








































































































































































































































































































































































































































































































































































































iniziale. Esplicitando le leggi di costruzione del racconto, il protagonista segnala la
possibile natura d’invenzione della sua storia. Mentre alcune caratteristiche testuali
gia sopra evidenziate (la certezza dell’uomo verso cio che avverte, la sua crescita di
inquietudine), vorrebbero dunque creare un’illusione di veridicita del fatto narrato,
altre € prima di tutte la padronanza con cui il personaggio si crea letteratura, rodo-
no tale illusione senza per il resto cancellarla*'. Si genera un gioco di equilibrio,
gestito dall’autore con perfetta maestria, sulle possibili letture del testo. Nell’opera
di Tabucchi, come mostra il presente racconto, la barriera fra I’ordine del naturale
e quello del sovrannaturale ¢ fragile e non del tutto impermeabile; questo genera
problemi di comprensione nel soggetto e lo spinge inevitabilmente ad una ricerca
di senso. :

Per concludere, nella narrativa considerata 1’evento strano e inspiegabile provoca
ancora inquietudine e mantiene una carica destabilizzante*2, ma la sua natura e funzione
sembrano cambiare rispetto alla tradizione conosciuta: esso ha il ruolo di richiamare
Pattenzione sulla complessita del reale e sull’impotenza conoscitiva del soggetto; rimette
in moto il passato di quest’ultimo e ritorna sul rimosso, alle volte con effetti sconvol-
genti— ¢ il caso dei racconti de L angelo nero — altre volte con inattesi effetti pacificanti,
come si constata ne “I pomeriggi del sabato”* e in Requiem*. Quanto al suo statuto,
tale evento ha perso di vera e propria straordinarietd. La mescolanza di logico e illogico
in cid che accade costantemente e con essa la coscienza del protagonista-di-non poter
comprendere una realtd cosi costituita appaiono una costante. A chiamare attenzione
sull’assurdita non & sempre necessaria una trasgressione logica, come quella costituita
dalla presenza di un revenant. Anche qualcosa di cosi quotidiano come la lettura di un
annuncio di giornale in cui appaiono strane coincidenze (¢ il caso di Any where out of
the world”) pud evocare fantasmi. E il fantasma, per i protagonisti di questi racconti,
¢ il loro passato, il rimosso, quella parte delle cose o di sé che non si & voluto vedere.
Ce lo ricorda ’autore anche nella nota introduttiva a L’Angelo nero: ,,Quello che &
stato torna, bussa alla nostra porta, petulante, questuante, insinuante™, Cio che il fatto
strano e inspiegabile genera non ¢ allora un rapporto con un altro ordine di realtd, come
avveniva nella narrativa fantastica ottocentesca, ma un rapporto, che resta irrisolto,
con una parte nascosta del reale in cui il soggetto & calato. Anche in questo caso feno-
meni di interferenza e sovrapposizione fra due ordini — ma metonimici direi e non pit
antitetici — (quello del passato e del presente; dell’io e del suo doppio, della superficie
visibile e invisibile delle cose) creano enormi difficolta interpretative nel soggetto che
con essi si deve misurare. Lo spazio logico del doppio resta aperto: in questo senso il
fantastico odierno, nella fattispecie quello di Tabucchi, continua a lasciare dei segni ben

“1'Non solo la metanarrazione, come in “Voci”, ma anche la parodia (come si verifica in certi racconti di
Thomas Owen e di Landolfi) o il richiamo ad autori noti del fantastico (Ceronetti), contribuiscono ad eviden-
ziare la natura fittiva della storia, il suo statuto di artificio, e agiscono in funzione di una rottura dell’iltusione
di verita del fatto narrato che sarebbe invece necessaria per una lettura in chiave fantastica.

2 In molti dei personaggi tabucchiani sono rintracciabili gli stessi sintomi registrabili in figure della
narrativa fantastica tramandata: mostrano una particolare sensibilita nel recepire i fenomeni, rispondono
con inquietudine di fronte a un fatto inspiegabile, ne sono presi in maniera ossessiva.

4 Tabucchi, 1994: 55-76.

4 Tabucchi, 1994.

4 Tabucchi, 1993a: 10.

195



riconoscibili che si situano anche nella logica della storia e non solo nella costruzione
testuale che la sorregge.

Universita di Lubiana, Slovenia
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FROM DOUBLEVALENT TO MONOVALENT DISCOURSE:
THE ROLE OF THE TRANSLATOR IN MEDIATING HETEROGLOSSIA
AND HETEROPSIA IN A FICTIONAL NARRATIVE

Uro§ Mozeti¢

Abstract

Among the many unresolved issues in the field of translation studies is also the one pertaining
to the question of who sees/speaks in the source and in the target text. To this effect, the paper explores,
firstly, excerpts from James Joyce’s Dubliners, in order to extrapolate the prevailing narrative strate-
gies with respect to narrative perspective and their rendering in the Slovene translation. Secondly, the

results obtained from the analysis of the selected segments from both the source and target texts on the
micro-structural level are compared with the effects that take place on the macro-structural level. The
main objective, however, is to provide an adequate insight into those textual conditions that significantly
govern the realisation of Bakhtin’s notion of double-voiced discourse, particularly those which occur
in a very limited stretch of language, sometimes even within a single phrase. The assumption is that
such a narrative configuration is bound to present special difficulties for a translator of any text which
includes a polyphony of voices and perspectives. Consequently, Bakhtin’s postulation of heteroglos-
sia is complemented with heteropsia, a medical term denoting unequal vision in the two eyes, which
has been employed to signal a parallel perception of the object observed. Since these two rhetorical
phenomena are most aptly realised by means of free indirect discourse, particular emphasis is placed
on the variety of its function in a fictional narrative.

1. INTRODUCTION

Every translator of a fictional text, before embarking on the translation of their text,
has to consider all the relevant discourse parameters, i.e. general linguistic and stylistic
features as well as idiosyncratic peculiarities which make possible the realisation of the
textual potentiality as to who sees and who speaks in the narrative. Our research, drawn
on the theoretical and practical results of the contrastive analysis of the selected English
prose texts and their corresponding Slovene translations, has revealed significant devia-
tions especially on the axis narrator — narratee. This is largely due to the translators’
inaccurate determination of the narrative mode(s) used, resulting in the displacement of
the roles of the seer/speaker designated by the author of the original text. The greatest
number of shifts in translation can be observed in those instances where the text either
develops simultaneously on different narrative levels or where there is a comparatively
weak signalling of shifting from one level to another, sometimes even within a single

197



sentence or clause. Such narrative manipulation enables the author to introduce a variety
of perspectives on the same issue and “juxtapose two sets of values, to imply a critique of
the character’s views without the direct judgement which an external perspective would
produce” (Fowler 1989: 138). What ensues from the interplay of two or more different
views might be called akind of hybrid perspective, the realisation of which is left entirely
to the reader. The case of bringing together the author’s (objective) and the character’s
(subjective) perspective, which happens to be the most frequent situation produced by
free indirect discourse (FID), gives rise to the emergence of the so-called double voice,
within which one set of values, beliefs, etc. is involved in implicit dialogue with another
(Fowler 1989: 140.) The concept of double voice seems to be a plausible suggestion as
to who really speaks in FID, even though it significantly departs from the traditional
notion, conceived already by Genette (1972), according to which the narrator is always
the speaker, except in direct speech, where the speaking is performed by the characters.
What Genette’s theory fails to take into account is that, particularly in FID, the author
attempts to imitate the speech of the character by using the kind of lexis, grammar, and
other structural and stylistic peculiarities pertaining to the typical speech and emotive
behaviour of that character, but presented in the auctorial past tense and third person
singular (cf. Brinton 1980: 363).

The postulation of double-voiced discourse logically entails the existence of
double-viewed discourse (heferopsia). Consequently, two distinctive perspectives and
their verbal manifestations can be emphasised to the point of presenting the reader
with a set of values, beliefs, and worldviews, which are contrasting enough to motivate
him/her to form an idiosyncratic opinion of the fictional world. Notwithstanding the
seemingly even polarisation of the control of the speech/view activity between the nar-
rator and character in the case of FID, as suggested by Short and many other exponents
(Leech and Short 1992: 318-351), there is reason to believe that the narrator, in spite
of all, has a decisive advantage over the character in that s/he not only sees what the
character sees, but s/he also sees the character himself. On this score, we tend to side
with Leuven-Zwart’s contention that “the narrator is always a focalizor, i.e. telling a
story implies seeing the events, actions and characters which are its constituent parts...
Although it is not possible to tell a story without focalizing, it is possible to focalize
without telling a story: a character may very well focalize without reporting what he
sees” (Leuven-Zwart 1989: 176). Accordingly, the narrator’s and the character’s respec-
tive focalisation, when the latter’s does not involve narrating, actually occur on separate
levels, and should therefore be understood in hierarchical order. As this calls for a more
differentiated and precise denomination of their functions, it seems appropriate to de-
fine focalisation as the process in which the point of view of the character is realised
on the level of story. The term narrative perspective, however, ought to be reserved for
that position on the level of discourse from which the narrator observes, comments on
and qualifies the narrative. The main purpose of such delineation of perspective and
focalisation is to provide some clarification, however arbitrary or even simplifying, of the
perpetual issue concerning the use of FID as the most frequent means of implementing
the double-voiced and double-viewed potential of literary expression.

The immense flexibility of FID, especially as far as voice and view are concerned,
may indeed enable the author of the original text to freely manoeuvre in the space

198



between the narrator and character, However, reasonable doubt may be raised as to
whether any translator may find that a blessing in disguise. Rather and especially when
it comes to a textual negotiation between so inherently different languages as English
and Slovene, an occurrence of FID is bound to create an uproar in a target-language
system. Fortunately, such helplessness will not happen inevitably and at all times, since
many instances of FID are perfectly manageable in Slovene, which is probably true of
any other language as well; the true concern aims at those precarious cases of the use of
FID where, no matter how skilful or inventive the translator may be, the translated text
will never hold water, owing to certain insurmountable systemic differences between
the source and the target language.

2. GRAMMATICAL AND MODAL INDICATIONS OF FID

To begin with, excerpts from (1) to (4) have been borrowed from James Joyce’s
short story ‘Eveline’ from his collection of short stories Dubliners (D), to demonstrate
some particularly hard-to-crack translation nuts (the emphases are mine, as in all the
other excerpts):

(1) She would not cry many tears at leaving the Stores. (D, ‘Eveline’, 38)
‘Slovene: Zato ker zapu$¢a trgovino, ne bo prelila mnogo solz. (31)

(2) People would treat her with respect then. (D, ‘Eveline’, 38)
Slovene: Tedaj se bodo vedli z njo spostljivo. (31)

(3) She would not be treated as her mother had been. (D, ‘Eveline’, 38)
Slovene: Ne bodo ravnali kakor z njeno materjo. (31)

(4) Frank would save her. He would give her life, perhaps love, too. .. Frank would
take her in his arms, fold her in his arms. He would save her. (D, ‘Eveline’,
41-42)

Slovene: Frank jo bo re8il. Dal ji bo Zivljenje, morda tudi ljubezen... Frank
jo bo vzel v narodje, jo stisnil k sebi. Refil jo bo. (33-34)

All these illustrations demonstrate the use of would in the position of FID. The
translation problem in these cases springs from the double function of would, that is
from would as an auxiliary verb to form the future-in-the-past tense, and as a verb
expressing conditional modality. The preservation of both functions in the target text
is of vital importance here, since the suspense of the story actually draws on the main
character’s, Eveline’s, dilemma whether or not she should elope with her boy-friend
Frank to Buenos Aires. So, on the eve of her departure, “she weighs the pros and cons
of this adventure as against the ties of her admittedly hard family life, looking after her
violent father and two younger children after her mother died insane” (Fowler 1989:
139). For the reader of the original, the outcome of Eveline’s decision is fairly uncertain
and is resolved only at the very end of the story; the reader of the Slovene translation,
however, in which all the would-structures have been transformed into the future tense,
is put on the wrong track, as he is given clues throughout the story which clearly sug-
gest that Eveline has more or less made up her mind — to take her chances. This vital
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discrepancy between the two texts must not be put down to the translator’s incompetence
or anything else, for that matter, since he has only played by the book of Slovene gram-
mar. Admittedly, it would be possible to preserve the modality of the original also in
translation, but not without the sacrifice of the grammatical future. Deliberating which
of the two would-functions is more and which one less indispensable seems beside the
point and already comes into the domain of literary hermeneutics. The only and sore
point is that translation deficiencies are sometimes unavoidable, notwithstanding the
congeniality of the translator. However, the gravity of the losses may vary, as the next
case will prove. It is an excerpt from the close of the first chapter of Joyce’s Portrait of
the Artist as a Young Man (PAYM):

(5) He was alone. He was happy and free: but he would not be anyway proud with

Father Dolan. He would be very quiet and obedient: and he wished that he
could do something kind for him to show him that he was not proud. (PAYM,
54)
Slovene: Bil je sam. Srecen in svoboden.; vendar nikakor ni hotel kakor koli
kazati ponosa pred patrom Dolanom. Hotel je biti zelo miren in poslufen: in
Zelel je, da bi mu mogel izkazati kako ljubeznivost in mu tako pokazati, da
se ni prevzel. (55)

The expenditure of the future tense for the benefit of modality in translation
(would not rendered into Slovene as did not want, and would be as wanted to be) is here
not only a reasonable decision but also a justifiable one, because it is supported by the
context. Having begun with the emphasis on the heteroglossia and heteropsia of FID,
let us briefly consider what may be going on in this respect. In the case of ‘Eveline’,
it appears that the main character’s voice is recognisable throughout the story, but the
indirect third-person report (as opposed to the direct report of stream of consciousness)
prevents her point of view from becoming alienated from that of the author. Apparently,
the two points of view must be running side by side, one (of the author) dominated by
the would-structure denoting the future-in-the-past activity, the other (of the character)
denoting, or rather, connoting modality of hesitation and indecision.

The other text, PAYM, effaces the auctorial control almost entirely by leaving
the narrative stage to the character, Stephen Dedalus. An unreliable narrator, he speaks
alone, by himself and for himself (after all, “he was alone™), therefore the translator’s
choice to adopt the character’s modality of expression is absolutely warranted. In the
end, we are left with one voice only, and that is Stephen’s.

To these examples may be added one more. Again it has been borrowed from the
Evéline story and it demonstrates how a grammatically marked FID situation in the
original text may successfully be dealt with in translation even though the target-language
system may lack equivalent grammatical apparatus. Eveline, the only provider in the
family, has to hand out all her wages to her father and is then made to beg for money
when she wants to go out:

(6) In the end he would give her the money and ask her had she any intention of

buying Sunday’s dinner. (D, ‘Eveline’, 39)
Slovene: Na kraju ji je potem denar dal in jo vprasal, ali misli kaj kupiti za

nedeljsko kosilo. (32)
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The underlined part of the sentence is evidently in disagreement with English
grammar, however, it perfectly agrees with Gaelic, where “there is no difference in word
order between a direct and an indirect question. Both are introduced by an interroga-
tive particle showing that a question follows...” (Hedberg 1981: 115). The anomalous
wording of the interrogative clause has given way to the character’s voice and thus
signalled that FID is at work again. In order to recreate it in translation, the Slovene
language would need to resort to its own idiosyncratic arsenal, in this particular case
the implementation of the colloquial conjunction ¢e/a instead of the standard ali (both
denoting “if”). The register would thus shift from formal to informal, implying that it is
the character’s voice we hear rather than the narrator’s. Given the fact that the Slovene
translator has failed to make good use of this possibility, whereby the FID has changed
into a mere narrative report of speech or at best into indirect speech. And this, according
to Short’s cline of speech presentation, is almost exclusively in the narrator’s control,
meaning that instead of the character’s intimate and subjective reflection we get objec-
tive information from the distanced narrator/author (Leech and Short 1992: 318-351).
(This particular illustration may be of relevance to translators into the languages which
resemble Slovene grammatical features.)

3. DOUBLE-VOICED/VIEWED DISCOURSE

The next field of FID presentation is, translation-wise, a much less formidable task
of rendering, albeit not completely devoid of complications. It concerns the Bakhtian
pure ‘double-voiced discourse’ which

serves two speakers at the same time and expresses simultaneously two
different intentions: the direct intention of the character who is speaking,
and the refracted intention of the author. In such discourse there are two
voices, two meanings and two expressions. And all the while these two
voices are dialogically interrelated, they—as it were—know about each other
(just as two changes in a dialogue know of each other and are structures
in this mutual knowledge of each other); it is as if they actually hold a
conversation with each other (Bakhtin 1986: 324).

This function of FID may aptly be illustrated with the following excerpt from one
of the Dublin stories, ‘Clay’. Maria, a simple housemaid, looks at herself in the mirror;
simultaneously, James Augustine Aloysius Joyce, born in Dublin in 1882 and educated
at Jesuit schools and University College, Dublin, holds the mirror. This is what each of
them sees, respectively and simultaneously:

(7) She changed her blouse too and, as she stood before the mirror, she thought
of how she used to dress on Sunday morning when she was a young girl;
and she looked with quaint affection at the diminutive body which she had
so often adorned. In spite of its years she found it a nice tidy little body. (D,
‘Clay’, 112-113)

Slovene: Tudi bluzo je preoblekla in ko je tako obstala pred zrcalom, je
pomislila, kako se je svoje dni oblacila ob nedeljskih jutrih za k magi, ko je
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bila e dekletce; in s Sudno ljubedim ¢ustvom je pogledala drobceno telo, ki

ga je bila tolikokrat li¥pala. Letom navkljub se ji je zazdelo, da je telesce kar
¢edno. (90)

Apparently, the narrator’s manner of describing Maria’s body in the mirror differs
immensely from the character’s. Maria’s idiolect is very specific: her word nice is the
most frequently repeated adjective in ‘Clay’ — indeed it occurs twelve times here out
of only twenty nine times in the whole collection of the Dublin stories. The juxtaposi-
tion of two disparate perceptions of the same object — the character’s body, one given
by the narrator and the other one by the character itself, serves as a basis for creating
so-called “narrative irony”, (Short 1991: 71-72) which in turn forms the basis for the
characteristic modernist distance. From a translator’s point of view, however, such an
FID occurrence should not present too much difficulty, providing the target-language
system has the necessary lexical tools in store. Slovene for one is definitely in com-
mand of such lexicon, even though the translator, admittedly, has not been completely
successful here. The demarcation line between the narrator’s presentation of perception
and the character’s represented perception is not as clear-cut in the translation as it is in
the original text. However, as already pointed out, this sort of FID issue depends more
on the translator’s readiness to perceive an instance of FID and render it accordingly
than on the capacity of the language of translation.

4. LEXICAL MARKERS OF FID

To round up, let me touch upon a very common and frequently used rhetori-
cal device in FID: reiteration. As a rule, reiteration should be quite easily handled in
translation, especially when it comes to repeating certain lexical items that constitute
the ground of the character’s idiolect. It is highly relevant for FID since it suggests “the
unsophisticated nature of ordinary thought-processes such as would be reproduced in
informal speech or writing” (Wales 1992: 41). Maria’s fondness for the word “nice”
has already been noted: the following items set forth all the twelve references to this
adjective, merely for the sake of emphasis:

(8) The fire was nice and bright and on one of the side-tables were four very
big barmbracks. (D, ‘Clay’, 110)
Slovene: Ogenj je bil Ziv in svetal in na eni pomoZnih miz so leZale $tiri
Struce. (88)

(9) What a nice evening they would have, all the children singing! (D, ‘Clay’,
111)
Slovene: Kako lepo bodo prebili veder, ko bodo vsi otroci peli! (89)

10) ... (though Joe’s wife was ever so nice with her) ... (D, ‘Clay’, 111)
Slovene: ... (Cetudi je bila Joejeva Zena zmerom tako prijazna z njo)...
(89)
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(11) She used to have such a bad opinion of Protestants but now she thought they
were very nice people, a little quiet and serious, but still very nice people to
live with. (D, ‘Clay’, 111)
Slovene: Prej je imela tako slabo mnenje o protestantih, a zdaj je sodila, da
so prav prijazni ljudje, nekoliko tihi in resnobni, pa vendar prijazni ljudje, s
katerimi je kar moci Ziveti. (89)

12) ... butthe matron was such a nice person to deal with, so genteel. (D, ‘Clay’,
111)
Slovene: ... toda upraviteljica je bila tako Jjubezniva Zenska, tako plemenita,
tako lahko se je bilo sporazumeti z njo. (89)

(14) ... in spite of its years she found it a nice tidy little body. (D, ‘Clay’, 113)
Slovene: Letom navkljub se ji je zazdelo, da je telesce kar edno. (90)

(15) She hoped they would have a nice weekend. (D, ‘Clay’, 113)
Slovene: Upala je, da bodo preZiveli prijeten vecer. (90)

(16) ... she wanted to buy something really nice. (D, ‘Clay’, 113)
Slovene: ... rada bi kupila kaj res lepega. (91)

(17) He was very nice with her ... (D, ‘Clay’, 114)
- - --Slovene: Bilje-zelo prijazen-z njo ... (91) :

(18) He was very nice with her. (D, ‘Clay’, 115)
Slovene: Zelo prijazen je bil z njo. (92)

(19) Maria had never seen Joe so nice to her as he was that night... (D, ‘Clay’,

117)
Slovene: Maria ni pomnila, da bi bil Joe kdaj tako prijazen z njo kot nocoj
... (94)

One does not need to be a speaker/reader of Slovene to observe that out of these
twelve occurrences of the word “nice” as many as half of them have been replaced by
their synonyms or substitutes. This is rather astonishing since the repetition is limited
to such a short stretch of text and thus so obvious. But it has been noticed that quite a
few translators (not only the Slovene ones) are curiously inclined towards ‘polishing’
the original whenever they feel an author has failed to comply with the principal rules
of so-called ‘elegant style’. Quite a different and pardonable matter occurs when there
is a considerable textual lapse between the first and the second mention. Examples
can be found in Ulysses, when Joyce first quotes verbatim the love that dare not speak
its name (Joyce 1987: 41), a line from the poem ‘Two Loves’ by Lord Alfred Douglas
(Coote 1983: 262-264), Oscar Wilde’s lover, and then repeats the quote on page 166. On
this score, the Slovene translation offers two different versions of the same text simply
because the translator assumingly lost track. The pragmatic consequences of effacing
the figure of reiteration are aptly described in the words of Katie Wales:

With repetition that occurs in close juxtaposition rather than over suc-
cessive pages we are likely in Dubliners, as in Joyce’s later prose, to be
also in the presence of a marked subjectivity (of character), rather than an
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objectivity (of narrator). So the repetitions suggest then unsophisticated
nature of ordinary thought-processes such as would be reproduced in
informal speech or writing (Wales 1992: 41).

A translation which demonstrates a growing tendency towards the neutralisation
of the informal or colloquial diction of the original, manifested in our case through the
excessive use of reiteration, is bound to give rise to a greater objectivisation of narrative
report and the shifting of perspective and focalisation away from the character towards
the (omniscient) narrator. Unlike the reader of the original, who is inclined to assume
a somewhat distant and sceptical position as regards the narrative information that s/he
receives from the (unreliable) character, the reader of the Slovene text is more likely to
trust the seemingly objective report of the author/narrator. In this respect, the former
reader is confronted with a far less traditional text in that s/he can rely no longer on
whatever information s/he gets from the narrator/author but has to instead realise the
interpretive potential of the text entirely on his/her own.

5. BY WAY OF CONCLUSION

Translation problems of coming to terms with the phenomena of heteroglossia and
heteropsia, as discussed in this paper, particularly in the light of free-indirect discourse
which appears to be their principal implementing tool, are but a drop in the ocean of
their astonishing complexity. From my own experience with the English modernist texts
in the Slovene translation, besides Joyce including also authors like Virginia Woolf, D.
H. Lawrence and several others, the impression is that the translators have been by and
large negligent of the specificities of the new style of writing and have sought instead
to reproduce the original works in a more or less traditional fashion. To make the matter
worse, most of these translations, questionable already when they came out, are nearly
half a century old and absolutely nothing is being done towards remedy, even though
the fresh blood of the incoming translators seems to be running along the right veins.
For example, the very book titled Ljudje iz Dublina (Dubliners) was first published in
1955 and then reprinted in 1993 without any corrections because most of the publishing
houses still prefer to cling to the old better-save-than-sorry policy. A sad case, indeed,
but it is free direct mammon rather than free indirect discourse that makes the world
go round.
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UDK 929 Hickey B.

BERNARD HICKEY
(1931 - 2007)
In Memoriam

In the mid-1970s the Australian government began to stimulate departments of
English at various European universities to include in their cutricula the teaching of
Australian literature. Literature Board of the Australia Council helped organize vari-
ous seminars and conferences, it provided some basic text-books and literary works,
and also financially supported Australian university professors to give lectures at these
institutions. The Department of English at the University of Ljubljana showed interest
in developing these relations and Bernard Hickey was one of the first Australian guests
at our university. Sad news that Bernard died on the last Sunday in July this year evoked
in us the memories connected with our friendly and professional meetings.

Bernard Hickey was born in 1931 in Queensland, Australia, and his ancestors
came there from Ireland. Bernard was born in a working class family and his life-course
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depended very much on his own intelligence and hard work. He finished his studies at
Trinity College in Dublin and then taught for several years in England before he went to
Italy, which became his second home. In 1968 he joined the University of Ca’ Foscari
in Venice as a Professor of Commonwealth Literature. Venice became his base for his
visits to other European and Asian universities, but he was always glad to return there,
because he was again and again fascinated by its beauty. In 1988 he was appointed as
a Chair of English Litearture at the University of Lecce. He was not discouraged by
this move although he had to start there right from the beginning not only as regards
teaching of Australian literature, but as an initiator of a Centre for Australian Studies
with its library which includes now more than 7,000 volumes on Australian literature. In
Lecce, in this beautiful baroque city, in the deepest south of Italy, he organized in 1990
amemorable conference of the European Association for Commonwealth Literature and
Language Studies, which was attended by several hundred participants.

Hickey’s first visit to the Department of English, University of Ljubljana, took
place in the late 1970s and he returned to Ljubljana a number of times. He always en-
joyed his stay in Slovenia, his discusssions of Australian literature with the staff of our
department and our students. Everybody loved his lectures, which were intellectually
stimulating, witty, full of humour and filled with his personal charm. He suggested we
should invite to our Department some well-known Australian professors and writers
Hergenhan, Bruce Bennet, Michael Wilding, Tom Shapcott and some twenty others),
who enriched our courses on Australian literature. He was also a member of the board of
examiners for the doctoral thesis which Igor Maver was preparing in the eighties. When
Iorganized a Symposium on Australian literature and culture at Lake Bled in September
1982, the list of visitors included important Australian, European, and American scholars,
academics like Doireann MacDermott, Barry Andrews, Brian Kiernan and a number of
other well-known names. Bernard Hickey prepared a lecture for this symposium on the
Australian writer Miles Franklin (his contribution was published in Australian Papers,
Ljubljana, 1983), and he also wrote a paper on Lawrence Durrell for another collection
of essays written as a tribute to the former editor of the review Acta Neophilologica,
Professor Janez Stanonik (Literature, Culture and Ethnicity, Ljubljana, 1992), which
I also edited. Because we knew how busy Bernard always was, his contributions were
even more appreciated. We also thank him for having been a member of the Advisory
Committee of our review.

Bernard Hickey was really a person who divided his life between two continents:
Australia and Europe. In a letter which he wrote to me from Brisbane on 6 Dec.1979 he
described his impressions about his stay at the University of Queensland with the fol-
lowing words: “Dear Mirko, ... As for Australia: it has been splendid, and our Australian
colleagues have a special regard for those of us in the field of Europe. My relationship
is adouble one, doubly enriching”. However, in a letter Bernard wrote to me in 1986, he
said: »Home again in Venice ...Hope you and Tom Shapcott had a nice time. My collec-
tion of books is growing so I hope your students can come over soon. We’ll be in touch
about a visit to Lju(bljana). ..All my very best from beautiful Venice«. When political
disruption of Yugoslavia was increasing he expressed his worries and his optimism for
our future: »We are very sorry to read of the crisis in your country. Please count on our

208



solidarity« (5 Jan. 1989). And this solidarity was also shown by the Australian govern-
ment when Slovenia became independent in 1991, and the Australian government was
one of the first to recognize Slovenia as a sovereign state.

Bernard Hickey was areal Australian cultural ambassador in Europe. He was a very
warm person, an important scholar and a great friend. One of his personal characteristics
was that he could influence with his joy of life people with whom he established good
personal contacts and therefore many of us will miss him, his professional advice, his
good-hearted humour and his friendship.

Mirko Jurak
University of Ljubljana, Slovenia
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SUMMARIES IN SLOVENE - POVZETKI V SLOVENSCINI

UDK 81°255.4:821.111-2 Shakespeare W. =163.6
Mirko Jurak
JAKOB KELEMINA O SHAKESPEAROVI DRAMATIKI

V razpravi je osrednje mesto posvedeno analizi in vrednotenju dela univerzi-
tetnega profesorja dr. Jakoba Kelemine (19.07.1882 — 14.05.1957) o dramatiki Wil-
liama Shakespeara. Kot pi§e DuSan Moravec so to prve resne, poglobljene raziskave v
slovenskem prostoru o tem dramatiku. Sicer je bilo o Keleminovem zanstvenem delu
doslej pri nas objavljenih Ze ve€ §tudij, ki pa so se omejevale na njegove prispevke o
avtrijski in nemski knjiZevnosti, zlasti §e o njegovem raziskovanju sage o Tristanu, o
nemsko-slovenskih kulturnih in knjiZevnih stikih, o raznih filoloskih vprasanjih kot
tudi o literarni vedi. V pri¢ujodi razpravi je raziskano in predstavljeno tisto podrodje, ki
je bilo doslej le bezno omenjeno, s Simer je bistveno dopolnjena celovita podoba tega
pomembnega slovenskega znanstvenika. Razen Keleminovih knjiZnih prikazov, med
katerimi se nekateri ukvarjajo tudi s prevajanjem Shakespearovih del v hrvai¢ino, so
zlasti zanimivi njegovi uvodi k trem prevodom Shakespearovih dram (Sen kresne nodi,
1920; Beneski trgovec; 1921; Macbeth, 1921), ki jih je v sloven$¢ino prevedel Oton
Zupangi&. V Keleminovih spisih so njegova razmisljanja o Shakespearovi dramatiki
prisotna tudi v njegovi razpravi o Zupancidevi drami Veronika Deseniska, kot tudi
posamezni primeri, ki jih Kelemina navaja v svoji knjigi Literarna veda. Mimo analiz
primarnih Keleminovih tekstov o Shakespearovi dramatiki, sem skusal ugotoviti tudi
Keleminovo vlogo pri slovenskem posredovanju te tematike, njegova kritiska izhodi$a
o prevajanju teh del v sloven$¢ino in o prevajanju svetovne klasike pri nas. Eno najbolj
zanimivih raziskovalnih vpra$anj te §tudije je vsekakor Keleminovo sodelovanje z Ot-
onom Zupanci&em, ki je pokazalo osnovno razliko v njunem odnosu do Shakespearove
dramatike: medtem ko je bil Zupan&i& zlasti zainteresiran za pripravo estetsko dovrienih
prevodov, pri ¢emer si je dovoljeval tudi nekatere odklone od natanénih vsebinskih
prenosov Shakespearovega besedila v sloven$€ino, se je Kelemina predvsem zanimal
za literarno-zgodovinska, eti¢na in jezikovna vpraganja. Te razlike v njunih pogledih so
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vplivale tudi na njuno sorazmerno kratko sodelovanje. To je razvidno tudi iz ob&asnih,
v celotnem Zupan&idevem pisanju raztresenih mnenj, ki jih je pesnik izra%al v svojih
pismih, zapisih in dnevnikih. Pri pisanju te §tudije sem lahko uposteval tudi doslej
neobjavljeno korespondenco med Jakobom Kelemino in njegovimi sodobniki, ki jo
hrani njegova héerka Doris Kelemina KriZaj. Iz teh dopisov so razvidni tudi detajli, ki
osvetljujejo tako Keleminov kot tudi Zupanéidev odnos do prevajanja kot tudi njune
osebnostne, karakterne poteze.

Za bolj$e razumevanje stanja slovenskega gledali§a ob koncu devetnajstega in
v prvih dveh desetletjih dvajsetega stoletja sem v uvodnem delu $tudije podal kratek
oris razvoja slovenskega gledali$¢a, s posebnim ozirom na prevajanje in uprizarjanje
Shakespearovih dram na Slovenskem. V skopih biografskih &rtah je prikazano tudi
Zivljenje in delo Jakoba Kelemine, ki ga Janez Stanonik uvr§¢a med ustanovitelje Uni-
verze v Ljubljani in Oddelka za germanske jezike in knjiZevnosti, ¢igar predstojnik je
bil Kelemina od njegove ustanovite, leta 1920, do svoje smrti, leta 1957.

V zadnjem delu §tudije skusam ugotoviti ali se mnenja nekaterih drugih sloven-
skih prevajalcev Shakespearovih del, kot so npr. Matej Bor, Janko Moder, Milan Jesih,
Janez Menart, podobna oziroma celo enaka mnenjem in ugotovitvam Jakoba Kelemine
o Zupan&ievem prevajanju Shakespearovih dram v sloveni&ino. Ugotovimo lahko, da
se kljub temu, da vsi omenjeni poudarjajo Zupan&itevo pesnisko genialnost, v veliki
meri strinjajo v svojih pripombah tudi o nekaterih Zupancidevih pomanjkljivostih pri
prevajanju, ki jih je bil vedinoma Ze zaznal in omenil tudi Kelemina. Seveda pa os-
taja dejstvo, da Zupanditevi prevodi Shakespearovih dram v sloven¥¢ino predstavljajo
odlodilno prelomnico z dotedanjim prevajanjem dramskih del, Se posebej Shakespearovih
dram, in da je bil hkrati z uprizoritvijo in Se posebej z objavo the dram postavljen tudi
nov standard za vse nadaljne prevode. Ceprav je bilo kritiko delo Jakoba Kelemine na
podrodju Shakespearove dramatike in prevajanja v sloven$¢ino kratko, je iz njegovih §tudij
razvidno, da je prav on pripeljal Zupanéi¢a k bolj temeljitemu prevajalskemu delu kot
ga je bil ta prevajalec opravil dotlej. Obenem pa lahko zatrdimo, da je bilo Keleminovo
raziskovalno delo, ki je bilo osredotoceno na njegove Studije in kritike Shakespearove
dramatike, vseskozi znanstveno temeljito in da njegovi sklepi o literarnozgodovinskih
in tudi jezikovnih vpra$anjih te dramatike ostajajo temeljni tudi za vse nadaljnje Studije
o Shakespearovi dramatiki na Slovenskem.

UDK 821.111.09-141 Wordsworth W.
Sandro Jung

WORDSWORTHOVA PESNITEV »TINTERN ABBEY« IN TRADICUJA
HIMNICNE ODE

Clanek analizira Wordworthovo pesnitev »Tintern Abbey« in jo poskusa povezati s
tradicijo himni¢ne ode kot jo je mojstrsko uporabljal Ze William Collins v osemnajstem
stoletju. Obenem preverja generi¢no konceptualizacijo te pesmi kot ode, ki s svojo struk-
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turo in vsebino ponovno oZivlja angle$ko himni¢no odo s sredine osemnajstega stoletja,
Ceprav je postavljena v okvir Wordsworthovega pojmovanja custvene neposrednosti in
enostavnosti, kar je zapisal v predgovoru k Liric¢nim baladam.

UDK 929 Kappus M. A.
Janez Stanonik

MARCUS ANTONIUS KAPPUS: ANALITICNI PRIKAZ NJEGOVEGA
ZIVLJENJA IN DELA

Studija prina¥an analiti¢ni povzetek ameri¥kih raziskav o Marku Antonu Kappusu.
Te so sicer §tevilne in razmeroma razvejane, toda nobena ni prvenstveno usmerjena na
Zivljenje in delo Kappusa. Vse obravnavajo druga vsebinska podrogja (na primer, bi-
ografijo Euzebija Franciska Kina, Kappusovega sodobnika; ekspedicijo Kina in Kappusa
leta 1694 iz centralne Sonore k obalam Kalifornijskega zaliva, itd.), ob katerih pa ima
tudi Kappus svoje pomembno, toda drugorazredno mesto. Sedanja §tudija povzema tudi

_rezultate sedmih raziskav. o Kappusu, ki jih je avtor tega prispevka v letih 1986.do 1995
objavil v reviji Acta Neophilologica. V daljfem uvodnem delu sedanja $tudija govori
obfirneje o doslej slabo prou¢enem razdobju Kappusovega Zivljenja v Sloveniji pred
odhodom v Ameriko. Kappus — sicer ¢lan jezuitskega reda — ni igral v tem Casu neke
vidnej$e vloge v Sloveniji. Izstopa predvsem kot ¢lan rodbine Kappusov, ki je, zlasti

- preko sorodstvenih povezav, imela pomembno mesto v razvoju slovenskega Zelezarstva
v 18. stoletju ter v istoCasnem slovenskem kulturnem preporodu. V Ameriki je Kappus
v letih 1687-1717, kot misijonar-pionir v Sonori, viden predvsem kot tesen sodelavec
Euzebija Franciska Kina, po rodu JuZnega Tirolca, v svojem ¢asu osrednje osebnosti
v Spanski severozapadni Mehiki. Kino je s svojimi ekspedicijami po dolinah rek Gile
in Colorada pomembno prispeval k ekspanziji kolonialne Spanije na ozemlje danasnje
Arizone in Kalifornije. Kappus je viden kot Kinov posrednik v Evropi, saj je omogodil
objavo Kinovega zemljevida Sonore leta 1707 v Neméiji v almanahu Nova litteraria
Germaniae aliorumque Europae regnorum anni MDCCVII collecta. S tem je seznanil
Evropo z vaZznim Kinovim odkritjem, da je Spodnja Kalifornija (Baja California) le
ogromen polotok, z zemljo povezan z amerigko celino, in ne otok kot so takrat domne-
vali, Kalifornijski zaliv pa podalj§ek Pacifika, ki se kon¢uje ob izlivu reke Colorado v
morje, in ne zadetek ogromnega preliva, za katerega so mislili da obkroZa cel severni
konec ameri¥kega kontinenta.

Zanimiv je tudi Kappusov odnos do Spanske nasledstvene vojne (1701-1714). Po
smrti Karla II, zadnjega HabsburZana na Spanskem prestolu (umr] je leta 1700), je prislo
do vojne med Francijo, ki so ji vladali Burboni, in evropskimi drzavami pod oblastjo
HabsburZanov. V Spaniji so zmagali Burboni z bitko pri Almanzi (25. aprila 1707).
S tem so Burboni postali vladarji Spaniji in ¥panskih kolonij, tudi Mehike. Kappus,
kot tudi ve€ina jezuitov v Mehiki, ki so pri§li v Ameriko iz habsbur$kih deZel, so v tej
vojni dolgo simpatizirali s HabsburZani. Ob zmagi Burbonov so priredili v Mehiki ve-
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like slovesnosti na ¢ast nove dinastije, Kappus pa je izdal kraj$o pesnitev v latini¢ini z
naslovom [HS Enthusiasmus Sive solemnes lvdi poetici Metris pro dvrante anno 1708
Chronographicis svb Pyromachia depicti, v kateri izraZa svojo lojalnost, kot tudi lojal-
nost drugih Jezuitov v Mehiki do nove dinastije. Danes ni znan noben ohranjen izvod te
pesnitve, vendar obstajajo o njej dovolj iz&rpni podatki v bibliografijah zgodnjega tiska
v Mehiki. Kljub podobnim izrazom vdanosti so bili leta 1767 Jezuiti izgnani iz Mehike
pod poniZujoc¢imi okoli§¢inami, kar pa Kappus ni ve€ doZivel, saj je umrl Ze leta 1717.
Podrobnejse okoli§¢ine njegove smrti niso znane.

UDK 81°255.4:821.111(73)-3 Cooper J. F. =163.6
Darja Mazi - Leskovar

NAJZGODNEJSI SLOVENSKI PREVODI KNJIZNE SERIJE USNJENA
NOGAVICA

Pri¢ujoca razprava govori o prvih prevodih knjiZne serije Usnjena nogavica
ameriSkega pisatelja Jamesa Fenimora Cooperja v slovenski jezik. Serija zgodovinskih
romanov je proslavila pisatelja doma in v tujini ter predstavlja njegov najodmevne;jsi
prispevek k razvoju ameriske knjiZevnosti. Romani so izhajali med letoma 1823 in 1841,
prevodi pa v letih 1900 in 1901. Posebnost izdaje slovenskih prevodov je, da sledijo
kronoloski Zivljenjski zgodbi glavnega junaja Natanaela Bumpppa in da so predstavljeni
kot branje za mladino. Vsi prevodi so priredbe, zato se analiza osredotoca na udomacitvene
in potujitvene prevajalske strategije, ki jih je uporabil prevajalec Ivan Strelec, da bi
moc¢no kulturno zaznamovano besedilo pribliZal ciljnim bralcem. Prispevek ne more v
celoti izpostaviti raznolikosti uporabljenih prevajalskih strategij v petih prevodih, zato se
osredoto¢a na vsebinsko kréenje obseZnih besedil in na prevode lastnih imen.

UDK 821.111(73=163.6).09 Adami¢ L.
Jerneja Petri¢

ADAMICEV “STARI TUJEC” KOT OSTANEK ETNICNE DIFERENCIACIE
V ZDA

Prispevek analizira zgodbo z naslovom “The Old Alien by the Kitchen Window”,
ki je iz8la julija 1940 v Casopisu Saturday Evening Post, nato pa jo je Adamic Se isto leto
vkljucil v z Anisfieldovo nagrado poca¥€eno zbirko From Many Lands. Zgodbo je napisal
dvanajst let potem, ko je z reportaZnim zapisom z naslovom “The Bohunks” mo¢no
razburil slovenskoamerisko srenjo, ¢e§ da blati slovenske priseljence v ZDA. Avtorica
prispevka izhaja iz predpostavke, da je pisatelj v “The Old by the Kitchen Window, ki
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je prav tako besedilo meSanega Zanra, Eeprav bolj literarno od “The Bohunks”, za raz-
liko od slednjega skusal prikazati pozitivno podobo slovenskega priseljenca, s éimer je
Zelel doprinesti k nastajajo¢i ideji multikulturalizma. Zgodba o Dolenjcu Tonetu Kmetu
pripoveduje tako o njem kot zanimivemu, ekscentriénemu, Ze etrt stoletja upokojenemu
posebneZu kot tudi o njem kot predstavniku slovenskih Ameri¢anov. Slednje stori pisatelj
na subtilen, posreden naéin in pri tem izpostavi vrednote kot so delavnost, postenost,
poslu§nost in zvestoba. Vendar pa so junakove ekscentri¢ne posebnosti tiste, ki njegov
lik napravijo zanimiv in plasti¢en. Portret Toneta Kmeta, ki ga je Adami¢ napravil s
pomocjo ankete in osebnih sre€anj, mu je uspel in predstavlja pozitiven doprinos k
Adamicevim teZnjam, da bi se slovenski Zivelj v Ameriki prikazal kot dragocen in
predvsem enakopraven €len v medkulturnem mozaiku ZDA.

UDK 821.111(73).09-31 Hurston Z. N.
Tatjana Vukeli¢

O ROMANU ZORE NEALE HURSTON
. THEIR EYES WERE WATCHING GOD

Ze vet kot desetletje je delo pisateljice Zore Neale Hurston dele¥no pozornosti
kritikov, Se posebej to velja za njen roman Their Eyes Were Watching God. Razen
kritike pozornosti o pisateljevanju te avtorice, je bilo deleZno njeno delo tudi Siroke
javne podpore, ki je avtorici omogocila vstop v osrednji tok ameriSke knjiZevnosti. V
¢lanku je postavljeno tudi vpraSanje o knjiZevni tradiciji ameri$kih érnskih pisateljic
ter njihovega iskanja svobode in identitete v socialnem in kulturnem okolju ameriskih
‘belcev.

UDK 821.111(73=1.72).09-31 Cisneros S.
Branka Kalogjera

MEDGENERACIJSKA DINAMIKA PRI “STARIH” IN “NOVIH” ETNICNIH
SKUPNOSTIH TER VECPLASTNE IDENTITETE V ROMANU SANDRE
CISNEROS CARAMELO

Roman pisateljice Sandre Cisneros Caramelo je osnova za literarni prikaz
medgeneracijske dinamike v etni¢ni skupnosti Chicanov. Ob tem avtorica ¢lanka
primerja roman s tovrstno klasiko tega Zanra ter njegov postopen prehod k definiciji
etni¢ne identitete. V pri€ujocem primeru se v liku osrednje junakinje kaZe pisatelji¢in
postmodernisti¢ni pristop, v katerem se prepletajo fikcija in realnost, ki jima avtorica
daje enako legitimnost.
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UDK 821.111.09-31 Conrad J. :821.111(73).09-31 Fitzgerald F.S.
Majda Savle

POSREDNA PRIPOVED V CONRADOVEM ROMANU SRCE TEME IN
FITZGERALDOVEM VELIKEM GATSBYJU

Joseph Corad je s svojim jezikom in stilom pisanja vplival na $tevilne pisatelje,
tudi na E. Scotta Fitzgeralda. Clanek predstavlja rezultate raziskave o glagolih, ki sta jih
avtorja uporabila v pogovorih, ki se odvijajo v njunih delih Srce teme in Veliki Gatsby.
Cilj Studije je bil potrditi hipotezo, da se Fitzgerald od Conrada ni nauéil samo tehnike
posredne pripovedi, temve¢ tudi drugih tehnik pisanja (kot je na primer skrben izbor
detajlov).

UDK 821.111(6:73=96).09:392.15
Darja Marinsek

OPISI OBREZOVANJA DEKLIC V DELIH AFRISKIH IN AFROAMERISKIH
PISATELJIC

Razprava primerja nacina opisovanja obrezovanja deklic med afriSkimi in afro-
ameri$kimi pisateljicami. S pomocjo komparativne analize §tirih romanov predstavi vecje
razlike med obema skupinama ter na koncu poda vzroke za obstojefa razlikovanja.

UDK 821.111(71).09-31 Laurence M.
Brigita Pavsic
CAS KOT PETI ELEMENT V CIKLU ROMANOV MARGARET LAURENCE

Cikel romanov Margaret Laurence zdruZuje ve¢ lastnosti. Ena od njih je teorija
$tirih elementov. Ceprav ta vzorec morda ni nameren, je zelo jasno razvit skozi vse 3tiri
romane: The Stone Angel predstavlja zemljo, A Jest of God zrak, The Fire-Dwellers
ogenj in The Diviners predstavlja vodo. Poleg tega avtorica v tem romanu zdruZi vse
§tiri elemente. Glavna metafora vode, ki te¢e v obe smeri, v The Diviners ponuja novo
interpretacijo pojavljanja elementa vode v ostalih treh romanih — element vode poveZe
s tekom Casa in s tem tudi z osebnostnim zorenjem protagonistov romanov.
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UDK 821.112.2(436).09 Suttner B. v.
Johann Georg Lughafer
KULTURA SPOMINJANJA V AVSTRIUIL BERTHA VON SUTTNER (2005)

Izhajajo¢ iz predpostavke, da je spominjanje na zgodovinska dela smiseln in
politi¢no instrumentaliziran konstrukt druZbe, ¢lanek proucuje jubilejno leto 2005, ko
je bil v Avstriji obeleZen spomin na mirovnico Bertho von Suttner. Pri tem spoznamo,
kako sta njeno resni¢no delo in boj za mir §la v pozabo in kako so bila njena dela na
neupravic¢en nacin uporabljena v prid nacionalnemu zgodovinopisju.

UDK 821.133.1°04.09 Chrétien de Troyes
Miha Pintari¢

NASILJE V CHRETIENOVIH VITESKIH ROMANIH

Chrétien de Troyes, najznamenitej$i avtor francoskega vitekega romana iz 12.
stoletja, ima do nasilja, ki je samoumevno del takine literature, poseben odnos pred-
vsem v svojem zadnjem romanu z naslovom Perceval ali zgodba o gralu. Medtem ko
je v prej$njih delih (v pri¢ujodem &Elanku gre predvsem za njegov prvi roman, Erec in
Enida), upoSteval splo$no sprejete norme glede uporabe nasilja in njegove reprezentacije
v fikciji, na primer pravilo, da se, v abstraktnem smislu, ne sme storiti sile ideji oziroma
tradiciji, medtem ko je nasilje nad posameznikom ne le “ustvarjalen” in dovoljen, temved
nujen nadin za vzpostavljanje druZbene hierarhije, in s tem reda, ga v poslednjem,
nedokon¢anem delu, nasilje ne zanima ved.

UDK 821.133.1°04.09-17 Rutebeuf
Spela Zakelj
IRONIJA V ALEGORIJI PRT RUTEBEUFU

Rutebeuf, eden najpomembnejsih francoskih avtorjev trinajstega stoletja, v svoji
satiri¢ni in moralni poeziji pogosto uporablja alegorijo, sicer tipi¢no srednjevesko
retori¢no figuro, ki se v poeziji povezuje predvsem s tematiko potovanja. Alegorija
se v Rutebeufovih delih najpogosteje zdruZuje s satiro, Zanrom, ki verjetno v najvedji
meri omogoc¢a uporabo ironi¢nega diskurza. Tako avtor, ki se na simbolen nadin upira
razvrednotenju tradicionalnih vrednot, za objekt ironije vzame moralno sprevrZenost
tedanje druzbe, predvsem t.i. beragkih redov, ki so po njegovem mnenju krivi za pre-
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vlado greSnosti v svetu. Da bi se izognil posplo$evanju, s katerim alegori¢ni sistem
personifikacij zaznamuje satiri¢no in ironiéno perspektivo, Rutebeuf kombinira razli¢ne
alegori¢ne na¢ine in ustvarja situacijo, ki je a priori dramati¢na, kar je razvidno na primer
iz njegovih del Le débat du croisé et du décroisé, Legon sur Hypocrisie et Humilité ali
Le dit du mensonge.

UDK 821.131.1.09-3 Tabucchi A.
Patrizia Farinelli

SKUSNJAVE NEKE ZVRSTL 5
FANTASTICNO V TABUCCHIJEVEM PRIPOVEDNISTVU

V Tabucchijevi predelavi fantastiéne zvrsti udni in nepojasnjljivi dogodek ne
povzrodi prekrivanja dveh nezdruZljivih stvarnosti, temve¢ kvegjemu usmeri pozornost
na stvarnost, ki jo Ze od samega zacetka preZema nelogi¢no in torej nedoumljivo. Tudi
protagonistovo obotavljanje pred tak§nim dogodkom je videti manjSe, zato je njegovo
iskanje racionalnih razlag omejeno. Quéte Tabucchijevega protagonista se ne usmeri
proti cudnemu in nepojasnjljivemu dogodku, temveé v nereSeno preteklost, ki ob tem
ponovno pride na povr§je. V tem smislu kriteriji, ki jih Todorov navaja kot temeljne
za prepoznanje zvrsti, ne drZijo ve€ popolnoma. V vsakem primeru pa Tabucchi kljub
tem spremembam $e vedno uporablja razne pripovedne strategije, ki so znadilne za
fantasti¢no, in z njimi gradi mnogoterno razseZnost tako na ravni zgodbe kot na ravni
diskurza. Prav zato, ker v postmoderni knjiZevnosti refleksija izvira predvsem iz dvoum-
nosti, jo fantastiéno neizogibno spravlja v sku$njavo (in jo tudi zapelje).

UDK 81°255.4:821.111.09-32 Joyce J.
Uro§ Mozeti¢

OD DVOVALENTNEGA DO ENOVALENTNEGA DISKURZA:
HETEROGLOSSIA IN HETEROPSIA V PRIPOVEDNEM BESEDILU TER
VLOGA PREVAJALCA PRI NJUNEM POSREDOVANJU

Med §tevilnimi nereS§enimi problemi na podro&ju prevodoslovja je tudi vpraganje,
kdo vidi oziroma kdo govori v izhodi$¢nem in ciljnem besedilu. Prispevek obravnava
posebne pripovedne strategije, ki jih uporablja James Joyce v zbirki kratkih zgodb z
naslovom Ljudje iz Dublina (Dubliners), s katerimi dosega ucinek polifonije glasov in
tako ustvarja razli¢ne poglede na isti predmet Zari§¢enja v pripovednem svetu. Prav ta
okolnost pa se zdi izjemnega pomena pri prevajanju, saj se najve¢ prevodnih odmikov
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dogaja ravno na osi pripovedovalec-pripovedovano-pripovedovanec. Glede na to, da
Bahtinov splo$no sprejeti koncept, poimenovan heteroglossia, le delno opisuje in ra-
zlaga omenjeni pojav, ga dopolnjujemo z uvajanjem novega pojma — heteropsia, ki smo
ga privzeli iz medicinske terminologije in pomeni neizenaCen odesni vid, tj. vid, ki v
besedilnem okolju omogoca nekak$no vzporedno percepcijo danega predmeta. Osrednja
pozornost velja rabi prostega odvisnega diskurza (free indirect discourse), ki omogoca
visoko stopnjo dinamike prepletanja pripovednih struktur.

UDK 929 Hickey B.
Mirko Jurak

BERNARD HICKEY (1931-2007)
In memoriam

Bernard Hickey je bil dve desetletji profesor za knjizevnost Commonwealtha na
univezi Ca’Foscari v Benetkah (1968—1988) in nato profesor za angle$ko knjiZevnost
na univerzi v Lecceju, Italija. Od sredine sedemdesetih let dvajsetega stoletja-je imel
tudi obfasna predavanja na Oddelku za germanistiko (sedaj Oddelku za anglistiko in
amerikanistiko) Filozofske fakultete v Ljubljani. S svojimi nasveti nam je pomagal pri
nabavi knjig za naso oddel¢no knjiZnico, ki jih je prispeval odbor za knjiZevnost pri
Avstralskem svetu (Australia Council). Zaradi svojega velikega poznavanja avstralske
knjiZevnosti, svoje duhovitosti in osebnega §arma je bil Bernard Hickey priljubljen ne
le pri uditeljih, temve¢ tudi pri slufateljih na Oddelku za anglistiko in amerikanistiko
Filozofske fakultete Univerze v Ljubljani. Zlasti bomo pogrefali njegovo veliko prip-
ravljenost za sodelovanje in $e posebej njegovo prijateljstvo.

Carrigendum

The editors regret that in the previous issue of Acta Neophilologica (39. 1-2, 2006) the
institutional affiliation of the contributor Sigita Barniskiene was not correctly stated;
the correct one is Wytautus Magnus University, Kaunas.
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