas ir ne estetika jai labiausiai riipi, vis
délto ji neiSvengia metaforinio mastymo biido. Susitikime su literatiira ji prabyla ,ne tik
teiginiais, bet ir simboliais artikuliuojamos nuojautos jtaiga, ne tik teologinémis formulémis,
bet ir jtaigiu metaforiniu zodziu®“ (Ciogyté 2011, 71-72).

Religija negali buti atskiriama nuo zodZio, nes butent per Zodj apsireiSkia Dievas.
Naujajame teologijos zZodyne teologija apibréziama kaip ,tikinCio Zzmogaus iSreikStos
pastangos jsiklausyti j tikrajj istorijoje nuaid€jusj Dievo Zodinj apreiSkima“ (Vorgrimler
2003, 541). Cia aiskinama, kad nejmanoma teologijos atriboti nuo Zodzio, nes ,jau paiame
tame apreiSkime gludi sgvokomis bei teiginiais iSreik§to pazinimo momentas™ (Ibid.).
Teologijos apibrézimas, akcentuojantis verbaling Dievo raiSka, kalba apie teologijos ir
literatiiros dialogg. Norint suvokti teologijos diskurse nuskambancius zodzius, biitina leistis ]
santykj su literatuira, tiksliau — poetika. Teologija negali egzistuoti kaip visiSkai savarankiskas
mokslas, nes Dievo apsireiSkimas, pastangos Ji suvokti, neatsiejami nuo kalbos, istorijos,
filosofijos discipliny. Evangelijos pagal Jong prologe (Jn 1, 1) skelbiama: ,,PradZioje buvo

Zodis, ir Zodis buvo pas Dieva, ir Dievas buvo Zodis. (cit. i§ Biblija arba Sventasis Rastas,
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1999) Taigi zodis yra ,,pamatiné literatiiros (zodzio meno) ir teologijos susitikimo plotmé*
(Ciogyté 2005, 402).

Straipsnyje literatiiros ir teologijos dialogas formuojamas per Martino Heideggerio
iSkelta Kito savoka ir Martino Buberio As-Tu koncepcija. M. Heideggeris teigia, kad néra
objekty grynos egzistencijos, nepriklausomos nuo pasaulio. Nejmanomas ,,a8* buvimas be
kity. Cia-bitis (vok. Dasein) yra su-&ia-bitis (vok. Mitdasein). Panasiai svarsto ir Martinas
Buberis: ,,Néra jokio A4S paties savaime — visuomet yra tik As i§ Zodziy poros 4s5-Tu arba i
zodziy poros As-Tai.* (Buber 1998, 70) Teologijos ir literatiros dialoga galima paaiSkinti
M. Heideggerio pateiktu biitis-vienas-su-kitu santykiu: ,,Butis-vienas-su-kitu pirmiausiai ir
dazniausiai remiasi tik tuo, kuo tokia butis riipinasi bendrai. Tokia biitis-vienas-su-kitu, kai
kas nors atlieckama bendrai, daugiausia ne tik turi iSorines ribas, bet ir reiSkiasi atstumo ir
susilaikymo modusais. <...> Bendras atsidavimas tam paciam reikalui sglygojamas i$ tikryjy
angazuotos Cia-biities. Tik tokia autentiska sajunga jgalina tikrai atsiduoti reikalui, kuris
kiekvienam atveria jo laisve.“ (Heidegger 1992, 73) Literatira ir teologija, bendrai
atsiduodamos egzistenciniy esiniy paieskoms, randa savo laisve, kartu pasipildydamos
naujomis prasmémis. Pasak K.-J. Kuschelio, tiek menininkas (raSytojas), tiek teologas kovoja
dél galutinés Zmogaus tiesos. Teologas — pasitelkes ApreiSkimo dokumentus, menininkas —
pateikdamas savo meno kiirinio pavidalg. Teologijos ir literatiiros dialogas turi kelti zmogaus
egzistencijos klausimus (Kuschel 2000, 316). Literattirai interpretuojant teologines reikSmes
vyksta dvigubas aktas: atkuriamos praeityje funkcionavusios reikSmeés, o sykiu atveriama
perspektyva galimoms reikSmiy permainoms. Kai literatiiros diskurse pasirodo teologinei
plotmei priklausantys démenys, suvokianti sgmoné juos pirmiausia ir atpaZzjsta tuo pavidalu,
kokiu jie funkcionuoja teologijoje. Toks asociatyvus atpazinimas tuo pat metu leidzia
pamatyti tuos démenis kaip ,visai kitus®, pastebéti jy pakitimus, reikSmés skirtumus.
Vadinasi, teologiniai démenys ] literatiirg atsineSa tam tikrg reikSmeés branduolj, kuris
pridengiamas kiiréjo patirties reikSmémis. Taciau pridengiamas taip, kad pro individualuma
vis tiek regimas bendrumas. Stai tokiu reik§miy persidengimu teologiniai démenys sutraukia j
save 1§ tradicijos paveldétus pozymius ir tuos, kuriuos jam suteikia individuali kuir¢jo patirtis
(Juknyté 2007, 18).

Susitikimo aktas nusakomas Buberio 4s-Tu koncepcijoje: ,,Kiekvienas paskiras Tu yra
propersa i ji. Per kiekvieng paskirg Tu pamatinis Zodis kreipiasi | amzingjj 7u.* (Buber 1998,
140) Per A$-Tu santykj M. Buberis nusako amzingja meno versme: ,,Stai amzinoji meno
versme: zmogy pasitinka pavidalas ir per jj troksSta tapti kiriniu. Kiirinys yra ne tai, ka

pagimdo zmogaus siela, bet reiskinys, kuris kreipiasi j sielg ir reikalauja, kad $i suteikty jam
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veikianc€igjg jéga.” (Ibid., 77) M. Buberis 4s-Tu santykj schematiskai vaizduoja Zmogaus ir
kelio figiiromis, kur zmoniy susitikimo taske jvyksta dialogas: ,,Kai einame keliu ir
sutinkame zmogy, zingsniuojant] mums priesais ir taip pat keliaujantj, mes Zinome tik savo,
bet ne jo kelio dalj; jo kelio dalj iSgyvename tik susitike su juo.” (Ibid., 141) Literatura ir
teologija pazjsta tik savo kelig, taCiau susitikusios jos prakalbina viena kitg. Literatiira ir
teologija kartu jZengia j dialogo santykj.

K.-J. Kuschelis literatiiros ir teologijos dialogo problemai spresti sitlo struktiirinés
analogijos metoda. Mastyti pagal struktiring analogija reiskia literatiirinio tikrovés aiskinimo
nelaikyti krikS¢ioniSku. Pagal struktiiring analogija, suvokiamas paties saves atitikmuo
svetimame. Tas, kuris pripazjsta Kitg kaip Kita, svetimg kaip svetimg, gali paprieStarauti,
protestuoti ir suformuluoti alternatyva. Tik taip teologijos ir literatiiros santykis taps dviejy
poliy itampos, dialogo ir kovos dél tiesos santykiu. Jy itampos santykis bus pagristas tik tada,
kai bus mgstoma remiantis struktiiriniais atitikmenimis, t. y. ieSkant rySio ir prieStaravimy,
kai bus pabréziamos didziosios bendrybés ir jvardijami skirtumai (Kuschel 2008, 26).

Teologijai svarbus ne tik susitikimas su kalbos stilistikos ypatumais, meninémis Zodzio
priemonémis, bet ir mity interpretacijomis. Neretai literatiiros kiirinyje (ypa¢ Renesanso ir

Baroko tekstuose) susitinka mitiniai ir krik§¢ioniskieji jvaizdziai.

M. K. Sarbievijaus epigramos — religijos ir poezijos dialogas

Baroko epochoje populiarus imitacijos Saltinis buvo Biblija, ypa¢ Giesmiy giesmés knyga.
M. K. Sarbievijus Giesmiy giesme interpretuoja dvejopai: kaip Kristaus ir Baznyc¢ios santykj
(tokia interpretacija atitinka graiky mastytojo Origeno aiSkinima, kad Suzadétinis yra Kristus,
o Suzadéting — zmogaus siela, kurios vienintelis riipestis yra susijungti su Dievo Zodziu ir
jgyti jo 18mintj (Origenas 2011, 166), kaip Marijos ir Jézaus dvasinj rysj. Dar galima jzvelgti
zmogaus sielos ir Dievo santykj per dievoieskos procesa. Giesmiy giesmés knyga atveria
daugiasluoksne interpretacija. VienareikSmisko Sios knygos paaiskinimo néra. Teologai
Giesmiy giesme komentuoja taip pat jvairiai. Pavyzdziui, Teodoras Mopsvetietis Giesmiy
giesme aiskina realistiSkai: poetas apgieda Saliamono, kuris vedé faraono dukterj, vestuviy
Svente (Ibid., 35).

Teologas Jonas Vailionis savo studijoje Susitikimo giesmé: ,, Giesmiy giesmés "
komentaras $ig Biblijos knyga interpretuoja kaip zmogiskosios ir dieviskosios meilés
susitikimg: ,,Poetas neiesko nattiralios meilés ar jos mistinés prasmés. Jis gieda apie amzing,

zmogiska ir dieviska Meilés tikrove. ,,Giesmiy giesmé* sujungia meile ir Meile, zmogiskuma
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ir dieviSkumg. Meilé¢ ir Zmogiskumas tampa Dievo tikrovés simboliu.* (Ibid., 12) Giesmiy
giesmé taip pat interpretuojama kaip Dievo Jahvés ir Izraelio santuokinés sandoros metafora,
reiSkiama per ,,mylimojo ir mylimosios tobulag Meilés Sventima“ (Ibid., 35). Baroko poezija
plétoja Kristaus ir zmogaus meilés alegorija. Giesmiy giesmés poetika kupina dramatiSkos
mylimyjy prasilenkimo jtampos — tuo ji ypa¢ artima Baroko poezijos religingumui (Cio&yté
1999, 61). Idomu patyrinéti, kokia Giesmiy giesmés interpretacija savo epigramose pateikia
M. K. Sarbievijus.

Prie§ aptariant poeto epigramas, biitina pristatyti ,,aStraus ir SmaikStaus stiliaus* teorija,
kuri isry$kéja autoriaus kiiryboje. Sios teorijos aSis — barokinio koncepto arba akumino
sgvoka, kurios esmé — prieSybiy derinimas, iSreikStas posakiu faiki nesantaika arba netaiki
santaika (lot. concors discordia seu discors concordia). Akuminas labiausiai buvo siejamas
su epigramos zanru. Poetikos paskaity konspektuose dazniausiai randamas toks epigramos
apibrézimas: Epigrama yra trumpas isdéstymas eilémis kokio nors dalyko su jzvalgia
pabaiga. Tokiai epigramai reikalinga ekspozicija, t. y. pasakojimas, atitinkantis dalykq, ir
pabaiga, kurig sudaro jZvalgi mintis arba akuminas. Taigi akuminas dazniausiai laikytas
baigiamgja epigramos dalimi (Nedzinskaité 2011, 107). Barokinj koncepta galima sieti su
Siuolaikine paradokso sgavoka. Beje, paradokso pavyzdziy gausu ir Biblijoje, pavyzdziui:
,, Taip paskutinieji bus pirmi, o pirmieji — paskutiniai“ (Mt 20, 16); ,,Kas tarp jlisy maziausias,
bus didZiausias“ (Lk 9, 48) (cit. i§ Biblija arba Sventasis Rastas, 1999). Siy paradoksy tikslas
buvo suzadinti skaitytojy samoningumag supaZindinant juos su naujomis prasmeémis,
slypin¢iomis Zodziuose, kurie dél dazno ir lengvabiidisko vartojimo tapo dviprasmiai,
apgaulingi ar beveik beprasmiai (Gudaityté 2007, 158).

Savo kiiryboje remdamasis bibliniais jvaizdziais, M. K. Sarbievijus atsiliepia j Tridento
susirinkimo suformuluotg reikalavimag neapsiriboti antikiniais pavyzdziais, kuriy gausu
Renesanso poezijoje, bet ieSkoti jy krik§cioniSkuose Saltiniuose (DaukSiené 2005, 56). Tad
poetas savo epigramas pradeda citatomis 18 Giesmiy giesmés. Jj Giesmiy giesméje sudomina
zmogaus ir Dievo santykis, zmogaus galimybé atrasti tikéjima. Giesmiy giesmés knyga
kupina erotikos, ir ta erotiSkumg poetas perkelia i savo epigramas (llpy, buciniy, kriity
jvaizdziai). Giesmiy giesmé prasideda paliepimu: ,,Buciuok mane savo burnos buciniais!*
(Giesmiy giesmé'® 2002, 8) Nors i§ pirmo Zvilgsnio gali atrodyti, kad §i eilute — tiesiog
kiiniSkosios aistros troskimas, taciau po ja slypi dvasiniy vertybiy simbolika. Pasitelkiant

alegoring interpretacija, teksto erotiSkumas iSnyksta, atsiveria kitos, gilesnés, prasmeés

1 Cia ir kitur cituojant Giesmiy giesme pateiktas Sigito Gedos vertimas.
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(Griffiths 2011, xxxix). Per svaigy bucinj dvi burnos viena kitai perduoda kvépavimag ir
gyvenimg. [simyléjéliai patenka j ekstaze, kurioje trokStama ragauti, lytéti, regeti, girdéti.
Burna, bucinys liudija meilg, taip pat zaves] ir i§ jo gimstantj adoravimg. Bucinys yra tai, kas
saldu, malonu, svaigina. Psalmininkas taip pat gieda apie Dieva: ,,ISbandykite ir ragaukite
patys, koks geras yra ViesSpats.“ (Ps 34, 9) Dar aiskiau §is posakis nuskamba Vulgatoje:
,Gustate et videte quoniam suavis est Dominus* (Psalm 33, 9) (cit. i§ The Latin Vulgate'").
Dievas toks malonus, kad Jis apibtidinamas epitetu ,,saldus* (Vailionis 2000, 41). Teologas P.
J. Griffithsas pastebi, kad Biblijoje lipos daznai susijusios su kalba, jos yra vartai, per
kuriuos minc¢iy pavidalu ] iSor¢ patenka tie Zodziai, kurie buvo zZmogaus viduje. Patarliy
knygoje zodis prilyginamas buciniui, plg. Pat. 24, 26: , Tinkamas atsakymas yra kaip
pabuciavimas.“ (Griffiths 2011, 7-8) Pasak M. K. Sarbievijaus religinés poezijos tyrinétojos
Onos Dauksienés, poeto epigramose vyraujantys valgio, gérimo, maitinanciy kriity, buciniy
vaizdiniai yra dvasinio alkio, Dievo ilgesio alegorijos (Dauksien¢ 2005, 57).

Sarbievijaus 25-oje epigramoje net aStuonis kartus minimos leksemos, nurodancios
bucinio semantika (lGpos, burna, buciavimasis, bucinys; originale osculare — ,,buciuoti®,
labra — ,lapos® ir os — ,,burna). Cia Suzadétinio bucinys ypatingas, i§skiriamas i3 visy kity
buciniy, kurie nepatenkino mylimosios sielos. M. K. Sarbievijus Giesmiy giesmés eilute
iSpléeté iki desperatiSko mylimosios bandymo pasitenkinti dangaus ir zemés buciniais.
Mylimosios ilgesys reiSkiamas emocionalia kalba: ,,Suzadétinio — ak! — baisiai ilgai
nematau.“ Mylimoji ilgisi, laukia. Siuo ieskojimu pradedamas treGiasis Giesmiy giesmés
knygos skyrius: ,,Savo guoly a$ visgnakt ieSkojau to, kurj myli mano Sirdis, ieskojau, bet
neradau. (Giesmiy giesmé 2002, 43) Apskritai M. K. Sarbievijaus epigramose rySkis
trodkulio, gaudyniy, klajoniy, medzioklés vaizdai jkiinija dievoieskos dramatizma (Ciogyté
1999, 61). Ieskojimas susietas su troskimu. M. K. Sarbievijaus pateikta bucinio simbolika
kiek kitokia nei Siuolaikiniy Biblijos aiSkintojy. Kaip jau minéta, buCinys yra malonus,
svaiginantis, taciau M. K. Sarbievijaus epigramoje jis yra trokStamas, bet nepasiekiamas, arba
gaunamas i§ to objekto, kurio buciniai nedziugina ir nesvaigina, netgi yra SiurkStds ir
nemalonis. Origenas teigé, kad Suzadétinio burng galima suprasti kaip galia, apSvie€iancia
prota ir meilés kalbg; o jei tikintysis nusipelno aprépti Sitokig esatj, jam atsiskleidzia tai, kas
nezinoma bei tamsu. Kitaip tariant, tai yra tikras, artimas, Sviesus Dievo zodzio (Suzadétinio)
bucinys tyrai sielai (Suzadétinei) (Origenas 2011, 172).

Kruty kaip dvasinio peno vaizdinys randamas 26-oje epigramoje:

' Prieiga: http://www.biblestudytools.com/vul/psalms/33.html
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Tunc ego: terra, tuos nolo,; mare, nolo liquores:
Tu mihi, Sponse, fames, tu mihi, Sponse, sitis.
Audiit, et geminum Sponsus mihi protulit uber:
Tu mihi, Sponse, cibus, tu mihi potus eris.

Zeme, nenoriu taves, vandeny tavo, jira, nenoriu;

Tu, Suzadeétini, man — alkis, tu man — troskulys.

Tai isgirdes, abi Suzadétinis padavé kriitis —

Tu, Suzadétini, man maistas, tu gérimas man (p. 519)."

Siame posme iSryskéja zmogaus barokinis pamaldumas. Dievo trokstanti siela atsisako
zemisky gérybiy, iesko tik dvasinio peno, kurias jvaizdina Suzadétinio krutys. IS tiesy
paradoksaliai'® atrodo Suzadétinio, turin&io kritis, figiira, tatiau Zinant, kad Jis yra Kristaus
alegorija, o su valgiu (mityba) susij¢ vaizdiniai — dvasinio alkio simboliai, galima teigti, kad
Sioje epigramoje vaizduojama siela, trokstanti ir ieSkanti Dievo. Apie dvasinj alkj kalbama ir
Sventajame Raste, pavyzdZiui, garsiajame Jézaus Kalno pamoksle (Mt. 5, 6): ,,Palaiminti,
kurie alksta ir troksta teisumo, nes jie bus pasotinti.* (cit. i§ Biblija arba Sventasis Rastas,
1999) Taigi Suzadétinio (Kristaus) kritys yra visa atiduodancios ir maitinan¢ios meilés
zmonijai simbolis (Dauksiené 2005, 58). Taip pat Suzadétinio kriity vaizdinj aiSkina ir prie§
M. K. Sarbievijy anks¢iau gyvenusi ispany mistiké Sv. Jézaus Teresé Avilieté (1515-1582):
,Jeigu nepaprastai turtingas dieviSkasis Suzadétinis nori sielg dar labiau pradziuginti ir
praturtinti, tai Jis kreipiasi ] ja. Tada siela, alpdama i§ didelio dziaugsmo, kupina
susizavejimo krinta ] Jo dieviSkas tankas, priglunda prie Sventos dieviskos kriitinés.
(Aviliete 2006, 57) Sventoji prabyla apie Suzadétinio krity poveikj sielai: ji pakyla j
nepaaiskinamg ekstaze, apsvaigimg. Tai meditacijos forma, kai susiliejama su dievisSkaja
energija. Teresé Aviliet¢ Sig biiseng apraSo kaip tokig palaimingg, kokios nepatirsi kartu
apémus ,,visus pasaulio dziaugsmus ir malonumus* (Ibid.). Tad ir M. K. Sarbievijaus lyrinis
Zmogus nenori i§ zemés gaunamy gérybiy, nes jo siela troksta to apsvaigimo, kurj suteikia
visaapimanti Dievo meile.

14-ojoje epigramoje Giesmiy giesmés eilute ,,Trauk mane paskui save: bégsime* poetas
interpretuoja kaip Dievo iSsiilgusios sielos ir Dievo rysj, lygindamas jj su Jézaus ir
Magdalietés rySiu:

Mi Iesu, sine te per opaca, per invia tendam;

Et potero longas te sine ferre moras?

Felix, ah felix olim tua Magdala, quae se
Nexuerat vinctis ad tua crura comis!

' Cia ir toliau cituojant Sarbievijaus epigramas i§ jo kiirybos rinktinés Lemties Zaidimai (2009) bus nurodomas
tik puslapio numeris.

1 Sioje epigramoje Suzadétinio, turin&io kriitis, figiira yra baroko koncepto, derinan&io darna ir nedarna,
pavyzdys. Barokinis konceptas (akuminas) atitinka Siuolaikine paradokso sgvoka.
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Sic comes illa tuum nunquam linquebat amorem:
Tu captivus eras illius, illa tui.

Altera, ne dubites, ego sum tua Magdala, Christe:
Ergo trahas vel me, Sponse, vel ipse mane.

Mano Jézau, vejuos tave per tankmes, per briizgynus;
Kaipgi galésiu pakelt ilgas dienas be taves?

O, laiminga tava Magdalieté, kadais prisirisus

Prie tavyjy blauzdy, jas apvyniojus plaukais!

Tavo meilés Sita palydové nésyk nepleido:

Tu jos belaisvis buvai, tavo nelaisvéje — ji.

AS, Suzadétini, tau antroji esu Magdalieté:

Trauk mane paskui save, Kristau, ar pats pasilik (p. 509).

M. K. Sarbievijus pateikia aliuzija i Lk 7, 36-50 uZrasytg istorija, kurioje Magdalieté
brangiu nardo aliejumi iStepé Jézaus kojas ir nuSluosté jas savo plaukais. Ankstyvaisiais
krik§Cionybés amziais nardas buvo BaznycCios ir paties Kristaus, iSsigelbéjimo kvapg
skleidziancio po visa pasaulj, simbolis. O pagal Luko evangelija, kai nusidéjélé aliejais iStepa
Jézaus kojas ir jas Sluosto plaukais, nardas tampa ir atgailavimo zenklu (Vailionis 2000, 55—
56). Biblijoje gana daznas kvapiyjy aliejy ar kvepaly simbolis. Kvepalai labai daznai
simbolizuoja mylimg asmenj. Aliejus turi somating prasme: juo tepami raumenys, jis juos
gaivina. Aliejui priskiriamas ir religinis vaidmuo: juo patepus jSventinami kunigai, karaliai,
pranasai (Ibid., 42). Taigi Jézaus kojy nuplovimo aktas rodo artimg Jo ry$j su Magdaliete.
Beje, kai Jézus prisikéle, Marija Magdalieté pirmoji tg suzinojo. Stipry Magdalietés ir Jézaus
rys], savotiska priklausomybe vienas nuo kito, Sarbievijus parodo $ia eilute: ,,Tu jos belaisvis
buvai, tavo nelaisveéje — ji.*“ TacCiau §i priklausomybé yra palaiminta, nes tai nelaisvé meiléje.

Dar reikia paminéti, kad Sioje epigramoje Magdaliet¢ yra nusidéjusio, bet norincio
atsiversti zmogaus emblema. KrikS¢ioniSkajame mene ji vaizduojama kaip atgailaujanti
nusidéjele, vilkinti paprastg apsiaustg arba nuoga, prisidengusi ilgais plaukais. Ji medituoja,
skaito arba, pakélusi aSarotas akis ] dangy, jame regi angelus (Krikscioniskosios
ikonografijos Zodynas 1997, 192). Taigi Cia nelieka nepastebétas atsivertimo motyvas, kuris
yra svarbus tiek teologijai, tiek literatiirai. Raymundas Schwageris savo straipsnyje Imitacija
ir auka — nuodéemé ir atsivertimas. Kq reiskia teologiné literatiiros kritika? analizuoja
literatiiros mokslininko René Girardo iskeltg tezg, kad dauguma romany baigiasi tam tikru
herojaus atsivertimu, kuriame netiesiogiai atsiskleidzia ir raSytojo atsivertimas. Esg tiek
romano herojus, tiek raSytojas nori nusigrezti nuo savo ankstesnio gyvenimo, nes mirties
akivaizdoje jie suvokia pasaulio tustybe (Schwager 2008, 70). Kaip pastebi straipsnio
autorius, Renesanso epochoje poezija sukasi aplink nuopuolio a$j, herojaus paveikslas
susitapatina su puolusio zmogaus paveikslu: ,,Poetinei fikcijai atsiveria visai naujos zaidimo,

intrigos ir tragikos galimybés, galinCios iSmatuoti paslaptingas zmogiskosios egzistencijos
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gelmes. Nauja poezijos tema tampa puoles Zzmogus — Paradise lost — kur nuopuolis visai
Jprastai turéjo biti vaizduojamas remiantis jau ne tik Adomu. Cervantesas, Calderonas,
Shakesperare’as ir daugelis kity parodo, kaip per instinktyvy pamégdziojima, pavyda ir
varzymasi beviltiSkose situacijose Zzmongés praranda savo tapatybe.* (Ibid., 73) Sarbievijaus
epigramose lyrinis ,,A$* praranda savo tapatybe, susitapatina su atgailaujancia nusidéjéle,
kad patirty Zmogaus egzistencijos gelme, o ta patirtis ateina per atsivertimo akta.

Poeto interpretacijoje Suzadétinis yra siekiamos dievybés alegorija, o Magdaliete¢ —
Dievo ieskancios sielos alegorija. ,, Trauk mane paskui save: bégsime* — veiksmazodis trauk
rodo pritraukimg prie kazko, susiri§img su kuo nors. Viena i§ leksemos traukti reikSmiy,
pateikiamy Dabartiniame lietuviy kalbos Zodyne, yra ,turéti artinamajg jéga“ (Dabartinés
lietuviy kalbos Zodynas®®). Mylimoji siilo (veikiau — liepia) mylimajam kartu eiti meilés
pazenklintu keliu. Biblijoje meilé daznai siejama su rySio semantika, pvz., Oz. 11, 4: ,,Siejau
juos su savimi pajauty saitais, meilés rySiais...” (cit. i§ Biblija arba Sventasis Rastas, 1999).
Meilé traukia ir pritraukia, apimanti visg buvimag (Vailionis 2000, 43).

Idomu tai, kad Sarbievijus Senojo Testamento interpretacijoje mini Jézy ir Marija
Magdaliete, kurie pacioje Giesmiy giesméje ir apskritai Senajame Testamente tiesiogiai néra
minimi. Jy vardai pasirodo tik Naujajame Testamente. Giesmiy giesméje JIS ir JI néra
konkreciai jvardijami (nematome tiesiogiai paminéto nei Jézaus, nei Marijos, nei Baznycios).
Taciau, kaip teigia teologas P. Griffithsas, bevardziai Giesmiy giesmés charakteriai yra
figtiros, kurios ne tik biina savimi, bet ir kazka nurodo, atskleidzia kitus (Griffiths 2011,
XXXViil).

17-o0joje ir 33-10joje epigramose Sarbievijus interpretuoja Gg 2, 17 eilutg: ,,Kol neatvéso
diena, kol nenutjso Se$¢liai, skubék, mano mylimasis, kursai esi kaip gazelé arba jaunas
elnias ant kvepianciy aukStumy* (Giesmiy giesme 2002, 41). 17-0joje epigramoje Sarbievijus
plétoja meilés-medzioklés motyva:

Insequeris, fugio: clamasque, revertere, lesu:

Et reduces ad te flecto repente vias.

Insequor, ipse fugis: clamoque, revertere, lesu:
Et faciles ad me flectis, Amice, vias.

Assequeris, fugio. fugis, assequor: o bonus error!

Obsequii felix o in amore fuga!

Ad te, ne fugias, tua me fuga, Christe, reducet:
Dux tibi ne fugiam, vel meus error erit.

Bégu, — tu, Jézau, vejies; sugrizki, — girdziu tave Saukiant
Ir pasukti atgal savqjj kelig skubu.
Bégi, man vejantis, pats, sugrizki, — girdi mane Saukiant

2 Prieiga: http://dz.Iki.1t/ [Zidr. 2014-01-22]
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Ir, o drauge, skubi kelig pasukt link manes.

Bégu, tau sekant, o tu — sekant man: nuostabioji klajoné!
Tas laimingas, kuris bégdamas meilei paklus!

Tavo klajoné padés man rasti tave, kad nedingtum,
Mano klajoné tave, Kristau, atves prie manes (p. 513).

Visoje epigramoje jauciama opozicija bégimas-vijimasis, kuriame as-tu atlieka ir
béganciojo, ir besivejanCiojo vaidmenis. Regis, pasivyti nejmanoma, bégimas padeda
priartéti. Cia, kaip ir kitose Sarbievijaus epigramose, matome jo ,.aStrumo teorijos“
realizacijg. ,,AStraus stiliaus medziagg“, t. y. trikampio pagrindg sudaro darna ir nedarna:
darna slypi abiejy béganciyjy tarpusavio meil¢je, nedarna — bégimo situacijoje, kai vienas
mylimasis béga, o kitas vejasi, bet nepaveja. Tai, kad abu paskui apsikeic¢ia vaidmenimis,
galima suprasti ir kaip darna, ir kaip nedarna, arba ,,taikia nesantaika ir netaikig santaikg“
(Dauksiené 2012, 30). Sioje epigramoje ryskiis vijimosi, bégimo, grizimo motyvai, keliantys
dramatiSkg ieSkojimo jtampa: Dievas vejasi zmogy, kviecCia jj sugrjzti, nenutolti nuo
tikéjimo. Zmogus nutolsta nuo tikéjimo, jaudia dvasinj alkj, todél vejasi Dieva, t. y. Jo
Saukiasi. Meilé Sioje epigramoje pateikiama kaip bégimas, Zzmogus — mylimas (ji vejasi) ir
mylintis (jis vejasi).

Giesmiy giesméje Senojo Testamento knyga atsiskleidzia kaip nuoroda j Naujaji
Testamenta, nes butent Naujajame Testamente kalbama apie Jézy, todel M. K. Sarbievijus
savo epigramose nurodo konkrety geidimo objekta — Jézy. Taigi autorius Cia reiskiasi ne tik
kaip poetas, bet ir kaip teologas. Giesmiy giesmés poetas mylimojo ir mylimosios pokalbj
pradeda mylimojo spar¢iu atbégimu prie mylimosios namy (Vailionis 2000, 68). Mylimasis
ivardijamas kaip gazelé¢ ar jaunas briedis (elnias). Biblijoje Sie gyviinai simbolizuoja
mikluma, grakstuma, Svelnuma ir nusako biisimg netikétuma (Ibid., 66). Krikscioniskosios
ikonografijos Zodyne pazymima, kad kartais krikS¢ionybés dailéje elnias siejamas su gyvybés
vandeniu, remiantis psalmés Zodziais (Ps 42, 2): ,,Kaip eln¢ ilgisi tekancio vandens, taip as
ilgiuosi taves, Dieve.” (Krikscioniskosios ikonografijos Zodynas 1997, 71) Neatsitiktinai
Sarbievijus Giesmiy giesmés elnig sieja su dievoieskos tematika, troskulj — su ilgesiu. Poeto
tekste siela girdi Jézaus Sauksmg ir lekia Jo link, taciau Sioje epigramoje atradimo dar néra.
Tik per klajong rasis tikéjimo tiesa.

8-3ja epigrama Sarbievijus pavadino De D. Maria Magdalena (,,Apie palaimintaja
Marija Magdaliete®), kur epigrafu pasitarnauja Gg 3, 2 zodziai: ,,Po gatves ir po aikstes
ieskosiu to, kurj myli mano siela“:

Et gemit, et miseris singultibus astra lacessit,

Et salso teneras irrigat amne genas.
Et cava per, per acuta celer, per inhospita fertur:
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Et per aperta fugax, et per iniqua ruit.
Quid facit ad tantos tam prodiga lacrima cursus?
Magdalis in lacrimis navigat ipsa suis

Aimanas siuncia gailias lig Zvaigzdziy, nepaliauja raudoti
Ir drékina svelnius skruostus suriu upeliu.

Ir per daubas didziules, per skardzius, per pavojus vis béga,
Verzias plynaisiais laukais, lékt nepaliauja kalvom.

Kq gi bégimui tokiam gausybé jos asary teikia?

Magdalieté savy asary plaukia upe (p. 503).

Sioje epigramoje hiperbolizuojamas Marijos Magdalietés skausmas: aimanos kyla ligi
zvaigzdziy, skruostais teka asary upelis, pati Magdaliet¢ plaukia savo asary upe. Baroko
poezijai biidingas hiperbolizavimas, ypa¢ perdétas kancios vaizdavimas. Toks barokiskas
dramatizmas aptinkamas ir M. K. Sarbievijaus kiiryboje. Marijos Magdalietés ilgesys atitinka
Giesmiy giesmés treCiajame skyriuje aprasSytos mylimosios meile: ,,Savo guoly per naktis
ieskojau to, kurj myli mano Sirdis; ieSkojau, bet jo neradau. Turiu tad keltis ir i§vaikscioti
miestg — gatves ir aikstes, — turiu ieSkoti to, kurj myli mano S$irdis. IeSkojau, bet jo neradau.
Uztikau panaktinius, apeinancius miest. ,,Ar nematéte to, kurj myli mano Sirdis?“ Vos pro
juos pragjusi, radau ta, kuri myli mano S$irdis. Tvirtai ji apkabinau ir nepaleidau, kol
nejsivedziau | savo motinos namus, ] kambarj tos, kuri mane pagimdé* (Giesmiy giesmé
2002, 57). leskojimas vienintelio to, kurio trokSta Sirdis, jo nebuvimas ir netikétas
pasirodymas atitinka klasikinj meilés literatiiros modelj. Giesmiy giesmés mylimoji taip pat
turi iSkesti praradimo jtampag ir atradimo dziaugsma (Vailionis 2000, 73). Sarbievijaus
mylimoji taip pat patiria dramatiska ieSkojimg, mylimojo nebuvimg; epigramoje atradimo
dziaugsma keicia didziulés aimanos ir raudos.

ASary upés metafora biidinga ir 16-ajai epigramai D. Magdalena sub cruce flens
(,,Palaimintoji Magdalieté, verkianti po kryziumi*). Epigramos pavadinimas ir siuzetas

atskleidzia jos religinj kontekstg — paskutines Jézaus gyvenimo zemeéje akimirkas:

Ah sitio! clamas: absunt his rupibus undae;
Sola fluunt oculis flumina, sola bibe.

Ak, as trokstu! — Sauki, bet vanduo is uoly neistryksta,
Sritva tiktai is akiy upés, — is jy atsigerk (p. 511).

Marija Magdalieté Sioje epigramoje yra Kristaus kancios liudininké, kai Jo troSkulys
buvo numalSintas riig§¢iu vynu, ir galiausiai kanc¢ias pabaigé mirtis. Plg. Jn 19, 28-30: ,,<..>

'66

Jézus taré: ,, Trokstu!* Tenai stovejo indas, pilnas rigstaus vyno. Jie pakélé ant yzopo Sakelés
kemping, pamirkytg vyne, ir prinesé prie Jo liipy. Paragaves to vyno, Jézus taré: ,,Atlikta!* Ir,

nuleides galva, Jis atidavé dvasig.“ (cit. i§ Biblija arba Sventasis Rastas, 1999)
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2-0ji epigrama Religiosum paupertatis votum (,,Pamaldusis neturto jZadas*) pradedama
epigrafu 1§ Gg 8, 7: ,,Jei zmogus atiduos uz meile visg savo namy turta, ji paniekins tarytum
nieka.” Taip parodomas meilés neperkamumas, t. y. meilés negalima nusipirkti uz jokius
pinigus. Sarbievijaus epigramos Zmogus meégina uz visus savo turtus nusipirkti meile, taciau

Meilé paniekina tokias Zmogaus pastangas, nes dieviskoji meilé yra dovanojama:

Venalem nuper caelo mercabar Amorem.

Quis credat? qui se venderet, ipse fuit.

Aurum donabam: sed emi se noluit auro.

Cum largirer opes, rejiciebat opes.

Omnia donabam: sed noluit omnia. Totum
Quod superest (inquam) si placet, aufer, Amor.
Risit: et, aethereo quid inutile quaeris Amori
Sollicitus pretium? Da nihil, inquit, emes.

Meile parduodamg as danguje méginau nusipirkti.
Kas patikéty? Pati pardavinéjo save.

Aukso siuliau, taciau bit uz auksq pirkta nenoréjo.
Dosniai sitiliau turtus, betgi paniekino juos.

Viskq siuliau, taciau nenoréjo nieko ji. Visa,

Kas dar liko, sakau, Meile, paimki, jei tiks.

Juokési: kam bandai sunerimes dangiskai Meilei
Kaing netikusiq rast? Nieko neduoki — ir pirk (p. 499).

Netikéta epigramos pabaiga atrodo lyg priestaravimas: ,,Nieko neduoki — ir pirk.“ Sis
prieStaravimas yra akuminas arba barokinis konceptas, epigramoje nurodantis mintj, kad
meilé dalijama nereikalaujant atlygio, todél nieko neduodamas ja isigysi (nusipirksi): Da
nihil, <...> emes. Pagal akumino teorijg, viena kraStiné — darna (dieviska meil¢ dalijama
veltui) ir kita krastiné — nedarna (meilé perkama) susiduria viename taske — kadangi meilé

yra dalijama veltui, todél nieko neduodamas, jg nusipirksi (turési).

Teopoetikos ir mitopoetikos sandiira

Sarbievijaus kiiryboje ryskus ne tik teologinis, bet ir mitologinis diskursas. (Kriks¢ioniskai
poezijai pasirinktas epigramos Zanras taip pat rodo antikinés tradicijos recepcija, Antikos ir
krik$¢ionybés susitikimg.. 31-ojoje epigramoje Sagitta divini Amoris (,,Dieviskosios Meilés
strelé®) aptinkama Baroko epochai biidinga antikiniy ir krik§¢ioniSky jvaizdziy sintezé:

1lla ego sidereis deprompta sagitta pharetris,

Quam pius ad Superos eiaculatur Amor,

Quaero meam, sed quaero meo sine vulnere metam;
Nam mea non didicit vulnera ferre manus.

Quis credat, potuisse dari sine vulnere metam?

Hic requiesce meo vulnere, Christus ait.

Accelero metamque premo sine vulnere: sed iam
Ne possem vulnus figere, vulnus erat.
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AS — strélé, istraukta is zZvaigzdém nusagstyty stréliniy,

Ta, kurig svaido dievams Meilés Sventosios ranka.

Savojo taikinio as, Zaizdos neturincio, ieskau,

Nes manoji ranka nieko nemoka suzeist.

Kas patikés, kad strélé galéty kliudyt nesuzeidus?

Kristus pasaké: gali mano zaizdoj pailsét.

Skubinu, taiking as méginu be zZaizdos uzkliudyti:

Jau negaléciau suzeist: sykj jau buvo zaizda (p. 525).

Epigramos pradzioje dieviskosios meilés strélé sukelia aliuzijg | senovés romény meilés
dievo Amiuro stréle. Nelaiminga ir skausminga meil¢ suvokiama kaip Zeidziantis diris.
Strélés, taikiniy vaizdiniai Sarbievijaus epigramose pabrézia medzioklés leitmotyva. Lanko ir
strélés vaizdinys laikytinas vienu seniausiy mitiniy simboliy. Jis daznas ir Biblijos tekstuose,
ypac psalmése, randamas antikinéje ir viduramziy literatiiroje. Metafizinéje Baroko poezijoje
strelé yra ne tiek kovos ir bausmes, kiek dvasinés jungties simbolis (Ul¢inaité, JovaiSas 2003,
339).

11-osios epigramos pavadinimas remiasi Gg 4, 16 eilute: Surge Aquilo, et veni Auster:
perfla hortum meum, et fluant aromata illius (,,Pakilk, Akvilone, ir ateik, Austre, perpiisk
mano soda, ir tesriiva jo aromatai). Giesmiy giesmés knygoje Akvilono ir Austrés vardai
néra neminimi. Juk Akvilonas yra senovés romény dievas, iklinijantis giisingg Siaurinj véja.
M. K. Sarbievijus supina antikinius ir biblinius motyvus, Biblijos eilutes transformuodamas
mitiniais vardais. Taigi ¢ia Sarbievijus kalba kaip kultiros Zmogus, ne vien kaip kriks§¢ioniy
teologas, tod¢l jveda ir antikinius kodus, taciau nenukrypsta nuo Biblijos tiesy. Vis délto
nereikéty pamirsti, kad net ir Biblijos poetikai jtakg daré senoveés Ryty poezija. Pavyzdziui,
indy poema ,,Govindos giesmé®, sukurta dvyliktame amziuje pries Kristy, apgieda dievo
KriSnos gimima, augimg ir jo patirtas meiles. Ji, kaip ir Giesmiy giesmé, pirmiausia kalba
apie meile, priklausyma vienas kitam, mylimojo buvimg ir jo dingimg, bucinius, atskleidzia
isimyléjimo psichologija. Kai kurie Biblijos tyrinétojai izvelgia Giesmiy giesmés panasuma ir
1 egiptieCly meilés poemas. Jose mylimoji suspindi visu groziu, jy lyrikai bidinga
jsimyléjéliy psichologija: smarkesnis Sirdies plakimas pagalvojus apie mylimg objekta,
liidesys to objekto nematant, ir tai nenuostabu, nes Biblijoje pirmiausia atsispindi jos
autoriams budinga socialiné ir kultiiriné aplinka (Vailionis 2000, 23-24).

Dievo ir Zzmogaus santyki M. K. Sarbievijus plétoja pasirinkes Giesmiy giesmés motyvus,
taCiau nevengia antikiniy jvaizdziy, kaip skaitome 11-o0joje epigramoje:

Quam pulchri flores! quorum lassissima cultu
Spirat humus ventis, sudat Olympus aquis.

O, kokie graziis Ziedai! Nuilsus jais ripinas Zemé,
Véjais gaivina, lietum laisto Olimpas vésiu (p. 505).
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Sioje epigramoje nesunkiai atpazjstamas gamtos mitas: augalai Saukiasi lietaus, lelijos
kreipiasi | zZvaigzdes, rozeés — | saulg. KarSta meilé Saukiasi vejy ir lietaus. Cia jzvelgiamas ir
Motinos Zemés (Gajos) vaizdinys: Nuilsus jais ripinas Zemé; pristatoma antikiniy dievy
buveiné — Olimpas.

Dar ryskesnis mitopoetikos ir teopoetikos susitikimas randamas 4-ojoje Sarbievijaus
epigramoje Veniat Dilectus meus in hortum suum (,,Teateina mano Mylimasis ] savo sodg*):

Pulcher Amor sumsit rudis instrumenta coloni,

Et sua deposuit tela suasque faces:

Et manibus stivam rapuit, castique laboris

Ad sua ruricolas iunxit aratra boves.

llicet, ut facili subvertit vomere corda,

Castaque virginibus Gratia crevit agris:

Flos, ait, unus abest: sunt cetera millia florum.
Ut nullus possit, Christe, deesse, veni.

Meilé grazioji, grubaus valstiecio padargus pagriebus,
Fakelus meta Salin, meta j Salj stréles.

Ciumpa noragq jinai, j savqjj arklg pakinkius
Kaimiskus jaucius, pati imasi darbo skaistaus.

Vos tik lengvu noragu ji Sirdis pradéjo purenti,

Tuoj Dékingumas skaistus auga tyruosiuos laukuos.
Taria: Simtai Cia zZiedy, vienintelio Ziedo tetritksta.
Kad susirinkty visi, Kristau, ateiki ir tu (p. 501).

Taikliai §ig epigramga aiskina Zivileé Nedzinskaité, pastebédama, kad kiirinio pagrinda
sudaro zemiskosios ir dangiikosios meilés prie§priesa. Zemiskoji meilé vaizduojama kaip
romény meilés dievas Amiiras (Amoras). Pagrindiniai jo atributai yra fakelas ir strélés.
Amiras imasi jam nejprasto darbo — pasikinkes ] jungg jaucius aria dirvg. Taip Baroko
epochoje mégstama Amiiro-Sodininko alegorija, reiskianti vaisinguma ir gausa, perkeliama j
religing plotme ir pakeiiama kita, jau dangiSska meil¢ simbolizuojancia Kristaus-Artojo
alegorija. Kristus tarsi laukg aria zmogaus sielg ir s¢ja tikeéjimo griudus, i§ kuriy iSauga gélés,
tarp kuriy karaliauja Dékingumas. Géliy puokste uzbaigia pats Kristus — vertingiausias 18 visy
ziedy, kurio ir labiausiai trokSta Zmogaus siela (Nedzinskait¢ 2011, 179). Paskutinigsias
epigramos eilutes galima traktuoti kaip Kristaus ir Bazny&ios meile. Sioje epigramoje
matome personifikuota Meile ir Dékinguma — tai alegorinés figiiros. Alegorijos kilmeé —
religiné. Dauguma antikiniy mity yra alegoriniai, iSreiSkiantys pastangas paaiskinti
universalius jvykius ir reiSkinius. Alegorija vyrauja ir Biblijoje: Senojo Testamento jvykiai
apeliuoja | Naujojo Testamento jvykius ir tokiu biidu tampa alegoriniais. Giesmiy giesmés
karalius Saliamonas yra nuoroda j Kristy, taigi Saliamonas (SuZadétinis) yra Kristaus

alegorija (Cuddon, Preston 1998, 20-22).

51



Sarbievijaus epigramose kaip ir Biblijos Giesmiy giesméje plétojamos sodo, vestuviy
alegorijos. Pavyzdziui, 197-joje epigramoje pavadinimu Castitas Amore Dei recreatur
(,,Skaistybe sutvirtina Dievo Meilé®):

Forte suum Sponsum quaerebat sponsa per hortos,

Decerpens manibus lilia casta suis.

Ecce rosas inter caelestem vidit Amorem,

Ad sua divinas lilia ferre faces.

Accesit: dextraque faces probat; at fuit ignis

Pulchrior ille rosis, gratior ille favis.

O, precor, o spargas, Amor, entheos largius ignes,
Talibus in flammis lilia nostra virent.

Nuotaka kartg ieskot Suzadétinio éjo per sodus,

Ziedus lelijy skaiscius rankom $velniom skindama.

Stai tarp rozyny puikiy ji dangiskq Meile isvydo,
Dangiskus fakelus Si nesési ir lelijas.

Nuotaka eina artyn ir fakelus liecia: Svytéjo

Ugnys graziau uz rozes ir maloniau nei medus.

Meile, meldziu, isbarstyk dosniau tas liepsnas jkvéptgsias,
Misy lelijos zydés, gaubiamos tavo ugniy (p. 537).

Kriksc¢ionybés tradicijoje lelija — skaistumo, tyrumo ir Sviesos simbolis, kurj iprasmina
balta spindinti ziedy spalva (Krikscioniskosios ikonografijos Zodynas 1997, 174). Taigi
Sarbievijaus vaizduojama nuotaka yra Své. Mergelé Marija. Ji vaiksto sode — tai Zemigkojo ir
dangiskojo rojaus vaizdinys ir skaistumo simbolis, siejamas su Sv¢. Mergele Marija. Kai ji
sédi netoli auksta tvora aptverto sodo ar jame, $is sodas suprantamas kaip ,,uzdaras sodas* i§
Giesmiy giesmés (Krikscioniskosios ikonografijos Zodynas 1997, 286). Taigi Sioje epigramoje
nuotaka yra Mergelé Marija. Jdomu, kad ji sutinka Amiira (Meile) — antiking dievybe. Cia vél
Sarbievijus meistriskai sujungia teopoetika su mitopoetika. Amiiro dangiski fakelai
epigramoje perkeliami j religing plotme; &ia jkvéptos liepsnos — tai Sventosios Dvasios ugnis.
Plg. Apd 2, 3: ,,Jiems pasirodé¢ tarsi ugnies liezuviai, kurie pasidalij¢ nusileido ant kiekvieno
i$ ju. (cit. i§ Biblija arba Sventasis Rastas, 1999) Ugnies vaizdinys epigramoje varijuoja nuo
antikiniy Amiro fakely iki krik$¢ionisky liepsnos liezuviy, Zenklinandiy Sventosios Dvasios
atsiuntima.

Sarbievijus jungia teopoetika su mitopoetika, nes per savo tekstus jis kalba ir kaip
teologas, ir kaip kultiros Zmogus. Kaip teigia D. Ciolyté, literatira yra zmogiskosios
savimones forma, ir literatliroje matomos teologinés minties objektas visada yra labiau
zmogus negu Dievas. Dievas pasirodo tada, kai Zzmogus meniniu mastymu iesko savo esmes,
kai formuoja biities samprata (Ciodyte 2011, 80-81). Taigi per zmogaus kultiiring ir
archetiping patirt] ieSkoma salyCio su transcendencija. Religiniy jvaizdziy ir antikiniy mity

sgveika buvo itin biidinga Renesanso ir Baroko menui.
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ISvados

Motiejaus Kazimiero Sarbievijaus epigramos — tai alegoriniai kiiriniai. Juose Senasis
Testamentas atsiskleidzia kaip nuoroda i Naujaji Testamenty. Giesmiy giesmés Suzadétinis
aiSkinamas kaip Kristus, o Suzadétiné¢ — kaip Marija Magdalieté. Interpretuodamas Dievo ir
Jo ieskancio zmogaus dramg, M. K. Sarbievijus pasitelkia Giesmiy giesmés analogija. Biitent
Dievo ir zmogaus santykis, galimybé pazinti Dievg domina poeta. Dievoieskos dramatizmas
M. K. Sarbievijaus epigramose reiSkiamas troSkulio, gaudyniy, medzioklés, klajoniy
vaizdiniais. Dramatiska ieskojimo jtampa didinama vijimosi, bégimo, grjzimo motyvais.
Pasitelkdamas Giesmiy giesmés knyga kaip nuoroda j Naujajj Testamentg, M. K. Sarbievijus
reiSkiasi ne tik kaip poetas, bet ir kaip teologas. Jis ieSko Giesmiy giesmés motyvy analogo
Naujajame Testamente. Cia ir iry$kéja teopoetikos realizacija.

Kaip teologas ir kaip kultiiros zmogus M. K. Sarbievijus savo kiiriniuose jungia teopoetika su
mitopoetika: Giesmiy giesmés Siaurés vejui suteikiamas antikinis Akvilono vardas, Amiiro
figtirg keicia Kristaus figtira, Amiiro liepsnojantys fakelai perkeliami j krik$¢ioniska plotme —
tai Sventosios Dvasios ugnis, pasirodanti liepsnos liezuviais. Teopoetikos ir mitopoetikos

sandiira gali biiti suprantama ir kaip barokinio koncepto (priesSybiy dermés) raiska.
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EPIGRAMS BY MATHIAS CASIMIRUS SARBIEVIUS: THEOPOETIC PERSPECTIVE

Summary
Mathias Casimirus Sarbievius (Pol. Maciej Kazimierz Sarbiewski) 1595—1640 was a
significant Baroque poet in the Grand Duchy of Lithuania. His epigrams are considered as
the most complex lyrics of his legacy. A unique interpretation of the Song of Songs is
presented in them. The relation between The Old Testament and The New Testament is
revealed as well. This paper is based on the dialogue between literature and theology
through hermeneutical approach. The paper aims at the analysis of Sarbievius’ interpretation
of the Song of Songs. It shows a spiritual relationship between Jesus and Mary Magdalene, in
the figure of whom the drama of a human being seeking God is revealed. The motif of the
fiancé is presented as an allegory of Christ and the fiancée is viewed as Mary Magdalene
who is an allegory of a human soul seeking God. The realization of the Baroque concept
concors discordia seu discors concordia and the appearance of the mythical images in a
Christian religious poetic discourse are the most unusual aspects of Sarbievius’ epigrams.
KEY WORDS: theopoetic, mythopoetic, dialogue, interpretation, epigram, Baroque
concept.
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KUNO MONOLOGALI IR DIALOGAI RICARDO GAVELIO ROMANE ,,VILNIAUS
POKERIS“ IR JOLITOS SKABLAUSKAITES ROMANE ,,SADO SINDROMAS*

,Kinuose ieSkome identiteto pozymiy. Taciau kiino zenklai ne tik padeda atpazinti, bet ir
pavercia kiing tekstu. <...> Kiiny jkodavimas ir iSkodavimas liudija, kad jie — ne tik vieta,
kurioje patiriame ir gyvename, bet ir miisy patirCiy bei istorijy kurinys. Tad kiino negalima
supaprastinti iki biologinio organizmo. Negalima jo laikyti ir vien tik tekstine metafora. <...>
Kinas misy tapatybés vieta.*

(Arttiras Tereskinas, Kitno Zymeés: seksualumas, identitetas, erdvé Lietuvos kultiroje, 2001, 9—
10).

Ricardas Gavelis ir Jolita Skablauskaité — isskirtiniai kiiréjai-Asmenybés lietuviy literatiiros
pasaulyje. Abiejy autoriy kiirybg vienija totalitarinés sistemos refleksijos, paraboliskumo
matmuo, fantastiSkos tekstinés tikrovés dimensija, simboliskumas, intelektualumas,
intertekstualumas, gausiis erotiniai motyvai. Vienas reiksmingiausiy Gavelio ,, Vilniaus
pokerio* (1989) ir Skablauskaités ,,Sado sindromo “(2010) koreliacijos aspekty — kiiniskumo
raiska. Straipsnio tikslas — analizuoti ir palyginti kiniskumo raiskq ir jos reiksme monologo
ir dialogo aspektu Ricardo Gavelio romane ,, Vilniaus pokeris* ir Jolitos Skablauskaités
romane ,,Sado sindromas*. Analizuojant derinamos dvi pagrindinés teorinés prieigos:
fenomenologija ir modernaus-postmodernaus kitno sociologija. Analizuojamuose kitriniuose
rySki ambivalentiska kiino traktuoté: tai ir erosq bylojantis, ir mechaniskas, nuerotintas
kinas. ISraisky gausa reprezentuoja romany kiinus kaip ZzaidZiancius, Sokiruojancius,
griaunancius, kuriancius, reiSkiancius, Sokancius, simbolizuojancius. ,, Vilniaus pokerio* ir
,Sado sindromo* kiimiskumo raiska glaudziai susijusi su socialiniu kontekstu, istorine
kultiirine epocha. Kiinas romanuose pazenklintas postmoderniu Zaidybiskumu: jis ir
mitologizuotas, ir kartu dekonstruotas; slaptingai ritualizuotas ir drauge desifruotas,
apnuogintas. Senieji simboliai pasitelkiami naujojo mito kirimui. Kiino monologai
straipsnyje traktuojami kaip AS projekcijos, kiino bylojimas sau paciam, vienumoje. Kiino
dialogai — tai kino sqveika su kitu kitnu ir gyvenamojo pasaulio (transcendencijos) kiinu,
gebéjimas byloti ir biti uzkalbinta kito. Monologiskas kiinas straipsnyje mgstomas kaip
uzvertas, nebylojantis, svetimas, schematizuotas konstruktas. Dialogiskas kiinas — tai savas,
autentiskas, Sokantis, bylojantis kiinas. Performatyvus kiinas aiskinamas kaip postmodernus,
Zaidybiskas, atliekamas ir atliekantis drauge, sujungiantis biologiskumq ir kultirines
prasmes.

REIKSMINIAI ~ ZODZIAI: dialogas, dialogiskumas, monologiskumas, kinas,
fenomenologija, israiska, iSkiinijimas, transcendencija.

Teorinés prieigos

Kiinas fenomenologijoje

Kinas — turimas, esantis, isreiskiantis — viena pamatiniy egzistencijos savoky. Zmogaus
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kiiniSkumas ir riboja, ir pratesia subjekta erdvéje, stabdo ir leidzia judéti kito kiino link.
Homo sapiens esti biitiSkoje ktiniskoje triadoje — i§ kiino, ktine, kiiniSkai. Apmastydama kiino
ir meno santykj, dailétyrininké Eglé GrigoraviCiené pateikia reikSmingiausias mene
reflektuojamas kiino koncepcijas: objektyvusis kiinas (dekartiSkasis modernusis dualistinis
kiino kaip dvasios masinos vaizdinys), fenomenologinis kiinas (patiriamas ir per iSraiSkg
iSgyvenamas kiinas), performatyvus postmodernistinio diskurso suformuotas kiinas (pgl.
Grigoraviciené 2000, 31-35). Traktuojant kiing vien biologine prasme, ilgus amzius buvo
pasitelkiamas objektyvusis dekartiskasis ,,dvasios masinoje” vaizdinys — taigi atliekama
patogi egzistenciné redukcija. Mastant apie kiing kaip fiziologing duotybe, AS purto
egzistencinis SleikStulys, pasibjauréjimas savo paties pavidaliSkumu. Kiino medziagiSkumas,
praeinamumas, iSskyros, irimo nuojauta ir kitas nuodingumas pakenciamas tik dél
griivan¢iame karkase jkurdintos ypatingos substancijos — dvasios. Fenomenologinis pozitiris,
inicijuotas E. Husserlio ir M. Merleau-Ponty’io, kiing jau traktuoja kaip visuma, kaip
pamating egzistencijos raiSka: visa patirtis ¢iuopiama per iSraiska, yra Siapusybéje ir yra
kiiniSka. Anot Merleau-Ponty’io, ,,néra kito biido patirti Zzmogaus kiing, kaip tik jj iSgyventi‘
(Staniskyté 2008, 186). ISraiskos ir refleksijos santykis padeda apciuopti savasties kitima, o
drauge tapatuma, reikSme paciam sau. Algis Mickiinas pateikia fenomenologisSka kiiniSkumo
interpretacija, pastebédamas, jog Vakary kultiiroje kiinas ir siela, empirika ir racija labai
daznai suprieSinami. Norint iSreiksti, iSgyventi pamatini zmogaus savast] sudarantj rysj,
bities iSraiSka, reikia pamirSti bet kokj dualizma — taigi fenomenologija padeda jveikti
metafizinj vakarietiSkq dualizmg: ,,Dualizmas priveda prie absurdisky spekuliacijy ir i§ viso
neigia galimybe suprasti bet kokia patirt]... Neturétume skubotai suvokti kiing kaip grynaja
materijg — gal jis turi geismy, aistry, neiSvengiamg trauka... kitaip tariant, iSraiSky? Tokiu
atveju galétume teigti, kad Zmogus néra sudarytas i§ vidiniy btiviy, slypin¢iy medziaginiame
kiine: jo vidus ir iSoré visy pirma yra neatskiriami aistroje, traukoje, baik§¢iame drovume.
(Mickiinas 2010, 43) Aktualizuodamas eroso sampratg, Mickiinas $ig sgvoka suvokia gerokai
placiau — kaip pamating zmogiSkaja duotybe, vienintelj jmanomg sarysj, As-Kito-pasaulio
santykj. Pabréztina, jog lytiSkumas, seksualumas Mickiino traktuojamas tik kaip vienas i$
eroso i8raisky realizacijos sudedamyjy daliy: ,,Erotiné aistra neieSko medziaginio biologinio
lytinio kiino, kad pratesty gentj <...>, ji ieSko kito Aistros. (Micktinas 2010, 45) Erosas,
aistringas iSraiSkingas santykis su biitimi skverbiasi | jautriausias, iki Siol racionalumui
paklususias sritis. MickiiniSka fenomenologija redukuoja transcendencijos kaip uz-pasaulinés
tikrovés sampratg: kosmosas, begalybés biitis atsiveria Cia-tikrovéje. Taigi Zzmogaus santykis

su mitu, kosminiu erosu straipsnyje jvardijamas kaip jtraukiantis geismingas rySys su
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pasauliu kaip transcendencijos kiinu, taip implikuojant Siapusybe ir pagavumg iSraiSkomis.
Mastant apie kiing, remiantis fenomenologijos prieigomis, iSkyla svarbi kiino kaip
intersubjektinio ir Zmogaus-pasaulio pokalbio mediatoriaus samprata. Paradoksalu, bet
fenomenologinis kiinas, nors atribojantis AS nuo pasaulio ir nuo Kito, neuzdaro AS
solipsistiniame kiaute, bet tarpsta kaip biities iSraiSka, pasaulio tgsa. Bendrazmogiska ktiniska
apvilktis ir jos iSraiSkos atpazinimas tampa bendros patirties neSikliu. Pasaulio anonimiskumo
ir bendros patirties vardiklis AS jgalina susikalbéti su Kitu. Kaip teigia Mintautas Gutauskas,
,,kiiniSkas buvimas vienas priesais kitg svarbus tuo, kad kiinas yra pasaulio tarpininkas. Nors
kiiniSkas buvimas vienas priesais kitg apriboja dialogg tik mano ir kito susitikimu, mus tarsi
iStraukia 1§ pasaulio, taciau kaip tik per kiing pasaulis grjzta; kiinas prilaiko, neleidzia visiskai
nutolti nuo jo. <...> Pats kuiniSkas santykis tarp mangs ir kito yra turiningas. (Gutauskas
2010, 153-154) Vis délto fenomenologinis kiino interpretavimas néra vienkryptis ir
objektyviai pozityvus — ypa¢ svarbi ir pabréZtina atsivérimo kitam kiinui — kaip
uzurpuojanc¢iajam — problematika. Apmastydamas Sartre’o zvilgsnio fenomenologija Dalius
Jonkus teigia: ,,Vadinasi, zmogaus buvimas subjektu nereiskia, kad Zmogus negali buti
objektu kitam. <..> Buti matomam - tai reiSkia biiti objektu kitam. <..> Kitas
objektyvuodamas mane pasiglemzia mano laisve ir atvirks$ciai — objektyvuodamas kitg as
paneigiu jo laisve. <...> Savojo vergiSkumo pripazinimas — tai susvetiméjimas su savo
galimybémis per kitg. <...> Paversdamas kitg objektu, as apsiginu nuo jo zvilgsnio.“ (Jonkus
2009, 185-186) Taigi kito zvilgsnis yra ir bauginantis, ir masinantis, biitinas, ir kankinantis.
Tik per kita AS jsitvirtina pasaulyje kaip autentiSka steigtis, taCiau kartu yra pajungiama
nezinomybei, transcendencijos valiai. AS ir Kito dialogas — jstabus, taiau ir pavojingas.
Uzurpuojanti kito zvilgsnio galia koreliuoja su straipsnio objekty analizei itin aktualiu
filosofiniu sadizmo ir mazochizmo fenomeny Sakny paaiSkinimu. Sadizmo Saknis Mickiinas
aiskina dvejopai: kaip nekontroliuojama eroso pertekliy ir kaip kultiirinés, religinés tradicijos
nulemta zmogiskosios biities pamato — iSraiSkos — redukcijg, Zzmogaus kiino nusavinimg,
pavertimg kiino daliy suma. lliustruodamas pirmajj teigini Mickiinas sako: ,,Bet toks
malonumas sykiu yra ir siaubingas, nes kiekvienas zmogus plecia savo erotinj geisma, jo
erdve ir laikg per visg visata, kurioje Sito zmogaus ar jvykio jau nepakanka ir reikalaujama
kazko daugiau — malonumo dél malonumo. Tai leidZia suprasti ir sadizmg, ir mazochizma
<...> Priespauda ir masinis smurtas jau parodé, kad sadizmas ir mazochizmas siekia prievarta
i§ kity ir aplinkos i§gauti aistringuma, pajusti, kad toji aplinka geidzia sadisto geismo. Sitaip
susiformuoja vienas pagrindiniy moderniyjy, globalizuotyjy Vakary bruozy — jtampa tarp

iStustinto, sumedziaginto kosmoso ir miisy méginimy surasti jame erotinj atbalsj, be kurio
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esame nieko verti. IS Sios jtampos kyla prievartautojo smurtas prie§ viska, naikinamoji jo
jéga, siekis prievarta iSgauti atgarsj, gniuzdantis geismas biiti geidziamam.* (Mickiinas 2010,
78; 83) Kultiiros ir natiros dialogas — sudétingas ir prieStaringas zmogiskosios bities
fenomenas. Kultiirinis méginimas sugauti, redukuoti, supaprastinti erosg, anot Mickiino, —
kultiirinio sadizmo forma: ,,Sadizmas slypi ir tame, kaip kultiiros mus moko ,,dévéti“ kiing.
Sadizmg spinduliuoja miisy kuino laikysenos. Jvairtis kiiny ,,dévétojai® ne tik sitlo zvelgti |
kiino dalis kaip vieny kiny atsaka j kity kiuny daliy kreipimasi — kitaip tariant, juos
vulgarizuoti, — bet ir mégina uzpulti ir iSprievartauti kitus kiinus, kad ir per atstuma
,nekaltai®. Juk klasikinis sadizmas ir yra kiiny dalijimas j dalis ir rodymas, kaip Sios dalys
yra viena su kita susijusios, — kitaip tariant, tai mechaninis jy kombinavimas. <...> (Mickiinas
2010, 75-76)

Dialogo filosofijos plétotei labai svarbus Zymaus zydy filosofo Martino Buberio dialogo
kaip autentiSko AS-Tu santykio suvokimas. PerZzengdamas jprastinés fenomenologijos kaip
intersubjektinés sgveikos sampratg, Buberis dialoga suvokia kaip esmiskiausig biities
siekiamybe, plétojama per autentiSka AS-Tu santykio steigti. Buberis iSskiria pamatinj
autentiSkiausig dialogo tipa, kuris pagristas Kito objektyvizavimo redukcija ir tiesioginiu
atsikreipimu ] kitg kaip dieviska esinj. Visa apimancio jsiliejimo } paslaptj, taigi, dialogisko
santykio elementas skiria stebéjimq, kontempliacijq ir jsiskverbimgq: ,,Visai kas kita, kai
Jautrigig mano asmeninio gyvenimo valandg a$§ sutinku zmogy, kuriame man kazkas, ko
negaliu suvokti kaip objekto, ,.kazka sako*. Tai jokiu biidu nereiskia, kad man sako, koks tas
zmogus yra, kas jam darosi ir panasSiai. Ne, tiesiog kazkg taria man, kazkg man pri-taria, <...>
kazka ; mano gyvenimg j-taria. <..> Mane iStinka zodis, kuris primygtinai reikalauja
atsakymo. Pavadinkime tokj suvokimo biidg jsiskverbimu.” (Buber 2001, 58-59) Tam tikra
prasme Buberio filosofija yra antikiiniska — nors kiiniskoji duotis néra redukuojama i
dekartiska ,,dvasios masinoje” sampratg — pavidaliSkumas tampa tik priemone steigti
autentiSkg santykj su Kitu, atsisakant jj suobjektinti ir regéti vien kaip kiing. Kaip Buberio
filosofija reflektuodamas jvardija Gutauskas, ,,nors Zmogus, kuriam sakoma Tu, turi
daiktinj — materialy pavidalg, kreipimasis iSgyvenamoje erdvéje iSkelia jj i§ pasauliniy
daiktiniy sarysiy tinklo. <..> Cia reik§mingas ne tik atsisakymas suobjektinti kita, bet ir
pastangos suvokti ir suprasti stabdymas.* (Gutauskas 2010, 216) Straipsniui aktuali Buberio
pateikta eroso traktuoté. Filosofas pateikia dualisting eroto samprata: ,,galingas, pasaulj
kuriantis, tvirtasparnis dialogiskasis vs. ,silpnasparnis®, vien jusléms tarnaujantis —
monologiskas. Dialoginis erotas pasizymi autentiSko Tu kitybés priémimu ir iSgyvenimu bei

objektiniy manipuliaciniy ir | AS valig nukreipty santykiy atsisakymu: ,,Dialoginio,
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tvirtasparnio Eroto iStikimieji atpazjsta mylimg esybg. Jie patiria jos savitg gyvenimg kuklioje
esamybéje: ne kaip pamatytg ir paliestg daikta, o eidami nuo inervacijy prie jos ju-desiy, nuo
,vidaus“ prie jos ,,iSorés*. Cia kalbama ne apie ka kita, o apie bipoliare patirtj; tai is tas
daugiau, nei akimirksniu perSokti anon pusén — tai rimties ,,Sykiu“.“ (Buber 2001, 85)

Taigi bendrgja prasme dialogiskas kiinas straipsnyje suvokiamas kaip bylojantis,
pagautas biities iSraiSky ir joms atliepiantis. Monologiskas — suskaldytas, redukuotas,

dévimas, mechaniskas, sadistinis-mazochistinis kiinas.

Kiinas kaip socialinis ir kultairinis konstruktas

Idomu pastebéti, jog kasdienéje patirtyje neapciuopiamas, o per iSraiska patiriamas kiinas
diskursingje praktikoje — tiek mokslo studijoje, tiek kiirinyje tampa vaizdiniu, mastomuoju,
reflektomuoju — objektu — taigi jau savaime atlickama vientisos patirties redukcija. RaSymas
apie kiing — refleksijos stadija, padedanti ¢iuopti iSraiskos reikSme ir subjekty kiiny santykius.
Todél ir pats skaitymas tampa kiiniskas, juslingas, erotiSkas. Rolandas Barthesas skelbia
teksto malonumo lozunga: ,,Teksto malonumas — tai tas momentas, kai mano kiinas laikosi
savo paties idéjy, nes mano kiino idéjos ne tos pacios kaip mano.“ (Bartas 1991, 280) Si
iStara skelbia postmoderniojo biivio inicijuotg performatyvaus — zaidzianCio, atliekancio,
disocijuojan¢io — kiino sampratg. Kaip pastebi Jurgita Katkuvien¢, ,.erotizuoto skaitymo
patirtis galima esant fiziologiniam kiinui, dalyvaujant paslaptingai kiino, kuris ,,mane valdo*,
galiai ir galioms. ReikSmé iSspriista i§ kalbos kontrolés ir pasidaugina per tokj skaitytojo
kiing: butent Sia prasme kiinas vykdo savo paties id¢jas.” (Katkuviené 2010, 19) Ir skaitytoja,
ir tyr¢ja tekstas kviecia kaip juslingas darinys, kaip vieno subjekto tvarinys, kviec€iantis kit
subjekta Ciuopti jo prasmes, patiriant eroso neSamg malonuma.

Vis délto kiinas néra tik idealus filosofinis objektas. Kiino sociologija ir istoriografija
zymi, jog kiinas néra izoliuotas — jis esti istoriSkas, egzistuoja tam tikru laikotarpiu ir yra
veikiamas visuomeninés kultiirinés filosofinés aplinkos. Kaip teigia Jurgita Staniskyte,
,siuolaikinése teorijose (poststruktiiralizmo, postmodernizmo) kiinas iSkyla kaip istorinis,
pliuralus, kultiros salygojamas ,kurinys®“, o ne stabili, vieninga, fiziologiné realybé*
(Staniskyte¢ 2008, 186). Postmodernyb¢je susiformavusi performatyvaus kiino sgveika
implikuoja Zzaidybisko, mistifikuojancio ir demistifikuojancio, vaidinancio ir suvaidinto,
biologisko ir kultiiriSko drauge kiino sampratg. Kiino dalyvavimo visuomengje ir kultiiroje
apykaitos ratg pabrézia A. Tereskino darbai. Sociologo teigimu, ,kiinas yra vieta, kuriuose

jspaudziami jvairiis zenklai ir zinios <...> Kiinas visuomen¢je neiSvengiamai sgveikauja su
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visuomenes kinu. <...> Misy iSgyvenami ir patiriami kiinai yra ir miisy asmeninés istorijos,
ir bendry kulttriniy kiino formy atspindys. Misy kiino jvaizdziai, kiiniSkumo schemos ir
isivaizduojami kiinai leidzia mums veikti socialiniame pasaulyje.* (Tereskinas 2011, 151)

Kuno ir valdzios santykj vaizdziai jvardijo Michelis Foucaultas. Reflektuodamas
zmogaus ir valdzios santykj jau nuo XVIII amziaus, filosofas identifikuoja kiiniSkasias
manipuliacijas ir priverstinio mechaninio dialogo kaip paklusimo prielaidas: ,,Laikas
isiskverbia i kiing, o kartu su juo ir nuodugni valdzios kontrolé. <...> Tokia pavergimo
technika padeda formuoti nauja objekta; jis palengva perima mechaninio kiino
funkcijas... <...> Sis naujas objektas — tai natiiralus kiinas, jégy $altinis ir trukmés buveiné; tai
kiinas, galintis atlikti nurodytas operacijas, kuriy kiekviena turi savo tvarka, savo laika, savo
vidinius reikalavimus, sudétinius elementus.” (Foucault 1998, 188) Subjekto santykis su
valdZios kiinu yra monologiSkas — AS tampa panaudojamu kiinu ir informacijos Saltiniu, bet
niekada — visavertés komunikacijos Saltiniu. Kai gyvenamojo laiko aplinka yra susiskaldZziusi,
homogeniska ir hermetiSka (okupacijos, priespaudos metas), kai kiinas nuolat redukuojamas
ir mokomas ,,dévéti* ir ,,maskuoti* savo pamatiskuma, redukuota apvaldyta erosa, subjektas
tampa netapatus sau paciam, niveliuojamas autentiSkas AS iSgyvenimas. Mastydamas apie
bausmeés prigimtj, Foucaultas jvardija: ,,Taigi, kad ir kokia biity baudimo technika: ar
uzvaldanti kiing kankinimo ritualo metu, ar nukreipta j sielg, jos vieta yra politinio kiino
istorijoje.” (Foucault 1998, 38) Seksualuma Foucaultas jvardija kaip vieng pagrindiniy ir
esminiy, ,,nors ir ne sunkiausiai valdomy“ manipuliacijos veiksniy. Foucaulto jvardyta
pavergto, nekomunikatyvaus, AS nepriklausancio kiino interpretacija aktualiausia totalitarinés
sistemos valdytam ar valdomam kiinui — toks labai rySkus yra ,,Vilniaus pokerio* veikéjy
kiinas, o tam tikra prasme — ir ,,Sado sindromo* protagonisto.

A. Tereskinas pamatinj subjekty rySio neautentiSkuma, iSkreiptumg sieja su
kolonizacijos patirtimi: ,,Ne tik valdanCiyjy ir valdomyjy, bet ir vyry bei motery santykj
galima apibudinti kaip intymig tironijg. <...> Todél posovietin¢je tikrovéje jveiksminami ir
artikulivojami ly¢iy santykiai ir vyriSkumo problemos neatsiejamos nuo mimikrijos,
bejégisSkumo, skausmo, zombifikacijos.” (TereSkinas 2011, 24) Mastant apie kiino ir galios
santykius, Tereskino id¢€jos koreliuoja su Foucaulto jvardyta uzvaldyto instrumentisko
kiiniSkumo samprata: ,,Kitais zodziais tariant, sekso / lyties sistemose fiziologija, anatomijg ir
kiino kodus savinasi institucijos... <...> kiekvienas i§ miisy iSmokstame kultiiriSkai aprobuoty
gesty ir dévime lyties drabuzj, kuris yra mums priskirtas.“ (Tereskinas 2001, 13) Sioje
Terskino iStaroje jvardijama romany analizei (ypac ,,Vilniaus pokeriui*) aktuali sovietinés ir

postkolonijinés buties jtaka subjekto savivokai ir kiino traktavimui.
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Studijoje ,,Modernybé ir asmens tapatumas“ sociologas Anthony Giddensas pateikia
labiau personalizuotg, psichologizuotg ir artimg egzistencinei pasauléjautai (lyginant su
Foucaulto) asmens tapatumo ir kiiniSkumo analiz¢. Giddensas identifikuoja Foucaulto atlikto
reik§mingo, taciau nepakankamo tyrimo trukumg ir jvardija dualistinj subjekto tapatumo ir
vientisumo jausmo pagrindg — ,rutiniSka kiino kontrolé yra neatsiejama tiek nuo jégos
prigimties, tiek nuo kity Zzmoniy pasitikéjimo mano kompetencija® (Giddens 2000, 79).
Giddensas identifikuoja labai svarbig ir svarig subjekto disociacijos, netapatumo sau biiseng
vadindamas jg iskiinyto kiino disociacija. Stiprus ontologinio nesaugumo jausmas, konfliktas
tarp atliekamy socialiniy vaidmeny ir savasties sukelia stipry iSkiinyto kiino sindroma:
,Dauguma zmoniy jnike j savo kiinus ir jauciasi esg vientisas kiinas ir AS. Pernelyg didelis
neatitikimas tarp perimty rutiny ir individo biografijos sukuria tai, kg <...> vadina netikru
AS — tada kanas atrodo kaip objektas ar instrumentas, kuriuo A§ manipuliuoja uzkulisiuose.
<...> ISkiinytas asmuo gali jaustis atsietas nuo ktiniSky troskimy ir suvokia pavojus taip, tarsi
Sie grésty kitam asmeniui. IS tikryjy jis gali lengviau iStverti patiriamg zalg fizinei kiino
gerovei negu paprastas individas; bet kaina uz §j sugebéjima — stiprus kity rii§iy nerimas.
Tokiais atvejais asmens tapatumo naratyvas blina suregztas taip, kad leidzia individui
nesaliSkai atsietai, ciniSkai su neapykanta arba ironiSka paSaipa stebéti savo kino veiklg.*
(Giddens 2000, 81) Zmogaus patirtos ir patiriamos traumos, sutrikusio santykio su kitu
socialiné ir psichologiné devalvacija, nusédusi pasgmonéje ar suvokiama sgmoningai,
visuomet reiskiasi per kiina ir kaniskai. Si iSkinyto kiino savoka yra itin aktuali abiejy
romany poetikai.

Straipsniui aktualiai vyriSkumo sampratai reikSmingi A. TereSkino atlikti dominuojancio
vyriSkumo tyrimai. Postkolonijiniame biivyje svarus tampa galincio, pajégaus, maco jvaizdj
suponuojanéio kiino vaizdinys: ,,Sarvai — vieni i§ svarbiausiy Siuolaikinio vyro atributy. <...>
vienas 1S svarbiausiy sékmingo ,,a8* elementy dabar — ir fizinis, ir emocinis
nepramuSamumas. Jam iSreik§ti mes iSnaudojame savo kiinus. | juos jkoduojamos
aukStinamos valios jégos ir troskimy kontrolés vertybés.* (TereSkinas 2011, 127)

Studijoje ,,Vyry pasaulis: vyrai ir Zaizdos vyriSkumas Lietuvoje® A. Tereskinas jvardija
straipsniui  aktualias dominuojan¢io (hegemoninio), pritampanc¢io, subordinuoto ir
marginalizuoto vyriSkumo patirtis. Hegemoninj vyriSkumga TereSkinas apibrézia kaip ,,lytinés
praktikos konfigiiracijg, pateisinancig patriarchata, kuris garantuoja dominuojancia vyry
padét] ir motery subordinacija (pgl. Tereskinas 2011, 16), pritampantis vyriSkumas
suvokiamas kaip remiantis patriarchatg, taciau pernelyg ,,neiSsiSokantis®, esantis Ses¢lyje,

subordinuotasis — priskiriamas homoseksualiems vyrams, marginalinis — dazniausiai
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budingas rasinéms mazumoms (pgl.Tereskinas 2011, 16-17).

Apibendrinant teorinés dalies skirtingy plotmiy — fenomenologijos ir kiino sociologijos —
analizés jzvalgas, galima daryti pamatines iSvadas: kiinas — tai pamatinis komunikavimo ir
dialogisko bylojimo biidas, neredukuotinas nei vien } biologing, medziagiska, nei tekstualia,
perskaitomg kategorijas. Subjektas trokSta autentiSko savasties iSgyvenimo ir rySio su Kito
kiinu, taCiau kolektyviné ir asmeniné traumuojanti patirtis sukelia iSktinyto, disociavusio

ktino sindroma.

Kiinas-sau: AS kiino analizé

Ri¢ardo Gavelio ,,Vilniaus pokeris“ — nepaneigiamai kiniskas tekstas. Daugumg romano
sceny vienaip ar kitaip zenklina esminga, neisbrendama kiiniSkumo patirtis. Kiinas ¢ia —
klaidus, kenciantis, patiriantis malonumg, amoralus, erzinantis, zaidziantis ir ZeidZiantis.
,,Vilniaus pokerio* kiinas — maiStininkas — jkaitas ir jkaltintojas — bene labiausiai pasitarnauja
diagnostinei teksto funkcijai. Suskaldytas, pazeistas kiinas romane simbolizuoja ir
kolonijinio / postkolonijinio subjekto netolyduma, traumuota Sizofreniska tapatybe, savastj, ir
egzistencin] AS netapatuma sau paciam apskritai, egzistencine prasme.

AS kiino raiskos analizei pasirenkami du pagrindiniai romano kiinai — pagrindinio veikéjo
Vytauto Vargalio ir tuteiSos Stefanijos Monkevicitités.

Vargalio AS-kiino ir kiiniSkumo apskritai suvokimas yra probleminis ir ambivalentiSkas.
Sis pozitirio j A§-kiiniskaja tapatybe netolydumas dera su suskilusia paranojiska protagonisto
asmenybe. Galima iSskirti kelis pagrindinius Gavelio poziiirio j AS kiing taskus: kiino-sielos
dichotomija kiing suvokiant kaip griaucius, iSorinj proto / dvasios riibg; as-netolydumo,
nepazjstamumo paciam sau, Antrininko figliros — iSkiinyto kiino interpretavimas; kiino-kaip
vertingo iSraiSkos pernes¢jo suvokimas. Vidiniu monologu sriivanc¢io pasakojimo pradzioje
Vargalys tvirtina: ,,Mane iSgelbéjo mano kiinas.” (Gavelis 1989, 5) Tolimesniame
pasakojime, tarsi suvokdamas kiino ir sielos salytj iSraiSkos patyrime, protagonistas retoriskai
klausia: ,,Ar visur zmoniy vidus taip rySkiai iSsilieja iSorén, ar visur sagmon¢ taip aiskiai
formuoja biit}?* (Gavelis 1989, 26) Gerosiomis dienomis subjektas jaucia nemechanizuoto,
neredukuoto kiino apraiSkas (,,Galbiit tik tokiomis dienomis pajunti, kad isties turi dvasig, ne
Siaip neurony prikimstg smegeny kompiuteri.” (Gavelis 1989, 27), taciau vis délto vyrauja
disociavusio, iSkiinyto, traumuoto kiino patirtis. Vargalio santykio su savo ir kifo kiinu
problemiskumg nulémé bent kelios priezastys: tai kolonijiné patirtis, postkolonijinio subjekto

maistas prie§ kiino kankinimg, egzistenciné katastrofiSko biivio jausena, nekontroliuojamo
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ersoso baugulys. Visa tai lemia, jog protagonistas Vargalys jauciasi iSkinytas, svetimas,
netapatus paciam sau: ,,Dabar stoviu visiSkai nuogas pries veidrod] — mano kiinas suzvarbgs,
bet a$ atkakliai ziGiriu | save — jau valanda ar dieng, ar savaitg. <...> Kazkas Cia netikra,
nepatikima, tarytum dailininkas tebiity siekes pigaus efekto. <...> Tarp veidrodZio rémy esu
a$ pats, bet kartu ne as, o kazkoks jis, piktomis akimis zZvelgias ] mane.” (Gavelis 1989, 35—
36) Pastaroji Vargalio iStara itin reikSminga ir keliaplotmé. Medijoje regimas iSkreiptas
atvaizdas suponuoja mechanizuoto ir tiesioginio pazinumo negalimuma — remiantis
fenomenologijos poziiiriu savo tapatuma AS geriausiai suvokia per santykj su Kitu kiinu, per
mickiiniSkai suvokiamo eroso iSraiSkas — Zzvilgsnj, seksa, Sokj, Zvilgsnj. Taciau toks AS
neatpazjstamumas suponuoja ir traumin¢ patirt], sumedziaginto, ]} materijg ir dvasig
suskaldyto, iSkanuoto-iskiinyto *! kino samprata. Po veidrodinés apzitiros Vargalys
konstatuoja: ,, Tai pavojingas kiinas, nejvardijamo padaro iSnara, j kurig prievarta sugristas
mano vidus®“ (Gavelis 1989, 38), ta¢iau po minutés prisipazjsta ,,gerai pazjstantis t3 nuoga
veidrodzio zmogy“ ir ,,beveik juo besigérintis“. Toks savotiSkas kiino vertinimo netolydumas,
antrininko figiira suponuoja AS skilimg, heterogeniskuma. Mastant apie tokio pozitrio j AS
kiing priezastis, iSkyla ribinés patirties, lageryje sutikty sadisty motyvas: ,,Prisvilink jam
bybj, — sako S$nerviaSnervis.” (Gavelis 1989, 9) Suzeistas, vis dar kraujuojantis vyriSkumas
romane tampa wuniversalios impotencijos, egzistencinio nejgalumo simboliu. Tam tikra
prasme romano koncepcija sukasi pagal faling asj. Lytinio pajégumo svarba Vargaliui buvo
pabréziama jau vaikystéje — svari senelio, apzitirin¢io dar tik | paauglyste iZengiancio
Vargalio varpa, scena: ,,Senelis atsargiai varto tavo vyriSkumg rankoje, savo delne, maigo jo
galvute. — Geras bybis! — pagaliau taria. — Tikras Vargaliy bybis. Variniu galu.” (Gavelis
1989, 38) As-Jo (veidrodzio antrininko) vyriSkuma Vargalys apibiidina kaip ,,nenormaliai
dideli meilés organg, skliding gundancios zvériskos jégos™. Hegemonini — Sarvuota
vyriSkumo modelj suponuoja ir Vargalio nuolat akcentuojama fiziné jéga, iSvystytas kiino
raumenynas. Taigi galima daryti iSvadg, jog Vargalio savivokos ir tapatumo formavimuisi
kiinas turé¢jo lemiamos reikSmeés. Savojo ktino refleksija padeda jvertinti subjekto geneze —
mastymo ir santykio su kitu iStakas.

Perskaicius Stefos monologg susidaro jspudis, jog ji yra itin kiiniSka — pasakojime daug
fiziologiniy detaliy. ReikSminga pasakojimo pradzia leidzia veikéjos AS kiino suvokima

identifikuoti kaip purving, dvokiantj. Stefanija atvirai kalba apie savo menstruacijas: ,,...Sitai

2! Jdomu pastebéti, kaip teigiamai koreliuoja Gavelio sukurta ,.iskanuoto* subjekto ir Giddenso jdiegta
LHisktinyto kiino samprata.

64



butinai iStinka kurorte ar kelion¢j, kur néra salygy nei pazjstamy, néra nei kur gerai
nusipraust, vaiksStai sudvisus, kaip silkiy statiné, rodos, visi suka nosj, nors vyrai turbiit
neuzuodzia, tik Sunys..“ (Gavelis 1989, 329) Kadangi véliau Stefanija prisipazjsta
,hepakencianti jokio dvoko®, galima teigti, jog nors veikéja | savo kino fiziologines
funkcijas zitiri atvirai, Sis fiziologiSkumas ja Zemina, pavercia subordinuota, pakliistancia
lytimi. Nepaisant tiesmuko biologiniy funkcijy jvardijimo, Stefa nesuvokia savo kiino
tapatumo — nejgyja autentiSko AS iSgyvenimo. Kaip ir Vargaliui, treciajai naratyvo
pasakotojai biidinga netolydaus, iSkiinyto kiino samprata. ReikSminga $i Stefanijos iStara:
,»Vasilis pamain¢ mane, nulipdé i§ puslaukinés kaimo mergiotés tikraja Stefs, kurios, rasi,
nebeliko, ta tikroji Stefa iStirpo Loloj, Martyne, Vargaly, iSsibarsté Vilniaus gatvése, jos kaip
ir nelieka, kada ji viena, jai bitinai reikia kity, man tikrai reikia kity, reikia rasti bent vieng
zmogy, kuris be mangs negaléty iSgyventi.“ (Gavelis 1989, 337) Kito Stefa geidzia ne kaip
AS 18sipildymo prielaidos, kaip galimybés dalytis bendrazmogiSka patirtimi, o kaip
uzvaldancio, pavergianc¢io zvilgsnio. Fenomenologinj troskimg iSvysti save per Kito kiino
atspindzius nustelbia mazochistinis patologinis begalio subjekto troSkimas biti
jkiinytam bet kokiomis priemonéms. Stefanijos paveiksle susijungia pasyvioji kolonijiné
bitis, jos sukeltos iSkiinyto kiino traumos ir i§virkscioji, tamsioji, visa apimancio eroso galia.

Besotis ,,Sado sindromo* kiiniSkumas gali biiti drgsiai jvardijamas kaip bjaurumo
estetika — mirtis greta gimties, smurtas, kancia greta gamtos grozio, puoSnaus sakinio
grakstuma lydi vulgariis posakiai. Tai modernusis barokas, neomodernus egzistencializmas —
kur gyvenimo misterija Svenciama, apimant visagaliui erosui — taciau §i Sventé tampa ir
kultiirinés psichologinés diagnostikos prielaida. ,,Vilniaus pokerio* kiiniSkumas anaiptol ne
barokiskas — grei¢iau tiesmukai iSpreparuotas, nepridaigstytas puoSybomis. Erosas Gavelio
romane — labiau sociologizuotas ir kultiirizuotas nei Skablauskaités romane. ,,Sado sindrome*
vaizduojama jvairiaplotme, netgi kraStutiné eroso patirtis, atsikleidzia Mickiino apibiidinta
gaivaliSska eroso jéga. Pagrindinis herojus — Bernardas Jackus (Albanas — pagoniska vardo
traktuote) apie kiiniSkuma masto Siek tiek maziau nei Vargalys — iStaros apie AS ktniskaja
projekcija yra kuklesnés, taciau vis tiek gana informatyvios. Sotindamasis kito kiinu,
traukiamas visatos transcendentinio kiino protagonistas suvokia eroso kvaitulj ir siauba.
Nepaisant gausiy kiiniSky rysiy, ktinas Bernardui yra atgrasus: ,,Kiinas — tai atlieka, nuSiurgs,
prasmirdes apvalkas. Greit greit 1§ jo stiebsis gaslus, labai vislis augalai.” (Skablauskaité
2010, 65) Si dviprasmigka citata liudija esmine ontologing krize, egzistencinj nerima, mirties
baime¢. Protagonistas pyksta ant kiino uz jo iruma, laikinumg, atgrasuma, taciau kartu yra

traukiamas kiiniSkos eroso gelmés. Bernardas AS kiing nusako gana lakoniskai, taciau
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akcentuojami iSoriniai akcentai, fizinis pajégumas suponuoja patriarchalinio dominuojancio,
»sarvuoto“ vyriSkumo projekcija: ,,Mano kakta labai aukSta, buvau dar nenuplikes.
(Skablauskaite 2010, 73) Idomu tai, jog patyres nevaldomu eroso S$élsmu pazenklintos
patirties galybg, Bernardas jauciasi iSsekes, nuplinka ir ,,yra nupilkes, kaip apleistas
tolimiausias priemies¢io kiemas®. Dévintis Sarvams, Bernardas apsinuogina ir atskleidzia
disociavusios tapatybés detales. ReikSmingas protagonisto tapatinimasis su broliu Nijoliu —
koreliuojantis su ,,Vilniaus pokeriu“ antrininko motyvas: ,,Tu esi tik mano kopija, nes a$
gimiau anksCiau <..> Apgaubtas tos nilrios lauky ir eZero sambréskos, a$-Nijolis,
nejusdamas né menkiausios nuogumo baimés, nepadoriai gestikuliuodamas, atsukau Emblai
nugarg. <..> AS-Nijolis iS¢jau pro duris. Nuogas.”“ (Skablauskait¢ 2010, 390-391)
Identifikuotinas maniakinis-Sizoidinis AS skilimas koreliuoja su Vargalio iSgyventu

neautentiSkumo jausmu — taip implikuojamas iskiinyto, tapatybés besiilgincio kiino vaizdas.

Kiiny Sokis: kiinas vs. kitas kiinas

Kino santykis su kitu kiinu, jy tarpusavio sgveika, priklausomyb¢, konfrontacija — pamatiné
analizuojamy romany jtampos asis. ,,Vilniaus pokerio“ kiinai Soka sadomazochistinj
desperatiSkg Sokj, nutoldami ir priartédami prie eroso pragarmés. Sunku vienareikSmiskai
vertinti §j kripcioti priverCiant] romano kiing, kuris kuria ne tik aktyvius santykius teksto
kiine, bet ir jtaigiai skverbiasi j skaitytojo kiing. Viena aiSku — visi romano subjekty
tarpusavio santykiai persmelkti eroso impulso. Vienas i§ esminiy, dominuojantis santykio su
kitu motyvas — tai sadomazochistinis troskimas uzvaldyti Kito kiing, Siuo uzurpacijos,
pasisavinimo aktu atliekant AS ir Kosmoso — transcendencijos kiino — santykio iniciacijg. Per
Kosmoso jégai. Manipuliuodamas kito kiinu, AS siekia jsitvirtinti pasaulyje. Tai labai rysku
Vargalio kankinimo scenoje — soviety pareiginai degina romano herojaus lytinj organg:
,Ugnelé létai kyla tau i$ tarpukojo, nieko daugiau nematai, lipnios Sliuzo seilés uzlipdé akis.
Girdi, kaip virpiasnervis tankiai dvesuoja, tavo tarpukojj turbiit viskas i$svilinta, virpiasnervis
sagstosi klyna, slepia savo §liuza, jis minta kity skausmu, o taves turbiit jau nebéra.” (Gavelis
1989, 11) Identifikuota aukos ir budelio dialektika svarbi keliais aspektais, pirmiausia, kaip
zyminti tarpsubjektinj galios santykj. Budelio patiriamas lytinis malonumas — tai erotinis
sadisto $¢lsmas, taciau pabréztina, jog Sis santykis néra tikrasis eroso iSpildymas. Jvardytina
kiino redukcija j atskiras ,,dévimas® dalis ir Sio erotinio santykio dalyviy subordinacija,

prievarta, vaidmeny netolydumas suponuoja monologiska, nekomunikatyvig kiiny tarpusavio
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sgveiky. Labai ryskiai $ig sgveika suponuoja kita romano scena — Stefos prievartavimas.
Gausiomis detalémis iliustruota prievartavimo analiniu biidu scena zymi absoliutiSkai
monologiSka kiiny santykj ir Zymi iSpreparuoto, iskanuoto kiino koncepta: ,,...uZuodziu
dvigubg tvaikg — i§ savo priekio ir uzpakalio; tai netiesa, negali biiti tiesa, a§ mirsiu, tai
koSmariSkas sapnas, beveik neskauda, tik Sleik$Ciai nemalonu, ne, tai nevyksta i§ tikryjy,
manes Cia néra, néra, néra, smarkiai maudzia iSeinamajg, bet argi tai svarbu — as jau mirus,
mane doroja slibinas, paskui ir a§ pati virsiu slibinu.” (Gavelis 1989, 366-367) ReikSminga
abiejy romano veikéjy sinonimiskai vardijama potrauminé jausena — manes néra. Si istara
suponuoja ne tik subjekto savigynos mechanizma, atsiribojimg nuo aplinkos, neigimg (verta
pastebéti, jog tai néra pozityvus iStirpimas eroso svaigulyje), bet ir zymi ribin¢ situacija,
subjekto skilimg, idaga savastyje, kurio jau nejmanoma atsikratyti — tai iskinyto subjekto
elgsena. Jei kiinas analizuojamuose romanuose biity suvoktinas vien kaip dévimy daliy suma,
pakeitus paZzeistg narj biity galima lyg niekur nieko sékmingai egzistuoti toliau. Taciau per
kiing tampa suzeisti ne tik veikéjy sielos griauciai, organai, bet ir visa savastis, tapatybe,
esmas. Galima daryti prielaida, jog Sis pazeidimas veik¢jams tampa pamatiniu laziu ir
uzkratu (dera pastebéti, jog tiek Vargalys, tiek Stefa tur¢jo traumuojanciy, skaldanciy
aplinkybiy ir anks¢iau). Sis uZkratas — tai prievartautojo jnirSis, geismas, pasireiskiantis
kartais tik kaip uzurpuojantis zvilgsnis, kartais kaip veiksmas. Pavarges biiti kito galios
objektu, Vargalys siekia objektyvizuoti kita, taip iSvengdamas savojo atspindzio kitame
sukeliamos kancios. Redukuotas, mechanizuotas pozitiris i kito kiing rySkus ir Vargalio, ir
Stefanijos istarose. Stai apie savo mirusia pseudobi¢iule Lolita Stefanija teigia: ,....nekendiu
jos putniy liipy, jos begédisko zvilgsnio, jos ilgy, pernelyg laiby kojy; peréjus Sitiek vyry,
<...>ji pati visus imdavo, sako net mylintis stengési visalaik likti virSuj* (Gavelis 1989, 355),
o apie buvusj mylimaji Vargalj: ,,Jis nenoréjo susitaikyt su amzium, nor¢jo visglaik likt
jaunas ir galingas, nors niekad ir nebuvo galingas, tas jo nuleipes daiktelis kasdien vis
mazejo, vis traukési.“ (Gavelis 1989, 344) Taigi, kitas — nuzvelgiamas, menkinamai
objektyvizuojamas. Taliau i§ tolesnio Stefos monologo paaiSké¢ja, jog Sis kitas kiinas
nepasiduoda mechaniskai Stefanijos redukcijai. Eroso skvarba baugina — veikéja prisipazjsta,
jog nei Vargalys, nei Lolita jai niekada nebuvo suprantami — pabréZziama nenusakoma
nejvardijama savasties paslaptis, eroso pazenklintas esmas. Bauginama svetimybés ir
nepazinumo, per subjekty kiinus veikiancios kosmoso jégos, Stefanija meégina ir Vargalj, ir
Lolitag redukuoti, paversti sadistinio zvilgsnio jkaitais. Taciau §is Zvilgsnis atsigrezia pries ja
pacia kaip bauginanti jusli svetimybé. Apie Lolita Stefanija sako: ,,Jos valitkisky, beprotisky

akiy zvilgsnis mane paralyziuodavo.“ (Gavelis 1989, 359) Taigi palyginus veikéjos AS kiino
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projekcijas ir santykj su kifu kiinu, aiSkéja, jog Stefanijai biidingas ir uzurpuojantis
objektyvizuojantis zvilgsnis. Vis délto §is sadistinis galios demonstravimas lieka menkai
iSreikStas ir romane pateikiamas ironiSkai — vyrauja mazochistinis AS aukos, objekto
vaizdinys. IS romano teksto aiSkéja, jog niekas negali monologizuoti kito kiino, savasties, —
paskutinis Zodis apie kitg yra neiStariamas.

Vargalio santykis su Kitu, pozitris j kito kiing taip pat yra problemiskas, suponuotas
ivardytos neigiamos patirties. Vargalyje kaunasi kelios pamatinés jégos, SizofreniSka esybé
imetama | iSkanuoto Vilniaus panoptikuma, ilgisi transcendencijos kiino ir nebegali uzmegzti
su juo visavercio santykio. Ankstyvos jaunystés, kolektyvinés ir asmeninés istorijos (romane
koreliuoja suzeistas tautos ir subjekto kiinas) patirtis lemia suinteresuota mechanizuota
zvilgsnj j kito kiina. Stai kaip Vargalys apibiidina bibliotekos bendradarbius: ,,Susirinko
dailusis Zvérynas. Arciausia auksadanté Grazina, legendy didvyré, net kédéje rangosi it kate
<..> Greta jdubusia kriitine, Martynas pageltusiais dantimis. Stefa — baltaplaukis angelélis
Snipo akimis. O toliau — iStisa virtiné storazandziy motery, viska pasaulyje vienodai
iSmananciy.“ (Gavelis 1989, 11)

Pastebétina, jog pats kadaise dar paauglys varfotas subrendusiy motery (ponia
Giedraitiené, Jan¢), Vargalys | moteris Zitiri gana vartotojiSkai — kaip j objekta. Ryskus
patriarchalinis poziiiris, hegemoninis vyriSkumas svyruoja per susidiirimus su kitokiu kitu.
ReikSminga homoseksuali scena su Giedrai¢iuku — hegemoninio ir subordinuoto vyrisSkumo
susidiirimas — identifikuotasis uzsimirS§imas, draudziamas malonumas, ggsdinantis eroso
kvaitulys, kurio herojus iSsiggsta ir atsako smurtu.

Vargalio santykis su kitu — moters kiinu — neatsiejamas nuo santykio su transcendencijos
ktinu, butimi. Romano chronotopas itin homogeniSkas, distopiskas, paraboliskas.
Transcendencijos bylojima keicia transcendencijos tyla. Vargalys, kaip ir jo senelis, netiki
Dievu ir suvokia esas pasmerktas net savo paties neturéjimui. Sunkiai iSgyvendamas tokig
egzistencijos tuStumag Vargalys atranda kaltininkg — mistiSkuosius Juos, iSkanuoto pasaulio
emisarus. Todé¢l kito kiinas Vargaliui tampa priemone atskleisti jy veikimg — kiinuose
slypin¢ia patologija. Tuo paaiSkinamas Vargalio susidorojimas su Vaiva ir su mylimgja
Lolita ieskant kiine pasléptos savasties ydos. Norint atlikti §ig misija, reikia kitg paversti
objektu. ReikSmingas Sio tyrimo pradzios momentas, atskaitos taSkas, normalaus ir
susvetiméjusio kiino skilimas pastebimas Vargalio Zvilgsnyje i buvusia Zmong Irena.
Vargalio anksciau identifikuota kaip iSgelbétoja, ,,auksta, liekna, vikri, juodom kaip smala
akim“ madona, tapusi ,televizijos auka®, ima keistis ir Sis sukeistinimas pirmiausia

identifikuojamas kiine — keic¢iasi moters eigastis, kvapas, figiira: ,,Dabar atsargiai, apgraibom
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tyrinéju jos kiing. <...> Pratinuosi matyti tamsoje — ne akimis, o pir$tais... <...> Matau Simtgjj
kartg, bet vis vien negaliu suvaldyti SleikStulio. Tos moters kriitys iSpampusios, apacioj
sugulusios trim bjauriom rievém. Rodos, perbraukes pirStu, iSvalytum i§ ty raukSliy
voratinkliy ir puveésiy raizginj. Liemuo kazkur dinggs, po piipsanc¢iom kritim iSkart styro
kampuoti klubai.” (Gavelis 1989, 87) Irena Vargaliui tampa ja — sukeistinta biitybe —
redukuojamas bet koks autentiSkas buberiSkas AS-Tu santykis. Stebédamas karnavaliska,
groteskiska Irenos ir jos meiluzio sekso sceng, Vargalys iSgyvena prieStaringus jausmus — tai
ji ir traukia, ir baugina, identifikuojamas $lyk§tumas talpina vujeristo malonuma: ,,Ziiiriu ir
netikiu savo akimis, ziiiriu ir nesuprantu, kg jie daro toliau, nors jau suvokiu <...> kad jiedu
pamazi, mé¢gaudamiesi pradéjo Jy akta, Jy meilés Sokj. Jauciu, kaip mano jnirSis blésta, as§
visas bléstu, bet vis vien zilriu i juos <...> mane apima klaikas, suvokiu, kad ne a$ juos juodu
uZtrypsiu, o jie mane uzmus, jei patirs, kad juos matau.* (Gavelis 1989, 95) Si scena Zymi ne
tik Sleikstul; dél ja virtusios zmonos iSdavystés, bet ir eroso baime. Baimingas, sudétingas
Vargalio ir eroso santykis atsiskleidzia ir orgijos, grupinio sekso scenoje su senamiesc¢io
Kirke. ,,Atsikvos¢jau siurbte i$siurbtas, noré¢jau kuo skubiau sprukti, bet ji mangs nepaleido,
net glebios kriitys pakilo virSun, vydamosi tolstantj mano kiing, juosvi plauky zal¢iai panciojo
alkiines, temp¢ atgal. Galvoje tvinks¢jo vienintelé¢ mintis: negali biiti taip gera, Siam pasauly
nebiina taip gera. <..> ,Atsipeikék, atsipeikék, Vytai. Mes prazasim!“ (Gavelis 1989, 19) Si
saveika skiriasi nuo sadistinés-mazochistinés Vargalio patirties ir labiau primena pagoniSkus
iniciacijos ritualus. Tai paties eroso svaigulys, kuris baugina — Vargalys sustabdo iniciacija.
Méginimas jsteigti autentiska rysj su transcendencija romane galimas fenomenologiskai —
per susitikimg su kitu. Tai Vargalys mégina padaryti sgveikaudamas su Lolita. Pastebétina,
jog Vargalio pozitiris 1 Lolita taip pat néra vienareikSmiskas. Nors Vargalys pastebi Lolitos
fizin] grozj, taciau intuityviai suvokia, jog santykis su ja yra neredukuotinas ] mechanines
kiino dalis ir jy tarpusavio trintj. J[vardydamas, jog ,,jos zodZiy ir marSruty dziazas tapo mano
dalimi, vaikstom ne tik po Vilniy — ir po mano vidaus gatves (Gavelis 1989, 53),
protagonistas pripazjsta autentiSkos sgveikos su kitu prielaidas — tai sgmoningas atsisakymas
redukuoti kitg j vartojama objekta. Vargalys dialogiskiausiai geba komunikuoti su Lolita
tada, kai nustoja zvelgti j ja stebétojo Zvilgsniu, matuoti kiino mechanisSkuma, tai yra visiskai
pasiduoda eroso svaiguliui, sutampa su transcendencijos kiinu. Tac¢iau Jy pasaulio primesta
dekonstruotojo tapatybé vél paklaidina veikéja itarumo riike: ,,Nuotaika akimoju keiciasi,
Lolita staiga nutyla, o be jos balso prietemoje dedasi kazkas nesuprantama. Zingsniuoju
senamiesCio gatve, greta eina moteris, bet a$ absoliuciai jos nepazjstu <...> Visiskai svetima,

pavojinga moteris eina greta mangs ir turbiit kazko i§ manegs tikisi — $iuo momentu ar
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apskritai. Turbiit nori mane iSnaudoti, kaip visos moterys, o gal net skaudziai apgauti. Labai
graks$ti moteris — negaliu atsiziiiréti ] jos eigastj, plastiskai lyg sapne sklandancias kojas.*
(Gavelis 1989, 57) Sis jtarumas monologizuoja santykj su kitu ir redukuoja subjekts j objekta
pabréziant dévimas kiino dalis. Kiurinio finale nugali suskaldyta, sulauzyta Vargalio
tapatybé — intersubjektinis Vargalio dialogas taip pat pasmerktas nesékmei.

»Sado sindrome* taip pat uzsimenama apie totalitarizmo — sovietizacijos — jtakg zmoniy
iSvaizdai ir mastymui. ApraSydamas savo ,,augintinés* Moinos draugus ,,juoduosius angelus*
Bernardas teigia: ,,Jy iSoré akj rézianti, taciau kg mes suprantam apie tai, o galiausiai — koks
kieno reikalas, kaip kas atrodo; lietuviai — labai susikaustg, kompleksuoti, nuolat bijantys
i$siskirti, kg nors ne taip pasakyti. Sovietiniai metai visus buvo paverte pilka mase, be jokiy
blyksniy ir akcenty; kiekvienas Zzmogelis nuolat buvo kontroliuojamas ir valdomas kokio nors
vietinio dievuko. Galéjai pabégti tik j beprotnamj.* (Skablauskaité 2010, 182). Nors romano
naratyve néra aiSku, jog veikéja tiesiogiai paveiké soviety rezimas, néra konkreciy vyksmo
laiko nuorody, taciau galima suprasti, jog vaizduojama jau posovietiné epocha. Nors cituotoji
protagonisto iStara — vienintel¢ jvardyta sovietizacijos refleksija, ji yra labai svarbi kiino — o
ir viso romano — poetikai. Tiek iSorinis romano chronotopas, tiek vidiné Bernardo erdve
suformuota kaip antitezé hermetiSkam veidmainiSkam stagnatiSkam totalitariniam pasauliui.
»dado sindromo* pasaulis — atviras, prisodrintas religinés mistinés mitinés patirties, ¢ia be
galo daug atviro kiino. Bernardas — kaip ir i§ dalies Vargalys, iSoriSkai jau jvardytinas kaip
postkolonijinis subjektas, visaip stengiasi pabégti nuo ,,ontologinés pilkumos®, remdamasis
pagrindine priemone — kiinu. Veiksmo centre esantis protagonistas apipilamas keisCiausiomis
vizijomis, mity raizgalyne, gausiausiomis nejprasCiausiomis kiiniSkomis patirtimis...
[vardytam postkolonijiniam baviui aktuali yra Ariino Sverdiolo jvardyta miglos’’ metafora.
Sugriuvus kolonijinio biivio sienoms, kulttirinis ir kiiniskasis badas eliminuojamas ir atsiveria
gausus jvairiausiy patir¢iy kamuolys. Taciau Sios patirtys — visos vienu metu — be konteksto,
subtilumo — gali atneSti ir greita persositinimg, AS nesuvokimg, netapatumg, paastrinti
ontologinj nerimg. Taip ir nutinka herojui Bernardui — vartodamas savo ir Kito kiing, jis
jauciasi nepaaiSkinamai vieniSas: ,,Mano kiinas buvo apsitraukes vienatvés rudimis.

(Skablauskaite 2010, 86); ,,Mano gyvenimas dar nejpuséjes, tik vienatvé — beribé.

** Miglos metafor taikliai iliustruoja Sverdiolo iStara: ,,Dabarting Lietuvos kultdiros biikle Zymiu mastu lemia
tai, kad po ilgos dirbtinés izoliacijos <...> yra staiga atsivéres ne koks vienas, bet i karto daugybé pasaulinés
kultoros klody, kurie anksCiau nebuvo prieinami. <..> Visi §ie nauji (mums) dalykai pasirodo gryni ir
dispersiski, tartum trupiniy ir dulkiy pavidalu. Jie sudaro besvore terpe — migla, kuri neturi pavidaly ir neleidzia
orientuotis pagal bent santykinai pastovias ir jvardijamas gaires, neleidZia nustatyti tapatybes ir skirtybes.*
(Sverdiolas 2006, 98)
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(Skablauskaité 2010, 160)

Bernardo ir kito — moters — kiiniSkas rySys — labai svarbi romano prasmés konstanta.
Moteris Bernardo pasamongje yra jkiinyta tamsybé, svetimybé, pragarmé, Siapusybés
transcendencija, eroso esmas. Bernardg — Albang nenumaldomai traukia $i nekontroliuojama,
iracionali eroso jéga. Taciau pamatinis eroso svaigulys herojy baugina, kelia grésme jgytam
hegemoninio vyriSkumo modeliui. Tod¢l Bernardo paveiksle pateikiamas moters ir jos kiino
vertinimas yra diametraliai prieSingas: ji aukStinama, garbinama, mistifikuojama ir kartu
7eminama, mechanizuojama, sadistiikai preparuojama. Stai koks mastymo netolydumas
rySkus Sioje Bernardo iStaroje: ,,Gyvuliska ir labai grazi. Deivé ir patelé. Tik pjedestalo
truksta! Kurvai! Ne. Sultonei — Siltaodei, skaisciaodei, alsiu auksiniu kiinu; tai — erinija,
graksti, truputélj apkvaisusi, tas liepsningas jos kiino penas...“ (Skablauskaité 2010, 105) Cia
biity reikSminga prisiminti herojaus istakas: vaikyst¢ ir paauglyste praleides kaime su dviem
broliais ir tévais, mistiSkoje, mjslingoje aplinkoje, iSgasdintas ir sujaudrintas kosmoso
nepazinumo, nekontroliuojamos Visatos jégos (minétinos jkiinytos kraStutiniy eroso formy —
12 ziauriy juody seniy-zudikiy), Bernardas nusprendzia tapti architektu ir taip tarsi atsiriboti,
uzdaryti gamtiskg jusliSka svetimybe¢: ,,Ir visa mano gamta dabar buvo uzdaryta sienomis,
tarsi supakuota ] prabangias keistas dézes, atitverta stiklu ir kitomis medziagomis.*
(Skablauskaité 2010, 178) Taciau erosas nepasiduoda kulttrinei redukcijai, transcendencija
skverbiasi | Bernardg — kaip moteriskasis archetipas. PrieSindamasis §iai traukai, patirdamas
inir$] buties svaiguliui, herojus ima vartoti moteris vienos nakties nuotykiams — sadistiSkai
uzvaldyti jy king — atlikti eroso redukcijg. Bernardo uzurpuojancios galios steigtis yra
pazenklinta ir nujauiamos tautos kiino traumos — nenorédamas tapti kito objektu,
suvidutinéjusiu pilku subjektu, veikéjas renkasi kiiniSkgsias perversijas ir tampa valdovu Kito
kiinui. Bernardo logika remiasi salyga: Kito kiinas yra at-pazjstamas ir vartojamas daiktas, o
tai reiSkia, jog ir ontologinis eroso chaosas yra pasibaigiantis, valdomas. Jdomu tai, jog
Bernardas moteris klasifikuoja remdamasis jy atsparumu AS kerams ir geb&jimu atsilaikyti
pries sadistin] preparavimg Viena motery grupé — meésa, sekso objektai; kita — slaptingos,
autentiSkos, dieviskos bitybés. Hegemoninj Sarvuota vyriSkuma liudija gausios Bernardo
iStaros, prievartaujantis objektyvizuojantis zvilgsnis | moters kiing: ,,Kriitys labai didelés,
todél nukabusios, tarpkojis apzéles, ant liemens susimetusios laSiniy rievés, Slaunys apvalios,
blizgancios. Grésmingai pasiraivo ir prasiskecia. TelyC¢ia. Mésa. Prasta kaimo merga. Mano
irankis skirtas valdyti kitokias moteris. <...> Pirmoji miisy moteris. Véliau a$ ja perleidau
Nijoliui.” (Skablauskaité 2010, 61) Taigi jau pirmoji kiiniSkoji patirtis atskleidzia Bernardo

ambicijas: ,,Mano tikslas buvo moterys. <..> Turiu jg pagrobti. <...> Visos jos — naktinés
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peteliskés. (Skablauskait¢ 2010, 99) Vyraujant] maco, tikro vyro jvaizd] ryskiai jkiinija
pastaroji citata: ,,Ak tu zlitigi vagina, nusikeikiau mintyse: i§ kur tiek ironijos ir
nepaklusnumo vyrams; déjau ant taves! — atsaké man jos veriantis zvilgsnis, bestija tu, o ne
boba.“ (Skablauskaite¢ 2010, 125) D¢l savo nesugebéjimo myléti Bernardas taip pat kaltina
moteris. Pastebétina, jog Bernardas vartoja daug moteris Zeminanciy epitety: vagabunde,
Sliure, sidvalka, nuopisa, keksé, vrinda, kalyté, begéde, stoties kekselé, lizena, barbaré,
., sméklozvake “, smirdanti gaubslé, drigné, bjauri dvesuolé ir kt. Taciau seksas su vienos
nakties moterimis taip pat skiriasi. Ypatingas, ritualizuotas santykis su Sokéja Lora: ,Ji
suSoko man kazka nepaprasto <...> — Hasapiko. Bizantijos skerdiky Sokis, — paaiskino. <...>
keista poza susirietes kiinas it prabangus, retas ir paslaptingas KAZKAS. Neaisku, kokia
dovana mangs laukia. <...> iSsigandau. | mane zvelgé ne Zmogaus akys, taip geismas jas buvo
iSkreipes.” (Skablauskaité 2010, 111) Veikéja gasdina atsivérusi eroso pragarmeé, jkiinyta
neredukuojamos nevaldomos moteriskaja energija uzpildytos iSraiskos.

Isskirtinés Bernardo moterys — tai moterys-paslaptys, dar neatskleistos, autentisSkos,
neiSpreparuotos, todeél — nepaaiskinai traukiancios. UZvaldyti jas — sunkesnis uzdavinys.
Unikaliausios Bernardo moterys — Mona, Igerna Aradija, Embla. Mona — nekaltybés
simbolis, zaislas, kurig Bernardas siekia projektuoti kaip daikta, savo tvarinj: ,,Labai
noréciau, kad ji biity nevaisinga...” (Skablauskaité 2010, 145) Bernardas troksta pasisavinti
moters vaisinguma — vieng esminiy ir pamatiniy kitos duo&iy. Ziauriai nuzudyta maniako
sadisto — tarsi nugvelbta Bernardui i§ po nosies — Mona tampa neiSsipildziusiy ambicijy
simboliu. Bernardas liidi ne Zuvusios moters, bet savo neiSsipildziusiy iliuzijy. Igerna —
aktoré — statula, dievinta jaunystéje, nepasiekiamybé, kuri nustoja biti stabu, vos tik
Bernardas su ja suartéja. Pastebétina, jog visas atskleistas, imintas, demistifikuotas moteris
Bernardas viena ar kita prasme numarina. Tai ir Mona, ir Igerna — buvusi grazuolé, stabas,
deivé paverCiama mirtingu kencian¢iu zmogumi, ir Aradija — juodoji moteris, jkinijanti
besot], plésry jusluma, eroso tamsg, chaosa, apsédima: ,,Moina buvo nuostabus zaisliukas, o
¢ia — nenusp¢jama stichija...“ (Skablauskaité 2010, 282)

Vis délto ryskiausiai pozitiris j kito kiing — kaip j autentiskg savast] — mégina skleistis
bendraujant su Embla — paverzta brolio drauge. ReikSminga tai, jog nors Embla seksualiniu
temperamentu veik prieSinga Aradijai (,,Seksualumo buvo tiek nedaug, kiek zvirblyje erelio
jégos“ (Skablauskaité 2010, 399), Si moteris iSreiSkia eroso svaiguli, Sviesesn¢ jo puse:
,,Vaik§¢iojanti statula, reikalaujanti susizavéjimo sklidiny zvilgsniy. Taip maniau. Tik véliau,
gerokai veliau supratau jos fotografijas, suvokiau pacig esmg. Viliojanti jos apsimestina

tamsa trauke j giluma. Tie jos laiptai kilo aukStyn, o ne | pozemius.” (Skablauskaité 2010,
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404) Embla turi panaSumy su Lora, abi veikéjos identifikuotinos kaip kiine talpinancios
didele bauginancig eroso jéga. Tai Sokantis moteris, nepazini, paslaptinga, nesiduodanti
suobjektinimui, kiino redukcijai. Emblos savastis nepasiduoda plésriam, seksualizuojanciam,
redukuojanciam zvilgsniui, tuomet keiciasi Bernardo zifiros taSkas — i moterj vis dar Zitirima
kaip i objekta, taciau jau kaip j meno kirinj: ,,Embla dabar man buvo panasi j moterj i§
Fajumo portrety, j ta, kuri balta skepeta prisidengusi tamsius plaukus. Ikona. Zinoma, jos
istorija turéjo biti nepaprasta.© (Skablauskaité 2010, 390) Bernardas mistifikuoja $ig moteri,
trokSta uzvaldyti ne tik jos kiing, bet ir siela: ,,Troskau iSvysti nors menkiausig jos sielos
krastelj, o ne ilga, elastingg kiing.“ (2010, 397) Vis dé¢lto Emblg paverzia Bernardo
Antrininkas — brolis Nijolis.

Identifikuotini santykiai su moterimis yra monologiski, néra autentiSko santykio steigties,
AS neatliepia kitam kiinui: kitas yra uzurpuojamas objektyvizuojancio zvilgsnio ir galios
veiksmo.

Svarbi, simboliska, kiing ir dvasig romane sujungianti karnavalo patirtis: ,,Baltalaukyje
Sventéme sambarijas... <...> Tai buvo tikra Sventé, kada visi tampa lygiis, visi pameta galvas,
iSkrypsta i§ normaliy véZziy, visi pajunta meil¢ artimui; neapykanta pasislepia giliai, <...> bet
dar labai labai klastinga. Visi matéme — angelas toje Sventéje pasirodé, bet velnias taip pat
lindéjo savo slaptavietéje, prasvéres duris, jdémiai zvelgdamas j plysj. <..> ir a$ regéjau
auksinj Emilijos lavona, nuoga, be galo grazy, bet aplinkui siautéjo SVENTE, ir §is lavonas
buvo jos dalis.“ (Skablauskait¢ 2010, 175) Si &§vent¢ — nevaromas eroso $¢lsmas,
autentiSkumo prieigos. Taciau Bernardas nesitenkina tokiu ritualizuotu, fragmentuotu
pokalbiu su transcendencija — protagonistas siekia uzvaldyti kita, o per jj ir transcendencijos

kiing. Bernardas serga Sliogerio jvardyta ,,panhoministine iliuzija*

. Taigi objektyvizaves,
savinesis, siekes uzkariauti pacig eroso pragarme, ikiinyta moteriskos linijos, Bernardas laimi
tik vienatve ir iSkinytqg kiing. Bejégi Pokerio Vilniaus fala®* ,Sado sindrome* keiia
nujauciamas eroso pragarmes slaptingumas: ,,...uzlipau | Gedimino pilj. TroSkau vél pamatyti

savo mylimg jaunystés miesta, Deja, erdvéje regéjau sklandancig plonaliemene figiirg. Ant

2 Cia isryskéja pats keisCiausias ir mjslingiausias kultiiros bruozas, kurj mes pavadinsime panhoministine
iliuzija. Tai kiekviename Zzmogaus kultiriniame simbolyje slypintis polinkis uzmaskuoti tg i§ pirmo zvilgsnio
paprasta dalyka, kad kultira yra tik simboliniy reik§miy pavirSius, po kuriuo driekiasi niekada ir niekaip
nesukultirinama, vadinasi, ir nesuzmoginama gamtiné svetimybé, jsiSaknijusi ] pirmyks¢io chaoso
pragarme.* (Sliogeris 2010, 471)

* Riiko beveik neliko, matau gatves, aikSte ir patj svarbiausia dalyka — kalng ir Gedimino pilj. <..>
NeiSvengiamai reali tik senoji pilis naujajam mieste: vieniSas bokstas, iSnirgs i§ apzélusiy kalno §laity — Vilniaus
falinis simbolis. Jis i8duoda visas paslaptis. Simbolinis Vilniaus phallos: trumpas, bukas ir bejégis.” (Gavelis
1989, 58)

73



veido ji buvo uzsidéjusi kauke. Atrodé tarsi hieroglifas, kurj nesunkiai perskaiciau. Tai buvo
pati Vilniaus dvasia. Raudonoji balandé.” (Skablauskait¢ 2010, 48) Objektiné galia
jveikiama virs-galio eroso.

Bernardas ir Vargalys — abu protagonistai — savaip pralaiméjo kiing. Taigi — ir dvasia.

ISvados

Straipsnyje analizuojamiems kiiriniams aktualiis kiino fenomenologijos ir sociologijos
diskursai. Fenomenologiniu poziiiriu, Zmogaus ir pasaulio susitikimas yra jgalintas kiino.
Mickino fenomenologija redukuoja dualisting / vakarietiSkg kiino ir dvasios perskyrg ir
skelbia kiino ir dvasios / proto susitikimg iSraiSkose. Per kiino iSraiSkas subjektas geba
saveikauti, komunikuoti ir dialogiSkai byloti sau paciam, kitam ir transcendencijos kiinui.
Santykis su Kito kiinu tampa ir fenomenologine santykio su transcendencijos kiinu (kosmosu)
prielaida. Kiino sociologijos diskursas pabrézia kiino kaip tapatybés reiSkimosi lokusa.
Galima daryti iSvada, jog abiejy romany subjektai, ypa¢ protagonistai Vargalys ir Bernardas,
yra itin kuniski ir veikiami eroso svaigulio. Romany subjektai siekia jgalinti savojo AS
tapatybés modusg gyvenamajame pasaulyje per kiiniSkgsias veikas. Subjekto jkiinijima,
tiesiogin] ktino kaip AS-Kito ir biities patyrima, autentiSkg savasties iSgyvenimg sutrikdo
traumuojanti patirtis: valdzios taikyta disciplinuojanti jéga (Vargalys) arba postkolonijinis
Sios galios troskimas, siekis uzvaldyti transcendencijos kiing (Bernardas). Vyraujantis
analizuoty romany veikéjy Vargalio, Stefanijos, Bernardo santykis su AS, Kkito,
transcendencijos kiinu yra monologiSkas. AS kiino projekcijose vyrauja iskiinyto,
disociavusio, traumuoto kiino suvokimas. Ir ,Vilniaus pokeryje” ir ,,Sado sindrome*
vaizduojamas potrauminis ir traumg patiriantis kiinas, kurio disociacija yra nulemta tautos
kiino traumos — kolonijinés patirties. Postkolonijinis subjektas, kupinas jtarumo ir
nepasitikéjimo, paveiktas pono-vergo dialektikos, neSiojasi galios uzkratag — bijodamas tapti
kito zvilgsnio objektu, AS renkasi objektu paversti kito kiing. Taigi vyraujantis As-Kito kiino
santykis yra monologiSkas, su menkomis dialogiSkumo prielaidomis. DialogiSkai santykio
steig€iai labiausiai trukdo kito subjekto suobjektinimas, inspiruotas ontologinio nerimo,
patirty AS vientisumg iSkiinijusiy galios manipuliacijy, tamsiosios pamatin€s eroso puses.
Fenomenologinj troskima iSvysti save per Kito kiino atspindzius nustelbia mazochistinis
patologinis begalio subjekto troSkimas biti jkiinytam bet kokiomis priemonéms. Erosas

Gavelio romane — labiau sociologizuotas ir kulttirizuotas nei Skablauskaités romane.
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BODY MONOLOGUES AND DIALOGUES IN RICARDAS GAVELIS’ NOVEL
“VILNIAUS POKERIS” AND JOLITA SKABLAUSKAITE’S “SADO SIDROMAS”

Summary

Ricardas Gavelis and Jolita Skablauskaité are exceptional authors-personalities in the
context of the Lithuanian literature of the 20™ — 21°' centuries. The shared themes discovered
in the works of both authors are: reflections of totalitarianism, dimensions of fantastic textual
reality, parabolic layer of meaning, symbolism, intellectuality, intertextuality, erotic motives.
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One of the key correlations between Gavelis’ novel “Vilniaus pokeris” (1989) and
Skablauskaité’s novel “Sado sindromas” (2010) is the expression of body. The aesthetic
expression of body is an essential axis of meaning in both novels. The aim of the article is to
analyse and compare the expression and meaning of body by using the aspects of
dialogue/monologue. The analysis is based on the methodologies of phenomenology and
sociology. Body monologues are understood as self-reflections performed by the subject
himself/herself. Body dialogues are understood as its relation and communication with
another subject’s body and transcendence. Monological body is described as a solipsistic,
untenable, alien, mechanical construct. Dialogical body is understood as authentic,
denotative, telling, communicating body. In the theoretical part the ideas of the philosophers
of phenomenology (Sartre, Mickiinas, Buber) and sociology (Foucault, Giddens, Tereskinas)
are discussed and applied. In the practical part the analysis of the expression of body in
“Vilniaus pokeris” and “Sado sindromas” is performed. The article draws the following
conclusions: ambivalent expression of the body is seen in both novels: a body full of Erotic
energy as well as mechanical and disembodied. The expression of the body is closely tied to
the historical cultural context of the novels. The problems of a postcolonial, broken subject is
more or less reflected in both novels.

KEY WORDS: dialogue, monologue, body, phenomenology, a disembodied body,
expression, transcendence.
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VIENO ROMANO EKRANIZACIJA

Straipsnyje nagrinéjamas garsaus pranciizy rasytojo Gustavo Flauberto romanas ,,Ponia
Bovari* ir jo ekranizacija, kurig 1991 metais sukiiré pranciizy kino reZisierius Claude’as
Chabrolis. Visy pirma nusakoma rasytojo kirybiné specifika ir jo romano ypatumai —
menininko vaidmuo, meniné koncepcija, romano recepcija, genezé, istorinis kontekstas,
naratoriaus pozicija, personazy elgsenos bei sukurti jy jvaizdZiai, padedantys atskleisti
svarbiausias kirinio idéjas, kiirinio stilius. PabréZiamas romano daugiaklodiskumas bei
iSskirtinis  kitréjo deémesys stilistinei raiskai, sietinas tiek su Flauberto meniniu
perfekcionizmu, tiek su menine ,,romano apie niekq‘ (Becker 2001, 99) koncepcija. Svarbus
démesys skiriamas ir floberiskajai ironijai, jo , superkvailumo® sqvokos meniniam
jpraminimui, daznai atsiskleidzianciam nuvalkioty fraziy pasiepimu bei kvailai stereotipine
personazy elgsena. Diskutuojama, kodél Sis romanas, ilgai traktuotas kaip
., neekranizuotinas *, vis délto sulauké daugybés ekranizacijy. ISsamiau nagrinéjama
Claude’o Chabrolio ekranizacija ,, Ponia Bovari®, su kuria, pasitelkus lyginamgjj metodg, ir
lyginamas Flauberto romanas. Trumpai apibréziama romano / filmo zanriné specifika,
akcentuojami meninés raiskos skirtumai, diskutuojama pasirinkta reZisieriaus koncepcija,
kuria buvo siekiama kuo labiau priartéti prie romano teksto, stipriosios ir silpnosios
ekranizacijos pusés, aktoriy sukurti vaidmenys ir jy atitikmuo Flauberto personaZams.
Pateikiami reZisieriaus bei aktoriy pasisakymai. Si ekranizacija trumpai palyginama su
garsigja 1934 mety Jeano Renoiro ekranizacija.

REIKSMINIAI ZODZIAI: menininko vaidmuo, kiirinio genezé, meninis stilius,
superkvailumas, bovarizmas, ekranizacija.

Ivadas

Flauberto romanas Ponia Bovari nesiliauja kéles menininky bei literatiiros kritiky
susidoméjimo. Juo zaveéjosi Charlesas Baudelaire’as, 1857 m. spalio 18 d. zurnale Artiste
iSspausdings straipsni Gustavo Flauberto ,,Ponia Bovari® (Baudelaire 1857), kuriame
romano heroj¢ Ema traktuoja kaip modernia moterj, kuriai biidingas vyriSkumas, visy pirma
pasireiskiantis jai biidingos vaizduotés, poetui atrodziusios svarbiausia i§ zmogisky savybiy,
galia. Sis poeto teigimas siejasi su skaitytojus intriguojané¢iu Flauberto pareiskimu, jog jo
herojé — tai jis pats (Rey 1998, 16). Flauberto Sedevru zav¢josi ir Marcelis Proustas, kuriam
Croisseto vieniS$ius (taip buvo vadinamas rasytojas) ,,.beveik tiek pat atnaujino miisy pozitrj |
regimus dalykus kaip ir Kantas su savo kategorijomis® (Suffel 1966, 27). Publikos
susidoméjimg Siuo kiiriniu rodo ne tik daugybé straipsniy, mokslo studijy, bet ir vis did¢jantis

jo ekranizacijy skaifius. Romanas nuolat permastomas, SiuolaikiSkai interpretuojamas.
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Analitiniy darby, skirty romano ir jo ekranizacijos palyginimui, dar néra gausu; iS
reikSmingesniy paminétina 2009 metais pasirodziusi dviejy Simty asStuoniolikos puslapiy
Mary Donaldson-Evans studija Madame Bovary at the Movies.

Sio straipsnio tikslas — palyginti §j G. Flauberto romang ir vieng jo ekranizacijy,
Chabrolio Ponia Bovari (1991 metai). Straipsnyje siekiama $iy uzdaviniy: atskleisti rasytojo
kiirybos savituma, romano koncepcija, charakterizuoti pagrindine heroje¢, kuri yra svarbiausia
G. Flauberto idéjy generuotoja, romano koncepcija palyginti su rezisieriaus koncepcija
akcentuojant zanring romano ir filmo specifika. Straipsnyje naudojami aprasomasis, analitinis

bei lyginamasis metodai.

Autorius ir jo romanas

Gustavo Flauberto vardas lietuviy skaitytojams pirmiausia asocijuojasi su garsiuoju jo
romanu Ponia Bovari, Pranciizijoje pasirodziusiu 1857 metais. Sie metai pasaulinei
literatiiros istorijai, be abejo, labai reikSmingi: Flaubertas isleidzia savo Sedevra,
Baudelaire’as iSspausdina savo nemirtinggsias Piktybés géles. Abu autorius sieja ne tik
pasirinktoji publikavimo data, bet ir d¢l abiejy kiiriniy iSkeltos bylos — abu, ir Flaubertas, ir
Baudelaire’as, apkaltinami pasikésinimu ] moralg ir visuomeninius paprocius. Flaubertas
iSteisinamas (pirmajame romano puslapyje skaitytojas gali perskaityti Flauberto dedikacija
garsiam to meto advokatui Mari-Ziuliui Senarui, kurio déka byla ir buvo laiméta (Flaubert,
1998), o Baudelaire’as turi mokéti baudas ir i§ rinkinio i§imti net Sesis eiléragéius. Sis
literatiirinis skandalas Ponig Bovari akimirksniu iSgarsina, taciau Croisseto atsiskyreéliui tokio
pobiidzio Slové anaiptol néra maloni, kadangi jis — tikras pigaus populiarumo ieskancio
menininko antipodas, puoseléjes ,,menas menui‘ principg ir i$ visy savo amzininky labiausiai
zavejesis Theophilio Gautierio poezija. Literatiira rasytojui — gyvenimo tikslas ir esme,
reikalaujanti vienuolisko, netgi atsiskyréliSko gyvenimo, Sventos kankinystés. RaSytojas —
atsiskyrélis, rasytojas — asketas, Flauberto nuomone, turi atsiduoti kiirybai kaip vienuolis
atsiduoda Dievui (pgl. Décote 1994, 423). Rasytojo laiSkuose Louise Colet, tapusiais bene
reikSmingiausiu rasytojo kiirybinés genezés suvokimo Saltiniu, atsiskleidzia floberiskoji
meno mistika ir, be abejo, su ja susijgs garsusis Flauberto perfekcionizmas: vieng Ponios
Bovari fraze raSytojas kartais raso iStisa valanda, Simtus karty pertaisin¢ja jau parasytus
puslapius, viename savo laiSky Louise Colet prasitaria: ,,Ponia Bovari mane zudo.* (pgl. Rey
1998, 7) Savo garsyjj romang Flaubertas kuria penkerius metus ir kartais taip susitapatina su

savo heroje, kad apraSinédamas jos nusinuodijimg pats ima jausti pykinima. Taigi Ponia
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Bovari, penkerius metus siurbusi Sventa meno kankinyste iSpazjstancio rasSytojo-asketo
kraujg, gars€ja neprilygstamu stiliaus meistriSkumu — kruopsciais taisymais Flaubertas savo
prozai troSko suteikti eiliy ritmika, noréjo paraSyti knyga, jo Zodziais tariant, ,,apie nieka*,
knyga, ,kuri laikytysi tik uz stiliaus* (Becker 2001, 99) ir buty atvira kuo jvairiausioms
skaitytojo interpretacijoms. Rasytojas puosel¢jo ambicijas sukurti kiirinj — tiesos mirazg —
kurio auka biity susizavejes skaitytojas, ir kur vien tik stilius nulemty mening kiirinio verte.
Visy svarbiausia jam — visai ne siuzetas, o kiirinio tobulumas. I§ tiesy, Ponioje Bovari —
knygoje apie nieka — pasakojama banali neiStikimybés istorija, pasibaigusi herojés
savizudybe. Kiirinj suvokdamas i§ esmés kaip stilisting raiSka, Flaubertas nesivargino
iSgalvoti siuzeto ir apras¢ tikrg istorija: provincijos felcerio, buvusio jo t€évo mokinio, Zmona
Delphine Couturier, su vyru susilaukusi dukters, ilgainiui pasineria ] svetimavimg. Jos
meiluziu i§ pradziy tampa mergiSius provincijos aristokratas, paskui notaro klerkas.
[8§vaiscCiusi vyro turtg, 27 mety moteris nusizudo. Po mety numirsta ir jos vyras. Romanas
Ponia Bovari atkartoja Siuos jvykius kartu pavaizduodamas stingy provincijos nuobodulj ir
smulkiyjy burZua ribotuma.

Be abejo, Flauberto Sedevras visy pirma yra studija apie moterj. Pasirodzius knygai to
meto laikrasCiuose gal¢jai pamatyti Emg Bovari skrodzian¢io Flaubero karikatiirg (Barnes
2011, 19). Rasytojo plunksng kritikai ne kartg lygino su skalpeliu. Skvarbiis protagonistés
psichologijos tyrin¢jimai netgi padéjo atsirasti naujam bovarizmo terminui — ponia Bovari
tapo tipizuotu charakteriu. Literatiiros kritikas Pierre’as-Louisas Rey’us Madame Bovary
jzangoje cituoja garsigja Flauberto fraze, kad jo Ema ,nepaliauja kentéjusi ir verkusi
dvidesimtyje Pranctzijos kaimy (pgl. Rey 1998, 15). Bovarizmo terming sugalvojo Julesas de
Gaultieris, 1892 metais iSspausdings esé, pavadintg ,,Bovarizmas ir psichologija Flauberto
kurinyje” (Bovarysme). Bovarizmas apibiidinamas kaip psichologiné liga, kuriai biidingas
realybei neadekvatus saves jsivaizdavimas, gyvenimas iliuzijose, savo talenty ir gebé&jimy
pervertinimas bei kaltés suvertimas kitiems, dazniausiai — nykiam aplinkiniam pasauliui.
Nors Emos istorija i§ pirmo zvilgsnio atrodo banali, ta¢iau romanas toks daugiaklodis, kad
sunkiai pasiduoda nuodugniai i$Sifruojamas ir, nepaisant daugybés jam skirty kritikos darby,
atrodyty, vis dar akylai tebesaugo savasias paslaptis, tiksliau tariant, galimas interpretacijas.
Interpretacijy ambivalentiSkumas visy pirma sietinas su Flauberto pasirinkta heterogeninio
naratoriaus pozicija, iSreiSkiancia kuo didesnio objektyvumo ir bejausmiskumo veikéjams
siekj. Palyginti su Balzacu Flaubertas daug objektyvesnis ir linkes nutyléti savo nuomong
apie besiklostancius jvykius: ,,Menininkas savo kiiryboje turi biiti kaip Dievas, nematomas ir

visagalis: visur jj jauti, bet niekur nematai. <...> Ar gerasis Dievulis yra kada pasakes savo
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nuomone¢?“ (Becker 2001, 99) Taciau nors raSytojas sieké biiti neSaliSkas ir objektyviai
aprasyti matomg realybe, naudodamasis gausia dokumentine informacija (per metus galédavo
perskaityti iki 150 specializuoty leidiniy), jo kiiryboje apstu ironijos ir net grotesko, vis délto
iSduodanciy autoriaus poziiirj i apraSomus jvykius ir psichologinius reiskinius. Galima netgi
teigti, kad kritinis ir ironiSkas mastymas — iSskirtinis ir dominuojantis Flauberto bruozas.
Pasakodamas apie Flaubertg jo amzininkas Faguetas teigé:
»Jame tlinojo romantikas, kuriam realybé atrodé 1éksta, ir realistas, kuriam romantizmas
atrodé tuscias, ir menininkas, kuriam burzua atrodé groteskiski, ir burzua, kuriam menininkai

atrodé pretenzingi, ir visa tai | vieng visuma jungé mizantropas, kuriam visi atrodé juokingi.*
(Suffel 1966, 24)

Dar biidamas devyneriy mety vienam klasés draugui biisimasis raSytojas prisipazjsta:
,Kadangi pas tével] ateina viena ponia ir visg laikg kalba kvailystes, a$§ nusprendziau jas
aprasyti.“ (Décote 1994, 421) Taigi dar vaikystéje Flaubertas nusprendzia rasSyti apie
zmogiska kvailuma, kuris, kaip tema, i§ tiesy neiSsemiamas. Neatsitiktinai Poniai Bovari jis
renkasi banaly siuzetg ir 1ékstg provincijos dekorg — banalybé visada persunkta kvailumo,
kuris visy pirma pasireiSkia nuvalkioty minciy kartojimu. Flauberto sukurtiems Ponios
Bovari personazams i§ esmés truksta autentiSko santykio su pasauliu, jie elgiasi arba aklai
paklusdami socialinéms normoms, arba kurdami savo svajones i§ prisiskaityty knygy ar
nugirsty pastebéjimy. Viename savo laiSky rasytojas retoriSkai susunka ,,Mirtis mitams!*
(Becker 2001, 104) ir netgi vartoja ,,superkvailumo* sgvoka (Becker 2001, 96). Gyvenimg jis
supranta kaip didziulj poksta, kurj ir reikety apraSyti: ,,Kada pagaliau pradésime aprasinéti
ivykius kaip auksciausio laipsnio poksta, taip, kaip Dievas juos mato savo aukStybése?
(Becker 2001, 97) Rasytojas $aiposi i§ visy savo personazy: Emos Bovari vyro ,,Sarlio kalbos
buvo lékstos kaip miesto Saligatviai; jis vartoja tik aplinkui nuolat girdimas banalybes,
tokias kaip ,,Cia kaltas likimas* (Flaubertas 1956, 394), elgiasi kvailai ir kaip sutuoktinis, ir
kaip medikas, tad galéty biiti apibudintas lotyniskuoju ridiculus sum (Flaubert 1956, 50),
kurj, kaip i§ mokytojo gauta nuobauda, karta mokykloje turé¢jo parasyti net 20 karty; ponia
Bovari, jaunystéje prisiskaiCiusi savo pacios prastai suprasty arba abejotino meninio lygio
romantiniy knygy, realiame gyvenime troksta patirti knygy herojy iSgyventas aistras, meil¢
kaip i§ dausy atskriejusj uragang, pasakiska laime (,,Ir Ema stengesi suzinoti, kg gi 18 tikryjy
gyvenime reiskia tokie zodziai kaip palaima, aistra, svaigulys, kurie knygose jai atrodé¢ tokie
grazis.“ (Flaubert 1956, 43). Istekéjusi uz Sarlio, nes ,.tarési mylinti“, po vedyby Ema laukia
nesulaukia knyginiy svajy i$sipildymo, netgi ménesienoje deklamuoja Sarliui eiles, vildamasi

Sitaip prisivilioti kazkodél kazkur kitur skrajojant] Amirg. PaSaipi Flauberto plunksna
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dazniausiai taikosi | vadinamajj Emos romantizma, kvailus jsivaizdavimus ir jsitikinimus: Stai
iSgirdusi, jog pagimdé mergaite, Ema 1§ nusivylimo net nualpsta, arba savo meiluziui
Rodolfui ji sitilo iskviesti Sarlj j dvikova, nors dvikovy laikai jau seniai pragje, mégsta
romantiSkai groti pianinu, taciau taip, kad vargSas instrumentas ima vaitoti, o nusivylusi
vedybomis ji tuo pat metu trokSta ,,numirti ir persikelti j Paryziy“ (Flaubert 1956, 72).
Flauberto ironija gana subtili, reikalaujanti skaitytojo pastabumo, kadangi jo objektyvusis
naratorius niekada nepasakys ,,Ema labai blogai grojo pianinu®, o pasakys ,,ir Sitaip trankoma
seng instrumenta girdédavai kitame kaimo gale...” (Flaubert 1956, 51) Taciau nuolat i§ savo
herojés besiSaipantis rasytojas yra pareiskes: ,,Ponia Bovari — tai as.” (pgl. Rey 1998, 16)
Garsusis, pakankamai paradoksalus, Flauberto pasakymas i$ tikryjy suponuoja nepalyginamai
sudétingesnj autoriaus santykj su savo protagoniste, kuris jokiu biidu neapsiriboja paSaipiu
zvilgsniu ir romantizmo klisSiy demaskavimu. Ema — Flauberto tvarinys — jkiinija ir jo paties
jaunystéje puoseléta romantizmag, véliau sukarikatiirintag. Romantizuota pasaulio vizija
jaunystéje puosel¢jes kiir¢jas tampa ,,puolusiu romantiku“. Tam tikra prasme Sis teiginys
pagrindzia ir paaiSkina romano protagonistés sudétinguma ir daugiaklodiskumg. Literatiiros
kritikas Georgesas Décote’as teigia:
»Ema jkiinija romantiSky svajoniy kupino rasytojo jaunystés ideals, taciau degradavusj,

subanalintg, praradusj bet kokia refleksyvia distancija su realybe. Ema ir juokinga, ir
patetiska, kaip ir kiekvienas Zzmogus, kuris klysta, tegul ir i§ kvailumo.* (Décote 1994, 424)

Biity galima pridurti, kad Ema romane dar ir lyriSka, dramatiska, tragiSka. Flaubertas ne
tik ironizuoja, bet ir sugeba sukelti skaitytojo empatija savajai Emai, netgi giliag uzuojauta.
Galbit kaip tik tai ir paaiSkina §io romano ilgaamziskumg — kaip pasaké literatiiros kritikas
Jacquesas Suffelas, ,.kol egzistuos pranciizy kalba, Ponia Bovari bus skaitoma, ir ja bus

zavimasi® (Suffel 1966, 27).

Romano ekranizacija

Nors egzistavo ir tebeegzistuoja nuomoné, kad Flauberto kiirybos neimanoma ekranizuoti dél
itin meistriSkos literatiirinés kalbos bei kiriniy daugiaklodiskumo, vis délto nemirtingasis
Flauberto romanas Ponia Bovari susilauké didziulio kino rezisieriy démesio. Kritiké
Mathilde Labbé, komentuodama 2009 metais pasirodziusiag Mary Donaldson-Evans studija
Madame Bovary at the Movies (Labbé 2010, 1), pateikia jspiidingg — net 18 — romano
ekranizacijy skaiciy. 2014 metais pasirod¢é Anne Fontaine kuriamas komedinio pobudzio

filmas Gemma Bovery pagal Posy Simmonds knyga, kuriame vaidina F. Luccini ir kur Ponios
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Bovari istorija perkeliama j misy laikus. Siuo konkrediu atveju tegalime kalbéti apie laisva
Flauberto kiirinio interpretacijg, vizualinj intertekstualuma, taciau tai dar kartg parodo kiirinio
prasminiy paradigmy aktualuma. Be abejonés, Ponios Bovari pastatymas — rimtas i$Siikis
rezisieriui, jis ir vilioja, ir baugina. Kiekvienas rezisierius romang supranta Siek tiek kitaip,
jam jdomesni vieni ar kiti jo aspektai, jis daugiau ar maziau talentingas, tad visi Ponios
Bovari pastatymai skiriasi vieni nuo kity savo meniniu lygiu, priarté¢jimu ar nutolimu nuo
romano teksto. Nesuklysime pasake, kad zilirova, aistringg Flauberto talento gerbéja, Ponios
Bovari pastatymai neretai nuvilia, taciau literatiirines ekranizacijas nagringj¢s kritikas André
Bazinas studijoje Kas yra kinas teigia, kad daznai viena ar kita ekranizacija nusivyles
zilirovas tiesiog uzmirSta literatliros ir kino specifika, Zzanrinius ypatumus, skirtingas
perteikimo priemones (vaizdas / kalba), filme rodytiny epizody atranka, su kuria susiduria
rezisierius, nenorintis kurti daugiaserijinés epop¢jos (Bazin 2002). Galima pridurti, kad
neretai uzmirStami ir skaitytojo bei zitirovo poziiiriy skirtumai, juk skaitytojo pozitris ir
subjektyvesnis, ir tam tikra prasme jdomesnis, nes pasitelkiama asmeniné vaizduoté, kurig
lemia skaitytojo skonis, iSsilavinimas, asmenin¢ patirtis, o filmas labiau primeta rezisieriaus
pozitrj, kuris vienpusiSkesnis ir koncentruotesnis uz genialaus raSytojo mums sitilomag
pasaulj. Minétasis kritikas taip pat teigia, kad priestaros tarp knygy ir jy ekranizacijy néra,
nes jie vienas kitg darniai papildo funkcionuodami kaip savarankiski kiriniai. ,,Romano
ekranizacija naudinga literatiirai, ir Hamletas ekrane tik padidina Sekspyro gerbéjy skaiciy.“
(Bazin 2002, 106)

Tarp geriausiy Ponios Bovari ekranizacijy dazniausiai minimos rezisieriy Jeano Renoiro,
Vincente’o Minnellio bei Claudo Chabrolio pavardés. Komentuodamas 1934 mety J. Renoiro
pastatyma A. Bazinas pastebi, kad jis romano nuodugniai neperteikia, bet labai puikiai
i¥saugo jo dvasig (Bazin 2002, 95). Sis pastatymas gali biiti traktuojamas kaip savarankiskas
kiirinys (Bazin 2002, 94), laisva adaptacija, ,,kaip jo antrininké zvaigzdé* (pgl. Bazin 2002,
124).

Chabrolio poziiiris, kuris Siame straipsnyje placiau ir apzvelgiamas, i Flauberto kiirinj jau
kitoks. Pasakodamas apie 1991 metais pastatyto filmo Ponia Bovari geneze, rezisierius
prisipazjsta: ,,Visa laikg buvau tarsi apséstas $ito romano, taciau vis galvodavau, kad tai
nejmanoma, kad a$ neiSdrjsiu.“ (Boddadet 1991, 25) Kiiriniu besizavint] Chabrolj baugino
Flauberto stilius, jo taip mégstama, personazus charakterizuojanti, netiesioginé menamoji
kalba, interpretacinis labilumas. Galiausiai rezisierius nusprendé ieskoti kinematografiniy
atitikmeny ir kaip jmanoma tiksliau iSversti romang j kino kalbg, taigi stengtis biiti kuo arCiau

kiirinio. Taciau kino kalba néra literatiros kalba, juk filme objekta galima parodyti tik i§
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iSorés, nors Sis parodymas ir gali buti labai jvairus, filmas neiSvengiamai ribojamas laiko,
negali trukti amzinybe... ReZisierius priverstas ieSkoti sprendimy, daryti atranka. Filme
Chabrolis remiasi romano struktiira ir stengiasi iSsaugoti sgsajas tarp ivykiy remdamasis
romano dalimis bei skyriais. Jungiamaja filmo grandimi tampa Emos personazas, rezisierius
orientuojasi biitent ] jj, nors visas Flauberto romano pavadinimas yra Ponia Bovari.
Provincijos paprociai (Décote 1994, 424). Tad socialiniai aspektai, kuriy gausu romane,
filme néra pakankamai atskleisti. Siekdamas pasakojimo vientisumo Chabrolis SeSis kartus
panaudoja balsa uz kadro, naratoriaus balsg (aktorius Frangoisas Périeris). Rezisierius
naudojo balsg uz kadro ne tik norédamas priartéti prie Flauberto teksto, atskleisti jo kalbos
meistriSkumg, bet ir prozos intarpais uzpildyti neparodytas scenas. Taip filme girdime
chrestomatine tapusig raSytojo fraze apie Sarlio kalby lék§tuma ar nuosekly Emos nutolimo
nuo vyro konstatavima: ,,Bet juo glaudziau artéjo juodu intymiame gyvenime, juo labiau tolo
nuo jo Ema Sirdyje.” (Flaubert 1956, 50) Rimty kinematografiniy problemy kélusia
netiesioging menamaja kalbg rezisierius filme perteikia dialogais, kuriuose stengiasi iSsaugoti
Flauberto zodzius. Rezisierius kino kalba stengési perteikti ir vietoviy, gamtos apraSymus.
Filmas buvo kuriamas autentiSkoje aplinkoje, pavyzdziui, Argueil girioje, kuri minima
romane. Gamtos apraSymai romane ir gamtos vaizdai filme padeda atskleisti personazy
bisenas arba jgauna simboling reikSme, nors filme jy, be abejo, daug maziau negu knygoje.
Filme puikiai atkurtas ir XIX a. koloritas — vietos, drabuziai, fiakrai — tad Zitrovas lengvai
persikelia j §] amziy, zavisi pokylio scenomis, Siurpsta nuo simbolinio aklo elgetos kraupumo

bei jo gyvenimo konteksto.

Ema ir jos vyrai

Emga filme vaidina reZisieriaus mégstama pranciizy aktoré Isabellé Huper. Kalbédama apie $j
savo vaidmenj aktoré teigia:
»<...> emociskai galiu jaustis artima Emai, taCiau i$ tikryjy man reikéjo sukurti heroje,
Sitg smulkia burzua, gydytojo Zmona, labiau jausmingg nei protinga, labai besirtipinancia savo

vidiniu pasauléliu, gana egoistiska, Siel tiek idealiste, kuriai tikrai nesvetimas manierizmas.*
(Boddadet 1991, 128-129)

IS Sio pasisakymo matyti, kad aktorés poziiiris ] kuriamg personaza labai kritiSkas,
negatyvus. Zitrovui gali pasirodyti, kad vaidindama ji kartais kiek persistengia, savotiskai
pervaidina savo personaza (pvz., mirties scena) — aktoriné¢je Emos tapyboje dominuoja

parodin¢ ironija. Flauberto Ema atrodo jvairiapusiSkesné, subtilesné, kadangi paSaipus
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Flauberto tonas neretai atmieZztas ir lyrizmo doze, skaitytojas jai jauc€ia uzuojauta. Huper
daugiausia akcentuoja ironiska rasytojo poziiirj i savo heroje. Vis dé¢lto aktoré sugeba puikiai
perteikti protagonistés emocijy kaita ir i§gyventy sukrétimy stipruma: su vyru Sarliu ji $alta ir
niekinanti, su meiluziu Rodolfu — egzaltuota ir aistringa.

Flaubertas skaitytojui i§ karto nepateikia ilgo ir iSsamaus Emos literatiirinio portreto, jis
déliojasi palaipsniui, genialiai tapomais trumpais Strichais, kad savo vaizduotéje skaitytojas
pats ji susidélioty. Emos biisenas Flaubertas perteikia per iSvaizda, dazniausiai kreipdamas
démesi i jos akis, plaukus, veido spalva, drabuzius, balsa. RaSytojo aprasymai vizualis, ir §i
savybe, kaip teigia kritiké Mary Donaldson-Evans (2009), i§ dalies paaiskina tokig daugybe
Sio romano ekranizacijy. Chabrolis elgiasi panasSiai: kamera fiksuoja Emos akis, mimikos
pasikeitimus, veido spalva. Stai garsioji pokylio scena parodoma tik kaip vidiné herojés
fokusuoté. Emos nuobodulio ciklotimija (Visy 2004) puikiai atskleidziama per itin
kontrastingus iSvaizdos pokyc¢ius — gyvenimo pilnatve spinduliuojanti Ema ir depresijos
palauzta Ema. Siuo pozitriu galima teigti, kad Chabroliui puikiai pavyko perteikti zodZio ir
vaizdo tarpusavio sgveika.

Sarlio vaidmenj filme atlieka puikus pranciizy aktorius Frangoisas Balmeris. Romanas
prasideda Sarlio, dar vaiko, atéjimu j mokykla, o filme matome jj jau suaugusj. Visa démesj
sutelkdamas j Ema Chabrolis atsisaké romano pradZios epizody, Sarlio vaikystés,
paauglystés, medicinos studijy mety, kaip tik ty, kuriuose Flaubertas daugiausia ir akcentuoja
personazo kvailuma ir kur jis mégaujasi savo ,,superkvailumo* sagvokos meniniu atskleidimu.
Rezisierius taip pat nerodo kiirinio pabaigos, kai Sarlis randa Emai rasytus Rodolfo laiskus,
kai po mety numirsta. Filme akcentuojamas ne jo kvailumas, bet pilkumas ir nuobodumas, jis
atrodo visada ir visy nustelbtas. Francoisas Balmeris prisipazino, kad susidoroti su
rezisieriaus pasirinkta Sio personazo koncepcija buvo nelengva:

,lai sunkiai apibiidinamas vaidmuo, beveik nesuvaidinamas, nes Sarlis Bovary — tai
pasyvumas, i§nykimas. Kuo geriau vaidini, tuo levlbiau jis dingsta i§ filmo. Aktoriui tai labai
sunku. Claude’as Chabrolis man nekalbejo apie Sarlio kvailuma, bet jam buvo labai svarbu,
kad biity nejmanoma nuspéti Sarlio reakcijy, susijusiy su Leonu ir Rodolfu, kad biity neaisku,

ar jis jaucia malonuma, ar pavyda <..>. Reikéjo vaidinti anemiSkai, nieko neatskleisti.*
(Boddadet 1991, 112-113)

Nors Chabrolio koncepcija ir diskutuotina, reikia pasakyti, kad aktorius puikiai
susidorojo su jam iskeltu uzdaviniu akcentuodamas Sarlio, ,.kuriam visg gyvenima lemta biiti
dominuojamuoju, silpnuma‘ (Riegert 1992, 27).

Rodolfg filme vaidina pranciizy aktorius Christophe’as Mallavoy’us. Rodolfas

Boulangeris (arba, iSvertus i lietuviy kalba, Rodolfas Duonkepis — Flaubertas ir vél
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ironizuoja), kaimo aristokratas, Emos gyvenime pasirodo kaip potencialus visy svajoniy
issipildymas ir patirty kanéiy baigtis. Sis personaZas, uzkietéjes mergisius, jkiinija egoistiska
ir savimi patenkintg burzuazija, kurios taip nemégo Flaubertas. Rodolfas, i§ paziiiros
linksmas ir nertpestingas, atsiskleidzia kaip negailestingas ir ciniSkas savanaudis,
tesugebantis galvoti vien apie save. Subtili floberiskoji ironija demaskuoja §io personazo
ziauruma, juodaja jo pus¢. Filme reZisieriaus koncepcija visiSkai sutampa su personazo
koncepcija romane, nes Rodolfas identiSkas. Kalbédamas apie Christophe’o Malavoy’aus
parinkimg $iam vaidmeniui Chabrolis teigé:
,Sis aktorius labiausiai tiko §iam vaidmeniui, nes jis pasizymi labai reta savybe — tai

vyras, kuris gali, jei nori, bet kokig moterj jtikinti, kad ji privalo jam atsiduoti. <...> Tai tikras
suvedziotojas, kaip tik tai, ko man ir reikéjo.” (Boddadet 1991, 30)

Aktorius tvirtino, kad vaidmuo jam nebuvo sunkus, nes jis dievina Flauberta.
Christophe’as Malavoy’us puikiai atskleidé $io personazo cinizmg ir egoizma — Emos neviltis
jo visiskai netrikdo, jis iSlieka ramus, tik kartais btina kiek nusivyles, kai jo hipertrofuota
savimeilé nepaglostoma. ,,Pasistengiau ji taip ir suvaidinti, i§ iSorés lengvabiidiska, linksma,
bet viduje labai kraupy®, — pasakoja aktorius (Boddadet 1991, 21).

Leona, kita Emos meiluzj, filme vaidina Lucasas Belvauxas. Aktoriaus sukurtas vaidmuo
taip pat atitinka Flauberto romano koncepcijg. Flaubertas i§ pradziy vaizduoja platoniska jau
uz Sarlio istekéjusios Emos ir Leono meile, apgaubta romantizmo skraiste. Jsimyléjéliai
romantikai kalba apie poezijg ir saulélydzius, atodusiais perteikia nusivylimg iSgyvenama
1€kstos provincijos realybe. Taciau romantiniy nuostaty kupinas Leonas drovus ir nejgudes, o
ir Ema dar neiSdrjsta pasinerti j kiiniSkos meilés svaigulj, tad viskuo nusivylgs mylimasis
iSvyksta j Paryziy, kuriame netrukus ,,iSmoksta gyventi*. Subtiliai ir ironiSkai Flaubertas tapo
pavirsSutiniSko romantiko virsma tipiSka vidutinybe, kuris ParyZziuje ,,plaukus nesiojo nei per
ilgus, nei per trumpus‘ (Flaubert 1956, 262), ir po trejy mety vél sutikes Emg masté jau visai
kitaip: ,,Reikia, galvojo, pagaliau ryztis jos geisti ir ja gauti.“ (Flaubert 1956, 262)
Vaizduodamas $§j personaza raSytojas nuolat pabréZzia jo polinkj j dvejones bei neryZtinguma,
kuris dramatiskoje romano pabaigoje virsta jau sunkiai pateisinamu bailumu ir konformizmu.
Personazo koncepcijoje bailumas atsiskleidzia kaip neatskiriamas tipisSkos vidutinybés
charakterio komponentas.

Chabrolis zifirovui taip pat iSsamiai atskleidzia Emos ir Leono santykiy vystymasi nuo
platoniskosios fazés iki nuolatiniy susitikinéjimy viesbutyje ir pasinérimo j kiiniSkos meilés
svaigulj. Aktorius Lucasas Belvauxas su didziulia psichologine jtaiga perteikia $io personazo

transformacijg nuo drovaus romantiko iki savanaudzio burzua, geidziancio vien malonumy ir
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turty. Jo sukurtas Leonas pasizymi jvairiomis baik§tumo moduliacijomis — nuo gana subtilaus
drovumo iki niekingos iSdavystés, noro kuo greiciau atsikratyti problemy kelianc¢ia meiluze.
Tiek romane, tiek filme akcentuojamas Sio personazo pavirSutiniSkumas, nesugebéjimas nei
myléti, nei laikytis vertybiniy nuostaty. Filme $is vaidmuo labai jtikinantis ir neabejotinai

pavykes.

ISvados

Apibendrinant galima teigti, kad savo ekranizacijoje Chabrolis jtikinamai atskleidzia
dominuojant] Ponios Bovari bruoza — ironiska ir pasiepiant] Flauberto poziiirj j vaizduojama
pasaulj, jprasminant] jo ,superkvailumo® sgavoka. Filme rezisierius démesj sutelkia i}
floberiskaji ,,bovarizma*, vaizduodamas Emga kaip ydingos romantinés sampratos auka. Tiek
filme, tiek romane Emos personazo vaizduoté persmelkta kvaily romantiniy kliSiy, kurios
tampa lemtingomis jos gyvenimo gairémis. Kurdamas §] personazg Chabrolis daugiausia
vadovaujasi parodine jo koncepcija, nors Flauberto romane heroj¢ atrodo jvairiapusiSkesné,
jai budingi subtilesni vidiniai iS§gyvenimai, lyrizmas, dramatizmas, ne vien tik ironija.
I. Hupert sukurtas vaidmuo atitinka rezisieriaus, o ne romanisto pozitrj. Tam tikry abejoniy
kelia ir Sarlio, Emos vyro, koncepcija Chabrolio filme, kadangi vyraujanti $io personazo
dominanté romane — jo kvailumas, o ne nustelbtumas. Tokj pasirinkima galbiit biity galima
paaiskinti rezisieriaus jauCiama empatija Siam personazui, kuris romano pabaigoje
vaizduojamas kaip tragisko likimo zmogus, ,,be kaltés kaltas®. Akivaizdu, kad rezisierius
gana laisvai interpretuoja $j personaza akcentuodamas ne dominuojancia, bet antraeiles jo
savybes, nustelbtuma, pasyvuma, geruma. Emos meiluziai, tiek Rodolfas, tiek Leonas, filmo
zitrova labai priartina prie Flauberto romano, nes atitinka rasytojo koncepcija, ir garsiy
pranciizy aktoriy Christophe’o Mallavoy’aus ir Lucaso Belvauxo meistriSkumo déka atrodo
labai jtikinantys. Siekdamas kuo labiau priartéti prie Flauberto teksto Chabrolis sékmingai
susidorojo ir su kitu nemenku uzdaviniu, kilusiu norint romano kalbg ,,iSversti“ | kino kalbg —
netiesioginés menamosios kalbos perteikimu. Si kalba filme perteikiama personazy dialogais
iSsaugant Flauberto stiliaus bruozus. Chabrolio filmas jtikinamai perteikia ir XIX a. kolorita,
kuris suzavi zilirovg savo autentiSkumu. Stiprioji filmo pusé, be abejo, ir puiki garsiy
pranciizy aktoriy vaidyba, nes jy sukurti vaidmenys ne tik jtikinami, bet ir labai
individualizuoti.

Taigi atsizvelgiant | zanring romano / filmo specifika (Zodzio / vaizdo menas, romano

epizody atrankos bitinumas, koncepcijos pasirinkimas, poveikis vartotojui ir t. t.) galima

86



teigti, kad dialogas tarp Flauberto ir Chabrolio, nepaisant tam tikry anksciau minéty
koncepcijy neatitikimo, neabejotinai pavykes, ir labai tikétina, kad knygos neskaite, bet filmag

pamate zitirovai ims ieskoti §io XIX a. parasyto Flauberto Sedevro.
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ONE MOVIE ADAPTATION OF THE NOVEL

Summary
The novel Madame Bovary by Gustave Flaubert and its screen version, released in 1991 by
the French director Claude Chabrol, are considered in the article. First, the writer’s creative
particularity and his novel’s distinctive features are specified: the artist’s role, the artistic
conception, the novel’s reception, its genesis and historical context, the narrator’s position,
the behaviour of the characters and their images that help to reveal the most important ideas
of the work, and the style of the work. The multi-layered nature of the novel and the
exceptional attention paid by the writer to the stylistic expression, related as much to
Flaubert’s artistic perfectionism as to the artistic conception of “a novel about nothing”
(Becker 2001, 99) are emphasized. Much attention is paid to Flaubertian irony, the artistic
significance of his concept of “superfoolishness”, often revealed by the ridicule of stale
(overused) phrases and the foolishly stereotypical behaviour of the characters. It is discussed
why this novel, was regarded as “unfilmable”, for a long time, nevertheless it finally became
the subject of many film adaptations. Claude Chabrol’s film adaptation of Madame Bovary is
more thoroughly discussed, comparing it with Flaubert’s novel by means of the comparative
method. The genre particularity of the novel/film is briefly described, emphasizing the
differences of artistic expression. The conception chosen by the director, by which it was
sought to approach the novel’s text as closely as possible, the strengths and weaknesses of
the film adaptation, the roles played by the actors and their correspondence to Flaubert’s
characters are all discussed. Statements by the director and the actors are presented. This
film adaptation is briefly compared with the famous 1934 film adaptation by Jean Renoir.
KEYWORDS: artist’s role, Novel genesis, artistic style, superfoolishness, bovarism, film
adaptation.
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VOICEING OF THE IRISH CULTURE IN FRIEL’S TRANSLATIONS

Translation, which is a process of transforming written or spoken words, expressions,
sentences, idioms and all other linguistic elements into another language, makes intercultural
communication easier. It is thanks to this process that the countries in the world try to catch
up with the latest developments in areas such as education, economy, and technology as this
is an indispensable tool that makes a bridge between two languages. However, when the
native language names of a region are translated into another language in order to control
the people living in that region and in the long term replace the native language with the
other, ‘translation’ will definitely serve the political aims of the dominant country that wants
to be effective in the region. “Translations” (1981), a play written by the famous Irish
dramatist Brian Friel, tells about the loss of cultural identity of a town called Baile Beag in
Irish and Ballybeg in English. In this three-act play the events take place in 1833 and the
country is mapped by the British authorities. During the mapping, the geographical names in
the region are anglicized and a national school system with English language instruction is
introduced. The theme of the play is the loss of a culture through translation of local names
into the English language. Words are loaded with meanings and values that reflect the
culture. In “Translations” we witness the translation of a culture as the local names are
translated into English.
KEY WORDS: Anglicization, Colonialism, Irish, Culture.

Although Brian Friel is best known for his plays Philadelphia Here I Come! (1964) and
Dancing at Lughnasa (1990), which brought him international acclaim, 7Translations (1981)
is regarded as a political play by many critics since it reveals the struggle of some Irish
people in order to protect their language against the major colonizing power — the English.
Taking into account the fact that language and culture are two united elements, Friel portrays
his Irish characters as uneasy about disseminative effects of the English language and its
culture in their own homeland. Translations, on the one hand, shows how some Irish assume
a manner in order to keep their language and culture from the effects of English; on the other
hand, the play demonstrates how some of them have already adopted this new life style
shaped by a new language while others ultimately yield to this influential colonial power of
the English.

Brian Friel, one of the most famous Irish dramatists, was born in Omagh, Co. Tyrone, in
Northern Ireland. He was educated at St. Columb’s College, Derry City, the Catholic
seminary in Maynooth, and St. Joseph’s Teacher Training College, Belfast. He worked as a
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teacher in Derry primary and intermediate school for ten years (1950-1960). During this
period he wrote some radio plays and short stories (Owens and Radner 1990, 694).

Friel is also the director of Field Day Theatre Company. “As the inaugural production of
this company’s agenda to provide politically informed literature and cultural criticism,
Tanslations was first produced in Derry City’s Guildhall in 1980 (ibid, 695) and it consists
of three acts. The story is taking place in an Irish village that is called Baile Beag in Irish
(Gaelic) and Ballybeg in English. Ballybeg is a “small, rural community, with a strong sense
of having been under pressure for long time, and of its traditions being eroded by political
and cultural imperialism. Strongly marked by the fervent, pious, and conservative mores of
Irish Catholicism, it has learned to live with a profound sense of historic injustice, which has
included the loss of its native institutions, its language, and most of its self-respect” (ibid,
694-695).

The conflict between the Irish and English, which is clearly seen in the theme of the play,
goes back to long time ago. As Timothy Hayes observes, the “roots of this conflict, in
practical terms, go back over 800 years, to the middle of the 12th century, when Pope Adrian
(the only Englishman ever to become pope) granted overlordship of Ireland to Henry II. Thus
began a bitter struggle between Ireland and England, a struggle characterized both by
colonialism and religious intolerance” (Hayes 1997, 23). As a result of imperial colonisation
and internal colonialism, disintegration and fragmentation have long been part of Ireland’s
history so that, in a crucial sense, Irish culture experienced modernity before its time.
Imperialism, territorial and linguistic subjugation brought about a plantation situation and a
socio-political system perpetrated through language, resulting in imbalance and dislocation
for those without choice in the matter through subordination to an alien authority (Fusco
1998, 6). The problem between the Protestants, who support the union and insist that
Northern Ireland is a part of United Kingdom, and the Catholics, who struggle for making the
Northern Ireland a part of Catholic Ireland, is still continuing.

The division between the Protestants and the Catholics is still visible today. In the capital
city of Belfast in Northern Ireland there are districts where the Catholics are densely
populated and areas where the Protestants are inhabited. The division is visible in education
as well. While Standard English is taught in state schools in the North and Irish is taught in
Catholic schools in the North and in state schools in the Republic, Irish English, the native
language of Northern Ireland, has been reduced to the status of corrupt dialect, a language “in

a state of near anarchy,” in which “many words are literally homeless” (Worthen 1997, 138).
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Edmund F. Dehoratius claims that the history of Ireland as a nation is by no means a rosy
one and that Friel has seen his Ireland violently divided over religion, ethnicity, language,
and politics (Dehoratius 2001, 384). The story takes place in 1833. Friel chooses a crucial
year in which the Irish cultural identity was subtly, but most effectually uprooted: it is the
year 1832 when, firstly, the British Crown gave orders to map the country and to anglicize its
geographical names and, secondly, when a national school system according to British
principles was introduced. Both events meant an act of dispossession, a spiritual form of
eviction, in the disguise of benefaction (Bertha qtd. in Velten 1996, 114). In Friel’s
Translations, place names, reflecting local tradition and folklore are ““standardized”, which
means that they are distorted, falsified or deprived of any meaning (Velten 1996, 114).

According to Martine Pelletier, Translations problematizes the relationship between
language and identity (Pelletier 2006, 69). It is through the language that the Irish characters
in the play can keep their cultural identity. Manus, Sarah, Jimmy Jack, Maire, Doalty,
Bridget, Hugh, Owen, Captain Lancey, and Lieutenant Yolland are the characters in the play.
Most of the Irish characters in the play defend the protection of their native language Irish.
They are portrayed as lower class people and poverty is an element which is noticed in the
play. Owen’s earning money thanks to the British makes his economic situation better. It is
ironic that as Owen has a job provided by the British, this keeps him away from his language
and naturally his tradition. Moving away from the Irish language and adopting the English
was considered to be seen as a way of getting rid of lower class thanks to the business
opportunities of the time. English had already become the “language of trade, of politics, of
modernity. Soon, the Great Famine of the 1840s would wipe out a large proportion of Irish
speakers and force countless others to emigrate to English-speaking areas” (ibid, 69).

Maire, for example, is a young woman who is interested in learning English as she thinks
that will be helpful as she intends to immigrate to the United States. She wishes to learn
neither Greek nor Latin but English. She thinks that it is through English that she will have a
better life. As Thompson implies, “the more linguistic capital the speakers possess, the more
they are able to exploit the systems of differences to their advantage and thereby secure a
profit of distinction” (Thompson 1991, 18). Language for Bourdieu is a mechanism of power:
Bourdieu takes language to be not merely a method of communication, but also a mechanism
of power (Pirnajmuddin and Heidari 2013, 741-742). Maire is the play’s principal
spokesperson of the forces of modernisation. Reacting against the shared norms, she wants to
see English replace Gaelic. She sees knowledge of the English language as a means of escape

from limited perspectives (Andrews 1995, 174). Maire, in a way, is conscious of the
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advantages of knowing the Imperial language as she warns Manus that nobody will go to
hedge-school when the new national school opens. Bridget, on the other hand, tells Doalty
that children start education at the new school at the age of six and continue until they are
twelve. She adds that they will not hear one word of Irish spoken and every subject will be
taught in English (Friel 1981, 22).

In Translations the playwright emphasizes that learning the English language and thus
forgetting the Irish language means the loss of a nation. Since language, besides race, is a
very important factor that forms a nation, Friel draws the attention of the readers or the
audience to the loss of cultural identity through the loss of language.

Hugh, who is about sixty years old, is the master of an Irish hedge school. As Scally
points out, the “hedge schools were an underground educational movement which developed
in the seventeenth-century, deriving their name from the hedges behind which many of these
‘schools’ were conducted to escape the notice of British authorities” (Scally qtd. in
Dehoratius 2001, 77). The British Government launches a campaign in order to spread its
language through national schools all over the island. In the play, the new national school
which is intended to be opened near the village has the function of converting Irish into
English as the only language that will be used there will be English, not Irish. The national
schools that will be opened all over the country will help this process and transformation. The
attempt to erase the Irish culture by eliminating the Irish language was not a new undertaking.
Edmund Spenser, the famous English Elizabethan poet who wrote The Faerie Queene,
assumed a racist attitude in the Irish question. As early as 1596 Edmund Spenser advocated
linguistic imperialism as such a strategy. In 4 View of the Present State of Ireland, he asserts
that “it hath ever been the use of the conqueror to despise the language of the conquered and
to force him by all means to learn his” because language equals identity and allegiance: “the
speech being Irish, the heart must needs be Irish”. (Renwick qtd. in Hawkins 2003, 23). The
obverse, he hoped, would be equally true could the Irish be persuaded to abandon their
aboriginal tongue for English. He avers that even reviving Edward IV's statute requiring the
Irish to abandon their sept names in favor of English surnames based on occupation,
appearance, or locality would “in a short time [lead them] quite to forget [their] Irish nation”
(ibid.). The implication is that abandoning the Irish language-including Irish names-for
English would obliterate the Irish identity and culture that he identifies as the source of their
resistance to colonization and would render them useful, loyal subjects. (Hawkins 2003, 23)

The main theme of Friel’s Translations is the changing of the Irish place names or even

personal names as in the case of Owen who is called Rolland by Lancy. Dehoratius
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emphasizes that “cultural victory and defeat are not decided in militaristic conflict alone”
(Deboratius 2001, 384). Language plays an important role for the imperial power in reaching
its aim and for controlling a country. The plural form of the noun ‘translation’ in the title of
the play suggests that not only the words are translated but also the culture of the people.
Language and culture are integrated and they are inseparable. Since the words are loaded
with meanings created by the people living in a certain area, the play conveys a message that
translation of Irish will mean the loss of their culture, as well.

A very important point in reading this play is that the Irish characters are in fact speaking
Irish and not English although the sentences all are written in English. The conversation that
takes place between Lieutenant George Yolland and Captain Lancy is in fact in English since
they are English soldiers and cannot speak Irish. Likewise, when watching the play, the
audience should imagine that the players who act for the Irish characters speak in Irish. The
readers and the audience should imagine this situation this way as there are not many people
who speak Irish. According to Martine Pelletier, “Since the focus of the play is very much on
language, its role in shaping and expressing personal and collective identity, the very fact that
English onstage represents two separate languages — the Irish we are asked to imagine and the
English which is now the “natural vehicle” for a play on an Irish stage — is immensely ironic
and hugely significant (Pelletier 2006, 68). Again, Translations demonstrates, through the
conceit of English standing in for Irish, that “once Anglicization is achieved, the Irish and
English, instead of speaking a truly identical tongue, will be divided most treacherously by a
common language” (Kiberd qtd. in Pelletier 2006, 69). This situation can be compared to that
of Chinua Achebe, who wrote his novels in the language of the colonizers, to give his
message to all over the world that his people was not inferior; on the contrary they had their
own culture despite seeming primitive in the eyes of the Western countries.

At the beginning of Act I, Manus, Sarah, and Jimmy are at the hedge school. Manus is
trying to teach Sarah how to pronounce her name. Sarah is a person with speech impediment.
She tries to speak but has difficulty in making herself understood by the others as she cannot
communicate in a normal way. As Elmer Andrews notices, Sarah’s “struggle for language is
related to the struggle for power” (Andrews 1995, 169). Her struggle to pronounce her name
or other words can be interpreted and imagined as the struggle of the Irish language against
the power of the language of the colonizers.

Hugh, as a mature person, understands about the effects of the translation of the Irish
names into English better than the other characters in the play. Owen, who is Hugh’s son, is

hired by the English to translate the Irish names into English as he can speak both Irish,
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which is his native language, and English. When he meets his father and friends after six
years, he tells them that he is employed as a part-time, underpaid, civilian interpreter. His
saying, “My job is to translate the archaic tongue you people persist in speaking into the
King’s good English,” (Friel 1981, 29) is really interesting as he considers his language
inferior compared to English, which has provided a better life for him. The translation of
Captain Lancey’s sentences into Irish may show that Owen tries to soften the effects of

Lancey’s harsh words on the Irish people:

LANCEY: This enormous task has been embarked on so that the military authorities
will be equipped with up-to-date and accurate information on every corner of this
part of the Empire.

OWEN: The job is being done by soldiers because they are skilled in this work.
LANCEY: And also so that the entire basis of land valuation can be reassessed for
purposes of more equitable taxation.

OWEN: This new map will take the place of the estate-agent’s map so that from
now on you will know exactly what is yours in law. (ibid., 31)

Owen does not want to seem so harsh against his own people by doing exact translation
of the words of Lancey. Although an Irish, he is not aware of the danger of the translation of
the place names according to the play. When Manus tells Owen that the soldiers’ existence
there is a bloody operation and asks what’s incorrect about the place names they have there,
Owen simply says that the names are going to be standardized by being anglicised (32).
When reminded by Manus about being called “Roland” by the English soldiers, Owen tells
him that they just cannot pronounce his name. Owen does not mind being called “Roland”
since it doesn’t make a difference for him (33). He thinks this will simply help the Irish to
have a more comfortable life as their language will be standardized. Act Two starts a few
days later. Most of the area has been mapped and Irish hill names, stream names, and many
other things are being anglicized with the help of Owen. When working on names, Owen
asks Manus, who can also speak English, if he cannot speak English before his man and when
Manus says “Why?”, Owen simply says, “Out of courtesy”. Owen sees the English language
as a superior one compared to the Irish. When Yolland says they would be lost without
Roland, Manus ironically says, “But there are always the Rolands” (37), which implies that
there are people like Owen who will not behave with the idea of owning his native language
and will thus help the Imperial power Britain.

Owen tells Yolland about the story of “Tobair Vree” and asks him to find an equivalent

for it since “Tobair”, which means “well”, does not make sense as there is not a well in the

place any more but just a crossroad. They have difficulty in finding an equivalent expression
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for that (43-44). “No ‘natural’ correspondence exists between ‘Tobair Vree’ and the
crossroads it names, but for Owen at least the sign is neither arbitrary nor merely
conventional. Language, as Friel reveals, may not be a simple mirror or window on the
world, but neither is it a completely arbitrary and relative Saussurian system of signs with no
positive terms (Andrews 1995, 170). The place names carry a story or idea as they are a part
of the language spoken and language is an inseparable part of the culture.

Friel’s meditation on the relation between origins and performances is largely conducted
at the interface between the play’s three language-realms — classical (Greek and Latin),
colonized (Irish), and imperial (English) — and performance (Worthen 1997, 145). His
portrayal of his characters as knowing the classical languages Greek and Latin, is an
emphasis of how cultured some of the Irish were compared to the English like Lancey. In the
play, Hugh teaches classical languages to his adult students as well and Jimmy Jack, a person
in his sixties, knows Greek and Latin very well and often uses sentences which belong to
those languages. As W. B. Stanford, in the introduction to his still unsurpassed Ireland and
the Classical Tradition, discusses, the classics provide a common cultural language to which
the often divided Irish can turn for unity” (Stanford qtd. in Dehoratius 2001, 385). Friel tries
to elevate his native language to the level of both Greek and Latin and thus transform it into a
language that can stand on its own for ever. Hugh, in a way, serves as the spokesperson for
Friel. To emphasize the cultural difference between Irish and English he says “English
couldn’t really express us” (Friel 1981, 25).

Hugh mentions that he has been offered to take the charge of the new school but he could
do that only if he were free to run it as he has run the hedge-school for thirty-five years (26).
He does not want to be bound to any official curriculum created by the English since he
wants to do the teaching of Irish if he is to work at the new school.

Connolly argues that Friel draws on a fairly blatant kind of popular Nationalist sentiment
by presenting the Irish as poor but impossibly well-educated and the English as crass,
materialistic and uncultured. (Connolly qtd. in Andrews 1995, 167). Captain Lancey, for
example, cannot tell the difference between Latin and Irish. Lieutenant Yolland is lost in
admiration of a culture so much richer than his own, one which is self-sufficient and
organically complete. During his conversation with Hugh, Yolland, the young officer,
expresses that he feels foolish for not being able to speak their language. While Lancey
portrays a rigid personality about their duties there, Yolland shows a different personality by
trying to build an intimate relationship with the Irish. Yolland in fact has liked the

environment in the village. He thinks he may even settle there. When talking about Lancy,
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Yolland tells Owen that Lancy is the perfect colonial servant and that he expects the job to be
done with excellence (Friel 1981, 39-40).

The relation between England and Ireland in 1833 can be seen as similar to the relation
between England and her other colonies. The Irish see themselves as ruled by another
country. Consider Yolland: “Even if I did speak Irish, I would always be an outsider here. I
may learn the password but the language of the tribe will always elude me” (40). Even
Yolland, , a stereotypical British colonist who is different from Lancy, regards the Irish
language as the language of the tribe, the language of a different people, and knows that it
will not be very easy to integrate with them because of cultural and linguistic differences.
Upon that Owen says, “You can learn to decode us” (40). Learning Irish will help Yolland to
understand the Irish people.

In the play, Friel refers to Wordsworth. When Yolland talks about Wordsworth, Hugh
says they are not familiar with English literature as they tend to overlook Great Britain. (41).
Thus, Hugh shows how much importance he gives to his own language and culture, assuming
a manner of possessiveness and sublimation regarding his native language.

Manus and other Irish people who are of the same opinion as him regard the British as
colonists and this situation can clearly be seen when Owen asks Manus to speak in English.
Manus says: “For the benefit of the colonist?” (46). Manus cannot tolerate the affair between
the colonist Yolland and Maire, whom he loves. In Act Three when Yolland is lost and Owen
asks Manus about Yolland, Manus tells him that he saw Maire’s face buried in Yolland’s
shoulders and he had a stone to hit him with but he could not do that and instead he just
shouted at him (55). When Manus tells Owen about his intention to leave, Owen suggests
him seeing Lancey, otherwise he will be a suspect. He then leaves with his bag on his
shoulder. As Andrews infers, the “saddest lose in the play is Manus, the representative of the
stubborn, unyielding attitude of the traditional Nationalist who will have nothing to do with
England” (Andrews 1995, 180).

Doalty enters and tells Owen that English soldiers are looking for Yolland everywhere.
Owen asks about Yolland to Bridget, who says “If you want to know about Yolland, ask the
Donnelly twins,” (Friel 1981, 58), implying that the Donnelly twins, who probably have
some ties with an underground Irish organization, may have killed Yolland. When Lancey
enters, he asks about the other people in the class in a questioning manner and tells Owen to
do translation for him. This is one of the scenes in which we see the word “translation”
literally used as a part of the “translations”, which denotes a change in the culture, as well as

in the language. He says if they cannot find Yolland within the twenty-four hours, they will
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shoot all livestock in Ballybeg and if still they cannot find him just after forty-eight hours
they will start evictions and destroy the houses in the selected areas (61). The conflict
between the two sides turns into violence with the loss of Yolland and Lancey’s threat.
Lancey, as a British colonizing commander, will punish the Irish in the region if his officer is
not found. Friel reveals the past of this rooted violence when Doalty says that when his
grandfather was a boy, the English soldiers had done the same thing (63), which shows that
British oppression continued for a long time.

Towards the end of the play Hugh, who was not willing to teach Maire English, changes
his mind. According to Andrews, Hugh is a “large and complex creation. He would seem to
voice Friel’s acceptance of the English language, of the need for change and adaptability,
while his regard for the archaic Latin and Greek languages and cultures demonstrates an
equal concern with preserving continuity, the sense of the past, even in the midst of change”
(Andrews 1995, 178).

The play is an excellent example of how a culture can change through the use of another
language. Friel shows the ambition of a group of Irish characters who aspire to preserve their
language through education at a hedge school and their resistance to another language, the
colonial English language. The play also exposes the inevitability of learning English since it
affects the lives of many people by contributing positively in their finding new and more job
opportunities or better lives. This is such a dilemma that while we have nationalist Irish
characters who find clash with the English as the only solution in the name of protecting their
language and culture, we have those such as Owen and Maire, who approach this situation
from a different point of view. With this play, Briel successfully demonstrates the

relationship between the loss of a language and the culture the language represents.
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AIRIU KULTUROS BALSAS FRIELO PJESEJE ,,VERTIMAI*

Santrauka

Vertimas, Zymintis parasyty ar pasakyty Zodziy, sakiniy, posakiy bei visy kity lingvistiniy
elementy transformacijos j kitq kalbg procesq, palengvina tarpkultiuring komunikacijq. Dél
Sio proceso pasaulio Salys mégina neatsilikti viena nuo kitos Svietimo, ekonomikos ir
technologijos srityse, o tai yra nepamainomas jrankis, sumazinantis plysj tarp dviejy kalby.
Taciau kai regiono pavadinimai is gimtosios kalbos isverciami j kitq kalbq, kad tokiu budu
biity galima kontroliuoti tame regione gyvenancius Zmones ir ilgainiui pakeisti jy gimtgjq
kalbg kita, ,,vertimas* akivaizdzZiai tarnauja dominuojancios Salies, norincios jsigaléti tame
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regione, politiniams tikslams. Garsaus airiy dramaturgo Briano Frielo pjeséje ,, Vertimai*“
(1981) kalbama apie vieno miestelio, airiskai vadinamo Baile Beag, o angliskai — Ballybeg,
kultiirinés savasties praradimq. Sioje trijy veiksmy pjeséje veiksmas vyksta 1833 metais, kai
Salies Zemélapj braizo brity valdzZia. Regiono geografiniai pavadinimai anglicizuojami ir
jvedama tautinés mokyklos sistema, kur déstomoji kalba yra angly. Pjesés tema yra kultiiros
praradimas per vietiniy vardazodziy vertimq j angly kalbg. Zodziai jkrauti prasmémis bei
vertemis, atspindinciomis kultiirq.
RAKTINIAI ZODZIAI: anglicizacija, kolonializmas, airiy kultiira.
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THE EFFECT OF TRANSLATION STRATEGIES OF PROPER SLANG ON
CHARACTERIZATION IN THE LITHUANIAN TRANSLATION OF MARIAN
KEYES’S CHICK LIT NOVEL ANYBODY OUT THERE

Slanguage is highly colloquial language constituting a major part of informal register. One
of the largest categories of slanguage is proper slang which is used not only in everyday
language but also in literary texts. When dealing with literary texts replete with proper slang,
translators need to be sensitive and strive to capture and retain the same register of language
of the source text in the target text. Even though there are certain translation strategies (e.g.
literal translation, softening, stylistic compensation, synonymy, omission) employed in the
translation of the language abundant in slangy words, the translation of proper slang words
remains a challenging task. As language plays a significant role in the construction,
characterization and reconstruction of characters, changes made by the translator in the
target text may have a damaging effect since they may limit the target reader’s ability to
reconstruct and perceive the true nature of a character and his/her perception of life.

The analysis of translation strategies used by the translator in dealing with proper slang
and the research of their effect on characterization in the Lithuanian translation of Marian
Keyes’s chick lit novel “Anybody Out There” made by Regina Seskuviené (2007) has been
chosen as the main focus of this paper. The discussion is centered on the way characters are
constructed through the language they use in the source text and the target text.

KEYWORDS: chick lit, proper slang, translation strategies, Marian Keyes,
characterization.

Introduction

According to Irving L. Allen, slang is “a necessary and inevitable cultural product of a plural,
complex, dynamic and highly interdependent modern society” which serves for social and
linguistic purposes (Allen 2001, 265). Allen holds that dictionaries highlight at least two
meanings of slang: firstly, “slang is the special, restricted speech of subgroups or subcultures
in society” and, secondly, “it is a highly informal, unconventional vocabulary of more general
use” (Allen 2001, 265). Elisia Mattielo states that slang may be viewed and defined from
sociological, stylistic and linguistic points of view (Mattielo 2005, 32). However, many
linguists (Dumas and Lighter 1978, Andersson and Trudgill 1990, Eble 1996, Stenstrom
2000) argue that due to a complex nature of slang, it is very difficult to provide one adequate
definition.

Even though slang has its particular characteristics and functions in language, the
classification of slang is a challenging task. The reason for this is that slang covers a great

variety of various colloquial words and expressions (Stenstrom 2000, 10). Anna-Brita
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Stenstrom has introduced the term of “slanguage” which includes different categories of
slangy language such as proper slang words, taboo words, vogue words, proxy words and
pragmatic markers (Stenstrom 2000, 10). Proper slang words and translation strategies
applied to translate such words in a literary text have been chosen as the object of the present
paper.

The translation of proper slang from the source language into the target language
(hereafter referred to as SL and TL) is a challenging task for translators whose task is not
only to translate separate words, phrases, clauses or the content of the text but “the register or
tone qualities of the original into the nearest approximation to the same register or tone
qualities in the TL” (Butler 1999, 134). Proper slang is used not only in everyday language
but also in literary texts. When dealing with literary texts replete with slang, translators need
to be very sensitive and retain the same register of language. Otherwise, insensitivity to
register implications in a literary text may lead to the creation of a different fictive universe
and different characters (Butler 1999, 134).

The aim of this paper is to reveal the effect of translation strategies employed in
rendering proper slang words in the Lithuanian translation of Marian Keyes’s chick lit novel
Anybody Out There (2006) by Regina Seskuviené (2007) on characterization. The tasks set by
the author of this paper are as follows: to describe proper slang and its classification, to
analyze the translation strategies applied in the translation of the proper slang in the novel

and their effect on character construction.
Proper Slang and its Classification

Stenstrom points out that proper slang constitutes the greatest part of slanguage (Stenstrém
2000, 10). It is divided into general slang and specific slang.

General slang is not related to a particular group or trend and is deliberately employed by
speakers in order “to break with the standard language and to change the level of discourse in
the direction of informality” (Mattielo 2008, 16). Whenever speakers use general slang
words, they break certain conventions. General slang adds easiness and freshness to social
exchange, helps to show friendliness and escape seriousness (ibid. 2008, 16). General slang
words are very popular and, according to Mattielo, “they have a wider circulation™ (ibid.
2008, 16) because they are not restricted by any group or subject. Examples of general slang
include such words as booze (drink), caff (cafe), dude (fellow), telly (television) in English

and telikas (televizorius), bicas (vaikinas), drinkas (gérimas), kafké (kava) in Lithuanian.
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Specific slang, on the other hand, is related to a particular group or trend. By using
specific slang words, speakers show that they belong to a particular group and express their
solidarity with other members in the group. Mattielo suggests that the use of specific slang
helps to create self identity, strengthen the bonds within the group and reinforce the group
cohesiveness, keep others at a distance (for example, teenagers may use specific slang words
to keep the older generation at a distance), increase efficiency in communication, hide secret
information and keep insiders together and outsiders out (Mattielo 2008, 16). For example,
drug addicts, alcoholics, criminals, prisoners as well as military men or computer users have
their own specific slang words. Such words are used when communicating with group
members of their group for purposes listed above. What is more, such slang may be age-
specific or gender-specific (Légaudaiteé 2002, 62). Specific slang helps to encode the
language. Such words as rock (cocaine), junkie (drug addict), speed (drug), koksas
(kokainas), kaliosnikas (narkomanas) belong to drug addicts’ slang; ace (excellent), chick (a
girl), cool (great), afigénas (puikus), gaga (labai auksta mergina), ciotkas (nuostabus) fall

under the category of teenage slang. Thus all of them illustrate the use of specific slang.
Translation of Proper Slang in the novel Anybody Out There into Lithuanian

The translation of the chick lit novel Anybody Out There by the Irish novelist Marian Keyes
into Lithuanian by Regina Seskuviené presents a good case for the analysis of proper slang in
a literary work since general and specific slang words dominate in the dialogues and
monologues of characters in the source text. Keyes’s novel Anybody Out There is one of the
series about five Walsh sisters from Ireland. As a result, this book has intertextual links with
the previous Keyes’s novels Watermelon (1995), Rachel’s Holliday (1998), Sushi for
Beginners (2000). This novel depicts the life of the main character Anna, whose beloved
husband Aidan dies in a car accident. The novel reveals not only the physical pain that Anna
has to endure after the car accident but also the emotional and spiritual suffering with which
she has to cope after the great loss. It is a story of a woman’s triumph over despair.

The novel reflects the realities of contemporary women and focuses on the dominant
issues in chick lit. As formulated by Suzanne Ferris and Mallory Young, these issues include
reconsideration of the meaning of love, identity, femininity, consumerism, self-image,
relationships, and career (Ferris and Young 2009, 11).

The world that is depicted in Anybody Out There is mainly seen through the perspective

of the main character, Anna. She is the narrator telling her life story. The novel is constructed
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mainly of monologues and dialogues, and the predominant register is informal. The
protagonist Anna’s monologues and dialogues with other women feature a great deal of
slanguage ranging from general to specific slang. In this respect, chick lit women are
different from the women of the popular romance.

According to Roberts, language is one of the most important means of characterization
(Roberts 2006, 3). Even though the speech of most characters is functional, it provides
material from which conclusions may be drawn about their qualities and strengths, their
internal and external life as well as about their individuality (Roberts 2006, 3). Proper slang
constitutes a great part of the characters’ speech in Anybody Out There. Most cases of proper
slang in the novel are general slang words unrelated to a particular group or trend. There are
also some cases where specific slang related to a particular group and trend is employed by
the characters. Anna, her mother and sisters use proper slang words when they communicate
at home and in public.

Proper slang in the women’s language serves for social purposes. When communicating,
they use slangy words and expressions to be on the same speech-level with one another, to
facilitate social intercourse and to induce friendliness and intimacy (Mattielo 2008, 32). The
extensive use of proper slang words in conversations in the novel reveals that the women
prefer uncomplicated and friendly communication. What is more, they want to show special
familiarity with their interlocutors (e.g. communication between the mother and the daughter,
dialogues between sisters). To refer to some of Partridge’s functions of slang, characters also
use proper slang words and expressions as an exercise of humour; they strive to be brief and
concise or to reduce the seriousness of the conversation (Partridge 1971, 6).

The characters use general slang words when talking about everyday activities or
referring to various entities. As the main characters in the novel are women, they talk a lot
about men and they use a great number of general slang words to define males (e.g. bloke,
hunk, dude, buddy, or chum). Furthermore, when the issue of sexual orientation or addiction
to drugs is considered, they use specific slang words such as Jolly Girls, Jolly Boys, coke,
devil’s dandruff, etc. Such specific slang words are used to “protect the user from the
discomfort caused by the conventional item” (Dumas and Lighter 1978, 14). As a result,
proper slang words in the novel make communication among the characters very informal.
The translator’s task is to keep the voicing of the target text informal and colloquial so that
the TL reader could adequately reconstruct the characters from the style and mannerism of
their speech. Table 1 includes some of the instances of proper slang words that appear in the

novel and translation strategies applied by Seskuviené:
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Table 1. Examples of some of the most frequent proper slang words in ST, their equivalents
in TT, and translation strategies

Keyes, Type of proper Seskuviené, transl., Ar ten kas nors yra? Translation

Anybody Out slang word in the | (2007) strategies used in the

There (2006) ST TT

Telly General slang Televizija (14, 16), televizorius (15) Softening

Celebs General slang Garsenybés (35) Softening

A knocking General slang Radiniy biuras (57) Softening

shop (mistranslation)

The boys in General slang Vyrai mélynom uniformom (57) Literal translation

blue

Hunk General slang Vyriokas (53) Literal translation

The devil’s Specific slang Velnio pleiskanos (62) Literal translation

dandruff

Coke Specific slang Milteliai (68) Softening

Butch General slang Panasus j moterj (72), vyriska moteris (72), | Softening

vyrmoteré (72), Bucas (73) (mistranslation)

Sucky General slang Nevykes (74) Softening

Gammy General slang Suknezintas (82), apmirusi (188) Softening

Ginormous General slang Neaprépiamas (86) Softening

To bitch General slang Skuystis (126) Softening

Piss off General slang Dink man i8 akiy (184) Softening

To sack General slang ISmesti (137) Literal translation

Lad General slang Paauglys (26) Softening

Pal General slang Draugas (26) Softening

Showbiz General slang Pramogy verslas (34) Softening

Stuff General slang Pirkiniai (35) Softening

Teeny-tiny General slang Koks nors (35) Softening

Kooky General slang Keistokas (47) Softening

Granny General slang Senelé (229) Softening

Buddy General slang Draugas (74), biciulis (176), vyrutis (254) Softening

Fella General slang Priesininkas (99) Mistranslation

Weirdo General slang Puskvailis (101), keistuolis (428), vyras Softening

(490)

Naff General slang Neskoninga (132) Softening

Chum General slang Vyrukas (142), drauge (143) Softening

Kaput General slang Baigta (427) Softening

Jolly Girl Specific slang Paleistuve (17), lesbiete (488) Softening
(mistranslation)

Jolly Boy Specific slang Paleistuvis (17), linksmasis vyrukas (392) Softening
(mistranslation,

literal translation)

According to Table 1, most of the general and specific slang words are neutralized in the

TT. Due to this, the tone of the TT is raised, which gives a false representation of characters

in the novel. A more detailed analysis of the translation of proper slang is presented hereafter.
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The first three examples where the general slang word telly is used instead of the
Standard English word television are taken from Anna’s communication at home with her
parents and sisters. When communicating with family members, the characters tend to be

brief and concise; therefore, they prefer to shorten standard words as in the examples in Table

2, Table 3 and Table 4:

Table 2. Translation of the general slang word ‘telly’

SL

TL

But why would she move out, she often asks, when
she’s got cable telly, and a built-in chauffeur (Dad)"
(Keyes, Anybody Out There 2006, 5).

Bet kam jai eiti i$ tévy namy, daznai klausia ji, kai
turi nemokama pragyvenima, kabeling televizija ir
instaliuotg vairuotoja (tétj) (Seskuviené, transl., Ar ten
kas nors yra? 2007, 14).

Table 3. Translation of the general slang word

‘telly’

SL

TL

“It’s not like on the telly,” she complained afterward,
kneading the top of her arm (Keyes, Anybody Out
There 2006, 6).

- Visai ne kaip per televizoriy, - paskui skundési ji,
trindama ranka Zemiau peties (Seskuviené, transl., 4r
ten kas nors yra? 2007, 15).

Table 4. Translation of the general slang word

‘telly’

SL

TL

Mum’s hand went to her mouth, the way a person
would on telly if they wanted to indicate anxiety
(Keyes, Anybody Out There 20006, 6).

Mamos ranka pakilo prie burnos, kaip daro zZmonés
per televizija, kai nori parodyti iSgastj (Seskuvieng,
transl., Ar ten kas nors yra? 2007, 16).

Even though in the three cases the slang word telly is repeated in the ST, the translator
uses two synonymic words in the TL, i.e. televizija (back translation: television) and
televizorius (back translation: TV sef). However, Seskuviené’s translation does not retain the
informal tone of the ST since both words televizija and televizorius belong to the Standard
Lithuanian language. With reference to Lietuviy Zargono bazé (hereafter referred to as LZB),
there are two slang words for televizorius and televizija in Lithuanian, i.e. telikas or telis (LZB
2010, 229). In the example in Table 2, the word telly collocates with cable which could not
be rendered in the TL as kabelinis telikas or telis. Therefore, the translator chooses to render
cable telly by employing the collocation kabeliné televizija (back translation: cable
television). Nevertheless, the remaining two cases presented in Table 3 and Table 4 where the
expression on telly is used could be translated as per telikq. Instead of using colloquial words
in the TL, the translator chooses to neutralize them.

The life of celebrities and show business are important topics which are often considered
in conversations between the women in the novel. Anna, her mother and sisters enjoy

watching various television shows about celebrities, they like discussing their appearance,
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clothes, etc. When speaking about show business and well-known people, characters also
willingly employ slang words. Such words make their speech colloquial and contribute to the
easiness of social interaction. The example in Table 5 includes the collocation showbiz types.
Showbiz is considered to be a colloquial term for show business (Thorne 2007, 402). The
slang term showbiz has an equivalent in the Lithuanian language, i.e. Soubyzas (LZB 2010,
211). Nevertheless, the translator chooses to use the standard language expression in
Lithuanian, pramogy verslas (back translation: show business). As a compensation, she
renders the word types collocating with showbiz by the diminutive tipeliai (back translation:
geezers). The word tipas in Lithuanian is used in the informal register to describe a person
who is strange and has negative character traits (Lietuviy kalbos Zodynas: elektroniné versija,
hereafter referred to as LKZe 2005). The diminutive form tipelis implies a derogatory attitude

of the speaker towards the targeted person as in the following example:

Table 5. Translation of the general slang collocation ‘showbiz types’

SL

TL

When showbiz types came to town, whatever they
wanted, from Bono’s phone number, to someone to
take them shopping after hours, to a decoy double to
shake off the press, it was her job to provide it

Kai | miestg atvykdavo pramogy verslo tipeliai ir kai
tik jie ko nors uZzsimanydavo — pradedant Bono
telefono numeriu, begalinémis vaikS$tynémis po
parduotuves ir baigiant antrininky suradimu, kad

atsikratyty persekiojancios spaudos, jos darbas
budavo visa tai partpinti (Seskuviené, transl., Ar ten
kas nors yra? 2007, 34).

(Keyes, Anybody Out There 2006, 25).

The tendency to soften slang words in the TT can also be traced in the example in Table
6. In this case, Anna by employing the informal word celebs describes her friend Jacque’s
relationship and attitude towards celebrities. The use of the slang word implies Anna’s

familiarity with the topic:

Table 6. Translation of the general slang word ‘celebs’

SL TL

Ji sako, kad dauguma garsenybiy yra netizaugos arba
siauraSikniai, arba ir vieni, ir kiti kartu. <.>
Atvykusios garsenybés daZznai pariipindavo jai
dovany (Seskuviené, transl., Ar ten kas nors yra?
2007, 35).

She says that most celebs are either midgets or
gobshites or both. <..> The visiting celebs often
bought her expensive presents (Keyes, Anybody Out
There 2006, 26).

In both cases, celebs is rendered as garsenybés (back translation: celebrities) in the TT.
Garsenybé is the Standard Lithuanian word used to define a well-known person (LKZe 2005).
According to LZB, zviozda or gviazda could be chosen as equivalent slang terms for
garsenybé in Lithuanian (LZB 2010, 123). Seskuviené¢ chooses the strategy of softening and

raises the register of the TT.
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When Anna describes the way her sister Maggie looks after she became a mother she

uses two general slang words for the Standard English word mother, i.e. mumsy and Mum:

Table 7. Translation of the general slang words ‘mumsy’ and ‘mum’

SL

TL

Other than her hair, which was shoulder length and a
lovely chestnut color (artificial—clearly she hadn’t
given up completely), she looked more mumsy than
mum (Keyes, Anybody Out There 2006, 16).

Neskaitant jos plauky, kurie yra iki peciy ir
nuostabios kaStoninés spalvos (dazyti — kaip matyti, ji
dar ne visai visko atsisake), ji labiau panasi j pereksle
nei j mama (Seskuviené, transl., Ar ten kas nors yra?

2007, 24).

Both words in the ST have different connotations which offer a certain image of the way
Maggie looks. The slang word mumsy, according to Thorne, is “the older generation’s
colloquialism to describe a woman who is unglamorous” (Thorne 2007, 300). If used as an
adjective, mumsy means “giving an impression of dull domesticity; dowdy or unfashionable”
(oxforddictionaries.com / definition/mumsy?q=mumsy).

Thus the word in the SL suggest that being a mother Maggie does not look the way she
used to, i.e. attractive, fashionable, etc. Thorne argues that “for a younger generation of
women the maternal aspect is less important than the suggestion of fussiness, unfashionable
appearance and asexuality” (Thorne 2007, 300). The slang word mumsy is rendered in the
target text by the Standard Lithuanian word perekslé (back translation: a brooding bird).
Dabartinés lietuviy kalbos Zodynas defines perekslé as “a brooding hen or any other bird”
(Kruopas 1972, 548). Therefore, in the TL, the mother is compared to a bird which sits on its
eggs until its babies hatch. This comparison suggests that while raising children the mother
has to sacrifice a lot. The word mumsy in the ST implies the way the mother looks while
raising children whereas pereksié points to the process of raising children. Both mumsy and
pereksle have similar connotative meanings.

The second word in the example, Mum, is another slang term for mother in English.
Thorne defines the word mum as a word used to address “a homely female” (Thorne 2007,
319). Seskuviené renders this word as mama (back translation: mother) which is a general
term to refer to one’s mother in Lithuania. LKZe indicates that mama is regarded as a kind
form of address towards one’s mother (LKZe 2005). Thus both mum and mama imply
positive connotations. Even though the translator’s linguistic choices in the TL do not include
slang words the Standard Lithuanian words help to represent the emotion of the ST to the TL

reader.
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When describing his life as a student, Aidan tells Anna about his roommate Marty. In the

example of Table 8, his friend is addressed by the slang word roomie which implies that their

communication was informal and friendly:

Table 8. Translation of the general slang word

‘roomie’

SL

TL

He told me about his job, his roomie, Marty, and his
lifelong love of the Boston Red Sox (Keyes, Anybody
Out There 2006, 96).

Jis papasakojo apie savo darbg, apie kambario
drauga Martj, apie jo begaling meile Bostono Red
Soxams (SeSkuviené, transl., Ar ten kas nors yra?

2007, 103).

However, the translator renders the word roomie as kambario draugas (back translation:
roommate) which sounds excessively formal in the TL. As a result, the register of the ST is
changed in the TT.

Characters in the novel use many different slang words to name males or females
indicating their close relation to the individuals addressed by these terms, e.g. hunk, lad,
bloke, dude and buddy. With reference to LZB it may be suggested that equivalent slang
terms in the Lithuanian language are available; they could have been actually applied in the
translation, e.g. bicas, chebrantas, chebrinis, ciobrelis, druzbanas, kentas, ciuvakas, etc.
(LZB 2010, 51). In the examples provided below the trend to use Standard Lithuanian words

can be observed:

Table 9. Translation of the general slang word ‘hunk’

SL TL

Mind you, she also had the good sense to make sure
he was a dark, handsome hunk with lovely, broad
shoulders and—according to Helen (don’t ask)—a
fine, big mickey (Keyes, Anybody Out There 2006,

Be to, dar nepamirskite, kad jai Dievas apsvieté prota
pasiriipinti dar ir tuo, kad jis biity tamsiaplaukis,
iSvaizdus vyriokas su patraukliais ir placiais peciais
bei, pasak Helenos (ver¢iau nieko neklausinékit), su

graziu, dideliu pimpalu (Seskuviené, transl., Ar ten
kas nors yra? 2007, 62).

53).

In Table 9, the word hunk means “a well-built, sexually attractive man” (Thorne 2007,
247). In the Lithuanian translation it is rendered as vyriokas (back translation: a young man)
which, according to LKZe, is used to describe a young male (LKZe 2005). LZB (2010) offers
the following slang words to describe a large and strong man: rémas (187), skafas (228) or
boisas (29). Thus the connotations of the word hunk of the ST are not retained in the TT.

In the examples presented in Table 10 and Table 11, both slang words /ad and bloke are

translated by a neutral Lithuanian word vyras (back translation: a male). Lad means “a

boisterously macho or high-spirited young man” (Thorne 2007, 281). Bloke is used as an
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informal term for “a man” (Thorne 2007, 64). The neutralization of the slang words raises the

register of the TL as in the examples below:

Table 10. Translation of the general slang word ‘lads’

SL

TL

As the lads got stuck in to their Scrabble and beer, we
curled on the couch in a softly lit corner and Rachel
gave me a hand massage on my nongammy hand
(Keyes, Anybody Out There 2006, 181).

Kai vyrai jniko j savo aly ir loto, mudvi susirangéme
ant sofutés jaukiai apSviestame kamputyje ir Rachelé
émé masazuoti mano apmirusig ranka (Seskuviené,
transl., Ar ten kas nors yra? 2007, 188).

Table 11. Translation of the general slang word ‘bloke’

SL

TL

She met another bloke, Adam, and she had the good
sense to make sure he was younger than her and easy
to scare into submission (Keyes, Anybody Out There
2006, 52).

Tada susirado kitg vyra, Adama, ir Sjkart Dievas jai
apsvieté prota pasiripinti, kad jis biity uz ja jaunesnis
ir paklusty jos valiai (Seskuviené, transl., Ar ten kas
nors yra? 2007, 62).

The strategy of softening is also used in the examples of Table 12 and Table 13. In the

SL, the word dude is a slang word for “a man” (Thorne 2007, 163) whereas in the TL it is
simply rendered by employing the pronoun jam (back translation: to him). The example in
Table 13 features the slang word buddy which is used to address a male friend (Thorne 2007,
85). Seskuviené’s choice again neutralizes the register of the original as she chooses the

Standard Lithuanian word draugas (back translation: a friend):

Table 12. Translation of the general slang word ‘dude’

SL TL

— Oho! Greitai istekési. Kag gi, sveikinu. Jam labai
pasiseké (SeSkuviené, transl., Ar ten kas nors yra?
2007, 62).

“Wow. Getting married. Well, congratulations. He is
one lucky dude” (Keyes, Anybody Out There 2006,
208).

Table 13. Translation of the general slang word ‘buddy’

SL TL

- Ana, susipazink, ¢ia mano geriausias draugas
Leonas (Seskuviené, transl., Ar ten kas nors yra?
2007, 74).

“Anna, meet my best buddy, Leon” (Keyes, Anybody
Out There 20006, 65).

Since slang terms used to refer to males or male friends are neutralized in the TT, the TL
reader receives a false representation of the relations of characters, i.e. the relation between
characters becomes formalized in the TT.

There are several cases in the novel when characters use specific slang. Specific slang is
related to a particular group of people or trend. Specific slang words are mainly used to

encode the language (Mattielo 2008, 16). In the examples provided below, characters of the

110



novel use specific slang when they speak about sexual orientation and drug addiction. Since
such realities in life are considered taboo in the standard language, slang words offer
possibilities of speaking about them and help to avoid the discomfort caused by such taboo
topics (Mattielo 2008, 16).

In the examples provided below, Anna and her mother speak about lesbians and gays and
employ the slang term Jolly Girl for a lesbian and Jolly Boy for a gay. The adjective jolly
means “happy and cheerful” (oxforddictionaries.com/definition/jolly?q=jolly). Thus the
literal translation of these words into Lithuanian would be linksmoji mergaité and linksmasis
berniukas. However, Seskuviené¢ does not provide equivalent slang words in the Lithuanian
language to name a lesbian and a gay and renders them as paleistuvé (back translation: s/ut)

and paleistuvis (back translation: /ibertine) as shown in Table 14:

Table 14. Translation of the specific slang collocations ‘Jolly Girls” and ‘Jolly Boys’

SL

TL

All of a sudden Mum seized my arm—Iuckily, my
unbroken one—and hissed, in a voice throbbing with
excitement, “Look! It’s Jolly Girl, Angela Kilfeather.
With her Jolly Girl girlfriend! <..> Helen once
worked with an Indian man who mistranslated gays
as “Jolly Boys.” It caught on so much that nearly
everyone | knew—including all my gay friends—now
referred to gay men as Jolly Boys. And always said in
an Indian accent. The logical conclusion was that
lesbians were

“Jolly Girls,” also said in an Indian accent (Keyes,
Anybody Out There 2006, 8).

Staiga nei i§ §io nei i§ to mama Ciupo mane uz
rankos — laimei, uz neliizusios — ir i$ susijaudinimo
virpanciu balsu susnypsté:

— Ziarék! Ta paleistuvé! Angelina Kilfer. Su savo
tokia pacia drauguze irgi paleistuve! (17)

Karta Helenai teko dirbti su vienu indu, kuris Zodj
,»g&jus” i savo kalbg iSverté kaip ,,paleistuvis®. Sis
pavadinimas taip greitai prilimo, kad dabar visi mano
pazjstami ir net jskaitant draugus géjus
homoseksualius vyrus vadina ,,paleistuviais®“. Ir taria
tai su indiSku akcentu. Buvo padaryta logiSka iSvada,
kad lesbietés irgi yra ,,paleistuvés®, ir taip pat tariama
su indiSku akcentu‘ (§e§kuviené, transl., Ar ten kas
nors yra? 2007, 17).

Specific slang words used in the ST imply sexual orientation, whereas the Standard

Lithuanian words paleistuvé and paleistuvis define a person who is depraved and licentious
(LKZe 2005). However, lesbians and gays are not necessarily licentious. This results in a
distortion of the meaning in the TL since the words chosen as equivalents for Jolly Girls and
Jolly Boys in the TT have different denotative meaning.

However, when the same specific slang words appear in the novel later, the translator
renders Jolly Boys as Linksmieji Vyrukai (back translation: jolly boys) and Jolly Girls as

lesbietés (back translation: lesbians) as presented in the examples in Table 15 and Table 16:
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Table 15. Translation of the specific slang collocation ‘Jolly Boys’

stairs to his apartment, and nice Eugene who had
moved my air conditioner (Keyes, Anybody Out
There 2006, 390).

SL TL
I looked around. It was Ornesto, with two other Jolly | Apsidairiau. Tai buvo Ornestas su dar dviem
Boys whom I recognized from going up and down the | Linksmaisiais Vyrukais, kuriuos teko matyti

béginéjant aukstyn zemyn laiptais j jo buta, ir dailusis
E}lgenijus, padéjes man nukelti oro kondicionieriy
(Seskuviené, transl., Ar ten kas nors yra? 2007, 392).

Table 16. Translation of the specific slang collocation ‘Jolly Girls’

SL

TL

Anna, you’ll have to be my birthing partner. We’ll
have to go to the prenatal classes together and all the
other man-and-woman couples will think we’re a pair
of Jolly Girls.” She even went to the trouble of doing
an Indian accent when she said “Jolly Girls” (Keyes,

Ana, tau teks bliti mano gimdymo partnere. Mes
drauge turésime lankyti néStumo paskaitas, o visi
vyrai ir moterys galvos, kad mes esame lesbietés. — Ji
net pasistengé zodj lesbietés istarti su indiSku akcentu
(Seskuviene, transl., Ar ten kas nors yra? 2007, 488).

Anybody Out There 2006, 493).

Linksmaisiais Vyrukais is the literal translation of Jolly Boys. Neither Lithuanian Slang
Dictionary (2008) by Zaikauskas nor LZB (2010) include Linksmieji vyrukai as a slang term
for gays. However, LZB offers such specific slang words as aagrastas, debesélis, dizaineris,
gaidys, gaidosas, homikas, mezgéjas, pedalas which could be used in the TT as Lithuanian
slang substitutes for gays or homosexuals (LZB 2010, 48, 65, 74, 159). When translating Jolly
Girls, Seskuviené uses the Standard Lithuanian word lesbietés. There are several readily
available slang terms in the Lithuanian language which could be used for lesbians, e.g. lesbé
or leshijanka (LZB 2010, 114). Thus the translation of specific slang words poses problems to
the translator since it is difficult to find equivalent terms in the TL. This results in the
mistranslation and neutralization of the original. What is more, the function of slang which is
to encode the language when talking about realities of life that are regarded as taboo is not
actually retained in the TT.

An interesting example of the translation of specific slang words is presented in Table 17.
The words used by the characters in this example include specific slang words denoting
drugs. The choice of such words helps the user encode the language and to make it secret.
The devil’s dandruff is a slang term for the Standard English word cocaine (DS 1996). The
slang word coke is used instead of the Standard English word cocaine (Thorne 2007, 120).
The translator finds equivalents for both of these specific slang terms and translates the
devil’s dandruff directly as velnio pleiskanomis (back translation: the devil’s dandruff) and
coke as milteliy (back translation: snow). Thus, in this case, the informal register is retained in

the TT.
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Table 17. Translation of the specific slang words ‘the devil’s dandruff’ and ‘coke’

SL TL
Several years ago, while she’d first been living in | Prie§ keletg mety, kai ji pirma kartg atsikélé gyventi |
New York, she’d developed a fondness for the | Niujorka, ji smarkiai buvo susizavéjusi velnio

devil’s dandruff (cocaine) <..> A barrel-chested
man slung a hamlike arm around my neck, swung a
tiny plastic bag of white powder at my face, and said,
“Hey, Morticia, want some coke?” (Keyes, Anybody

pleiskanomis (kokainu) <..> Vyrukas su placia lyg
statiné kriitine uzmeté man ant sprando kiaulés
kumpio storumo ranka, kystel¢jo man | veida
mazulyt] plastikinj maiSelj su baltais miltukais ir

Out There 2006, 53; 59). paklausé: 5
— Ei, MirtiSe, ar nenori milteliu? (Seskuviené, transl.,

Ar ten kas nors yra? 2007, 62; 68).

Since proper slang words are often neutralized in the TT, a different picture of the
characters of the novel is presented to the TL reader. The translation of language used by the

characters of the novel raises the register of the ST.

Conclusions

Proper slang is one of the largest categories of slanguage that is extensively used by the
characters of the novel Anybody Out There. The women in the novel use general and specific
slang words to make their conversations sound informal, to denote various states and actions,
to name people or things or to speak about such issues as sexual orientation or drug addiction.
The characters employ proper slang words to show friendliness, intimacy and familiarity, to
be brief or to reduce seriousness of the subject matter. Nevertheless, the colloquial and
informal register of the original dialogues and monologues is not retained in the TT.
Seskuviené’s translation tends to use a higher register than that of the original since most of
the proper slang words of the original are translated as Standard Lithuanian words thus
employing the strategy of softening. What is more, there are several cases where the
equivalent chosen for the original word possesses an entirely different meaning. Thus in the
translation discrepancies appear not only in the tone and register of the ST and the TT but
also in the meanings of words. Changes made by the translator in the TT have a damaging
effect since they limit the TL reader’s ability to perceive the true nature of female characters

presented in the original.
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Donata BeruksStiené
Vytauto DidZiojo universitetas
Moksliniai interesai: vertimo teorija ir praktika.

TIKROJO SLENGO VERTIMO STRATEGIU JTAKA CHARAKTERIYU KURIMUI
MARIAN KEYES ,CHICK LIT“ ZANRO ROMANO , AR TEN KAS NORS YRA?“
VERTIME ] LIETUVIU KALBA

Santrauka

Slengo kalba — tai Snekamosios kalbos atmaina, biidinga neformaliam registrui. Viena
placiausiy slengo kalbos kategorijy yra tikrasis slengas, kuris vartojamas ne tik kasdienéje
kalboje, bet ir literatiiros kiiriniuose. Verciant grozinés literatiiros kiirinius, kuriuose apstu
tikrojo slengo zodziy, pageidautina islaikyti tokj kalbos registrq, koks yra vartojamas
originaliame tekste. Nors ir yra tam tikry strategijy (pvz., pazodinis vertimas, susvelninimas,
stilistiné kompensacija, sinonimy vartojimas, praleidimas), taikytiny verciant slengo kalbg,
svarby vaidmenj kuriant ir atkuriant veikéjy charakterius, todél vertéjo atlikti pakeitimai
vertime gali jgyti neigiamq poveikj, kadangi gali biiti apribotos tikslinio skaitytojo galimybés
atkurti ir suvokti tikrqjq veikéjy prigimtj bei jy poziiirj j gyvenimg.

Sio straipsnio tikslas — iSanalizuoti, kokias vertimo strategijas taiké vertéja Regina
Seskuviené versdama tikrgjj slengq is angly kalbos j lietuviy kalbg ,, chick lit* Zanro romane
LAr ten kas mors yra?“ (2007) ir kokig jtakg Sios strategijos turéjo romano veikéjy
charakteriy kiarimui. Straipsnyje taip pat lyginama, kaip romano veikéjy kalba atskleidzia jy
charakterj originaliame tekste ir vertime.

REIKSMINIAI ZODZIAI: ,, chick lit“, tikrasis slengas, vertimo strategijos, Marian Keyes,
charakterizavimas.
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ONOMASTICS IN LITERARY TRANSLATION: A CASE STUDY OF THE
LITHUANIAN TRANSLATION OF C.S. LEWIS’ THE SCREWTAPE LETTERS

The translational act has always been under thorough inspection. There is no definite
agreement on how a literary text should be rendered. As for the translation of proper names
in a literary text, it may be considered optional, yet reluctance to render them may affect the
message of any literary work and invoke cultural alienation. Therefore, the problem of
literary translation with regard to rendition of the proper names in fictional texts is the focus
of this paper. In his epistolary novel The Screwtape Letters (1942) C.S. Lewis (1898-1963)
presents an interesting variety of authentic names significant in their etymological, Biblical
and cultural encodings. C.S. Lewis coined the names of the characters out of two or more
meaningful, yet unrelated stems which are clumsy and difficult to pronounce in order to
reflect a grotesque nature of the devilish figures. One of the aspects of the Lithuanian
translation is faithfulness to a single technique throughout the novel: replacing the original
names with the nouns (usually denoting beings of unpleasant or comic nature) taken from the
Lithuanian folklore or particular dialects which sound rather exotic to contemporary readers.
However, almost none of the rendered names retains the original Biblical-cultural-linguistic
peculiarities.
KEY WORDS: onomastics, charactonyms, literary translation, translation strategy.

Introduction

One of the core issues any literary translator unavoidably has to face is the translation of the
proper names. This problem falls into the field of onomastics. According to David Crystal
(Crystal, 1997, 112), the science that analyses names is known as onomastics and considers
personal names (anthroponomastics) and place names (toponomastics). The division is
ultimately an arbitrary one, as places can be named after people and vice versa.

Undoubtedly, there is much more to a name than its mere etymological derivation.

J.R. R. Tolkien (1892-1973) warns against limiting the study of names to this approach
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describing it as “the spirit of philately,” or mere stamp-collecting (Tolkien, 125, 58). Leonard
Ashley also claims that literary onomastics “too often means no more than listing the names
that appear in some novel (when it should, of course, concern itself with analysing why and
how names function in fiction)” (Ashley, 1981, 77). Through giving or using a name, the
name-giver may assert a certain amount of power over the named, or indicate their equality
with or admiration for the named entity.

A fine instance to mention is J. R. R. Tolkien’s attitude towards character naming. He
maintains that in his books the names reflect, in one way or another, their “source words”
(usually common nouns or words from his invented languages) by sound symbolism, or
etymology and therefore characterize their designers. Lewis, being a close friend of Tolkien,
shared a similar view regarding the imagery and structure of the works, a great variety of his
fantasy novels being the evidence. Fantastic literature generally gives a considerable attention
to the names and is a fertile field for onomastic studies. In his epistolary novel The Screwtape
Letters (1943), Lewis uses a number of curious charactonyms to name his devilish figures.
This is a particularly rich area to explore as the names created by Lewis bear a significant
load of inner meaning based on etymological, historical, cultural and mythical contexts.
Therefore, the translation of his books calls for the translators’ dynamic imagination,
inventiveness and expertise in the socio-historical and cultural contexts of the source
language.

John Stuart Mill believed that proper names should be transposed unchanged in translated
writings since, in most cases, they have no particular meaning or connotation (Mill, cited in
Newmark, 1988). Indeed, there may well be cases when a translator prefers to treat proper
names in a text as unproblematic bits to be passed without effort into a new linguistic texture
in the target language (Tymoczko 1999, 223). However, the comparison of the translated
texts with the original ones confirms the contrary and rather supports the claim that the case
of translating proper nouns is not so straightforward and clear-cut in its nature. Yet, as
Christiane Nord points out, just a quick glance at translated texts can reveal that translators do
all sorts of things with the names: they substitute, transcribe and omit them. Hence the
readers are forced to take the original and thus admire fully the comic, tragic or any other

effect achieved by the usage of dozens of names by the authors (Nord, 2003, 182).

Charactonyms as a creative challenge for the translator

Names given to the characters in a literary work often serve as a significant stylistic factor

and a major source of parody since they are grammatically and semantically 'saturated' to
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convey the background information of the story or emphasise a certain trait of the character.
The names which are especially suited for a particular character and are composed of one or
more meaningful stems are called charactonyms. For instance, an enormous and enduring
popularity of Charles Dickens's works springs in part from the writer’s skill at creating
memorable charactonyms — ‘Scrooge’, the tightfisted miser; ‘Mr. Gradgrind’, the tyrannical
schoolmaster; ‘Jaggers’, the rough-edged lawyer etc. In his book Satire: Spirit and Art (1991),
George Austin Test maintains that by exploiting sound and sense writers create a particular
device that reveals itself as instant characterization, a shortcut exposition, immediately
establishing a counter or caricature, usually in the satiric sense. Since such charactonyms are
humorous, ironic, parodic and\or dissonant, there is an element of play in the “sting” (Test,
1991, 139).

The most widely used type of charactonym involves personality names. For instance,
John Gay uses the seventeenth century slang and the jargon related with the underworld for
building the names in The Beggar’s Opera (1728) that both describe the characters’
behaviour and their occupations. ‘Filch’, ‘Jeremy Twicher’, ‘Betty Sly’, ‘Nimming Ned’, and
‘Ben Budge’ — all are the names that suggest them being professional thieves (ibid, 140).
Another important category of charactonyms is the names with ironical connotations. The use
of charactonyms as a satiric device is both ancient and widespread. In the 20" — 21% centuries
the device continues to flourish in fictional writings. C.S. Lewis is one of the authors
representing the period, who masterfully exploits this device for satiric purposes.

One of the most common strategies to coin a charactonym is compounding. Here the fact
that compound nouns are semantically very capacious plays an important role. This capacity
is based on the explicit and implicit relations between the components which permit to
implement a meaning determined or prompted by the context. In the language of a literary
work, there may appear contextually determined compound nouns which are constructed by
the author to achieve a certain stylistic goal (Bormane, 2012, 13). As Alexander Kalashnikov
notices in his survey of the evolution of charactonyms, although charactonyms make an
integral part in a literary work, unfortunately, they are often ignored even in the translations
of outstanding works (Kalashnikov, 2013, 1).

The reproduction of the characters' names in literary translation is always a challenge for
the translator often requiring a unique solution for rendering each text and each name.
Nevertheless, charactonyms designed for translation can be brilliantly managed. As Robert M.
Cummings in his study The Translated English Novel (2010) observes, such fictional names

may be found problematic with regard to the translators' ingenuity, not their culture.
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(Cummings, 2010, 889) In Townshend’s (1924) translation of Nicolai Gogol’s The Overcoat
the reader finds the following: “his family name was Bashmackhin. It is evident (for the
Russian reader) from the name, that it originated in bashmak (shoe).” Here the translator
explains with the hint of a joke describing in English what is obvious in Russian without
explanation. No doubt, such explanation should be artistically rendered, yet the bracketed
gloss would be obtrusive enough. It should not be forgotten that proper names are built
deeply into cultures.

Normally, charactonyms are transcribed or transliterated; but if their stems contain an
additional information about their bearer or, to say more, create a system of its own in a
literary work, their transcription looses a lot of nuances and the vividness of description. The
tradition to transliterate the proper names in fiction may be explained by the wish to keep the
nominal function simple in order to transmit the national code yet it may narrow the horizon
of codification.

On the other hand, C. S. Lewis’ books do not “allow” the translator to ignore the
meaning of the names given to his characters: the majority of Lewis’ characters possess the
original, fantastic traits, e.g. the old devil, Screwtape, from The Screwtape Letters, or Aslan,
the Great Lion, in The Chronicles of Narnia, their major characteristics encoded in the given
name. All of his fantasy novels are inhabited with the characters possessing original, complex
and semantically-loaded names. The difficulty arises during their translation.

The book under analysis, The Screwtape Letters, challenges the translator’s creativity,
when it comes to the rendering of the devilish characters’ names. The novel is composed in
such a way that the names of the characters carry an important connotational background.
Lewis very inventively shaped the proper names to render a particular mood or effect upon
the reader, e.g. disgust, fear, mockery etc. Therefore, any minor misinterpretation of the
characters' names in translation would instantly affect the readers' perception of the plot and
characters. This issue calls for a more explicit investigation, therefore the following
subchapters will be devoted to a thorough analysis of Lewis’ techniques which he employs to

construct the charactonyms and to the problem of their rendition into Lithuanian.

Cultural rendition of the devil’s name in the translation of Lewis’s The Screwtape

Letters

In his novel The Screwtape Letters, C. S. Lewis constructs a clearly dreadful figure of the

devil that does not leave any room for romantic glorification. More specifically, he
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accomplishes this by returning to a popular Medieval tradition of the grotesque representation
(Russell, 1986, 209). In his article “No “Sombre Satan”: C. S. Lewis, Milton, and
Representations of the Diabolical", Chad P. Stutz maintains that it is partly the obvious non-
humanness of the grotesque devil that makes him threatening, fearful and comic at the same
time, with physical proximity to this otherness only intensifying an implication of terror
(Stutz, 2005, 218). Grotesque representations, then, are an attempt at creating an object that,
if met with in real life, would prompt disgust, genuine terror and/or laughter. Indeed, in
Lewis's treatment, the senior devil’s name contributes to an overall grotesque representation
of the character. The name Screwtape is clumsy, difficult to pronounce, rather bearing
negative semantic shades. As Lewis writes in his preface, he invented the name with an
intention to make it sound nasty. He claims that the words like ‘Scrooge [Screwtape],’
‘thumbscrew [Screwtape[,” ‘tapeworm [Screwtape],” and ‘red tape [Screwtape]” may have
contributed to its construction. ‘Screwtape’ is clearly a charactonym, as it is composed of the
two nouns, the first being the semantic head and possessing a very curious etymology. A
most popular definition of the noun ‘screw’ found in Cambridge Advanced Learner’s
Dictionary is as follows: “a thin pointed piece of metal with a raised edge twisting round
along its length and a flat top with a cut in it, which is used to join things together, especially
pieces of wood” (Walter, 2008, 1290). The most popular usage of the verb form is to mean
“fastening something using a screw” (ibid). Yet, the etymological background of the word is
more intricate. As the Dictionary of Etymology suggests, the verb ‘to screw’ could mean
'defraud, cheat' in the early 1900s. An idiom ‘to screw up’ has been recorded from 1942.
Figuratively it means “tuned to a high or precise pitch” (1907), from the pegs of stringed
instruments. A modern meaning of an idiom ‘screwed up’ (confused, muddled) is attested
only from 1943. The expression ‘to have (one’s) head screwed on the right way’, meaning “to
be wise or sensible” dates back to 1821.

The noun ‘screw’ came into Modern English from Middle French ‘escroue’, meaning
“nut, cylindrical socket, screwhole” (Barnhart, 1988, 64). The etymology of the French word
is uncertain since it is not found in other Romance languages. Perhaps, it may have originated
via Gallo-Roman *scroba, West Germanic *scruva, or from Vulgar Latin ‘scrobis’, meaning
‘screw-head groove’ (ibid). Another interesting meaning of the noun comes from the 1640s,
namely, “means of pressure or coercion” which probably was used with reference to
instruments of torture (such as thumbscrews). The image of this tool used for torture was one
of the inspirations for Lewis to name his character ‘Screwtape’ (the one who induces pain

and tortures a human being spiritually).
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The second element of the analysed compound, i.e. ‘tape’, has no significant meaning as
a separate noun in the construct and thus might have been motivated by the pattern of the
noun ‘tapeworm’ which, when visualized, evokes a sense of disgust and is symbolic in the
context of the novel: evil might be viewed as a disgusting parasite which does not exist on its
own, it needs a host and is extremely vital. And the way evil (or the Devil) works is similar.

The book is an epistolary novel 'unfolding' a devilish correspondence between the two
devils (a senior devil and a young one), yet, the title of the book does not clearly suggest that
the protagonists are devils and the place is the Underworld, since the name ‘Screwtape’ does
not overtly indicate the character’s devilish nature. Nevertheless, it does evoke a negative
connotation, taking into consideration the semantics and etymology of the word ‘screw’.
Interestingly, the Lithuanian translation of the title of the novel is “KipSo laiSkai (The Devil's
Letters)”. The noun ‘kipSas’ does not reflect a proper name. It is a common noun referring to
the evil spirit, the devil, or any mischievous being. The Lithuanian folktales, in their turn,
often refer to the devil by the noun ‘kipsas’. Etymologically, the noun could have evolved
from the verb ‘kibti (stick, cling)’, and with time the voiced consonant ‘b’ got assimilated
into the voiceless ‘p’: 'kibSas — kipSas'. Many archaic idioms and curses contain this word, e.g.
“ko tu kimbi prie manes kaip kipsas (Skardzius 1959, 438).

What is more, the analysed Lithuanian version of Lewis’ book refers to the same
character of the devil in two different ways. The book's title (The Screwtape Letters) and the
title of an additional chapter (Screwtape Proposes a Toast) are rendered into Lithuanian as
follows: “KipSo laiskai” and “Paralius sitllo tosta”. Here, the translator does not follow
Lewis’ pattern to introduce the protagonist's name in the very title. The Lithuanian name for
the original ‘Screwtape’ is ‘Paralius’. However, the translator decided to omit it in the title
and use a more traditional noun to refer to the devil but making it a proper name. According
to the Dictionary of the Lithuanian Language (2011-2013), ‘paralius’ is a common noun
which stands for a devil. On a broader scale, the words ‘kipSas’ and ‘paralius’ have the same
denotation — both bear negativity and could refer to a being who is troublesome, quarrelsome,
or of a devilish nature. Nevertheless, although ‘paralius’ is a much rarer variant found in
spoken language to refer to the devil, yet a curse 'po paraliais' is rather popular in
contemporary speech. That may be the reason why the translator takes the noun which is
traditionally used in a plural form and names the character in its singular form. The effect is
significant: the negative connotation of the noun has been preserved, but it sounds very
original. Thus, in the Lithuanian version, ‘Paralius’ (in this case, a proper name) should be

viewed as an equivalent for the proper noun ‘Screwtape’. The question remains whether the
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Lithuanian name originating from the Lithuanian folklore has a similar aesthetic and semantic
effect on the readers as in the case of original. The noun ‘Paralius’ provides the reader with
the background information instantaneously, and therefore it should not be questioned what
kind of being this character represents. Meanwhile, the original name ‘Screwtape’ calls for
deeper inspection, the only cue being the negative connotation found in the head noun
‘screw’. The nouns used in both the titles of the Lithuanian translation mentioned above

(‘kipSas’ and ‘Paralius’) explicitly refer to the figure of the devil.

Subordination by naming as revealed in the Lithuanian translation

Since the novel is epistolary, the presentation of the events from several perspectives
provides the story with an additional dimension. An interesting transformation of epistolarity
in The Screwtape Letters is that there is only one actively performing character, i.e.
Screwtape, whose letters are addressed to his nephew, a young devil named Wormwood,
about whom the readers know by indirection, hypothetically, through Screwtape’s remarks
given in his letters. None of Wormwood’s letters is given in the novel, yet, the reader can
easily grasp the presumable topic of each. This projection offers the possibility to make
assumptions about the relationship between the two characters. With the help of Screwtape’s
letters, the reader might characterize Wormwood as a young, inexperienced demon that needs
help in finding the ways how to successfully vere his so-called “patient” from Christian faith.
This character is obviously subordinated to the protagonist, an old and wise Screwtape. The
sometimes ironic set of advice to his nephew reveals the immaturity and lack of experience of

the latter:

I note with grave displeasure that your patient has become a Christian. Do not indulge the
hope that you will escape the usual penalties; indeed, in your better moments, I trust you
would hardly even wish to do so. (Lewis, 2001, 13)

The original name pair Screwtape—-Wormwood does not disclose any visible
subordination / superordination effect, yet it is quite clearly unveiled in the Lithuanian
translation. The name ‘Wormwood’ is a multidimensional, polysemic word in English,
bearing an etymological and cultural significance and is not, like ‘Screwtape’, a kind of
neologistic compound. Undoubtedly, Lewis named his character Wormwood with a clear
reason, therefore in order to distinguish the code of the message, the name should undergo a

thorough etymological analysis. Its translation evokes a true challenge.

122



The name ‘Wormwood’ is composed of two elements, the first one is the semantic head.
That is why even without considering the deeper (Biblical or botanical) meaning of the entire
word, the stem instantly casts a strong negative shade on it. An Old English ‘wurm’, “serpent,
snake, dragon, reptile,” also in later Old English “earthworm,” (cognates: Greek 'rhomos',
Latin 'vermis', “worm,” Old Russian 'vermie', “insects,” Lithuanian 'varmas', “insect, gnat”),
probably originates from the root *wer- “turn”. It seems that the ancient category was much
more extensive than the modern one and included serpents, scorpions, maggots and the
supposed causes of certain diseases. Also, it is important to mention that in early Jewish and
Christian thought, the Serpent was archetypally regarded as a symbol of evil and danger;
naked in appearance, silent and seemingly harmless in its approach, with little or no warning
(Vawter, 1977, 78). During the Old English period, the word was used as an insult meaning
“abject, miserable person”.

On the other hand, the compound ‘wormwood’ functions as a Biblical word. It is
mentioned for nine times in the Holy Scripture. The first case is Deuteronomy (29:18), where
Moses warns the nation that when uniting with the pagan nations “there should be among you
a root that beareth gall and wormwood.” The word ‘wormwood’ always occurs in connection
with judgment as an outcome of sin. The Hebrew word for ‘wormwood” is miv? (‘la-anah’). It
refers to any bitter, poisonous plant such as hemlock and wormwood (Amos, 1996, 12). The
Hebrew word stems from the root meaning ‘to curse’. The Greek word for wormwood, used
in the New Testament (Revelation 8:11) is ayivbiov (‘apsinthion’) or aywboc (apsinthos)
(Lewis, 1996, 417). The Bible gives the following:

The third angel sounded his trumpet, and a great star, blazing like a torch, fell from the
sky on a third of the rivers and on the springs of water— the name of the star is Wormwood.

A third of the waters turned bitter, and many people died from the waters that had become
bitter. (Rev 8:10-11)

From the theological perspective, the star fulfils directly the prophecy of Jeremiah (9:15):
“Therefore thus saith the LORD of hosts, the God of Israel; Behold, I will feed them, even
this people, with wormwood, and give them water of gall to drink”. Since ‘wormwood’ refers
to plants with a bitter taste, the ingestion of which can prove fatal, a number of Biblical
scholars consider the term to be a purely symbolic representation of the bitterness that will
fill the earth during the troubled times, noting that the plant after which the character
Wormwood is named is a familiar Biblical metaphor for things that are unpalatably bitter

(Johnson, 1891, 241).
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Noah Webster’s American Dictionary of the English Language has this non-biblical
definition for wormwood: “Wormwood, n. [Sax. ‘wermod’; Ger. ‘wermuth’], a plant, the
‘artemisia’. It has a bitter, nauseous taste; but it is stomachic and corroborant.” (Webster,
1828, 842). One might see that the Biblical and non-biblical explanations of the noun
‘wormwood’ are closely interrelated.

The Lithuanian translation of this character's name offers a very explicit transfer of the
motif of subordination, though no interrelation with the original name ‘Wormwood’ can be
traced. Here, the co-protagonist is named ‘Nelabukas’ which in its nature possesses more
than one connotational meaning. First of all, in the novel, the word which is generally used as
a common noun, functions as the character’s name. Secondly, there is a clear pejorative
aspect within the name ‘Nelabukas‘, here the suffix ‘-ukas’ denotes a diminutive form, thus
showing that the character is young and inexperienced.

According to The Dictionary of the Lithuanian Language (“Lietuviy kalbos Zodynas®),
the noun ‘nelabas’ has three major meanings:

1. Evil/badness. E.g. Jaunuolis tik savo nelabui pasikeité.
A wicked being. E.g. Savo nelaba nepagiri, svetimg gera nepapeiki.

It is more frequent, though, to use of the word ‘nelabas’ as an adjective:

2. Angry/spiteful. E.g. Tai nelaba merga, ji baras ir baras su visais.
Malicious/wicked. E.g. Nelabyju Zmoniy visur netruksta.

But the most popular usage of this word is to refer to the greatest representative of evil,

namely the devil. The noun is modified by adding a pronominal affix ‘-is’ to the adjective:
3.  An evil spirit / the devil. E.g. Kad tave kur nelabasis pagauty!

It is important to note that in the Lithuanian dictionaries the noun ‘kip$as’ is given as one
of the denotational meanings of the word ‘nelabasis’. This shows the correlation between the
two names and how strongly they are rooted in the Lithuanian folklore. The question arises,
though, whether the Lithuanian version of the character’s name does fulfil the original idea
implied in the novel. The mentioned pair of the Lithuanian names given to the devils, project
a clearly hierarchical relationship where the dreadful Paralius is superordinate to the young
and inexperienced Nelabukas. Due to its diminutive form the latter does not suggest any
dreadfulness or bitterness. The effect produced is a comic one. To call the devil by a
diminutive is to diminish its power and stress its immaturity. No doubt, the translator reveals
the true, intrinsic relationship between the two devilish characters. Indeed, the Lithuanian

translation should be praised for the strategic coherence, i.e. both names found in the
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Lithuanian translation come from the Lithuanian folklore to refer to the Devil and have an

instant effect of identification on the Lithuanian readers.

Grotesque within the devil’s name

The character's name in a fictional text can elicit the feelings of disgust, mistrust, or even
humour. C.S. Lewis exploites the names in his fantasy novels and children's books to the
most so that the readers would remain very attentive in their search for the hidden meaning in
every bit of his book. The two devils of The Screwtape Letters live and work in the grand
‘institution’ of the devils and are positioned according to the devilish “lowerarchy”.
Therefore, the insertion of Screwtape’s ‘colleagues’ (though episodically) into the story helps
to disclose an overall mood of the epistolary novel. Triptweeze, Slubgob, Glubose, Toadpipe,
Slumtrimpet, Scabtree and Pahaw are some minor characters, politely referred to as
“gentledevils” by Screwtape in a few of his letters. Though their role in the book is an
episodic one, their function is very important, i.e. they create the devilish atmosphere of the
story through the symbolism of their names. Although the names are given intentionally to
characterize their demonic nature and/or emphasise a certain distindt trait, this is not always
disclosed in the Lithuanian translation of the book. The comparitive analysis of the
charactonyms found in the original language and their equivalents in the target language
should reveal the different techniques used by the author and the translator of the book.

The first devil, mentioned by Screwtape is named Glubose who is presented as a

2,2

colleague of Wormwood and is in charge of the “patient’s” mother. Consider:

Your patient’s mother, as I learn from the dossier and you might have learned from
Glubose, is a good example. <...> Keep in close touch with our colleague Glubose who is in
charge of the mother, and build up between you in that house a good settled habit of mutual
annoyance; daily pinpricks. (Lewis, 1974, 86)

Globotinio motina, kaip patyriau is jo bylos, o tu galéjai suzinoti is Pludungio, yra
tinkamas pavyzdys. <...> Palaikyk glaudy rysj su misy kolega Pludungiu, kuris globoja jo
moting, ir abu kartu sutartinai jtvirtinkite tuose namuose abipusj irzlumg ir kasdienj
apsimétymq zodziais. (Lewis, 2011, 79)

It is interesting to note that today the noun ‘glubose’ is used in medical discourse and
stands for a particular drug. This medication is an oral alpha-glucosidase inhibitor, prescribed
for diabetes with diet and exercise and in some countries for pre-diabetes (Martin, 2010, 130).

Yet, no evidence can be found to deduce that this is precisely the meaning intended by the
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author. In fact, after having considered all the charactonyms in the novel, it seems that Lewis
prefers to compose the names by adding two meaningful but not interrelated units, the first
being the semantic head and bearing a particular connotation. Therefore, if split, the root
‘glub’ stands for a ‘gurgling, bubbling, or gulping sound’ (as of water running down a drain).
It is often reduplicated. Also, it may stand for an ‘inarticulate strangled sound’ (as of
someone attempting to speak while under water). Therefore, the devil is pictured as a
gurgling creature, the feature which instantly characterizes him as a comic figure. The
Lithuanian equivalent of the name could be ‘Gurgulis’ or ‘Burbulis’. The second part of the
compound, ‘-ose’ is a suffix borrowed from Latin ‘-osus’ meaning ‘full of, abounding in’, e.g.
‘frondose’ (Soanes, 2006, 322). What is more, Lewis might have implied a play on words,
since a similar adjective ‘globose’ means having the shape of a globe; globelike (ibid, 201).
These connotations characterize the demon as a funny looking (probably overweight)
creature producing strange unpleasant sounds. As Lewis designs, the grotesque devils of The
Screwtape Letters balance between the monstrosity and comicality.

The Lithuanian translator has chosen quite a different strategy to name the same character.
In fact, no direct link between the two names can be found. ‘Glubose’ in the Lithuanian
translation is presented as ‘Pludungis’, which in the Lithuanian language is a pejorative noun
meaning “frivolous, futile, raffish kind of person, a tramp”, e.g. Pijokélis, pludungélis — ne
koks i§ ano vyras®. No doubt, the translator demonstrates an inventive approach in choosing a
rarely used dialectism noun to provide an exotic meaning.

Another devil named Scabtree is only mentioned in passing and as a character is of no
particular importance, yet his name is a true challenge for any translator. Consider: “I know
that Scabtree and others have seen in wars a great opportunity for attacks on faith, but I think
that view was exaggerated” (Lewis, 1979, 32). ‘Scabtree’ is a compound word with an
undefined meaning and sounds rather exotic: it is Lewis’ preference to give his characters
curious names with meaningful, often unrelated components. The semantic head of the word
is its first element ‘scab’. In the mid-thirteenth century it was a common term to refer to a
particular “skin disease”. The word developed from Old English ‘sceabb’ meaning “scab,

% <

itch” (related to ‘scafan’ “to shave, scrape, scratch™) which in turn has its roots in Proto-
Germanic *skab- “scratch, shave”. This meaning of the noun is reinforced by the cognate
Latin 'scabies' “scab, itch, mange” (from scabere “to scratch”) (Barnhart, 1988, 776). The

direct Lithuanian translation of the disease is “niezai”, but in the Lithuanian translation it is

25  http://Ikz.1t/startas.htm
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not reflected. The reader finds the equivalent name ‘VienSiurkslis’, a presumably neologistic
compound, with a curious sound-combination (an abundance of fricative sounds, their
combination with the sonorous n, r and /) which complicates the process of their
pronunciation: “Zinau, kad Viensiurkslis ir kiti karuose mato gera proga uzpulti tikéjima, bet
man atrodo, kad toks poziiiris nepamatuotas” (Lewis, 2011, 33). No such compound can be
found in the Lithuanian dictionary, therefore a critical attempt has been made to split the
Lithuanian word into two meaningful elements to uncover its meaning. The first element, or
the root ‘vien-’ suggests ‘oneness’, while the second one is the semantic head, though very
rarely used in contemporary discourse. This does not, though, diminish its impressive
symbolism within the context of the novel. The noun “Siurk$l¢” can be regarded as
synonymous to “vingioryksté” (Lot: Filipendula) which is a genus of 12 species of perennial
herbaceous flowering plants in the family ‘Rosaceae’ (Kevin, 2008, 2). An interesting
cultural-biblical connotation can be observed here. Three of the four Evangelists mention the
crown of thorns, wherewith the rude Roman soldiers derided the captive Christ (Mt 27:29;
Mk 15:17; Jn 19:2). All speak of the akanthine (Acanthus) crown. Despite the fact that there
has been unfailing debate on the subject as to what kind of plant was used to plait the crown,
the Lithuanian tradition is to call the crown “Erskéciy vainikas” (En: “The Crown of
Rosaceae”). In Lithuianian, ‘Siurkslé’ is the plant which originates from the same plant
family, containing rose thorns. Therefore, to name the devil after this plant might be deeply
symbolic. The conclusion might be drawn that while the word ‘scabies’, out of which the
name ‘Scabtree’ was made, is well known in English, evoking disgust and negative attitude,
‘VienS$iurkslis’ might bring a double effect for the Lithuanian reader: for those, who are not
familiar with the plant name, it might sound as a curious combination of sounds, whereas the
readers enjoying the digging of meanings might perceive a modification of the Biblical
connotation. Yet, to preserve the original meaning, the charactonym might have been
rendered as ,,Niezius*, ,,Niezulis®, or ,,Raupulys*.

Another demon is named Slumtrimpet whose duty is to complicate the life of the
protagonist’s girlfriend. This compound was coined by Lewis in which the first segment is
‘slum’, a meaning-loaded element that bears a clear negative connotation and thus can be
regarded as a charactonym. Around 1840s, the noun ‘slum’ was used in combination with the
adjective ‘back’ (‘back slum’) to refer to a “dirty back alley of a city, street of poor or low
people” (1825), originally, a slang or cant word meaning “room”, especially “back room”
(1812). It is of unknown origin, pastime popularized by East End novels (Barnhart, 1988,
790).
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An unexpected choice made by the Lithuanian translator is to preserve the English
charactonym without any modification. The only addition is the Lithuanian inflection ‘-as’ to
identify the character as a male: Slumtrimpetas. In the context of other translated
charactonyms, the latter falls out of the strategic whole and looks alien, meaningless and
difficult to pronounce, which offers no clear purpose. All the remaining charactonyms were
rendered in one way or another, either by attempting to translate the original meaning or
looking for some Lithuanian exotic coinage.

The devil, named Toadpipe is identified as the scribe of “his Abysmal Sublimity Under
Secretary”, Screwtape (Lewis, 1979, 134). This name was taken from the scientific, namely,
biological discourse. The noun ‘Toadpipe’ is a dialectal, chiefly English word which stands
for a ‘horsetail’ (Equisetum limosum), often used in plural but singular in construction. It
stands for a hollow-stemmed plant growing in muddy places (Porter, 1913). The direct
Lithuanian equivalent would be ‘Balinis asiiiklis’. Taken separately, the original stems ‘toad’
and ‘pipe’ provide different meanings, the result being a comic one: a toad with a pipe. The
Lithuanian translator neither renders the meaning of the separate segments, nor tries to
accurately disclose the biological meaning. Instead, he seems to focus on the synonym
‘horsetail’ and adapts it to the Lithuanian culture aiming to disclose the devilish nature of the
character (i.e. the devil with a tail). His version is ‘Sunuodegis’, a Lithuanian equivalent,
becoming a perfect example of cultural adaptation. Here the translator retains the negative
connotation of the noun 'toad' that bears the aspect of a chtonic creature and thus is often
found in Lithuanian cursing. Since, obviously, the toad has no tail, the translator decides to
introduce another creature with a tail whose name is used in cursing as well. There is no
similar word to name the same plant as ‘horsetail’ in Lithuanian, therefore he creates an
inventive compound: ‘Sunuodegis’ ('En: ‘dogtail’), that originates from the Lithuanian
folklore tradition and bears a negative connotation. The pejorative noun ‘Sunuodegis’ means
“fawner, bootlicker”, e.g. Pats matai, koks jis Sunuodegis: laizyte laizo Seimininko batus™. It
might also mean a “clumsy, lazy person” (ibid). The Lithuanian compound contains two
meaningful elements: the root ‘Sun-’ (En: ‘a dog’) and the root ‘uodeg-’ (En: ‘a tail’). Here
the charactonym has been very successfully transferred.

One more exceptional case is the name of the Head of Training College for temptor

devils in Hell, Slubgob. Moreover, he is also addressed with an honorific title “Dr”. Consider:

26 http://Ikz.It/startas.htm
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The Principal, Dr Slubgob, has just proposed the health of the guests. (Lewis, 1975, 44)

Rektorius dr. Zaltys kq tik pasiiilé isgerti j sveciy sveikatq. (Lewis, 2011, 43)

Once again Lewis masterfully combines the two lexemes and provides the readers with a
curious polysemic humorous name. A ‘slub’ or 'thick spot in a yarn' is created by varying the
tightness of the twist of the yarn at various intervals. The Lithuanian equivalent would be
‘pusverpalis’. The meaning of the spiral movement or twisting might evoke the image of the
snake (or a serpent in the Biblical sense) and it characterizes the devil as the one who
confuses, distorts the order, perverts facts. The second part of the charactonym, ‘gob’, is an
Irish, British and Australian noun meaning ‘mouth’; however, it is more frequently used as a
British slang verb meaning ‘spit’ (Porter, 1913). The Lithuanian rendition of the given name
as “Zaltys” (En: “Serpent”) has an intricate relation with the original name evoking
movement. In his book On Genesis: A New Reading (1977), Bruce Vawter explains that the
general symbology of the serpent is complex and contradictory, for it can be seen as both
good and evil, bringing about creation as well as seeking to destroy it (Vawter, 1977, 77).
Here the emphasis is put on the Christian tradition which links the creature with evil - silent
and seemingly harmless in its approach, with little or no warning (Vawter, 1977, 78).

A middle-age couple mentioned in the story is under the impact of the demon called
Triptweeze: “I was delighted to hear from Triptweeze that your patient has made some very
desirable new acquaintances” (Lewis, 1979, 51). According to the Oxford Dictionary of
English, the noun ‘trip’ stands for a 'stumble or fall due to catching one’s foot on something'.
An archaic meaning of the word refers to a mistake, e.g. an occasional trip in the performance.
A possible interpretation of the word ‘trip” within the context of the The Screwtape Letters is
to name the one who can make someone fall. Here an allusion is found to Robert Browning's
poem “Soliloquy of the Spanish Cloister”:

There's a great text in Galatians,
Once you trip on it entails
Twenty-nine distinct damnations,
One sure, if another fails:
If I trip him just a-dying,
Sure of heaven as sure as can be,
Spin him round and send him flying
Off to hell, a Manichee? (lines 49-56)
The second element of the word, “tweeze”, means to pluck something (too small to be

easily handled with the human hands) with the help of tweezers (Childe, 1963, 65). Tweezers
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may reflect a devilish instrument of torture. Indeed, the two-part compound becomes a true
challenge for the translator since both constituent elements are difficult to relate and convey
the image of the character. Nevertheless, taken separately, both words contain unpleasant
connotations.

The Lithuanian translator solves the problem in the same way as in the majority of the
discussed cases. He incorporates a common noun which is used rarely in a contemporary
discourse to radiate a comic shade (the verb form ‘kunkuliuoti’ is more frequently used). A
similar approach has been made as with the protagonist’s name ‘Paralius’ which is normally
used in a colloquial swear expression appearing only in the plural form: “Dziugu buvo
suzinoti 1§ Kunkulo, kad tavo globotinis susipazino su kai kuriais mums labai
pageidaujamais asmenimis” (Lewis, 2011, 53). According to The Dictionary of the
Lithuanian Language” (‘“Lietuviy kalbos Zodynas®), the noun ‘kunkulas’ is an archaic word
which refers to a bubble emerging from the boiling water, e.g. Sen ir ten pro uoly plySius
verteési is gelmiy karsto vandens kunkulai. It may also stand for a smoke ring, e.g. ISrieté
galvg, leisdamas is gerklés kunkulus diimy. Yet, considering the context of Lewis’ novel, the
most intriguing meaning of the Lithuanian noun ‘kunkulas’ is ‘God’s bell’, e.g. Jau zvanija
Dievo kunkulais. It evokes doubt whether the chosen name reflects the true nature of the
character and the author’s intention of construing it. Yet, while Lewis unfolds the grotesque
features of the characters through unpleasantness and clumsiness of their names, the
Lithuanian translator mainly focuses on employing the comic and sometimes absurd names
for the devils.

In the society of the devils structured by Lewis, etiquette and protocol find their place
and are important issues. This provides the sense of reality and proximity. The formal address
is rendered by Lewis according to the well-established tradition in the English society. He
calls his devilish characters ‘Gentledevils’ thus replacing the segment ‘men’ by the segment
‘devils’. Undoubtedly, it evokes a comic effect, if the reader catches the true meaning of the

compound. Back in 1869, J.R. Vernon in “Contemporary Review” suggested that

The Gentleman is always truthful and sincere; will not agree for the sake of complaisance
or out of weakness; will not pass over that of which he disapproves. He has a clear soul, and a
fearless, straightforward tongue. On the other hand he is not blunt and rude. His truth is
courteous; his courtesy, truthful; never a humbug, yet, where he truthfully can, he prefers to
say pleasant things. (Vernon, cited in Palmer, 2012, 338)

27 http://Ikz.It/startas.htm
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Having this definition in mind, Lewis’ transformation of the word becomes ironic as the
listed characteristics of a gentleman are in complete opposition to the nature of the devils
who are far from being gentle creatures. Besides, Lewis very clearly reveals the devil's
attempt at imitation since he cannot create. The Lithuanian translator adapts this honorific to
the Lithuanian culture and addresses the devils as “ponai velniai”. ‘Ponai’ is a frequently
used honorific to address the audience in Lithuania. It does not, though, sound as much comic
and paradoxical as in the original version since the two words used separately sound rather
neutral. Therefore, it might be more humorous to address the devils as ‘velniaponiai’ or
‘ponvelniai’.

Lewis also transforms a well-established ‘human’ societal system and creates a parody of
it. This provides a sense of proximity for the reader since he can clearly decode the ‘devilish’
names and unveil their origins. Consider: “In a rough and ready way, of course, this question
is decided for us by spirits far deeper down in the Lowerarchy than you and I’ (Lewis, 1977,
101). The suffix “-archy” is instantly associated with the international term ‘“hierarchy” in the
mind of the reader and shapes his/her understanding of a new ‘term’ coined by Lewis. The
reversal is a successful one since the first segment of the word ‘hierarchy’ is replaced by the
adjective ‘high’ which makes Lewis’ pun exquisite. The English culture is also familiar with
the high-low opposition in the formal address of the monarchy such as ‘Your Highness’,
which in the Underworld would probably be rendered as “Your Lowness’.

Since the original noun is an international term, it is also found in Lithuanian
(‘hierarchija’). This allows the Lithuanian translator to incorporate the same technique for
rendering the charactonym by leaving the last (recognizable) segment of the noun. Consider:
“Zinoma, bendrais bruoZais §i problema uz mus sprendZziama dvasiy, stovinéiy ant daug
Zemesnés Velniarchijos pakopos negu mudu abu” (Lewis, 2011, 91-2). Nevertheless, the
mechanism of Lithuanian language does not allow to incorporate the adjective ‘low’ into the
compound, since the ingenuity of the witty pun would be lost. Therefore, he compensates the
loss by replacing the adjective ‘low’ with the noun ‘velnias’ (En. ‘devil’) in the compound.
What is more, the translator regarded the adjective ‘low’ as significant, and thus incorporated
it in the sentence as the modifier of the term ‘Velniarchija’ (En. Devilish Hierarchy). He finds
a playful coincidence in the word “Lowerarchy” where the suffix -er creates a double
emphasis. Although it was used to follow the phonological structural pattern found in the
word ‘hierarchy’, it has provoked the translator to literary translate the segment 'Lower-
[archy]” as 'Zzemesnis' which was also implicated by the expression 'far deeper down'. The

rendition is a very successful one.
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The similarity of the created term (both in the ST and TT) to a common noun brings
Lewis’ story closer to reality. This actually was the author’s intention. In the 1961 Preface to

The Screwtape Letters, Lewis points to the greatest evil in the following way:

The greatest evil is not now done in those sordid dens of crime that Dickens loved to
paint. It is not done even in concentration camps and labour camps. In those we see the final
result. But it is conceived and ordered (moved, seconded, carried, and minuted) in clean,
carpeted, warmed and well-lighted offices, by quiet men with white collars and cut fingernails
and smooth-shaven cheeks who do not need to raise their voices. (Lewis, 2001, 61-2)

Lewis discloses the world, inhabited not by true gentlemen but rather by “Gentledevils”,
where God becomes “The Enemy”, “Our Father’s House” is not Heaven but Hell,
“Hierarchy” is replaced by “Lowerarchy”. Therefore, he imagines the underworld as a

‘reversed’ reflection of the human world.

Conclusions

From what has been said, the conclusion might follow that C.S. Lewis masterfully shapes his
characters by giving them semantically expressive names. The reader has to call to mind
his/her knowledge and experience from various spheres of life to fully comprehend the
encoded message behind the names. The most frequent strategy, employed by Lewis when
creating his charactonyms is to form a two-part compound, the first segment being a semantic
head and usually made out of a noun bearing a clear negative/comic connotation and
applicable to the devilish characters. Since Lewis intended to re-establish the figure of the
devil as a grotesque one, the names play a central role here: clumsy and difficult to
pronounce, thus sounding alien and avoidable, comprised of nouns and verbs denoting
something disgusting or unpleasant. When rendering these charactonyms into Lithuanian, the
translator chooses a different strategy. In the majority of cases, he does not translate them, but

replaces them with the Lithuanian archaisms or dialectisms with a prevailing grotesque effect.
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Miglé Onskulyté
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Moksliniai interesai: literatiirinis vertimas, onomastika, hermeneutika.

Jadvyga Kriiminiené
Vilniaus universiteto Kauno humanitarinis fakultetas
Moksliniai interesai: baroko literatiira, literatiira ir kultiira, sgmojo diskursas, hermeneutika.

ONOMASTIKA LITERATURINIAME VERTIME: C. S. LEWISO KNYGOS ,KIPSO
LAISKAI“ VERTIMO ] LIETUVIU KALBA ANALIZE

Santrauka

Grozinés literatiiros vertéjo veikla yra stipriai jsisaknijusi meninéje dimensijoje, kadangi
iSverstas tekstas taip pat turi atlikti ir estetine funkcijq, prilygstanciq originalui. Meninio
vertimo tikslas — perteikti skaitytojui tam tikrq paveikslg, diktuojamq originaliojo teksto,
kuris biity paveikiai pritaikomas tikslinei auditorijai kultiriniu atzvilgiu. Biitent socialiniai,
kultiriniai ir religiniai faktoriai kuria sudétinggjq grozinio teksto vertimo plotme, kurig
vertéjas privalo jveikti siekdamas suteikti kiiriniui kokybiskq egzistencijq. Sio straipsnio
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tikslas — atskleisti onomastiniy segmenty perteikimo svarbg grozinio kiirinio vertime. Tyrimui
pasirinkta sfera — semantiskai ir gramatiskai reiksmingy tikriniy vardy perteikimas verciant
meninj tekstqg. Straipsnyje nagrinéjamas C. S. Lewiso romanas , Kipso laiskai“ (The
Screwtape Letters), iSsiskiriantis savo menine raiska, teologiniy jzvalgy gyliu bei tikriniy
vardy gausa. Tyrimo metu nustatyta, jog pagrindiné tikriniy vardy kiirimo strategija Siame
kiirinyje yra sudurtiniai ZodzZiai, kuriais charakterizuojami veikéjai. Tyrimu siekta atskleisti,
kaip vertéjui pavyksta , iskoduoti” Lewiso ismonés produktus, reikSmingus meninéje,
kultirinéje ir teologinéje plotméje, kokius semantinius, gramatinius sprendimus priima
vertéjas siekdamas kuo glaudesnés originalo ir verstinio produkto kohezijos.

REIKSMINIAI ZODZIAIL: onomastika, literatirinis vertimas, charaktonimai, vertimo
strategija.
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Moksliniai interesai.: audiovizualinis vertimas, tarpkultiiriné komunikacija, lingvistiné semantika ir pragmatika.

KAI KURIE FILMU VERTIMU IS VOKIECIU KALBOS ASPEKTAI

Straipsnyje nagrinéjami filmy vertimo iS vokieciy kalbos i lietuviy kalbg aspektai,
koncentruojamasi j subtitruotus ir uzklotiniu bidu (voice-over) isverstus filmus. Pradedant
vertimo mokslo jzvalgomis pereinama prie neisverciamumo prezumpcijos ir is jos kylanciy
sunkumy jvardijimo. Aptariami principinio neisverciamumo atvejai, taip pat ir kalbotyroje
isskiriamy referencinio, pragmatinio ir intralingvistinio neisverciamumo tipai.

Toliau analizuojami audiovizualinio vertimo biidai. subtitravimas, uzklotinis vertimas ir
dubliavimas. DidzZiausias démesys straipsnyje skiriamas dviem pirmiesiems vertimo biuidams,
analizuojamos jiems biidingos vertimo strategijos. Kaip atskira problema iskeliamos
kultiriniy reiksmiy perteikimo galimybés, dazniausiai pasitaikancios verciant tradicinio ir
audiovizualaus pobiidzio tekstus.

Isanalizavus keturis vokisky filmy vertimus j lietuviy kalbg aptariamos ir pavyzdziais
iliustruojamos Sios strategijos: perfrazavimas, eksplikavimas, kompresija, neutralizavimas,
konkretizavimas ir netikslus vertimas.

REIKSMINIAI ZODZIAI: neisverciamumas, audiovizualinis vertimas, kultiirinés
reiksmés, vertimy strategijos, subtitravimas, uzklotinis vertimas.

Ivadas

Straipsnyje aptariami filmy vertimo i§ vokieciy kalbos j lietuviy kalbg sunkumai ir problemos.
Subtitruoty (Der Untergang — Treciojo Reicho zlugimas (2004), Das Leben der Anderen —
Kity gyvenimas (2008) ir uzklotiniu buidu iSversty (Das Boot — Povandeninis laivas (1981),
Mein bester Feind — Mano geriausias priesas (2011) vokisky filmy analize siekiama
iSaiskinti pagrindinius veiksnius ir strategijas, kuriais remiantis sprendziamos kalbiniy ir
kultiiriniy reik§miy perteikimo lietuviy kalboje problemos.

Straipsnio tikslas — apzvelgti ir nustatyti pagrindinius probleminius filmy i§ vokieciy
kalbos vertimo atvejus, o pats atliktas tyrimas — labiau kokybinis nei kiekybinis, Zvalgomojo

ir gretinamojo pobidZio.

Vertimo aspektas

Kalbant apie patj vertima, galimos dvi prieigos: 1) siaurgja prasme vertimas — tai Zodinés

Zinios perkélimas i§ vienos kalbos j kita. Si prieiga — salygota kalby jvairovés ir, kaip Zinoma,
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pirkliai, keliautojai, Snipai vert¢ jau ne vieng tiikstantmetj; 2) plafigja prasme vertimu
laikytina interpretacija, kuri taikoma visai reikSminei visumai tos pacios kalbinés
bendruomenés viduje, suprasti — vadinasi, versti (pgl. Rikcer 2010, 17). I§ S$io
ambivalentiSkumo kyla du paradoksai: viena vertus, geras vertimas gali siekti tik numanomo
atitikimo, o ne tokio, kuris bity pagrjstas jrodoma reik§més tapatybe. Sio atitikimo galima
buty nebent ieSkoti, jj tobulinti, numanyti. Ir vienintelis biidas kritikuoti vertimg — pasitlyti
kita vertima, manomai ar tariamai geresnj ar kitokj. Kita vertus, vertimas — tai tarnysté dviem
ponams: svetimsaliui su jo svetimumu ir skaitytojui (ar zitirovui) su jo troSkimu savintis (pgl.

Rikeer 2010, 30).

NeiSver¢iamumo problema

Kalbédami apie atitikimg ar ekvivalenta, kaip jprasta sakyti tradiciniy vertimo teorijy atstovy,
neiSvengiamai susiduriame su neiSver¢iamumo problema, kurig norétysi trumpai aptarti.

Benjamino Lee Whorfo ir Edwardo Sapiro hipotezé, atgimusi kognityvingje lingvistikoje
(kalba nulemia mastyma), teigia, kad nejmanoma trafaretiSkai perkelti tam tikros kalbinés
sistemos sluoksniy, t. y. fonetinio ir artikuliacinio, konceptualiojo leksinio ir sintaksinio j kitg
kalba. Si nei§veréiamumo prezumpcija nusako, kad originalo nepadvigubins joks kitas
originalas ir vertimas bus jau savaime prastas. Paulas Rikceras (2010, 40—41) papildo Sig
hipoteze, jog kalbos skiriasi ne tik geb¢jimu savitai skaidyti tikrove, bet ir jg i§ naujo jungti
diskurso lygiu. D¢l to vertéjo darbas turéty krypti ne nuo zodzio sakinio link, o tada teksto ar
kultiirinés tikrovés link, bet atvirksciai: prisipildydamas neaprépiamy konkreCios kultiiros
idéjy interpretacijy, vertéjas nuo teksto leidziasi prie sakinio ir tik tuomet atskiro zodzio link.

Pagrindiniai keblumai, salygojantys §j neiS§ver¢iamuma, yra, anot Paulo Rikcero (2010,
10-11), neperskiriama signifikato ir signifikanto (prasmés ir skambesio) vienove, kaip antai
poezijoje, skirtingos semantiniy lauky skaidymo perspektyvos, intertekstualumo ir konotacijy
gausa, kaip antai filosofijos ir teologijos veikaluose ir pan.

Johnas Sallisas (2002, 111-122) savo ruoztu knygoje On Translation iSskiria 4
principinio neiSver¢iamumo atvejus:

1. Poezija. Paulo Celano aukstoji poezija yra visiskai arti neiSver¢iamumo.

2. Vaizduojamieji menai. Kalba nejmanoma tiksliai perteikti vaizdinés informacijos,

ypac ver€iant paveiksly pavadinimus, pvz., Mimmo Paladino 1978 metais tapytas

paveikslas, pavadintas Rosso silenzioso. Raudonos spalvos, o ypac tylios raudonos
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negalima iSreiksSti zodZiais, jg reikia pamatyti, taigi net ir paveikslo pavadinimas bty
Siuo atveju neiSverc¢iamumo pavyzdys.
Muzika. Dainos ir jy tekstai.

4. Emocijos. Jausmy perteikimas kalbos priemonémis biity ne tik blogas vertimas pats
savaime, kai prarandama didzioji dalis prasmes, bet apskritai to biity negalima vadinti
vertimu, nes jausmai i§ principo ,,neiSverciami® j verbaling kalba.

Kalbotyroje skiriami 3 nei§ver¢iamumo tipai:

1. Referencinis neisverciamumas, kai vertimo kalboje néra tiesioginio ar panaSaus
atitikmens tam tikram daiktui ar reiSkiniui nusakyti. Tai vadinamoji ,,leksiné spraga®.
Referencinio neiSver¢iamumo pavyzdys biity skirtingai jdaryty patiekaly i§ kvietinés
teSlos risiy pavadinimai kiny ir rusy kalbose: baozi, jiaozi, huntun; eapenuxu,
nenvmenu, kneyku. Angly kalboje yra tik vienas zodis dumpling, kaip ir vokieciy
kalboje Kldfse. Lietuviy kalboje turime nekonkre€ius pavadinimus: virtiniai, koldinai.
Koldiinas — tradicinis Ryty Europos virtuvés patiekalas. Italy kalbos zodis tortellino
zymi tradicinj tam tikro Italijos regiono Emilijos Redzo patiekalg (pgl. Deltuvaite,
Kliostoraityte 2013, 121), o ravioli — taip pat klasikinés Italijos virtuvés patiekalas su
jdaru.

2. Su pragmatiniu neisverciamumu susiduriame, kai originalo kalboje uzkoduota
pragmatiné reikSmeé neturi funkcinio atitikmens vertimo kalboje, tai ypa¢ matoma
istoriSkai susiklosCius tam tikroms aplinkybéms arba tiesiog sunkiai rekonstruojama
autoriaus intencija, kaip antai teologiniuose veikaluose, pvz., angly k. zodis

Jjolly posakyje jolly good yra pragmatinis stipriklis, vartojamas pabrézti viduriniosios
klasés atstovo Sneka, pranciizy kalbos drélement ir vokieciy kalbos sehr, ganz, recht
Sios konotacijos neturi.

3. Intralingvistinis neisverciamumas yra pagrindinis neiSver¢iamumo atvejy Saltinis. Jei
referencinis ir pragmatinis neiSveriamumas yra salyginis, tai intralingvistinis
neiSveréimumas — absoliutus, nes kalbos viena nuo kitos savo struktiora skiriasi i$
esmeés fonetiniu ir fonologiniu, grafeminiu ir morfologiniu, leksiniu ir sintaksiniu
lygmenimis. Tokiu biidu nejmanoma perteikti aliteracijos ir rimo poezijoje, akronimy,
(pvz., Apple PIE (Personal Interactive Electronics), kalambiiry (pvz., ne tavo kiskis,
ne tu ir kiskis) ir pan.

Vietoj placiai vartojamy iSver¢iamumo ir neiSver¢iamumo sgvoky Paulas Rikceras (2010,

43) sialo istikimybés ir isdavystés savokas. Sis sifilymas bty praktiskas dél to, kad néra
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nusakomi absoliutiis gero vertimo kriterijai, o ] pirmg plang iSkeliama pati prasmé, uzraSyta
kazkur virSuje, tarp originalo teksto ir vertimo.

Aptarus ir apibendrinus neiSver¢iamumo tipus, galima pakomentuoti dalykinéje vertimo
literatiiroje itin daznai aptinkama skirstyma j lingvistinj ir kultlrinj neiSver¢iamuma.
Lingvistinis neiSverCiamumas atitikty anks¢iau minétg intralingvistinj, o kultirinis —
referencin} ir pragmatinj. Taciau kalbant apie vertéjo kaip tarpkultirinés komunikacijos
dalyvio svarba, ypac naudinga buty pasitelkti tarpkultiirinés komunikacijos instrumentus ir
izvalgas, nes kultiiriniy skirtumy salygotos vertimo problemos yra vienas pagrindiniy vertimo

netikslumy ir nuostoliy Saltiniy.

Audiovizualinis vertimas

Audiovizualinis vertimas, kaip zinoma, moksliniy studijy objektu tapo visai neseniai, t. y. 9-
ojo deSimtmecio pabaigoje, o iS§samiis tyrimai pradéti tik 1995 metais. Pagrindiniai stimulai
buvo kino atsiradimo Simtmecio jubiliejus, technologijy vystymasis ir kalbiniy mazumy
savimonés augimas. Taciau paradoksalu, kad daugiausia démesio skiriama kalbiniam
audiovizualios komunikacijos aspektui, nors audiovizualinis vertimas yra daugiasemiotinis
tyrimy objektas, kuriame j vieng visumg suliejamas vaizdas (sumontuoti kadrai, pasirodantys
ir dingstantys subtitrai, jvairiis vizualiniai efektai), garsas (dialogai, dainos, muzika, garso
efektai, triukSmas ir pan.), neverbaliniai elementai, t. y. proksemika ir gesty kalba ir visy Siy

elementy sinchronizavimas.

Subtitravimo specifika ir strategijos

Ilga laikg subtitravimas nebuvo pripazjstamas vertimo bidu, nes nuo jprasto vertimo jis
skiriasi audiovizualiu komponentu. Subtitravimo strategijos aptariamos kone placiausiai ir
iSsamiausiai, nes subtitravimas — vienintelis audiovizualinio vertimo budas, kai sakytiniai
originalo kalbos dialogai vertimo kalboje pakeiiami sutrumpintais rasytinés kalbos
atitikmenimis. Taigi Salia visy skirtingy kalby ir kulttiry salygoty vertimo problemy prisideda
ir neiSvengiami teksto trumpinimo sunkumai bei poreikis tuos sunkumus jveikti
kondensuojant subtitrus, praleidziant dialogus ir pan.

Henrikas Gottliebas (1997, 75) pateikia tokias titravimo strategijas:

1. Tiesioginis perkélimas (7ransfer).

2. Siaurinimas, kondensavimas (Condensation).
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Trumpinimas (Decimation).
. Naikinimas (Deletion).

. Perfrazavimas (Paraphrase).

3
4
5
6. Paralelinis perkélimas (Dislocation).
7. Plétimas (Expansion).

8. Imitavimas (I/mitation).

9. Nulinis vertimas kaip absoliutaus nei§verciamumo pasekmé (Resignation).

10. Transkribavimas (7Transcription).

Kalbant apie pirmaja strategija reikéty pastebéti, kad ypac kulttriniy elementy reikSmiy
perteikimas dazniausiai yra perkeliamas. Kai vertimo kultiiroje ir kalboje néra panaSaus
atitikmens, kalbame ne apie vertimg, o apie vadinamajj perkélima, angly ir vokieciy kalboje
vadinama Transfer (pgl. Mijas 2009, 54).

Palyginimui galima pasitelkti kito autoriaus subtitravimui pateikiamas strategijas. Anne

Schjoldager (2008, 92) iSskiria tokias subtitry vertimo strategijas:

—

Tiesioginis perkélimas, imitavimas (Direct transfer).

Paraidinis ar paskiemeninis vertimas (Calque).

Vertimas zodis zodin (Direct translation).

Vertimas atsizvelgiant j prasmés iSlaikyma (Oblique translation).
Paaiskinimas, implikacijy eksplikavimas (Explication).

Laisvas vertimas, perfrazavimas (Paraphrase).

Trumpinimas, kartais implikavimas (Condensation).

Visiskas ar dalinis atktirimas (Adaption).

S T VN

Papildomos reikSmés pridéjimas (Addition).

—
=)

. ReikSmés pakeitimas (Substitution).
11. ReikSmés naikinimas (Deletion).

12. Vertimas kitoje teksto vietoje (Permutation).

IS esmés visos subtitravimo strategijos yra trumpinimo strategijos, nes subtitrai ekrane
pasirodo tik ribotg laika. Pagal taisykles, jie turi biiti rodomi ne trumpiau nei 1 sekundg ir ne
ilgiau nei 7 sekundes. Vienai eilutei dazniausiai skiriamos 2—-3 sekundés, o dviem eilutéms —
4-5 sekundés. Didziausias leistinas simboliy skai¢ius eilutéje — 40 spaudos zenkly kino ir
DVD filmams, o televizijai — 37 (pgl. Gerstler 2011, 29-30). Taigi vert¢jas turi ne tik
adekvaciai perteikti dialogus, bet taip pat stengtis, kad jie buty patogiis zitirovui skaityti.
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UzZklotinio vertimo ypatumai

Uzklotinis vertimas (angl. voice-over) yra filmy vertimo ir garsinimo biidas, kai fone tyliai
girdimas originalo garsas, o iSversta teksta dazniausiai garsiai skaito vienas asmuo,
nekreipdamas démesio j ltpy sinchronijg (pgl. Jiingst 2010, 87). ISsivysCiusiose Salyse Sis
budas taikomas dazniausiai ziniy laidose ir dokumentiniuose filmuose, daznai ir modifikuoto
komentaro forma, kai ekrane nematomi ar nesvarbiis lipy judesiai. Misy Salyje, kaip ir
Rusijoje ar Lenkijoje, tai ganétinai pigus ir daznas filmy jgarsinimo biidas.

Uzklotiniam vertimui biidingos specifinés problemos. Jos dazniausiai kyla dé¢l filmy
scenarijaus (skripto) nebuvimo, klaidingo ar nepilno scenarijaus arba esant keliems
scenarijams skirtingomis kalbomis. Tai ypa¢ aktualu jgarsinant dokumentinius filmus, kai
néra jokio scenarijaus, kuris ypac¢ praversty vertéjui.

Nepaisant to, kad uzklotiniame vertime nesvarbis liipy judesiai, trumpinimo strategijos
vis délto neiSvengiamos ir susijusios su teksto modifikacija, kylanc¢ia d¢l intralingvistinio
neiSver¢iamumo. Taip pat butina paisyti vaizdo ir garso vienovés laiko ir erdvés atzvilgiu,
pavyzdziui, jei ekrane kalbétojas rodo j objekta, tai biitent tuo momentu tas objektas ir turi
biti paminétas, o ne anksciau ar véliau.

Yra ir treCias audiovizualinio vertimo budas. Tai dubliavimas — Snekamosios kalbos
perteikimas, imitavimas vertimo kalboje, originalo dialogus pakeiciant atitinkamais dialogais
vertimo kalboje, ypatingg démesj skiriant liipy sinchronijai. Sis audiovizualinio vertimo
budas Siame straipsnyje iSsamiau nenagrinéjamas, nes dél ribotos straipsnio apimties

neanalizuoti profesionaliam dubliavimui pritaikyti filmy vertimai.

Kultiiriniy reik§miy perteikimo budai

Atskira ir ypa¢ aktuali tema subtitruojant ir kitais biidais verciant filmus yra kultiiriniy
reik§miy perteikimas, su kuriomis taip pat susidurta analizuojant vokieciy filmy vertimus |
lietuviy kalbg. Kultiirinés reikSmés, pasak Aurelijos Leonavicienés (2011, 40-41), yra
eksplikuotos ir implikuotos reikSmés, sukeliancios tam tikras kultiirines asociacijas ir
kultiiros pajautg. Palyginusi lietuviy kultiirines reikSmes meniniuose tekstuose ir jy
interpretacijg bei vertimg j pranciizy kalba, mokslininké nustaté tokius kultiiriniy reikSmiy
(KR) perkeélimo budus:

1. Perkélimas — autentiSkos arba adaptuotos raSybos originalo teksto (OT) vienety

iSsaugojimas nepateikiant jokiy kulttiriniy reikSmiy (KR) paaiskinimy.
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2. Adaptacija (kultiiriné transpozicija) — KR turin¢io originalo vieneto pakeitimas
vertimo kultiiroje jprastai ar panaSiai traktuotinu vienetu nepateikiant jokiy KR
paaiskinimy. Cia pastebétina, kad per daznai naudojamas adaptacijos metodas gali
biiti etnocentrizmo pasekmé, o tai, be abejonés, trukdo skaitytojui ar Zitrovui plésti
kultiirinj akiratj.

3. Konversija (adaptacijos atmaina) — KR turin¢io originalo vieneto perteikimas ne
vertimo kalbos, o tarpinés, trecios kultiiros kalbos priemonémis.

4. Praleidimas — KR turin¢iy originalo teksto vienety atsisakymas vertimo tekste.

5. Eksplicitinis KR perteikimas — autentiSkos raSybos vienety iSsaugojimas ar jy
kulttriniy ekvivalenty pateikimas nusakant jais implikuojamas kulttrines reikSmes ir
asociacijas. Sis biidas, ko gero, filmy vertimams netaikytinas, nes labai iSplésty
subtitruojamo ar dubliuojamo filmo apimt;.

Tirdama kultiiriniy reikSmiy perteikimg subtitruose, ver¢iant i§ angly kalbos j lenky kalba,

Hanna Mijas (2009, 56-57) i$skyré tokias strategijas:

1. Eksplikacija (paaiSkinimas) ir jos porasiai: konkretizavimas, generalizavimas ir
substitucija (pakeitimas).

2. Kalkeé (paraidinis ar paskiemeninis vertimas).

3. Skolinys (zodzio transkribavimas).

4. Kompensacija.

5. Rekreacija (leksinis atkiirimas).

Visi Sie terminai paveldéti 1§ vertimo teoretiky ir vadinamyjy realijy tyrinétojy.
Realijomis vadinami ,,zodzZiai arba zodziy junginiai, apibréziantys objektus, biidingus vienos
tautos / Salies gyvenimui (buiciai, kultiirai, socialinei ir istorinei raidai), bet svetimus kitai
tautai; dél savo nacionalinio ir / arba istorinio kolorito Sie zodZiai neturi tiksliy atitikmeny
kitose kalbose ir negali biiti iSversti jprastai, tod¢l reikalauja ypatingo sprendimo* (Vlahov;
Florin 1980, 47, cit. i§ Maksvytyte 2012, 52). Kitais zodziais tariant, realijos ir yra tie
specifiniai kultiriniai elementai, jvardijantys tam tikras savokas, daiktus, reiSkinius ir
procesus, kurie originalo kalbos kultiiroje egzistuoja, o vertimo kalbos kultiirai néra budingi.
Kartais dalykinéje vertimo literatiiroje aptinkama ir neekvivalenciy Zodziy ar neakvivalentés
leksikos terminy, o tarpkultirinés komunikacijos specialistai pirmenybe teikia terminui
cultural meaning, cultural transfer (pgl. Liisebrink 2008, 129). Labai vykes terminas,
manytina, buty specifiniai kultiros elementai, kurie apimty ne tik realijas, bet ir kalbos
vartoseng, kaip antai mandagumo formules, jaustukus bei neverbalinius elementus (gestus,

kiino kalbg ir pan.).
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Filmy vertimo iS vokieciy kalbos ypatumai ir strategijos

Siame skyriuje apzvelgiami pagrindiniai filmy vertimy i§ vokieéiy kalbos aspektai.
Susitelkiama tik ties tomis strategijomis, kurios aptiktos subtitruojant ir ver¢iant uzklotiniu
vertimu minétus keturis filmus ir stengiamasi apibendrinti pagrindinius vertimo sunkumus,

kylancius d¢l kalbiniy ir kultiiriniy reikSmiy neatitikimo.

1. Perfrazavimas
1) 00:15:04
Los, los, Mensch! Auf drei, Mann!

Judinkités, pridvése karosai!

2) 00:23:22
April April. Ubung ist das halbe Leben.
Nur kein Moos ansetzen.

Neblogai neblogai. Pasitreniruosim.
Kitaip uzradysim. (Das Boot 1981)

Pirmame pavyzdyje pazodinis vertimas i§ vokieciy kalbos biity Nagi, nagi, Zzmogau!
Viens, du, trys, vyrai! Filmo vertime raginimas imtis veiklos gana kiirybiskai perfrazuojamas
pridedant pridvésusius karosus ir taip sustiprinamas Snekamosios ir / arba jurininky kalbos
ispudis. Antrame pavyzdyje vokieciy kalboje yra sustabaréjes sutrumpintas zodziy junginys
(plg. j-n in den April schicken — apmulkinti, apgauti balandzio 1-osios dienos proga),
reiSkiantis, kad pries§ tai pasakyti Zodziai buvo pokstas (filme jureiviams buvo paskelbtas
netikras aliarmas). Buty galima versti apgavau, pamelavau, su balandzio 1-gja ir pan.
Antrasis sakinys Ubung ist das halbe Leben atitikty Geros pratybos — pusé darbo. Sios
parafrazés nepasirinktos dél poreikio trumpinti. Tikétina, kad tiesiog neatpazinti perkeltinés
reikSmés zodZiy junginiai.

2. Eksplikavimas

3) 00:01:31

Die Damen sind hier.
Kreis 2 hat bestdtigt.

Ponios jau cia.
Antroji kariné apygarda patvirtino. (Der Untergang 2004)
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Tre¢iame pavyzdyje pasirinktas aiSkinamasis vertimo biidas, nors galimas ir trumpesnis
variantas — apygarda Nr. 2 arba antroji apygarda. Kaip administracinis vienetas daiktavardis
Kreis verCiamas apskritimi (pgl. Krizinauskas 2006, 623). Atsizvelgiant  skirtingy Saliy
administracinj teritorinj suskirstyma, ne visada pavyksta rasti ekvivalentus vokiSkiems
yodziams Kreis, Bezirk™, Gemeinde (Lietuvoje atitikty apskritis, rajonus ir seniiinijas), o

ypac tuometinéje Vokietijoje Antrojo pasaulinio karo metu.

3. Kompresija

4) 01:56:06

Warum wurde ich eigentlich nie abgehort?
Sie haben doch jeden iiberwachen lassen.
Warum nicht mich?

Juk seket visus.
Kodél ne mane? (Das Leben der Anderen 2008)

Neaisku, kodeél filmo vertéjas (-ai) pasirinko tokj kraStutinj trumpinimo biidg, matoma

ketvirtame pavyzdyje. Pirmasis sakinys neisverstas: Kodél manes niekada neapklausé?
4. Snekamosios kalbos ZodZiy ir keiksmaZodZiu neutralizavimas

5) 00:19:49
Wir miissen Berlin halten,
dann machen wir mit den Amerikanern Kippe.

Jei apginsime Berlyng dar porq dieny,
susitarsime su amerikieciais. (Der Untergang 2004)

6) 00:48:00
Aber Himmler reifit und den Arschloch,
wenn wir diese Scheifizeichnung nicht liefern konnen.

Himleris nusuks mums galvas,
Jjei nepristatysime to velnio paveikslo. (Mein bester Feind 2011)

7) 02:45:36
Scheifle, verdammte! Kannst helfen? Hier, leuchte mal!

Vater, unser, vergiss uns nicht und...
Ei, blodes Arschloch! Trampel! Idiot!

Velniai griebty, imk zZibintq! Vairagalyje dar reikia Zmoniy.
Viespatie, neapleisk miisy...
Ei, judink uzpakalj! (Das Boot 1981)

*¥ Bezirk — apygarda kaip administracinis vienetas buvusioje VDR (pgl. Krizinauskas 2006, 179).
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Penktame pavyzdyje vokiskas posakis Kippe machen traktuotinas kaip zargonizmas,
reiSkiantis turéti bendry reikaly, dalytis pusiau (pgl. Duden 1996, 836). Lietuviskame
vertime jis pakeistas neutraliu susitarsime. Lietuviy kalboje Zodziai bendras, sébras reiskia
dalininkg (pgl. Lietuviy kalbos zodynas 2008). Siekiant sustiprinti Snekamosios kalbos ispidj
buty galima versti Turime islaikyti Berlyng, tuomet sukirsim rankom su amerikieciais.

Sestame pavyzdyje vulgarizmai Arschloch reiffen (pazodziui iSdraskyti Sikng) ir
Scheifizeichnung (susiktas paveikslas) neutralizuojami pirmajj pakei¢iant neutraliu posakiu
nusukti galvas, o antraji — velnio paveikslu. Analizuojant vokisky filmy vertimus pastebétina,
kad dazniausiai vulgarizmai ir keiksmazodziai lietuviy kalboje pakeic¢iami posakiais, kuriuose
minimas velnias. Taip iSlaikomas keiksnojimo aspektas, kuris Zitirovui titruose nekrinta j akis,
o dubliuojant nerézia ausies.

Septinto pavyzdzio pirmame sakinyje — inversijos atvejis, t.y. vokiSkam sakiniui
nejprasta zodziy tvarka, taip pat praleistas veiksnys, kas rodo spontaniska Snekamosios
kalbos pobtudj. Situacija buvo labai jtempta, laivas beveik skendo, o vienas i$ jgulos nariy
nuleido rankas ir i§ nevilties pradéjo melstis. Sis sakinys su keiksmazodziais (Scheife,
Arschloch) ir Snekamosios kalbos Zodziais (Trampel, Idiof) taip pat padéjo sustiprinti pykc¢io
ir nerimo jspudj, taciau lietuviSkame vertime $is jspiidis dingo dél vertimo neutralesniais

zodziais (velnias, uzpakalis).

5. Dialekty, sociolekty ir idiolekty neutralizavimas

8) 00:49:33
Aah, ich konn net auftreten!
Hdilt’ nicht mehr aus so ein Herrenmenschenkérper, a?

00:51:39

Nebegaliu paeiti!

Pono virsininko kitnas nebe labai patvarus? (Mein bester Feind 2011)

Filme kalbama Vienos dialektu. Zinoma, jgarsinant nei§vengiamai prarandamas $is
aspektas. AStuntas pavyzdys (antroji eiluté) taip pat iliustruoja ir ironijos adaptavima vertimo
kalboje. Vokie¢iy kalbos sudurtiniy daiktavardziy potencialas (Herrenmenschenkorper)
vertime neutralizuojamas bandant kompensuoti ironijg kitoje vietoje (nebe labai patvarus). 18
tokiy strategijy matyti, kad kalbant apie filmy vertimus daznai susiduriama su ,,nuliniu
stiliumi®, nes tarsenos ypatybiy perteikti nejmanoma, daznai nejmanoma ekvivalentiSkai
perteikti ir standartizuotos tam tikros socialinés klasés ar atskiro individo specifinés

kalbésenos ypatybiy.
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9) 00:31:53
Mach das Schott dicht, Mensch, du Kakerlake!

Ei, daryk duris, girdi, bukagalvi isgama! (Das Boot 1981)

Devintame pavyzdyje das Schott (vandeniui nelaidi pertvara laive®’) yra specifinis
terminas, vartojamas jiirininky kalboje, o die Kakerlake (tarakonas) pavartotas Cia kaip
keiksmazodis. Vertime j lietuviy kalbg neutralizuotas sociolektas pakeiciant daryk duris, kas
povandeniniame laive nejmanoma, o keiksmazodziui parinktas atitikmuo, imituojantis

individualig kalbéseng (bukagalvis isgama).

10) 00:49:25
Hochpeilung bei 60 Grad - ganz schwach.
Wasserbomben. Die beharken jemanden.

Yra. 60 laipsniy — labai silpnas.
Ten musis. Tai sprogimai. (Das Boot 1981)

DeSimtame pavyzdyje beharken — kareiviy kalba apibtidinamas Saudymas tam tikrq laiko
tarpg be sustojimo™. Ver&iant dél kompresijos nelieka ne tik $io specifinio termino (i§versta

sprogimai), bet ir tikslumo (Hochpeilung — gylio matavimas, Wasserbomben — vandens

bombos).

6. Zodziy zZaismo ir ironijos adaptavimas

11)00:11:59
Was mich am meisten stort, ist die Schleimerei.

Nach vorn ,, Sieg heil “ und nach hinten
. Leck mich am A...Abend. “

Nekenciu ty dviveidziy mulkiy, kurie sako:
., Sloveé pergalei”, bet uz akiy sako:
,, Pabuciuok mano s...senele. “ (Der Untergang 2004)

12)01:40:17
Sie sind also mein Fiihrungsoffizier?
Dann fiihren Sie mich!

Vadinasi, Jiis mano operatyvininkas.
Tuomet pradeékite operacijg! (Das Leben der Anderen 2008)

13)00:30:53
Musik fehlt hier. Unser Hitlerjugendfiihrer konnte mal 'ne Platte auflegen lassen?

Triksta muzikos. Vadas hitleriiiga paliko mums vieng jrasq, tiesa? (Das Boot 1981)

% Pgl. Krizinauskas; Smagurauskas (2006, 242).
%% Pgl. Duden (1996, 223).
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Labiausiai vyke minéty filmy vertimuose yra zodziy zaismo adaptacijos ir ironijos
perteikimo pavyzdziai. Tiek formos, tiek turinio poziiiriu stengtasi perteikti originalo kalbos
subtilybes. Vienuoliktame pavyzdyje Leck mich am A...Abend (turima galvoje pabuciuok man
subine, o pasakoma pabuciuok mane vakare) vokieciy kalboje abu zodziai pradedami ta pacia
raide, plg. Arsch ir Abend. Lietuviy kalba pateiktas vertimas Pabuciuok mano s...senelg
perteikia dviprasmybe ir iSlaiko Zodziy zaismg, kylant] dé¢l vienody numanomo ir iStarto
zodziy pirmyjy raidziy.

Dvyliktame pavyzdyje labai panasiai ,,suzaidZziama* bendromis vokisky zodziy fiihren
(vesti, vadovauti, plg. fiureris) ir Fiihrungsoffizier (operatyvininkas) Saknimis. LietuviSkame
sakinyje operatyvininko Saknies pagrindu pasirinktas operacijos atitikmuo, kuris, nors ir
netenka vadovavimo reikSmés (pazodinis vertimas: Vadinasi, Jiis mano operatyvininkas?
Tuomet vadovaukite man!), puikiai atlieka savo zaisming¢ funkcija.

Tryliktame pavyzdyje sudurtinis vokieciy kalbos daiktavardis Hitlerjugendfiihrer
(Hitlerjugendo® vadas) kei¢iamas vadu hitleriiiga, nors pats daiktavardis Tre¢iojo Reicho
laikais neigiamos konotacijos netur¢jo, taciau filme pagrindinis veikéjas labai ironiskai ir su
panieka referuoja | asmenj, nesugebant] kritiSkai mastyti ir aklai vykdant] virSenybés
jsakymus. Pazodinis vertimas buity Tritksta muzikos. Hitlerjugendo vadas galéty jsakyti uzdeti

plokstele, tiesa? Taigi antroji sakinio dalis iSversta neteisingai.

7. Netikslus ir nuo originalo nutoles vertimas

14) 00:21:33
Kinnmuskelspanner** unser 1WO (erster Wachoffizier). Junger Marschierer.
weltanschaulich durchgeformt. (Filmas)

Ein Griinschnabel, unser mexikanischer Rekrut. Eine Maschine. Fiihrt Befehle
aus, die nicht ihm gelten. (Filmo scenarijus)

O jo principai kieti. Varikliai, jsakymai neaptarinéjami. (Subtitrai) (Das Boot
1981)

15)02:27:15 (Uzrasas filmui baigiantis)
TRAUDL JUNGE

wurde von den West-Alliierten

als ,,jugendliche Mitlduferin
eingestuft.

3 Hitlerjugendas — jaunimo organizacija, priklausiusi Vokietijos nacionalsocialistinei darbininky partijai. Nuo
1933 m. jis tapo vienintele oficialia valstybine jaunimo organizacija, turéjusia 8,7 mln. nariy (98 proc. visy
vokieciy tautybés jaunuoliy) (pgl. Vikipedija).

32 Kinnmuskelspanner — labai svarbus ir teisingas vadovas, kalbant apie VFR ginkluotasias pajégas (pgl.
MundMische).
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Traudle Jungé
vakary sqjungininkés klasifikavo
kaip ,,uzjauciancig jaunuole “. (Der Untergang 2004)

16) 00:08:10
Auf unseren herrlichen, abstinenten, unbeweibten Fiihrer!

Uz musy didjjj, santiryjj ir viengungio gyvenimq gyvenantj fiurerj! (Das Boot 1981)

Keturioliktame pavyzdyje dél filmo ir filmo scenarijaus neatitikimo, o galbtt ir dél
skirtingoms Salims numatyty filmy versijy turime kardinaliai besiskirian¢ius variantus, taciau
vertimas bet kuriuo atveju klaidingas i§ esmés ir né i§ tolo negali buti laikomas adekvaciu
filmo atzvilgiu. Kalbant apie filmo versijg reikéty versti O miisy pirmasis sargybinis /
budétojas labai svarbus asmuo / vadovas. Jaunasis zZygeivis, pasaulietiskai isauklétas. Filmo
scenarijuje paraSyta Pienburnis tas miisy meksikietis rekriitas / naujokas. Masina, vykdanti ne
Jjam skirtus jsakymus.

Penkioliktame pavyzdyje visiSkai nemotyvuotas termino Mitldufer vertimas, kuris turi
neigiamg konotacijg ir reiskia politinj prisitaikélj. Pazodinis vertimas uZjaucianti jaunuolé
nelogiskas ir klaidingas.

Sesioliktame pavyzdyje herrlich ir abstinent nemotyvuotai pakeista didziuoju ir
santuriuoju, nors pirminés ir pagrindinés reikSmeés biity puikus / nuostabus ir susilaikantis
(dazniausiai nuo alkoholio). Taigi teisingas ir lakoniSkas vertimas buty Uz miisy puikyji

blaivininkq ir viengungj fiurerj!
8. Karinés realijos parafrazé

17)00:08:01
Der Divisionsgefechtsstand der Flak (sutr. Fliegerabwehrkanone) am Zoo-Bunker
meldet, dass es sich hier um Geschiitze nur des Kalibers 10 bis 12 handelt.

Zenitinés artilerijos kontrolés postas
zoologijos sodo bunkeryje tvirtina, kad ginkly kalibrai yra 10 ir 12 mm. (Der Untergang
2004)

Septynioliktame pavyzdyje Divisionsgefechtsstand (divizijos / padalinio vadavieté)
keiCiamas kontrolés postu, kas néra adekvatus taktinio struktiirinio vieneto, susidedancio is

keleto pulky (brigady) (pgl. Enciklopedinis karybos Zodynas 2008, 126), perteikimas.
9. Politinés ir visuomeninés realijos neutralizavimas

18) 01:11:30
— Ok, wie versprochen, Paul wdre driiben.
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— Kaip Zadéjau, Paulius jau kaip ir ¢ia. (Das Leben der Anderen 2008)

19) 00:01:54
Er hat mir nicht mal gesagt, dass er riiber wollte.
Ich hab s erst im Betrieb erfahren.

Jis man net nesakeé, kad nori bégti.
Suzinojau tik darbe. (Das Leben der Anderen 2008)

ASstuonioliktame ir devynioliktame pavyzdziuose kalbama apie tuomet] Vokietijos
padalijimg ] Ryty ir Vakary Vokietijas. Vertime Sis aspektas panaikinamas. Driiben ir riiber

bty galima versti peréjo sienq, Siapus it anapus.
10. Svietimo sistemos realijos konkretizavimas

20) 01:21:33
Wir sind nicht mehr in der Hochschule.
Bei Projekten geht es nicht um Noten, sondern um Erfolg.

Mes jau ne akademijoje.
Projektuose svarbu ne pazymiai,
o sékminga pabaiga.

Die staatliche Zentralverwaltung fiir Statistik in der Hans-Beimler-Strafse zdhlt alles, weif3
alles: Wie viel Schuhe ich pro Jahr kaufe: zwei Komma drei, wie viele Biicher ich im Jahr
lese: drei Komma zwei... (Das Leben der Anderen 2008)

21) 00:22:05
...und wie viele Schiiler jedes Jahr mit 1,0
ihr Abitur machen: 6347.

...ir kiek abiturienty kasmet baigia
auksciausiu vidurkiu: 6347 (Das Leben der Anderen 2008)

DvideSimtame pavyzdyje daiktavardis Hochschule (aukstoji mokykla) sukonkretinimas
pakeiCiant Zodziu akademija, kuris daznam lietuviui asocijuojasi su karo arba policijos
akademija. Filmo kontekste toks vertimas néra klaidingas.

DvideSimt pirmame pavyzdyje Vokietijos Svietimo sistemos aukSciausias balas —
vienetas pakeiCiamas tikslesniu ir aiSkesniu auksciausiu vidurkiu. Toks vertimo buidas galéty

bti priskirtas ir aiSkinamajam vertimui.
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ISvados

D¢l vertimo ambivalentiSkumo (interpretacija, prieSinama ziniy perteikimui) kylanciy
paradoksy galimos tik galimy atitikmeny paieSkos, o ne konkrecios reikSmés perteikimas
vertimo kalboje. NeiSver¢iamumo problema nenumato absoliuciai adekvataus vienos kalbinés
sistemos sluoksniy perteikimo kitoje kalboje, todél ,,antrojo originalo* buvimas i§ esmés
nejmanomas. Lingvistinis ir kulttirinis neiSver¢iamumas yra pagrindiniai sunkumai, su kuriais
vertéjui tenka susidurti ver¢iant tradicinio ir audiovizualaus pobiidzio tekstus.

Apibendrinus dalykinéje literatiiroje iSskiriamas audiovizualaus vertimo strategijas ir
budus, taip pat atsizvelgiant j kultiiriniy reik§miy perteikimo specifika, straipsnyje analizuoti
subtitruoti ir uzklotiniu vertimu jgarsinti filmai pasizymi vertimo strategijy gausa, i§ kuriy
dazniausiai pasitaiko neiSvengiamos kondensavimo strategijos, tokios kaip trumpinimas,
kompresija ir kompensavimas. Itin daznai pasitaikantis perfrazavimas traktuotinas kaip
originalo kalbos atitikmeny paieSkos rezultatas. Dazniausiai neutralizuojami Snekamosios
kalbos zodziai ir keiksmazodziai, t. y. vertimo kalboje jie stipriai suSvelninami arba
perteikiami norminés kalbos formomis. Atlikta filmy analizé parodé itin sékmingg zodziy
zaismo ir ironijos adaptavimg vertimo kalboje. Perteikiant kultiirines reikSmes (realijas)
filmuose itin daznos perfrazavimo, neutralizavimo, konkretizavimo arba generalizavimo

strategijos.
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ON SOME ASPECTS OF FILM TRANSLATION FROM GERMAN INTO LITHUANIAN

Summary
The article deals with some aspects of movie translation from German into Lithuanian by
focusing on subtitled and voiceover-translated films. On the grounds of previous theoretical
researches, the presumption of untranslatability is discussed, and the arising difficulties are
outlined. Cases of untranslatability by default are defined in the context of types of referential,
pragmatic and intralinguistic untranslatability as defined in academic researches.

The paper proceeds with analysis of subtypes of audio visual translation, specifically,
subtitling, voiceover translation and synchronization; the common ways and strategies of the
translation when employing the first two subtypes are discussed. Possibilities of rendering
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culturally-laden meanings are further discussed as a separate issue which is commonly
tackled when producing traditional or audiovisual translations.

Having analyzed the translations of four German films into Lithuanian, the following
strategies are discussed and examples are elaborated upon: paraphrasing, explication,
compression, neutralization, concretization and imprecise translation.

KEY WORDS: untranslatability, audiovisual translation, cultural meanings, film
translation strategies for subtitling and voiceover translation.
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AUDIOVIZUALINES PRODUKCIJOS PRITAIKYMAS ZMONEMS SU REGEJIMO
NEGALIA

Norint, kad audiovizualiné (toliau — AV) produkcija buty pasiekiama ne tik pirminei
auditorijai, t. y. ne tik suprantantiems AV produkto kalbg bendrgja prasme, biitina tq
produkcijq specialiai pritaikyti. Zinomiausias ir dazniausiai naudojamas tokio pritaikymo
biidas yra vertimas, nes isversta AV produkcija tampa suprantama kitakalbiams.

Taciau ne tik dél kalbiniy (siaurgja prasme) barjery tam tikros Zmoniy grupés negali
mégautis AV produktais. Viena is tokiy grupiy yra zmonés su tam tikra negalia. Straipsnyje
apsiribojama kai kuriy tipy AV produkcija ir analizuojamas televizijos, kino bei teatro
prieinamumas ir pritaikymas regéjimo negaliq turintiems zmonéms. Dél ribotos straipsnio
apimties apie kompiuterius ir jy programas (kaip AV produktg) ¢ia bus kalbama tiek, kiek tai
tiesiogai susije su televizijos, kino ir teatro prieinamumu ir pritaikymu regéjimo negaliq
turintiems Zmonéms, ir nesiekiama issamios vienalytés apzvalgos, nors kompiuteris ir jo
programos irgi jeina j AV produkto sqvokq. Tai galéty biti tolimesniy tyrimy objektas.

Garsinis vaizdavimas laikomas viena is audiovizualinio vertimo riusiy (Gambier 2004, 2—
4) ir jvardijamas kaip intersemiotinis vertimas, nes verciama is vienos Zenkly sistemos ar
kodo j kitq — is vaizdo j sakytinj tekstq.

REIKSMINIAI ZODZIAI: audiovizualiné produkcija, audiovizualinis vertimas, garsinis
vaizdavimas, regéjimo negalia.

Ivadas

Kaip teigiama Pasaulio sveikatos organizacijos 2010 m. ataskaitoje, pasaulyje yra 285
milijonai sutrikusio regéjimo Zmoniy, i$ jy 39 milijonai — visiSkai akly (WHO 2012, 3). Per
regg zmogus samoningai ir nesamoningai gauna itin didele dalj — pasak Millerio, apie
90 proc. — mus supancio pasaulio informacijos (Miller 2001, 1). Neturint arba netekus regos,
smegenys persitvarko, ypac suaktyvéja lytéjimo ir klausos juslés, kurios ir padeda i§ dalies

kompensuoti vizualinés informacijos trikuma:
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Now scientists from the UCLA * Department of Neurology have confirmed that
blindness causes structural changes in the brain, indicating that the brain may reorganize itself
functionally in order to adapt to a loss in sensory input. (Wheeler 2009)

Nepaisant Siy smegeny gebéjimy, aklieji vis tiek susiduria su dideliais fiziniais ir
socialiniais barjerais, tarp kuriy — socialine ir kulttriné atskirtis, taigi — ir prieigos prie AV
produkcijos netektis. Zmonéms su regéjimo negalia neprieinama didelé dalis audiovizualinés
produkcijos informacijos. Suprasti filmg, spektaklj ar televizijos programg jiems padeda
veikéjy dialogai, muzika, veiksmus lydintys garsai, bet to paprastai neuztenka. AV
produkcijos suvokimo barjerus gali sumazinti audiovizualinis vertimas, konkreciai — garsinis
vaizdavimas (toliau — GV): tarp dialogy jterpiamas garsinis vaizdo apibiidinimas, kurj sudaro
su scenos pasikeitimu, veikéjy veiksmais, iSvaizda, gestais ir mimikomis susij¢ nesaliski,
objektyviis komentarai.

I. Koverien¢ ir D. Satkauskaité, remdamosi J. J. Martinezu Sierra, audiovizualinj vertima
apibrézia taip: ,,Audiovizualinis vertimas — mokslinis terminas, apibiidinamas kaip teksto
vertimas, sinchroniskai transliuojamas dviem vienas kitg papildanciais kanalais — akustiniu ir
vizualiniu.” (Koverien¢ ir Satkauskaité 2014, 27)

Chiaro audiovizualinj vertimg apibrézia kaip kalbiniy komponenty, aptinkamy

audiovizualiniuose kiriniuose ar produktuose, perkélimg i§ vienos kalbos ] kita:

Audiovisual translation (AVT) is the term used to refer to the transfer from one language
to another of the verbal components contained in audiovisual works and products. Feature
films, television programs, theatrical plays, musicals, opera, Web pages, and video games are
just some examples of the vast array of audiovisual products available and that require
translation. As the word suggests, audiovisuals are made to be both heard (audio) and seen
(visual) simultaneously but they are primarily meant to be seen. (Chiaro 2013, 1)

Sio straipsnio kontekste ypa¢ svarbus paskutinis teiginys, kad audiovizualiniai produktai
vis délto pirmiausia skirti matyti. Garsas ir vaizdas sudaro AV kiirinio vienove, o jeigu asmuo
neturi prieigos prie vieno i$ $iy esminiy komponenty, tiksliau — kaip liudija ir kg tik pateiktas
Chiaro apibrézimas — prie svarbesnio i§ jy (vaizdo), tokiam asmeniui AV produkto turinys

gali tapti praktiskai nepasiekiamas arba itin ribotas.

Tikslas, uzdaviniai, metodika

Sio straipsnio tikslas — atskleisti televizijos, kino ir teatro kaip AV produkcijos pritaikymo
zmonéms su regé¢jimo negalia specifikg. Siekiant Sio tikslo, numatyti ir jgyvendinti Sie

uzdaviniai:

3 UCLA — University of California, Los Angeles.
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e apzvelgti AV produkcijos pritaikymo zmonéms su regéjimo negalia teorijg ir praktika

uzsienyje ir Lietuvoje;

e remiantis pasirinktu AV produktu, atskleisti pagrindines GV rengimo problemas ir

gaires;

e pristatyti televizijos, kino ir teatro pritaikymo Zmonéms su regéjimo negalia technines

priemones.

Rengiant straipsnj taikyti keli moksliniy darby metodai: AV produkty pritaikymo
Zmonéms su regéjimo negalia istorinei raidai apzvelgti ir straipsnio tema jau atliktiems
tyrimams ir paskelbtoms publikacijoms susisteminti bei jy duomenims apibendrinti taikyti
deskriptyvinis ir interpretacinis metodai, o AV produkty garsinio vaizdavimo ypatumams ir
problematikai iStirti pasitelktas analitinis metodas.

Siame straipsnyje vartojami terminai ,,garsinis vaizdo apibudinimas“ ir ,,garsinis
vaizdavimas* yra kity autoriy vartojamy terminy ,,audiodeskripcija® (Mykolaityté 2000),
»garsinis aprasSymas“ / ,,garsinis komentavimas“ (Rotundas 2004), ,,garsinis apraSas“ /
,»garsinis apraSymas‘ (Vil¢inskas 2008, 21), ,,audiopasakojimas* (Vainoras 2012) sinonimai ir
pasirinkti atsizvelgiant | Valstybinés lietuviy kalbos komisijos (VLKK) Terminologijos
pakomisés 2014 m. balandzio 2 d. posédyje teiktas rekomendacijas (Koveriené ir
Satkauskaité¢ 2014, 28). Terminas ,,garsinis vaizdavimas‘ Siame straipsnyje Zymi procesg, o

terminas ,,garsinis vaizdo apibiidinimas‘ — to proceso metu sukurtg produktg.

Televizijos, kino ir teatro pritaikymo Zmonéms su regéjimo negalia istorijos apZvalga

Pagrindinis ir bene populiariausias AV produkcijos pritaikymo Zmonéms su regéjimo negalia
budas yra GV. Pasak Snyderio (2008, 191), GV tévyne laikomos JAV, kur 1964 m. aklas JAV
Svietimo skyriaus (angl. the Department of Education) darbuotojas Chetasas Avery’us,
Zinojgs apie paramos programa, pagal kurig turéjo biiti subtitruojami filmai kurtiesiems,
paragino aklyjy organizacijas kreiptis dé¢l finansinés paramos rengiant filmus su garsiniu
vaizdavimu. Tac¢iau tuo metu organizacijos neteiké tiek daug reikSmés medijy prieinamumui,
o pirmiausia riipinosi, kaip akliesiems uztikrinti darbo vietas (Snyder 2008, 191).

AV produkcijos pritaikymo zmonéms su regé¢jimo negalia koncepcija 1975 m. savo
magistro darbe sukiiré ir aprasé Gregory’is Frazieris (pgl. Snyder 2008, 191), ta¢iau Arma
pabrézia, kad, pavyzdziui, Ispanijoje pirmieji GV bandymai vyko dar penktojo deSimtmecio

pabaigoje:

According to Orero (2007) the first country for which documented audio description

155



attempts exist is Spain, where audio description started to be provided after the Civil War once
per week in the late 1940's by journalist Gerardo Esteban. Audio description was transmitted
at that time on radio frequencies and played a vital role both for the blind and the sighted users
until the birth of television. (Arma 2011, 41)

1980 m. Vasingtono teatro ,,Arena Stage™ vadybininkas Wayne’as White’as surengé
pasitarimg apie teatro prieinamuma. Po $io pasitarimo j akluosius orientuotos radijo skaitymo
tarnybos ,,The Metropolitan Washington Ear*“ vadovés neregés Margaret Pfanstiehl ir jos
vyro iniciatyva sukurta pirmoji pasaulyje iki Siol veikianti, scenos menui pritaikyti skirta
garsinio vaizdavimo programa (Snyder 2008, 192).

Arma surinktais duomenimis, Jungtinéje Karalystéje teatro spaktakliai su GV pradéti
rodyti devintojo deSimtmecio viduryje, o kino teatre filmas su GV pirmg kartag demonstruotas
2002 metais (Arma 2011, 43-45).

Pasak Arma, Pranciizijoje GV pradétas vystyti devintojo deSimtmecio pabaigoje Augusto
Coppolos déka. Sia sritimi Coppola susidoméjo dirbdamas San Fransisko universitete, kur
1975 m. Gregory’is Frazieris ir suformavo GV koncepcija (Arma 2011, 50). 1987 metais San
Fransisko universitete jie jkiiré institutg ,, The AudioVision Institute® (ADC 2013), o 1989
metais Kany kino festivalyje jy iniciatyva pirmg kartg pristatytas filmas su garsiniu vaizdo
apibiidinimu: garsinio vaizdo apibiidinimo autorius buvo Frazieris (Mykolaityte** 2000), o
id¢ja jgyvendinti padéjo Coppola (Asimov 2009).

Kaip teigia Arma (2011, 45), 1989 metais Vokietijoje grupé¢ bendraminciy, jkvépta Kany
festivalio, jsteigé ,,Miinchner Filmbeschreibergruppe® (liet. ,,Miuncheno filmy aprasytojy
grupé”) ir parengé kai kuriy amerikietisky komedijy garsinius vaizdo apibiidinimus. Si grupé
laikoma GV Vokietijoje pradininkais (placiau zr. Kirf 2008, 19-20).

ADLAB projekto, remiamo Europos Komisijos, 2012 m. ataskaitoje apzvelgiama
Europos Saliy AV produkcijos pritaikymo akliesiems ir silpnaregiams situacija ir teigiama,
kad galimybe stebéti pasirodymus su GV skirtingu mastu teikia tokiy Europos Saliy kaip
Ispanija, Belgija, Vokietija, Italija, Portugalija, Lenkija, Jungtin¢ Karalyste teatrai, tarp jy ir
operos bei baleto teatrai. Greta §iy $aliy dar minima Pranciizija, Svedija, Suomija ir Lietuva
(ADLAB 2012, 36).

Televizijos transliacijas, papildytas garsiniu vaizdo apibiidinimu, Europoje taip pat jau
vykdo ne vienas televizijos kanalas. Pavyzdziui, Anglijos televizija ,,BBC* teigia §iuo metu
20 proc. savo programy pritaikanti Zzmonéms su reg€jimo negalia, t.y. transliuojanti tas
programas papildytas garsiniu vaizdo apibudinimu, kaip ir reikalaujama pagal jstatymus

(BBC 2014). Tie patys reikalavimai taikomi ir tokiems transliuotojams kaip ,,Channel 4 arba

** A. Mykolaityté (2000) vartoja terming audiodeskripcija.
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»Sky*“ (RNIB 2014).

Kalbant apie Lietuva, biitina paminéti, kad iki 2012 m. spalio pabaigos veikusi analoginé
televizija buvo viena i§ pagrindiniy kliti¢iy, dél kuriy televizijos transliacijos su GV buvo
nejmanomos. Vis délto, nors Lietuva nuo analoginés televizijos peré¢jo prie skaitmeninés, per
dvejus metus niekas nepasikeité ir Lietuvoje transliacijy su GV, pritaikytu regos negalig
turintiems zmonéms, néra, nors 2010 m. kovo 10 d. priimtos Europos Parlamento ir Tarybos
direktyvos 2010/13/ES (Audiovizualinés Ziniasklaidos paslaugy direktyvos) III skyriaus 7
straipsnyje, nevartojant tiesioginio imperatyvo, numatoma, kad:

Valstybés narés skatina jy jurisdikcijai priklausancius Zziniasklaidos paslaugy teikéjus
uztikrinti, kad jy paslaugos palaipsniui tapty prieinamos asmenims, turintiems regéjimo ar

klausos negalia. (Audiovizualinés Ziniasklaidos paslaugy direktyva 2010/13/ES. ES oficialusis
leidinys L 95 2010, 15)

Apie tai, kad kai kuriose Europos Salyse dar tik neseniai sukurta tam tikra jstatymy,
susijusiy su AV produkcijos prieinamumu akliesiems ir silpnaregiams, bazé, kalbama ir jau
minétoje ADLAB projekto ataskaitoje:

[...] [L]egal provisions and obligations on both public and private broadcasters to provide
audio description were, at least until very recently, absent in Cyprus, the Czech Republic,
Denmark, Estonia, Finland, Latvia, Luxembourg, and Slovenia. Ireland has legislation in place

to guarantee 1% of public broadcasts and Sweden also has legislation in this regard. (ADLAB
2012, 18)

Kalbant apie artimiausias Lietuvos kaimynes, biitina pastebéti, kad, pavyzdziui,
Lenkijoje (Balstogeje) pirmasis vietos kiiréjy filmas akliesiems, t. y. lenky rezisieriaus
Michato Kwiecinskio filmas ,Statistai“ (,,Statysci®), kurio vaizdus gyvai komentavo
diktorius, parodytas dar 2006 m. lapkri¢io 26 d. (BNS ir Irytas.Ilt 2006), o 2008 m. buvo
parodytas Andrzejaus Wajdos filmas , Katyné*“ (,,Katyn®) — pirmasis Lenkijoje filmas,
kuriame buvo ir subtitrai kurtiesiems, ir GV akliesiems (Walczak 2010, 34).

Kaip teigia A. Mykolaityté, vienas pirmyjy AV produkcijos pritaikymo bandymy
Lietuvoje vyko 2000 m., kai ,,Lietuvos® kino teatre buvo parodytas vokieCiy rezisieriaus
Wernerio Herzogo filmas ,,Tylos ir tamsos $alis“, kurj komentavo rezisierius Audrius Stonys:

Jam teko iSties nelengvas darbas — salé nebuvo pritaikyta komentuoti balsu, uztat teko
apie filme matomus zmones, aplinka kalbéti ne i§ radiofonizuotos kabinos, o stovint prie

ekrano: vargu ar galinése eilése sédintys zifirovai girdéjo, kas buvo sakoma. (Mykolaityté
2000)

Lietuvoje pirmasis akliesiems skirto lietuvisko filmo seansas jvyko tik 2012 m. sausio
18 d. Lietuvos aklyjy bibliotekos Panevézio filiale, kur pristatytas rezisieriaus Sauliaus

Drungos filmas ,,Anarchija Zirmiinuose“. Sis filmas ypatingas tuo, kad garsinis vaizdo

157



apibuidinimas buvo jradytas atskirame garso takelyje’”, o ne pateiktas diktoriaus gyvai. Filmas
gimé bendradarbiaujant Lietuvos aklyjy ir silpnaregiy sgjungai ir nepriklausomai kino
gamybos kompanijai ,,Tremora“ (Bernardinai.lt 2012).

Nuo 2012 m. Lietuvos aklyjy ir silpnaregiy sajunga vykdo projekta ,,Garsinis
vaizdavimas teatre®, kurio tikslas — pritaikyti kultiring aplinka regos negalig turintiems
zmonéms ir suteikti galimybe stebéti bei suvokti profesionalyjj teatro meng. Biitent
igyvendinant §j projekta Lietuvoje buvo pirmg karta rodomas spektaklis su garsiniu vaizdo
apibudinimu: per belaides ausines nematantiems zilirovams buvo transliuojamas ,,gyvas“
spektaklio komentaras. Pirmojo spektaklio — A. Cechovo ,,Dédé Vania® (rez. E. Lacascade) —
GV atliko aktoré Adrija Cepaité. Véliau buvo pritaikyti ir spektakliai ,,Visuomenés priesas*
(aut. H. Ibsenas, rez. J. Vaitkus), ,,Lilijomas® (aut. F. Molnaras, rez. L. Bagossy), ,,Katedra*
(aut. J. Marcinkevicius, rez. O. KorSunovas). Spektakliy pritaikymas Zmonéms su regéjimo
negalia neapsiribojo GV: buvo paruostas ir prie$ spektaklj pristatytas scenos maketas, leista
susipazinti su scenografija (Lass.It 2012).

Biitina paminéti ir jaunyjy menininky grupe ,.Sestasis pojatis®, kuri 2009 m. sukiiré
unikalig teatro metodika, leidziancig tiek regéjimo negalig turintiems, tiek regintiesiems
tiesiogiai dalyvauti teatro spektakliuose ,,Bitinélio pasakos SeSiems pojiiciams* (placiau Zr.
Kamane.It (2011) ir Musuzodis.It (2011).

Akivaizdu, kad Lietuvoje AV produkcija tampa vis prieinamesné regos negalig turintiems
7monéms. Siame kontekste svarbu ir tai, kad Vilniaus universiteto Kauno humanitarinis
fakultetas (VU KHF) nuo 2012 m. vykdo tarpdisciplining bakalauro studijy programag
,,Audiovizualinis vertimas®, i kuria jtraukta ir disciplina ,,Garsinis vaizdavimas“*®, leidzianti
blisimiems audiovizualinio vertimo specialistams jgyti Sios dar gana jaunos vertimo srities
pagrindus. Apie poreikj ir biitinybe Lietuvoje ruosti tokius specialistus dar 2004 m. savo
straipsnyje uzsimin¢ Rotundas, aprasSydamas 2004 m. birzelio 18 d. vykusj jau minéto Joelio
Snyderio”’ apsilankyma Lietuvoje, jo susitikima su nejgaliyjy organizacijy bei Kultiros
ministerijos atstovais ir diskusijg apie meno prieinamuma nejgaliesiems (Rotundas 2004).

VU KHF Germany filologijos katedros iniciatyva fakultetas jau kurj laikg aktyviai
bendradarbiauja su Lietuvos aklyjy ir silpnaregiy sajunga (LASS)*® ir su Lietuvos aklyjy

3 Filmas i3leistas ir DVD formatu su specialiu garsinj vaizdavimg zyminciu zenklu ,,AD*.

%% Discipling désto viena i§ §io straipsnio autoriy, dr. Laura Niedzviegiené.

3" Tuo metu Joelis Snyderis buvo JAV nacionalinio subtitravimo instituto direktorius ir kompanijos
»Audiodescription” bendradarbis (Rotundas 2004).

¥ Oficiali bendradarbiavimo sutartis pasirasyta 2014 m. rugséjo 10 d.
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biblioteka (LAB)* bei siekia, kad kuo daugiau audiovizualinés produkcijos bity pritaikyta
regéjimo negalig turintiems Lietuvos gyventojams. D¢l bendradarbiavimo rengiant AV
produktus su garsiniu vaizdo apibiidinimu ir dél $iy produkty sklaidos per televizija kreiptasi

1 vieng i stambiyjy Lietuvoje veikian¢iy TV transliuotojy.

Moksliniy tyrimy apzvalga

Kaip jau minéta, pirmuoju placiai zinomu moksliniu tyrimu AV produkcijos pritaikymo
zmonéms su regé¢jimo negalia tema galima laikyti G. Frazierio 1975 m. parengta magistro
darbg ,,Televizija akliesiems™ (Snyder 2008, 191; Arma 2011, 51-52; ADC 2013). Véliau
vystési praktiné GV sritis, taikytos jvairios GV metodikos, plito teoriniai tyriné¢jimai.

Siame skyriuje siekiama apZzvelgti per mazdaug 15 pastaryjy mety publikuotus su
straipsnio tema susijusius mokslinius darbus, kuriuos buty galima skirstyti i tokias
kategorijas:

1) bendro pobiidzio tyrimai ir praktinés gairés, apibréziancios AV produkto GV procesg
ir jam keliamus profesinius ir (arba) techninius reikalavimus;

2) AV produkty pritaikymo Zmonéms su regé¢jimo negalia patirties ir metodiky, taikomy
tam tikroje Salyje ar regione, apzvalgos ir tyrin¢jimai,

3) su AV produkty GV susije tyrimai, atlikti atsizvelgiant j AV produkto zanra;

4) AV produkty su garsiniu vaizdo apibiidinimu kaip mokymo / studijy proceso jrankiy
tyrimai.

Pirmajai grupei priskirtini ir tam tikry valstybés institucijy ar suinteresuoty organizacijy
parengtos GV gairés, standartai ir modeliai, suformuluoti remiantis teoriniais ir praktiniais
tyrimais. Bitina paminéti ITC*’ (2000, Jungtiné Karalyste), AENOR*' (2005, Ispanija),
ADC* (2009, JAV), ADP* (Amerika) parengtas gaires. Apie tai, kaip rengti tam tikro Zanro,
konkrec¢iy vaizdo elementy GV, kuo ypatingas GV teksty vertimas, GV teksty tekstyny
formavimas ir tyrimas, gyvas ir jraSytas GV, savo moksliniuose darbuose kalba tokie autoriai
kaip Benecke (2004; GV raidos ir pagrindiniy GV Zingsniy apzvalga), Vercauterenas (2006;
skirtingy GV gairiy analize ir palyginimas; 2007, Europos GV gairés), Vercauterenas ir Orero

(2013; veido israisky analizé ir GV), Lopezas Vera (2006; GV teksty vertimas), Hernandez-

%% Oficiali bendradarbiavimo sutartis pasirasyta 2014 m. rugséjo 14 d.

“ITC — The Independent Television Commission.

*I AENOR — Asociacion Espaiiola de Normalizacion y Certificacion (Ispanijos standartizacijos ir sertifikavimo
asociacija).

* ADC — Audio Description Coalition.

* ADP — The Audio Description Project.
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Bartolome ir Mendiluce Cabrera (2009; GV koncepcija, kalbos ir techniniai ypatumai),
Salway; Tomadaki ir Vassiliou (2004; GV teksty tekstyny kiirimas ir analiz¢), Fryer (2010;
interviu, kur lyginamas ,,gyvas® ir jraSytas GV), Benecke (2014; GV istorija, GV metodikos,
esamy GV tyrimy apzvalga, GV vieta vertimo mokslo kontekste, pasirinkto vokieciy filmo
GV analiz¢é remiantis ADEM modeliu).

Apie tam tikros Salies ar regiono patirt] ir metodikas, taikomas rengiant AV produkcijos
GV, moksliniy darby parengé¢ Hernandez-Bartolome ir Mendiluce Cabrera (2004; GV
projektas Audesc Ispanijoje), Orero (2005; Ispanija), Matamala (2007; GV Katalonijos
regione), Greening (2006; GV vystymasis Jungtinéje Karalystéje), Yeung (2007; GV
Kinijoje), Snyderis (2008; GV Jungtinése Amerikos Valstijose) ir kt.

Kai kurie autoriai ne tik analizuoja ar formuluoja GV rengimo gaires, bet savo
moksliniuose darbuose orientuojasi i tam tikrg AV produkto zanrg ir (arba) i jo kalba,
pavyzdziui, Bourne ir Jiménez Hurtado (2007) tiria pasirinkto filmo GV angly ir ispany
kalba, Orero ir Whartonas (2007) savo straipsnyje pasitelkia Europoje ir JAV parengtas GV
gaires ir siekia suformuluoti gaires, kurios buty naudingos rengiant GV pasirinktiems
ispaniskiems filmams, Matamala ir Orero (2007) gilinasi j operos prieinamumg Katalonijoje,
Benecke (2007) siekia atskleisti, ar nusistovéje GV principai tinka vertime, ir analizuoja
pasirinkto vokieciy filmo GV, Yorkas (2007) kalba apie Didziosios Britanijos operos ir baleto
GV ypatumus ir rengimo technikas, Salway (2007) analizuoja vykdant projekta TIWO
Jungting¢je Karalystéje sudaryta filmy su garsiniu vaizdo apibudinimu tekstyng, Cabeza ir
Matamala (2008) vertina jau taikytus ir sitilo naujus GV elementus ,,Gran Teatre del Liceu*
teatrui Ispanijoje, Szarkowska (2009) aptaria filmy AV vertimo biidus (tarp jy ir GV)
Lenkijoje, Udo ir Fels (2009) gilinasi j Sekspyro dramos , Hamletas* subjektyvy,
emocionaly* GV Amerikos teatre, Arma (2012) tiria ir lygina pasirinkto filmo garsinius
vaizdo apibtdinimus angly ir italy kalbomis.

AV produkty GV tiriamas pasitelkiant kity discipliny, pavyzdziui, edukologijos, Zinias ir
pristatomas kaip galimas mokymo / studijy proceso jrankis ar elementas (ketvirtoji i§ minety
grupiy). Sio pobidZio moksliniy darby yra parenge tokie autoriai kaip Palomo Lopez (2008),
kalbanti apie garsinj vaizdo apibiidinimg ne tik kaip apie priemone, padedancig akliems ir
silpnaregiams vaikams suprasti AV produkto turinj, bet ir gelbstin¢ig mokantis kalbéti (autoré
lygina GV angly ir ispany kalba). Peralta; Sotomayor ir Lemusas (2009) apzvelgia GV ir

vertimo (bendrgja prasme) panasumus bei kalba apie poreikj vertimo studijy procese stiprinti

* Subjektyvus, emocionalus garsinis vaizdavimas laikomas vienu i§ eksperimentiniy GV biidy. Apie §j ir kitus
btdus pladiau zr. Walczak (2010, 51-53).
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ir gilinti rengiant GV reikalingus jgiidzius ir Zinias. 2008 m. sukurta interneto svetainé
,Description Key*, kuri pasitarnauja kaip gairiy rinkinys ir praktinis jrankis asmenims,
rengiantiems interaktyvios mokomosios medziagos GV. Kaip teigia ir svetainés jkuir¢jai, tokia
medZziaga naudinga ir reikalinga ne tik akliesiems, bet ir, pavyzdziui, uzsienio kalbos
besimokantiems, = mokymosi  sunkumy  turintiems  Zmonéms, autistams  (Zr.
Descriptionkey.org).

Kalbant apie Lietuvos mokslininky atliktus tyrimus, biitina paminéti 2005 m. apginta
R. JanuSevi¢ienés komunikacijos ir informacijos moksly krypties disertacija ,,Biblioteky ir
informacijos paslaugos sutrikusio reg¢jimo zmonéms*, D. Raudonienés menotyros mokslo
krypties disertacijg ,,Grafinis atvaizdas, skirtas aklam suvoké&jui: vizualumo ir taktilikos
santykis“ (2012), taip pat A. Vil¢insko magistro darba ,,Zmoniy, turinéiy regéjimo negalia,
integracija | bendruomeng™ (2008), kuriame greta kity aspekty aptariamas informaciniy
komunikaciniy technologijy panaudojimas integruojant j bendruomene Zmones su regéjimo
negalia. Pastarasis autorius kalba apie tokias Lietuvos Zzmonéms, turintiems regéjimo negalig,
aktualias sritis kaip visuomenés Svietimas (t. y. vardija regéjimo negalig turintiems skirtus
leidinius, renginius, radijo laidas, interneto svetaines), apie informacijos, produkty ir
paslaugy prieinamuma, informacijos teikimg elektroniniu pavidalu ir alternatyviais pavidalais
(padidintu Sriftu, Brailio rastu, DAISY formatu, garso jrasais), taiau i§ esmeés tyrimas
orientuotas j Zmoniy su reg¢jimo negalia socialinés integracijos tam tikrame Lietuvos regione
situacija ir problematika. Garsinis vaizdavimas ir jo specifika bei prieinamumas Lietuvoje
iSsamiai neaptariamas, nes tai ir néra minéto darbo tikslas. Su audiovizualiniy produkty
garsiniu vaizdavimu, skirtu regéjimo negalig turintiems Zmonéms, tiesiogiai susijusiy iSsamiy
lietuviy autoriy moksliniy darby Sio straipsnio autoréms rasti nepavyko. Jau minéti
Mykolaitytés (2000), Rotundo (2004), Vainoro (2012) straipsniai publikuoti LASS

ménesiniame zurnale ,,Miisy Zodis“ (http:/www.musuzodis.lt/) ir yra ne mokslinio, o

informacinio pobiidzio. Koverienés ir Satkauskaités straipsnis (2014) orientuotas |
pagrindinius AV vertimo biidus — subtitravimg, dubliavimg ir uzklotinj vertima, tad garsinis
vaizdavimas iSsamiau neaptariamas. Taigi Lietuvoje akivaizdi GV skirty moksliniy tyrimy

spraga, kurig $iuo straipsniu siekiama sumazinti.

AV produkty ypatumai ir GV pritaikymas

Kalbant apie AV produkty pritaikymg bitina pabrézti, kad ne visiems AV produktams

vienodai lengvai pritaikomas regé¢jimo negalig turinciai auditorijai itin naudingas garsinis
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vaizdo apibiidinimas. Prie§ parengiant AV produkto garsinj vaizdo apibiidinimg, biitina
savybémis pasizymintis AV produktas:

e AV produktas, kuriame itin svarbi spalvy semantika. Tokius produktus bus sunku
pritaikyti nuo gimimo nematanciai, taigi spalvy patirties neturin¢iai, auditorijai;

e AV produktas fragmentiskas, néra aiSkiai suprantamos, nuoseklios siuZeto linijos;

e AV produktas, kurio veiksmo tempas itin didelis, daug ir daznai besikei¢ianciy sceny,
vaizdy, detaliy, pavyzdziui, mady Sou, sporto varzybos;

e AV produktas, kuriame yra daug panasios iSvaizdos ir (ar) panaSaus balso veikejy;

e AV produktas, kuriame itin daug dialogy ar pasakotojo kalbos, dialogai ilgi, mazai
pauziy, pavyzdziui, dokumentinis filmas, arba AV produktas, kuriame pauzés tarp
kalbos intarpy triukSmingos, garsiis specialieji efektai ir pan., pavyzdziui, veiksmo
filmas;

e AV produktas, kuriame beveik nekalbama, pavyzdziui, nebylusis kinas. Tokiu atveju
GV specialistui teks aprasyti labai didel; kiekj vizualinés informacijos, pradedant
veikéjy iSvaizda, aplinka, vyksmu ir baigiant gestais, mimikomis ir pan., nes tokio AV
produkto vartotojas, tikétina, negaus informacijos per jokias kitas jusles.

GV teksto rengimas ir jraSymas tampa dar keblesnis, jeigu vienam AV produkto epizodui

budingos kelios i§ paminéty ypatybiy.

Siekiant atskleisti GV ypatumus, buvo iSanalizuotas angliSkas animacinio filmo ,,Frozen*
(liet. ,,Ledo Salis), iSleisto 2013 m., anonsinis filmukas su garsiniu vaizdo apibtudinimu
(trukmé — 1.31 min.). AngliSka anonsinj filmuka su garsiniu vaizdo apibiidinimu pareng¢ ir
2013 m. lapkri¢io 12 d. per interneto svetaing ,,YouTube* (zr. Youtube.com (2013) iSplatino
bendrove ,,Independent Media Support (IMS Ltd)*, jkurta 1989 m. ir Siuo metu teikianti GV,

subtitravimo ir uzklotinio vertimo (angl. voice over) paslaugas (Zr. www.btistudios.com).

Analizuojamame anonsiniame filmuke néra dialogy, tepasakomas vienintelis Zodis Hello.
Didel¢ informacijos dalis perteikiama vaizdu, todél norint filmukg pritaikyti Zzmonéms su
regéjimo negalia itin svarbu balsu apibiidinti veikejy iSvaizdg, veiksmus ir veido iSraiSkas,
nes 1§ gausiai girdimy garsy sunku suprasti, kas vyksta.

Atliekant minéto anonsinio filmuko GV, labiausiai orientuotasi | jud¢jimo biuda ir kryptj,
apie veikejy 1Svaizdg pasakyti vos keli zodziai: nurodoma, kad sniego senis turi nosj-morkg ir
sagas i§ anglies, apie elnig pasakoma tik tiek, kad jis yra Siaurés elnias (0:23 min.: a

reindeer). Spalvoms praktiskai neteikiama reikSmes, taciau vis délto paminima, kad gele yra
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violetings spalvos (0:09 min.: purple).

Analizuojamo filmuko garsiniame vaizdo apibiidinime paminéti ne visi ekrane
vykstantys veiksmai, taciau tai galima pateisinti trumpomis pauzémis, taigi laiko stoka. Kai
kuriuose epizoduose truksta Zodinés informacijos, pavyzdziui, 1:04 min. neuZzsimenama, kad
sniego senis nebeissilaiko uz bégancio Siaurés elnio uodegos ir krinta ant sniego, garsai to irgi
neiSduoda, tik i§ vélesniy Zodziy suprantame, kad elnias nebebéga, o sniego senio kiino dalys
guléjo sniege. Tai, kad elnias bégo horizonto link ir paliko nukritusj sniego seni, o po to vél
prie jo atsirado su morka nasruose, klausant tik garso jraso lieka nezinoma.

Intonacija gana rami, tolygi, kalbé&jimo tempas greitas ir nezymiai kinta: klausant garso
takelio, juntamos pasakotojos pastangos spéti natliraliose pauzése pateikti su vizualiniais
elementais susijusig informacijg. Ypac pagirtina tai, kad stengiamasi neuzgozti svarbiy garsy,
pavyzdziui, epizodo, kai sniego senis iStraukia i§ elnio nasry morka (0:55 min.) arba kai
ketina ¢iaudéti (1:20 ir 1:23 min.), garsy.

Kaip teigia dauguma GV specialisty ir tyrinétojy, pavyzdziui, Doschas ir Benecke
(2004), Snyderis (2008), Arma (2011, 17), Mazur / Chmiel (2012, 1), rengiant regéjimo
negalig turintiems asmenims skirta garsinj vaizdo apibidinimg, vienas pagrindiniy
reikalavimy yra objektyvumo reikalavimas. Taigi profesionalus GV rengé¢jas neturi jvardyti
AV produkto veikéjy emocijy, reikia vadovautis tik vaizdais ir stengtis, kad aprasas bty kuo
objektyvesnis ir klausytojui nepirSty subjektyvios GV rengéjo nuomones. Kitaip tariant,
reikia atsizvelgti j tikslinés auditorijos regimajg patirtj ir garsinj vaizdo apibiidinimg parengti
taip, kad, pasitelkes vaizduote, klausytojas pats susidaryty tam tikrg vaizda. Kalbant apie
analizuotg filmuka, galima teigti, kad Sio filmuko GV néra labai objektyvus: nors
orientuojamasi | veiksmo ir vaizdy aprasyma, taciau vis délto jvardijamos veikéjy emocijos
(1:08 min.: gloomily contemplates), kai kur ne apraSoma, o interpretuojama, pavyzdziui,
jterpiamas Siaurés elnio palyginimas su Sunimi (0:23 min.: a reindeer [...] pants like a dog),
Suniuku (1:13 min.: the reindeer [...] pants like a proud puppy) ir pan. Glaustg ir vaizdingg
kalba reikéty vertinti teigiamai.

Kalbant apie GV apskritai, biitina pabrézti, kad vaizdas ne visada atitinka garsinj vaizdo
apibiidinima: kai viena scena keicia kitg ir pirmai apibiidinti uztenka keliy Zodziy, o antrai
reikia keliy sakiniy, neretai kyla problema, kaip tilpti | nattiralias AV produkte esancias
pauzes. Kartais reikia atsisakyti vienos scenos apraSymo ir skirti laikg kitai, svarbesnei,
scenai apibiidinti. Ta pati problema kyla, jeigu svarbig vizualing informacija lydi ne maziau
svarbiis garsai, kuriy negalima uzgozti, pavyzdziui, sniego senio ¢iaudulio epizode girdimi

garsai (1:19-1:24 min.). Tokiais atvejais tenka paankstinti apraSo skaityma, t. y. i§ anksto
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perskaityti scenos pasikeitima apibtdinantj teksta, nors scena dar tik pasikeis. Si strategija ir
pasirinkta atliekant ¢iaudulio epizodo GV. Ta pacig strategijg jvardijo ir jau minéto pirmojo
lietuvisko filmo su garsiniu vaizdo apibfidinimu ,,Anarchija Zirmiinuose“ reZisierius S.
Drunga, dalyvaves rengiant filmo GV (1Q 2012).

Taip pat pasitaiko atvejy, kai pauzeése tarp dialogy neuztenka laiko aprasyti tai, kas
vyksta, ir tenka rinktis, kas svarbiau — dialogas ar GV? Jeigu nusprendziama antrojo naudai,
ne itin reikSmingg veikéjy kalba gali uzgozti garsinis vaizdo apibtidinimas (Dosch / Benecke

2004, 20), taciau, kaip teigia ir Snyderis (2008, 193), butina to vengti.

AV produkty pritaikymo Zmonéms su regéjimo negalia techninés priemonés

Greta GV, kaip itin kiirybisko, kompleksiSko ir daugiasluoksnio AV produkty pritaikymo
zmonéms su regéjimo negalia biido, svarbu paminéti ir vieng lengviausiai prieinamy bei
paprastai naudojamy AV produkcijos pritaikymo zmonéms su regéjimo negalia jrankiy —
Ljunglofo ir kt. 2012 m. apraSyta laisvai prieinamg kompiuterio jrankj, skaitantj filmy
subtitrus. Jrankis skirtas filmams ir televizijos programoms, kurios jgarsintos uzsienio kalba,
taCiau esama jy subtitry. Pasak Ljunglofo, norédamas naudoti Sig programg, subtitry
rinkmenos paieska turi pasiriipinti pats naudotojas, nes programa filmo ar DVD garso takelio
nenuskaito ir taip subtitry neformuoja. Programa palaiko standartinj filmy subtitry formata
SRT, atpazjsta subtitrams nustatytus laiko kodus ir perskaito subtitrg numatytu laiku
(Ljunglof 2012, 3).

Kino teatruose filmai zmonéms su regos ar klausos negalia pritaikomi naudojant subtitry
akinius. Pasak Melansono (2012), ,,Regal Entertainment Group® ir ,,Sony* sukurtus akinius
galima nustatyti taip, kad jie rodyty subtitrus viena i§ SeSiy numatyty kalby. Prie akiniy
pridéjus ausines, galima klausytis GV jraso. ,,Regal Entertainment Group* teigimu, iki 2013
mety pirmojo ketvir¢io §ie akiniai tur¢jo atsirasti visuose JAV kino teatruose (pgl. Melanson
2012).

Kaip jau minéta, teatre regéjimo negalig turintys ziiirovai garsinio vaizdo apibiidinimo
klauso per belaides ausines, ] kurias per infraraudonyjy spinduliy jungtj arba per radijo garso
sistemg perduodamas ,,gyvas“ GV specialisto, sédin¢io specialioje garsa izoliuojancioje

kabinoje, komentaras (pgl. www.seetickets.com), taciau kai kada GV specialistas AV kirinj

komentuoja tiesiog sédédamas saléje. ,,Gyvas* komentavimas teatre reikalingas visy pirma
todél, kad GV atliekantis asmuo galéty reaguoti | pasitaikan¢ias improvizacijas, kiekvieng

karta rodant tg patj AV kiirinj kintancias natiiralias pauzes ir pan.
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Kalbant apie technines GV perdavimo klausytojui galimybes, atkreiptinas démesys ir |
televizijos transliacijas. Televizijoje naudojami i§ anksto jraSyti garso takeliai su garsiniu
vaizdo apibiidinimu, kuriuos galima jjungti ir i§jungti. Taip pat yra galimybé vienam
asmeniui klausyti garsinio vaizdo apibudinimo, kai kiti zitiri filmg be jo, arba keisti vieno

arba kito garso takelio garsuma (zr. www.which.co.uk).

Apibendrinant galima teigti, kad AV produkcija tampa vis prieinamesné regéjimo negalig
turintiems Zmonéms, nes atsiranda naujy techniniy galimybiy, be to, teigiama linkme keiciasi
visuomengs poziiiris | Zmogy su negalia, o nejgalieji drasiau integruojasi i visuomeng ir siekia
dalyvauti socialiniame ir kultiiriniame gyvenime. Kalbant apie situacijg Lietuvoje, butina
pabrézti regéjimo negalig turincius Zmones vienijanciy jstaigy ir organizacijy siekj kurti kuo
daugiau Siems zmonéms skirty produkty, tarp jy — ir AV produkty. Vis délto Sis klausimas

neiSvengiamai turéty biiti sprendziamas ir valstybés lygmeniu.

ISvados

GV tyrin¢jimai prasidéjo pries beveik 40 mety JAV, kai G. Frazieris 1975 m. parengé
magistro darbg apie GV ir jame suformulavo GV koncepcija. Taciau praktiskai GV pradétas
taikyti daug anksciau: Ispanijoje GV per radija pradétas transliuoti penktojo deSimtmeco
pabaigoje, pasibaigus Ispanijos pilietiniam karui.

Filmai ir televizijos programos Zmoné€ms su reg¢jimo negalia pritaikomos naudojant i§
anksto jraSyta garso takelj su garsiniu vaizdo apibidinimu. Teatras dazniausiai
komentuojamas gyvai, nes vaidinant pasitaiko improvizacijy, kaskart skiriasi pauziy tarp
veikéjy kalbos trukmé ir pan., tod¢l jrasytas garsinis vaizdo apibiidinimas biity netinkamas
tokio pobiidzio AV kiiriniams.

Kai kuriose Europos Salyse, pavyzdziui, Jungtinéje Karalystéje, Ispanijoje, GV metodika
jau taikoma tiek televizijoje, tiek kine, tiek teatre. Regéjimo negalig turintiems Zmonéms
pritaikyty AV produkty su garsiniu vaizdo apibiidinimu Lietuvoje nedaug: 2012 m. pristatytas
pirmasis ir kol kas vienintelis lietuviskas filmas su GV (S. Drungos filmas ,,Anarchija
Zirminuose®). Bendradarbiaujant LASS ir LNDT, nuo 2012 m. parengti ir parodyti keli
spektakliai su garsiniu vaizdo apibiidinimu. Né viena Lietuvos televizija kol kas netransliuoja
laidy su garsiniu vaizdo apibiidinimu. Be to, iki Siol Lietuvoje nebuvo su GV specifika
susijusiy i§samiy moksliniy tyringjimy.

GV teoriniai ir praktiniai tyrin¢jimai apima keletg labai svarbiy GV aspekty: AV produkty

ir GV teksty ar jrasy analizg¢, bandymus suformuluoti gaires ir standartus, kurie galioty ir buty
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taikomi tam tikroje Salyje ar regione kuriamai ir platinamai AV produkcijai. Tyrin¢jimai
orientuoti ir ] skirtingy zanry AV produkty GV ypatumus. Be to, rengiant garsinj vaizdo
apibiidinimg biitina atsizvelgti ne tik j kalbinius, bet ir apskritai j nacionalinius ypatumus.

Ne visiems produktams galima ir jmanoma pritaikyti garsinj vaizdo apibidinima. GV
specialistas turi biiti pastabus, objektyvus, iSradingas, kiirybiskas, gebantis kebliose
situacijose parinkti optimalig GV strategija.

GV taikomas ne tik pramoginio turinio AV produktams, bet ir rengiant jvairiy sriciy
mokomaja medziagg tiek sveikiesiems, tiek nejgaliesiems ar mokymosi sutrikimy turintiems
asmenims. Be to, greta GV kaip AV produkty (konkreCiai — televizijos, teatro ir kino)
pritaikymo Zzmonéms su reg¢jimo negalia biido egzistuoja ir kiti biidai ir jrankiai, pavyzdziui,
subtitrus skaitancios kompiuteriy programos, specialiis akiniai, pritaikyti tiek klausos, tiek
regos negalig turintiems zmonéms, kuriais vieniems rodomi subtitrai, kitiems transliuojami

GV jrasai, ir kt.
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ADAPTATION OF AUDIOVISUAL PRODUCTS FOR PEOPLE WITH VISUAL
DISABILITIES

Summary

In order to make audiovisual (AV) products available not only to the primary audience, thus
not only to those who are able to understand the language of AV products in general, the
products must be specially adapted. The best known and most commonly used adaptation
method is translation. Thanks to it non-native speakers can enjoy the AV products.

However, not only because of language (in the narrow sense) barriers the AV products
are unavailable to certain groups of people. One of these groups are people with visual
disabilities. This article covers certain types of AV production: it analyses the adaptation
and accessibility of television, films and theatre for visually impaired people. The audio
description is one of the types of AV translation (Gambier 2004). It is also called the
intersemiotic translation, thus the translation from one sign system or code to another — from
the visual to verbal code.

Due to the limited volume of the article computers and their programs (as AV products)
are discussed here insofar as they are directly related to the television, films and
theater accessibility and adaptation for visually impaired people, though computers and
computer programs are also treated as AV products. Computers as a separate category could
be the subject of further research.

KEY WORDS: audiovisual production, audio description, visual disabilities.
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