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Introduction

‘T do not know of any other writer who has
done as much with language as Mr. Burgess
has done here - the fact that this is also a
very funny book may pass unnoticed’ - said
William S. Burroughs when asked to ex-
press his opinion about A Clockwork Orange.
(Book Thingie: A Clockwork Orange). And
indeed, the novel is regarded as a literary
work which provokes numerous discussions
over some controversial moral aspects and
problems, such as moral freedom, predesti-
nation, free will, violence, sin etc., even over
its own value as a ‘good book], but it has

Ium oBor pajia je ma npefcraBu 3Ha4aj
HETMHTBUCTUYKMX acTeKaTa y Ipolecy
npeBobema crenra (,,Tpeher jesnka“)
— BEIITAYKOT je3uKa KOju ayTOp U3MMII/ba
Kao CpefcTBO KOMyHMKanuje Mehy nukoBuma.
Kao mro he ce ncrocraButy, npesopguai
je mpuuyheH aa ysMme y 003up FpyIITBEHO-
MOJIUTUYKE Be3€, KA0 U TeH[IEHIIMje Y je3UKY
TUIIMYHE 32 IPYIITBO je3nKa Iuba. CTparernje
U CPefiCTBA KOjMMa Ce IIPEBOAMIALY CITY KM
HaJIa3MMO Y II0/bCKOj U PYCKOj Bep3uju
bapumcose Ilaknene ilomopanye.

always been appreciated for the language
presented there as a source of communica-
tion among the protagonists.

Some modernistic features of
A Clockwork Orange

A Clockwork Orange by Anthony Burgess
was published in 1962 and technically falls
after the period deemed as Modernism, yet
it embodies all of the features that were
characteristic of that literary era. (compare:
Large-Fesi 1998) As it has already been
mentioned, the novel is usually described
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as a frightening fable about good and evil,
and the meaning of human freedom. A vi-
cious fifteen-year-old droog is the central
character of this classic. In Anthony Burgess
nightmare vision of the future, where the
criminals take over after dark, the story is
told by Alex, who talks in a brutal invented
slang that brilliantly renders his and his
friends’ social pathology.

Burgess’s novel is also perceived as a fu-
turistic look at a Totalitarian government. It
would be worth quoting here the descrip-
tion given by Alicia Large-Fesi (1998) in
her study about modernistic features of
the novel. This fragment will acquaint
us with the plot as well as with the main
message expressed by Burgess through the
book: ‘The main character (...) is an ‘ultra-
violent’ thief who has no qualms about
using force to get the ‘in-out-in-out’ The
beginning of the story takes us through
a night in the life of Alex and his Droogs,
and details the adventures that occupy their
time. At fifteen years old Alex is set up by
his Droogs (Pete, Dim, and Georgie) and
was sent to jail and convicted of murder. At
the Staja (the State Penitentiary) he became
6655321 and spent two years (in a sentence
of fourteen) there. Alex is chosen by the
government to undergo an experimental
new ‘Ludovicos Technique, administered
by Dr Brodsky, that was to ‘cure’ him of all
that was bad (Reclamation Therapy). Alex is
given injections and made to watch films of
rape and violence and the mixture of these
images and the drug cause him to associate
feelings of panic and nausea with violence.
He is released after a fortnight (two weeks)
of treatment and after a few encounters
with past victims finds himself at the
HOME of a radical writer (who ironically
had also been a victim of Alex’s, but does
not recognize him) who is strongly opposed
to the new treatment the government has
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subjected him to. This writer (E. Alexander)
believes that this method robs the recipient
of freedom of choice and moral decision
- therefore depriving him of being human
at all (a clockwork orange). Alex eventu-
ally attempts suicide and the State is forced
to admit that the therapy was a mistake
and ‘cures’ him again. The last chapter of
the novel (which was omitted from the
‘American version’ and Stanley Kubrick’s
film) shows Alex’s realization that he is
growing up and out of his ultra-violent
ways on his own. He realizes that he wants
a wife and son of his own

The structure of the novel

A Clockwork Orange had never been pub-
lished entire in America by 1997. The book
wrote by Burgess is divided into three
sections of seven chapters each. 21 is the
symbol of human maturity, or used to be,
since at 21 you got the vote and assumed
adult responsibility’ — says Burgess (1986).
‘Whatever its symbology, the number 21
was the number I started out with. Nov-
elists of my stamp are interested in what
is called arithmology, meaning that [a]
number has to mean something in human
terms when they handle it. The number of
chapters is never entirely arbitrary. Just as
a musical composer starts oft with a vague
image of bulk and duration, so a novelist
begins with an image of length, and this
image is expressed in the number of sec-
tions and the number of characters into
which the work will be disposed. Those
twenty one chapters were important to me.
But they were not important to my New
York publisher. The book he brought out
had only 20 chapters. He insisted on cut-
ting out the twenty-first. [...] Now when
Stanley Kubrick made his film - though
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he made it in England - he followed the
American version and, so it seemed to his
audiences outside America, ended the
story somewhat prematurely. [...] Read-
ers of the twenty-first chapter must decide
for themselves whether it enhances the
book they presumably know or is really
a discardable limb. I meant the book to
end in this way, but my aesthetic judge-
ment may have been faulty. Writers are
rarely their own best critics, nor are critics’
(Burgess 1986)

The omission of the twenty-first chap-
ter resulted, according to Burgess, in the
reduction of the novel from fiction to fable,
something untrue to life. Human beings
change, and Burgess wanted his protagonist
to mature rather than stay in adolescent
aggression. The twenty-first chapter shows
this change, and the chapter is important
because it includes Alex’s mature assess-
ment of his own adolescence and shows the
importance of maturity to moral freedom
which is Burgess’s main point. (compare:
Clark 1997:1)

The title

‘A clockwork orange’” has been understood
and explained in many different ways. This
unconventional and ‘uncollocative’ expres-
sion encourages to search for its most prob-
able meaning and purpose of its use as a
title (for the wide interpretation of the title,
related to the plot of the book, see: Clark
1997).

However many the suggestions and
attempts there are, undoubtedly, the most
convincing seems to be the interpretation
given by the author himself. He admits that
the book was called A Clockwork Orange
for various reasons. Firstly, he had always
loved the Cockney phrase ‘queer as a clock-

work orange, that being the queerest thing
imaginable (something that on the surface
was normal, but inside was artificial and
unnatural). He had saved up the expression
for years, hoping some day to use it as a
title. When he began to write the book, he
recognised the opportunity to do it: he saw
that this title would be appropriate for a
story about the application of Pavlovian, or
mechanical laws to an organism which, like
a fruit, was capable of colour and sweetness.
(compare: Lund 2)

Secondly, Burgess noticed the similarity
in sound and spelling between the English
word ‘orange’ and the Malay word ‘orang),
which is also interesting because of its
meaning: ‘But I had also served in Malaya,
where the word for a human being is orang’
(Lund 2) Hence, this particular clockwork
orange, introduced into the novel as a title,
is human on the surface, but inside is arti-
ficial and unnatural.

However, not only the title was care-
fully worked out by Burgess. The name of
the antihero is Alex, short for Alexander,
which means ‘defender of men’ Alex has
other connotations — a lex: a law (unto
himself); a lex(is): a vocabulary (of his
own); a (in Greek) lex: without a law. As
many other novelists, Burgess tended to
give close attention to the names he at-
tached to his characters. ‘Alex is a rich and
noble name, and I intended its possessor
to be sympathetic, pitiable, and insidiously
identifiable with us, as opposed to them. But,
in a manner, I digress’ (Lund 2)

Nadsat
Burgess spoke eight languages, not includ-
ing English. And not surprisingly, he tried

to use his wide knowledge and skills while
creating the world of his book.
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As it has been mentioned above, the
unique feature of A Clockwork Orange
is its language, or a slang which is a tool
or device of communication among the
characters. The novel abandons normal
language (which is another modernistic
feature, since, as the Modernists believed,
the ‘normal language’ could not always
convey meaning anyway) and is written
in ‘Nadsat, a teenage argot made up by the
author. It is usually described as English
with a polyglot of slang terms and jargon
thrown in. The main source of these addi-
tional terms is Russian, even though there
are also contributions from Gypsy, French,
Cockney/English slang and other miscel-
laneous sources such as Malay and Dutch
(possibly via the Dutch influence on Malay)
and the author’s own imagination. Burgess
used approximately two hundred and fifty
nadsat’ words to convey his story (their
meaning has been clarified in the Glossary
of Nadsat Language, added to the book).

The large number of Russian words in
Nadsat has been explained in the book as
being due to ‘propaganda and subliminal
penetration techniques. This is probably
because of the cold war which in Bur-
gess’s world ‘has apparently shifted onto
overdrive. (compare Anthony Burgess, http:
/Iwww.levity.com/corduroy/burgess/htm)
The fragment quoted below provides us
with justification for such interpretation.
It comes in a conversation of the doctors
examining Alex:

<

‘These grahzny sodding veshches that
come out of my gulliver and my plott,
said, ‘that’s what it is.

‘Quaint’, said Dr Brodsky, like smiling,
‘the dialect of the tribe. Do you know any-
thing of its provenance, Branom?’

‘Odd bits of old rhyming slang’, said Dr
Branom... A bit of gipsy talk, too. But most
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of the roots are Slav. Propaganda. Sublimi-
nal penetration’. (Burgess 1978: 91)

In his essay entitled The Clockwork Co-
nundrum (http://westsood.fortunecity.com/
chloe/194/conundrum.htm), Laurence Mala-
fry draws attention to yet another aspect of
the political function of the special language
used by the protagonists: “The propaganda
was accomplished through the ingenious
use of nadsat, the teenage dialect used by
Alex in the book, to downplay the actual
crimes Alex was committing. The argot
itself, according to Burgess, was widely
based on Slavic words. Russia being the
center of much anxiety at that time, would
be a prime example of suspicion for propa-
ganda techniques, much like the Germany
of the 1940’s. The fact that the book was
taken from a juvenile point of view, which
whether we like it or not is associated with
naiveté and innocence, also downplayed the
violent acts which were occurring. In the
movie it is not as easy to identify with Alex,
due to the fact that he is portrayed as an
adult. I then took notice of the parallel to
this ,,power of propaganda” theme, which
was illustrated through out section two.
Alex is given the Reclamation Treatment,
the use of propaganda films and drugs for
reflex conditioning, which addresses fears
of brain washing evident in that era. For
me this is a much stronger theme than the
freedom of choice one, which I addressed
earlier in the essay. I am not certain exactly
what Burgess was trying to show with this
book, all I know is that it revealed to me
what propaganda can accomplish if it is
done correctly’

Apart from the purely political role of
Nadsat, Malafry has named yet another
one: the futuristic language has been in-
troduced into the text in order to conceal or
to downplay the violence and criminal acts
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committed by the characters. The reader
pays attention to the language and separate
words, trying to understand their meaning.
The presented events, however cruel and
horrifying, recede into the background.

Another function of the ‘newspeak’is to
provide the reader with the impression that
they became a part of the world presented
in the novel. Consequently, this gives them a
sense of intimacy with Alex and his ‘droogs’
due to the fact that the adults in the novel
can not understand what the teenagers are
saying. As it has been pointed out by Alicia
Large-Fesi (1998), there is also a disruption
of the linear flow of narrative aside from
this private language; Alex tells the story
in a remembering type sequence, but often
interjects with thoughts or questions posed
directly at the reader’

This particular bond between Alex
and the reader was also underlined in the
article published in The New York Times in
1963 (March 19): “The “hip” language that
Alex and his “droogs” (gangmates) speak
is a further development in the lingo of
the outsiders. It lights up page after page
in pin-ball machine fashion, and midway
through the book you can understand it
as well as Alex. Fighting a rebellious droog,
Alex says, “I had just ticklewickled his fin-
gers with my brava (knife), and there he
was looking at the malenky (little) dribble
of krovvy (blood) that was reddening out
in the lamplight” This device could easily
have become a bore, but Mr. Burgess han-
dles it with intelligence and for a purpose.
The neologisms are provocative, their
logic often ironically apparent (cigarettes
are called “cancers”), and by the end of the
book one is left with a satisfactory sense
of having learned a language and become
part of an in-group, which is exactly Mr.
Burgess’s purpose’

Hence, Nadsat can be described as a
device which makes an opportunity for the
author to involve the reader in the events
and activities presented in the novel. As a
result, they become a part of a game prepared
by Burgess, which seems to be the essential
function of the created language.

A Clockwork Orange in Polish

Translation is usually understood as render-
ing some contents expressed in L; (source
language) in L, (target language). As an
example we can quote here the definition
proposed by Wojtasiewicz: ‘the mechanism
of translating a text a formulated in the
language A into the language B means
formulating the text b in the language B
so that the reader would have the same or
similar associations as the reader of the text
a’ (Wojtasiewicz 1992: 26).

However, there are cases when also a
third language is involved. As Adam Sumera
claims in his study of the translation strate-
gies, ‘the translator’s work seems relatively
simple when the original contains parts
written in Ls; most often it is the case of
some characters speaking a foreign lan-
guage. If a translation into the reader’s
native language is supplied in the original
(i.e., Ls— L), the obvious thing to do is to
follow suit in the translation (L; — L,). If
the original sticks to L only, the translator
must consider whether to preserve this
pattern or perhaps additionally supply a
translation into L, (maybe as a footnote).
This addition may result from a different
relation between the pairs of languages in
question (Ls — L; v. Ly — L,); for example,
a French text may be easier to understand
for the average English reader than for a
Polish one as French is the most commonly
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known foreign language in Britain whereas
in Poland it is English and German that are
the best known ones. (Sumera 2000: 537)

L; may be embedded in the very struc-
ture of a literary work, as in Burgess’s A
Clockwork Orange. The propaganda purpose
of using in created slang mostly words with
Russian roots may suggest the necessity of
a political reading of the book. As a result,
the translator could feel forced to stick to
Russian elements even if in the target lan-
guage they play quite a different role than
in the original. However, the author himself
does not seem to treat this aim as crucial for
understanding his own work. According to
Robert Stiller, who translated A Clockwork
Orange into Polish, in a letter to the trans-
lator Burgess suggested the use of English
elements in the Polish version (cf. Stiller’s
afterword, Burgess 1991: 146).

Stiller is the author of two Polish versions
of A Clockwork Orange. His original trans-
lation, entitled Mechaniczna pomararicza
(1998), uses Russian influences, while the
alternative Polish text of the novel, Nakreca-
na pomaraiicza (published in 2001, although
written in parallel with the Russian version),
is based on English.

Stiller realised how difficult would be
to create the third language embedded
in Polish language, culture and political
associations. For the political significance
of the original text, it seemed appropriate
to use Russian as a basis for slang words.
However, in Polish history, Russian played
incomparably more serious ideological
role than in any non-Slav country and its
use resulted from the political influence of
Russia and the Soviet Union. Apart from
that, for a long time Russian language was
taught as an obligatory subject at school.
This situation affected Polish people’s men-
tality and caused prejudice and bias against
their neighbour. Consequently, the Russian
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version of A Clockwork Orange could be
understood as a pessimistic presage of
forthcoming changes in Polish language.

After the collapse of the political system
based on socialism, Russian language lost
its status as an ‘international language’ (in
the Eastern Europe) and as an obliga-
tory subject to be taught. In turn, it was
English that became the language of the
future. Stiller used this fact while prepar-
ing his second translation for publishing.
Even this version, however, is not void of
non-linguistic associations. It is still tightly
connected with socio-political events and
turning points in the history of Poland.

In the original text as well as in both
Polish versions of the novel, there are plenty
of neologisms, barbarisms to such a degree
that on each page we can find even several
tens of them. As an example, we can look
at a passage from the novel and compare
it with its equivalents from the versions R
(based on Russian) and A (based on English

— angielski in Polish):

there was no law yet against prodding
some of the new veshches which they used
to put into the old moloko, so you could
peet it with vellocet or synthemesc or
drencrom or one or two other veshches
which would give you a nice quiet hor-
rorshow fifteen minutes admiring Bog
And All His Holy Angels and Saints in
your left shoe with lights bursting all over
your mozg (5)

Na spirtne nie mieli pozwolenia, ale
jeszcze nie wyszed! ukaz, e nielzia robi¢
tych nowych sztuczek, co je dobawiali do
regularnego mleczka, wigc mogtes sobie w
nim kaza¢ na przyktad welocet albo syn-
temesk, albo drenkrom, albo jeszcze jeden
czy drugi taki maraset, ze miates od niego
rozkoszne, ujutne pietnascie minut sam
na sam podziwiajgc Pana Boga i Wsiech
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Jego Aniotéw i Swigtych w lewym bucie i
do tego blyski wybuchu na caly mozg, no
po prostu horror shot! (R7).

Licencji na sprytoze nie mieli, ale
jeszcze nie wyszto prawo, Ze jest forbiden
tu seil te nowe dyngs, co je miksowali do
regularnego mleka, wigc mogles sobie w
nim kaza¢ for instens welocet albo syn-
temesk, albo drenkrom, albo jeszcze jeden
czy drugi taki drag, ze miales od niego roz-
kosz i spoko na pigtnascie minut sam na
sam podziwiajgc Pana Boga i Wszystkich
Jego Aniotéw i Swigtych w lewym bucie i
do tego blyski wybuchu na caly mozg, no
po prostu horror szol! (A7).

It is not difficult to see that in version A
Stiller replaces almost every word borrowed
from Russian with its English equivalent
whereas in his first version he tried to
work out a more original version, using
the equivalents more freely.

Stiller makes use of Russian and English
words in a spelling that is quite different
from the original and results from writing
down their spoken forms in a way following
Polish spelling rules, like in the following
example:

Youd lay there after youd drunk the
old moloko and then you got the messel
that everything all round you was sort of
in the past. (7)

Glotngteé sobie tego mleka i lezysz, i
dostajesz takiej prydumki, ze wszystko, co
cig otacza, juz jakby przeszto. (Rg)

Drynkngtes se tego mleka i lezysz, i
dostajesz takie ajdyja, ze wszystko, co cig
otacza, juz jakby przeszlo. (A9).

or:

So I was put into the bed and still
felt bolnoy but could not sleep, but soon

301

I started to feel that soon I might start to
feel that I might soon start feeling just a
malenky bit better, and then I was brought
some nice hot chai with plenty of moloko
and sakar and, peeting that, I knew that
that like horrible nightmare was in the
past and all over. (85)

Wiec potozyli mnie do t6zka i wcigz
czutem sig chory i obolawszy ale nie
Spigcy, no i wkrétce zaczgtem sie czud tak
jakbym stosunkowo rychto mogt poczud,
Ze juz wkrotce mégtbym zaczg( sie czué
moze ciut lepiej, i wtedy przyniesli mi
fajng czaszke gorgcego czaju z nienaj-
gorszg dobawkg starego mleka i cukru
(to znaczy sacharu) i dopiero, pochli-
pawszy to, przyszedtem do swiadomosci,
Ze ten uzas i koszmar minely i juz ich nie
ma. (R 110).

Wiec potozyli mnie do t6zka i otdy
tajm czulem si¢ chory i obolaty ale nie
spigcy, no i za szort ynaf tajm zaczglem
sig czul tak jakbym stosunkowo rychto
mogt poczulé ze juz wkrétce mégtbym
zaczg( sig czué moze ciut elitt abitow
lepiej, i wtedy przyniesli mi fajny kap
gorgcego czaju z big dodatkiem starego
mleka i szugru (to znaczy cukru) i dopiero,
pochlipawszy to, doszedtem do swiadomo-
Sci, ze ta groza i koszmar minely i juz ich
nie ma. (A 110)

However, at some points the Polish
translations seem to have gone too far from
the original. This applies especially to the
vulgarization of the language: the register
used in Polish translations is definitely
lower than that of the novel in English.
Let us compare the Burgess’s text:

we sat in the Korova Milkbar making
up our rassoodocks what to do with the

evening, a flip dark chill winter bastard
though dry (s5)
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with its Polish versions:

siedzielismy w Barze Krowa zastana-
wigc sig, co zrobié z tak pieknie rozpocze-
tym, a wieczor byt chujnia mrok zigb zima
sukin kot cho¢ suchy. (R7)

siedzieliSmy w mleczarni Cow Bar
zastanawiajqgc sig, co zrobic z tak pigknie
rozpoczetym, a iwning byt na dziob i mrok
zigb synowe bycz zima cho( suchy. (A7)

The English ‘bastard’ is qualified in the
Collins Concise Dictionary (1996: 105) as
an informal and offensive. ‘Chujnia’ and

‘sukin kot although euphemised, refer to

swear words. On the other hand, the second
Polish version contains a stronger expres-
sion, hidden behind the structure ‘synowe
bycz, where the sound similarity to the
English ‘son of a bitch’ is evident.

The same feature could be observed also
in the following passages:

These were supposed to be the names of
the different malchicks theyd spatted with
before they were fourteen. (6)

A to mialo znaczy¢, ze niby z tymi
malczykami sig przedziobaty, zanim im
stuknelo czternascie lat. (R8)

A to mialo znaczy¢, ze niby z tymi smy-
kami si¢ przefukaty, zanim im stukneto
czternascie lat. (A8)

This time, however, the original fragment
does not include any dirty word. In version
R Stiller decided to use a colloquial verb

‘przedziobaze si€ as an equivalent of Burgess’s

Russian ‘spat’ with somebody’ while in the
second translation he went much further
using the word ‘przefukaz si€ - the sound
counterpart of ‘to fuck’
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A Clockwork Orange in Russian

It is not difficult to imagine a case where L,
is present only in the source text but not in
the target text. An example might be some
foreign quotation that has been rendered in
the language of translation - either because
the translator decided to make the reading
easier for the target text reader or because
that foreign passage is in fact expressed in
L in the source text. (compare: Sumera
2000: 541)

The latter case is represented by an-
other Slavonic language version of the
novel. When translated into Russian, this
peculiar feature (slang based originally on
Russian words) is lost. The only solution
might be to use a different language as a
basis for creating a new slang, analogously
to the Polish versions. However, an author
of the Russian translation has chosen a
different strategy.

Boshr’ak decided to replace the original
slang words from the Burgess’s text with
Russian colloquial words and expressions.
Such a solution is unexplainable, since
another, much better strategy seems to be
obvious. Russia and the usa belong to the
opposite powers; therefore, slang based on
English roots embedded in Russian text
would create a world close to the Russian
reality. Apart from that, tendency to use
English language in everyday life is much
stronger in Russia than in any other Euro-
pean country. Hence, slang used as a tool
of communication among teenagers would
sound more natural for the Russian reader,
if it was based on English words.

Unfortunately, the Russian version of
slang lacks all the effects present in English
and Polish texts. The only sign of a particu-
lar kind of language spoken by the charac-
ters is the use of the Latin alphabet instead
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of the Cyrillic one, which means nothing if
we consider spoken language.

Let us compare the two versions, original
and the Russian ones, by looking at the fol-
lowing passages:

e but at this time I'd got to thinking it
was a cowardly sort of a veshch, O my
brothers. (7)

® HO B TOT Bedep MHe BPYT [IOJYMaoCh,
9TO 9TO BCe-Taky nopaast shtuka, BbIxon
IULsI TPYCOB, O/muH. (9)

e Youd lay there after you'd drunk the old
moloko and then you got the messel that
everything all round you was sort of in
the past. (7)

e Bblmbelrb 3T0 XUTPOe MOJIOYKO, CBa-
JUIIbCS, a B bashke omHO: Bce BOKPyT
bred vt hrenovina, u BOoO11ie BCe 3TO yKe
KOIIa-To 661710. (9)

e Our pockets were full of deng, so there
was no real need from the point of view
of crasting any more pretty polly to tol-
chock some old veck in an alley and viddy
him swim in his blood while we counted
the takings and divided by four, nor to
do the ultra-violent on some shivering
starry grey-haired ptitsa in a shop and
go smecking off with the till’s guts. (5)

e Kapmaus! y Hac moMunuch ot babok, a
CTajIo OBITh, K TOMY, YTOOBI C/IeTIaTh B
nepeyike toltshok xkakomy-HUOyAb CTa-
pomy hanyge, obtriasti ero u cMOTpeTb,
KaK OH IIaBaeT B Jy>Ke KPOBU, ITOKa
MBI HOJICYNTBIBAEM TOOBIUY U IeNUM ee
Ha 4YeTBepbIX, HUYTO HAC, B 00IIeM-To,
0COOEHHO He MOHYX/A/I0, KaK HIYTO
He MOHY>KJAJ/I0 ¥ K TOMY, YTOObI fleflaTh
krasting B maBKe y KaKoi-HUOYAb TPsi-
cyulelics ctapou ptitsy, a morom rvatt
kogti c copep>xuMbIM Kacchl. (7-8)
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The last example needs some further ex-
planation. At first glance it would suggest that
Bashn’ak used some borrowings from the
English language, such as ‘krasting’ However,
when we analyse the passage more carefully
and compare it with its English equivalent,
it will become obvious that the translator
assimilated the Russian words worked out
and modified by Burgess himself.

While analysing translation of the slang, it
would be interesting to compare how the
authors of three language versions of A
Clockwork Orange constructed a word play
based on a name, embedded in the very
structure of the communication device.

The name of one of the boys is Dim,
which is not a typical English name, like
Pete, Georgie or even Alex — the names of
the other characters. Dim, probably short
for Dymitr, was used by Burgess for at
least two reasons: it comes from Russian
language and culture, and makes it possi-
ble to create a word-play with the English
adjective ‘dim’ (‘unintelligent’) — a particu-
lar characterization of a person. It can be
proved by the following passages:

my three droogs, that is Pete, Georgie,
and Dim, Dim being really dim (5)

‘Makes you feel real dobby, that does,
said Pete. You could viddy that poor old
Dim the dim didn’t quite pony all that, but
he said nothing for fear of being called
gloopy and a domeless wonderboy. (11)

In both Polish versions of the novel Stiller
used here the same word ‘jolop’ as a proper
name as well as a description of a character.
It is necessary to underline that Jofop does
not belong to the category of proper nouns
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in Polish language. According to the dic-
tionary (Stownik jezyka polskiego pod red.
Szymczaka 1982:1/839), jotop (jelop), offen-
sive, means: ‘someone dim, dall, slow-witted,
mutton-headed’ Let us compare two versions
(Rand A) of both passages:

e trzech moich kumpli, to znaczy
Pete, Georgie i Jotop, a Jotop to znaczy po
nastajaszczy jotop. (R7)

trzech moich paluchéw, to znaczy
Pete, Georgie i Jotop, a Jolop to znaczy
niedlapucu a ryjli jotop. (A7)

e — Az sie czlowiek czuje charoszy,
nie? — powiada Pete. A stary bidny Jolop
wida¢, ze niezupelnie ponial, ale nic nie
bataknat, bo si¢ cykal, zeby$smy go znéw
nie nazywali durak i cudowne dziecko bez
baszki. (R14)

— Az sig czlowiek poczuwa dobry,
nie? — powiada Pete. A stary bidny Jotop
widad, ze nie catkiem anderstend, ale nic
nie spikngt, bo miat frajt, aby$my go znéw
nie przezywali tepolec i wunder kind nie-
domozgi. (A14)

Contrary to the Polish versions, in which
Stiller did not manage to preserve the word
play, the solution applied by Boshm’ak
seems successful:

e Tpu Moux druga, To ectb Ilur,
Ixopmxuk u Tém, mpudem TéMm 6b11 1
B CaMOM JieJIe TTapeHb TeMHBII, B CMBICTIE

glupyi (7)

e Hy u Hy, IpsIM 9TO B CaMOM /[iejie
Kakme-T0 Mbl dobery, — ckasan ITur.
IIpndem sIBHO Haul TeMHbll TéM HU B
3y6 HOT oIt He Vjezzhajet, HO OH TOMAJIKIL-
BaJI, 9TOOBI Mbl He Ha3Ba/IU €TO JIMIIHIT
pas glupym u bezmozglym. (15)
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As a basis for the structure he used the
proper name Tém (‘Tom’) and its sound
similarity to the adjective temusiit (‘dull’).
As a result, the Russian translation provides
the target language reader with the play on
words as funny and effective as it does the
original text of the novel.

Conclusion

Slang is usually described as a word or
phrase ‘that is not appropriate to the
standard form of a language or to formal
contexts and may be restricted as to social
status or distribution’ (Collins Concise
Dictionary 1996: 1262). In the light of what
has been said in this article, we can add
to the definition that in some particular
circumstances or contexts slang may play
a futuristic function and refer to a certain
political and social situation as well as to a
certain language tendencies.

The process of translation of A Clock-
work Orange require of a translator crea-
tivity and patience while searching for the
best solution available. The three transla-
tion versions presented above show how
different strategies may be used and how
different choices may be made when the
translator is expected to create the ‘third
language’ in the structure of a target lan-
guage text.

Robert Stiller claims to be working on
the second alternative version of the transla-
tion, this time based on German language
(Burgess 2001: 217). Undoubtedly, this
text will associate with different historical
events connected with the relationship be-
tween Poland and Germany (especially the
11 World War). It would be also interesting,
however, to analyse a new version of slang
from the linguistic point of view.
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SLANG AS THE THIRD LANGUAGE IN THE PROCESS OF TRANSLATION...

CIreHr Kak TpeTuil A3bIK B Ipoliecce MepeBoja: 3aBOIHOI aNelbCHH B epeBojie Ha
TONIbCKUIA Y PyCCKMIT A3BIKM

Hacrosimas cTaThs IpefcTaBsieT co60it MOMBITKY aHaIu3a CIIoCO00B MepeBofa CTIeHTa
B TekcTe beppkecca 3aBofHOI anleNIbCUH, YUYNTbIBAsA IPEX/E BCETO HEMMHTBUCTUYECKME
daxropsr. [IpeMeTOM MCCIefOBAHMNIT AB/LIOTCA 3,eCh ePeBObI Ha TOIbCKIIL I
PYCCKUI A3BIKU.

ABTOp CTaTbhy OKa3bIBAET CTIOKHOCTD IPOIeCcca TePeBoia C/IEHTA — A3bIKa
COTBOPEHHOTO KaK CPe/ICTBO KOMMYHUKALIMU MEX/Ty YIeHaMM MOJIOfIEXKHOTO TaHTa.

B texcTe mopnuuHMKa Bepkecc B 60/IBIION CTEIIeHN MCIIONb30BAl PYCCKUIL A3BIK KaK
MCTOYHUK JLs1 06Pa30BaHI HOBBIX CIOB. DTOT MICKYCCTBEHHbII A3bIK, BIMTAHHBII B
KOHCTPYKLIMIO POMaHa, BbI3bIBA€T aCCOLMAIINMN, OTHOCAIIMECA K TOMUTUYECKOI CUTYaLUI
BO BpeM: XO0/IOJHOI BOJHBIL.

Pob6ept Cruiep, aBTOp ABYX IePEBOLOB Ha MOIbCKIIL A3BIK, IIPEAIOXKILT ABA
A3BIKOBBIX BapMaHTa POMaHa: B IIEPBOM M3 HUX OH NOpakaeT aBTOPY HOJ/IMHHMKA,
MIPUMEHsS PYCCKMIA A3BIK B KAUeCTBE MICTOYHMKA; BTOPOIL, OIHAKO, C/IEAYs
MIONUTUYECKUM U3MEHEHNUAM B ucTopuy [lo/mbiiin, 0OCHOBBIBAET HA aHITIMIICKOM A3bIKE.
Ka>kzplit 13 9TMX TEKCTOB BBI3BIBAET Y IOIBCKOTO YUTATELS 0COOBIE aCCOLMALINI,
COBEPILEHHO JIPyTUe YeM TeKCT OPUTUHAIA y AHIIMIICKOTO YMTaTels.

Poman bepmkecca Ha pycckoM si3bIKe ITPEZICTABIAET COBCEM APYTOIf TOAXON K
mpo6reMe IepeBofia «TPeThero sA3biKay». CriefyeT IMOAYepKHY Th, YTO BOIIHAK OKasacs
eper HeOOBIKHOBEHHO TPYAHOII 3afjaueii: JOCTUYb TOro addeKTa, KoTopblit Bepmiecc
IOCTUT C IIOMOII[BIO PYCCKOTO s3bIKa (OIIyIaeMoro Kak MHOCTpaHHbIi). Kaxkercs,
4TO HePeBONUMK JODKeH 00pa3oBaTh 37jeCh CJIEHT OCHOBAH Ha aHITIMIICKOM f3BIKE,
KOTOPBIN 3aHMMaeT IPOTUBOIIONIOKHYIO IIO3UIUIO TI0 CPABHEHMIO C PyccKuM. bomHsxk,
OJTHAKO, OTKA3aJICA OT MIPUMEHEHNs B TEKCTE HOBOTO A3bIKa U MCIIOIb30BAJI JINII C/IOBa
U BbIP)KEHMA PA3TOBOPHOTO CTUJIA.

MHorouncneHHble IPUMepPHI, IPUBOAMUMbIE B TEKCTE CTAThY, IOATBEPKIAIOT
B3aMIMHO€ HaJ/IOKeHME TMHTBUCTIYECKUX U HEMMHIBUCTUYECKIX aCIIEKTOB, 1
CBUJIETENIBCTBYIOT O TOM, UTO IIPOLieCC IiepeBofa TpebyeT OT HepeBOIMKa
1306peTaTeNIbHOCTIL U TePIIEHN B IOMCKAX Halbo/Iee COOTBETCTBYIOLIErO SI3BIKOBOTO
9KBIBa/IEHTA.
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