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Anna Ginter (t6d?)

Poetic meaning production - interpretation
and translation

Ium oBor pasia je fa aHanM3upa MOKyLIaje
CTyJIeHaTa Jla y OKPYy>Kerbe PYCKOT je3nKa 1
PYCKMX acolyjalija IpeHecy jefHy off lecama
MJIAZIoT IecHuKa — Michata JoZwiaka. OBa
MIycTpalyja JoKasyje Jja ce TEOPUjCKM OKBUP
KOTHMTVBHE JIMHTBUCTYKE MOXKe Ha YHOCaH
HAYMH IIPYMEHNUTY Ha TPAHC/IATONIOTjy.
Meby ocHOBHMM NOjMOBYIMa Y KOTHUTUBHOM
HOVIMAIbY je3MKa VI TPaMaTuKe Cy Caiumaree
u cnuxosrocm. Kao mro je mpukasaHo,
HOCMATPAHO Y KOHTEKCTY CAMUmMarea u

8= Kmpyune peun: cuKosHocmu, Ipoliec mpesohema nocraje
translation, imagery, conceptual B VHVBU/IYa/THO TyMadere TeKCTa Hero
integration, blending, metaphor, penpoiyKIMja 3HaYerha CaipXKaHOT Y HerOBOj
poetry. OPUTMHAHO] BEP3UjU.

Introduction - the poem by Michal Jézwiak

To tak

jakby z wiosennym deszczem storice
namalowalo tecze

na bigkitnym plotnie,

az chciato sig zy¢

i napisaé wiersz

jezeli tak wyglgda RA]

to ciesze sie Ze wierze w Boga

ciesze sig ze do niego dzwonig
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chyba znoéw to zrobig!

To bylo tak jakby spetnito sie czyjes marzenie

O kochajgcej Zonie
dzieciach

i domu z ogrodem

Nagle zechciatem mitowa¢ nieprzyjaciétswoich

i cho( to nierealne
dostatem od Ciebie

BUZI w tramwaju.

This poem by Michat Jozwiak, a young poet
from L6dz, constitutes a part of a collec-
tion entitled ‘Kilka werséw’. The title seems
to be most appropriate characteristic of all
the poems included - they are short and
extremely concise, with no unnecessary
words; just several lines expressing hun-
dreds of thoughts. According to Agnieszka
Szczepaniak, the reviewer of the collection,
the poem in ‘several lines’ presents the whole
world in which the human being is under
the influence of three powers: God, the
external power controlling earthly law and
the internal voice of the heart: °(...) Michat
Jozwiak dopisuje do “Antologii Zycia” nie
uwzglednione w niej (brakujace) wersy, w
ktérych poszukuje drogi mogacej nadaé
naszej egzystencji wymiar wykraczajacy poza
$cisle wyznaczong partyture, stanowigcy
element jej interpretacji. W $wiecie tym -
zapisanym w “Kilku(set) wersach) - czlowiek
zrzucony na areng zycia podlega dziataniu
trzech sil. Pierwsza z nich, jednocze$nie
nadrzedna wobec dwdch pozostatych, to
moc Boga - dobrego kumpla, do ktérego
mozemy zadzwoni¢, ale tez chimerycznego
i nieobliczalnego mistrza, panujacego nad
bytem materii. Druga sita — zewnetrzna - to
ta ustalajaca ziemskie prawa. Stanowi ona
oplatajacg nas strukture $wiata Rozumu,
rodzacy falszywe - “dziurawe” — maski, beton
emocjonalny (...) Na szczescie jest jeszcze
jedna energia. To dzwi¢k plynacy wprost
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(Jézwiak 2000: 14)

z “serca galaktyki”; linia kontaktu z Bogiem;
tunel lgczgcy nas ze Swiatem wyobrazni,
czyli wewnetrzny glos kazdego czlowieka’
(Jézwiak 2000: jacket). Is this, however, the
only possible interpretation of the poem?

The complexity of interpretation and
unique features of structure encouraged me
to use the poem during my classes of the
literary translation course for the 4th-year
students of Russian Philology (University
of Lodz). Their work, accompanied with
analyses, discussion and even arguments
over some cases of interpretation, resulted in
several Russian versions of the poem, quoted
in the Appendix. It should be underlined,
however, that one of them (the last quoted
version) has been prepared by the students
whose mother tongue is Russian.

Inspired by the cognitive concepts of
blending and imagery, I have attempted
to analyse the process of translation of the
Polish poem into a different formal system
from the perspective of the theory of mental
spaces.

Some concepts of cognitive theory

Cognitive theory along with its concepts
referred to human cognition and experience
provided me with a theoretical background
for the further analyses. For that reason I
have decided to present briefly those of them
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that helped me to explain some problematic
cases of the process of translation.

The cognitive linguistic perspective ‘sub-
sumes a number of concerns and broadly
compatible theoretical approaches that share
a common basis: the idea that language is an
integral part of cognition which reflects the
interaction of cultural, psychological, com-
municative, and functional considerations,
and which can only be understood in the
context of a realistic view of conceptuali-
zations and mental processing’ (the Inter-
national Cognitive Linguistics Association;
qtd after Janda 2000: 2). Consequently, cog-
nition and the use of language involve the
access and manipulation of mental spaces
constructed from human perceptual expe-
rience and extended through imaginative
mapping processes. What is more, it is
considered as a fundamental hypothesis of
cognitive linguistics that meaning involves
motivated mapping from conceptualization
to expression. (Sinha 1999: 6) According to
Laura Janda, the three most significant proc-
esses are metaphor, metonymy and blends
(2000: 12).

A metaphor has been defined by Janda as
‘a mapping from a source domain to a target
domain. In other words, whenever a person
takes a concept that has been formed in one
domain and tries to implement it in another,
a metaphor has occurred. (Janda 2000: 12)
The domain in which virtually all human
knowledge is formed is that of human body
in physical space, which usually serves as the
source domain for a metaphor. Common
target domains are time, emotions and states
of being.

The mapping performed by metaphor
is usually highly selective and it may be
formulated as a one-to-one mapping of all
the information from a source domain to
a target domain. To illustrate her point of
view, Janda presents the following exam-
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ple: ‘the fact that in English we use fire as
a source domain for understanding anger
(...) does not mean we expect anger to be
something we can light with a match, use for
cooking, or use to produce ashes’ And then
she explains: ‘(...) metaphor is motivated
by relevant information that is salient in
human experience; it highlights some facts
about the target domain, but hides others’
(Janda 2000: 13)

In Janda’s article, metonymy has been
described as a phenomenon ‘present when-
ever a part of something stands in for the
whole item, or when something closely asso-
ciated with an item (like a name or attribute,
eg. Dostoevsky takes up a whole shelf in my
library; The ham sandwich wants his check)
stands in for the item itself. In other words,
a partial or associative reference maps to
the referent itself’ (Janda 2000: 14) Among
the examples of metonymy she has listed
elipsis, truncation, phonological reduction
/ neutralisation. What is interesting, she
has also observed that very common uses
of metonymy in the world’s languages are
the reduction of movement along a path to
either a stationary path or just the endpoint
of a path. (14)

Conceptual integration theory, often
called ‘blending, is based on extensive
empirical observation in multiple areas of
meaning construction. It is ‘a basic mental
capacity that leads to new meaning, global
insight, and conceptual compressions useful
for memory and manipulation of other-
wise diffuse ranges of meaning. It plays a
fundamental role in the construction of
meaning in everyday life, in the arts and
sciences, in technological development, and
in religious thinking’ (Fauconnier 2001: 1-2)
According to both Fauconnier and Turner,
conceptual blending is a general cognitive
operation, which is ‘usually not consciously
perceived, but it can be highlighted, as in
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jokes, cartoons, poetry’. (Fauconnier, Turner
2001: 173; original text qtd in: Wojcik-Leese
2000: 41)

Fauconnier and Turner describe mental
spaces as ‘small conceptual packets con-
structed as we think and talk, for purposes
of local understanding and action. They
are interconnected, and can be modified as
thought and discourse unfold. [Conceptual
blending] operates over mental spaces as
inputs. In blending, structure from two input
spaces is projected to a separate space, the
‘blend’ The blend inherits partial structure
from the input spaces, and has emergent
structure of its own. (Fauconnier, Turner
2001: 173; qtd in: Wojcik-Leese 2000: 41; see
also: Fauconnier 2001: 2).

To discuss the problem of conceptual
blending, Fauconnier and Turner provide
varied examples and schemes. For my
present analyses their conclusions referred
to the principles of conceptual blending
seem most valid. Following the discussion of
blending in experimental poetry presented
in the article of Elzbieta Wojcik-Leese, it
would be worth quoting here its author’s
considerations:

‘Another liberating conclusion, although
possibly intimidating at first, is the fact that
‘the degree of blending is often up to the
reader. (..) However, I would assert that the
readers can increase the degree of blending
by increasing their awareness of the mecha-
nisms of blend development (...) and of the
principles of conceptual integration (as Fau-
connier formulates them (...) [in his paper
entitled ‘Conceptual Integration, presented to
the Fifth International Cognitive Conference,
Amsterdam, 1997]). Two of these principles,
unpacking and good reason, seem to offer
good guidance in comprehending experi-
mental poetry. According to the unpacking
principle: “The blend alone must enable the
understander to unpack the blend to recon-

G 2005

struct the inputs, the cross-space mapping,
the generic space, and the network of con-
nections between these spaces. According to
the good reason principle: ‘All things being
equal, if an element appears in the blend,
there will be pressure to find significance
for this element. Significance will include
relevant links to other spaces and relevant
functions in running the blend’ What these
two principles recommend to the reader of
experimental poetry are the reliance on the
hints that the blend can yield during per-
ceptive scrutiny and the belief that such a
persistence will validate the finds. Bearing
all the above considerations in mind, I would
like to suggest that reading an experimental
poem involves unpacking minimal linguistic
cues to access its conceptual structure, its
blends and its input spaces. (Wojcik-Leese
2000: 42-43)

However, cognitive linguistics does not
provide the sufficient set of dimensions
needed to analyse the process of interpre-
tation and translation of a poem. Another
discipline describing the meaning produc-
tion within the cognitive theory is cognitive
poetics. For that reason, apart from meta-
phor, metonymy and conceptual integra-
tion, I decided to discuss also some basic
points of cognitive poetics as a background
of imagery.

Cognitive poetics - imagery in poetic
meaning production

Imagery - another fundamental concept
in the cognitive theory applied in the
description of translation as a process — has
been wildly presented in numerous works
(compare: Langacker 1987, Tabakowska
1995, Brandt & Brandt 2005). Langacker
defines imagery as the ability to construe
a conceived situation in alternate ways for
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purposes enhancing thought or expression.
(Langacker 1987: 110) What is more, it is
perceived as a ‘universally central dimen-
sion in poetic meaning production. (Brandt
& Brandt 2005:1) Since for the purpose of
the present article this aspect of imagery
seems most essential, I will concentrate here
on some basic thoughts expressed by Line
Brandt and Per Aage Brandt in their work
Cognitive Poetics and Imagery (2005 — the
Internet version).

The term cognitive poetics refers to ‘cog-
nitively oriented generalizations on creative
(literary) writing as such and can be used
interchangeably with ‘cognitive literary stud-
ies’ to indicate the study of literary creations
in a cognitive perspective. (Brandt & Brandt
2005: 10) Two dimensions has been outlined
within the emerging field of cognitive poet-
ics: textual analysis and cognitive aesthet-
ics. Dimensions of textual analysis comprise
three distinct cognitive activities: reading,
interpretation and aesthetic evaluation. The
authors admit that ‘these three dimensions
may not all be present in an analysis. How-
ever, a reading must be taken as the minimal
requirement of what can be called a textual
analysis, and a reading in turn can generate
an interpretation and/or an evaluation of
the text as a work of art. (Brandt & Brandt
2005: 11)

The reading consists of descriptions of the
semiotic structure at the first three levels:

1. enunciation;

2. semantic content;

3. textual rhetoric (resulting in a descrip-

tion of authorial ‘style’)

These levels are ‘stable components that
are related such that one level becomes a
prerequisite for the next one, and the result
is a ‘reading’ that ‘feeds into’ an interpreta-
tion. Having analysed the enunciation (who
is speaking?), the semantic content (what is
the text about?) and the rhetoric (how is the
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semantic content presented linguistically
and compositionally?), the analyst is left with
the question of ‘why?’ This is the interpreta-
tion level. (13-14) A literary interpretation
is defined as ‘a generalization from the text
to the intersubjective life - world of human
beings, advocating or exposing aspects of
it, a generalization that is motivated and
supported by the reading’ (14)

It is worth noting that a cognitive reading
of a text, according to Line Brandt and Per
Aage Brandt, has a double scope: “The read-
er’s attention is focused not only on under-
standing the text but also on the process of
creating the representations that make up
the text. Apart from reading and interpret-
ing the text, the reader forms hypotheses
as to how the meanings are arrived at. (15)
Consequently, ‘a cognitive — poetic read-
ing is necessarily text-oriented, rather than
biographically oriented. Or rather: it is text

- mind - oriented since minds are making
sense of the linguistic artefact that is the
text, and coming up with possible meanings’

- conclude the authors. (16)

All the above considerations referred to
cognitive theories turned out to be really
helpful while analysing the relations between
formally integrated linguistic structure and
conceptually integrated structures built by
the poet — Michal J6zwiak — and retrieved by
the readers/the translators — my students.

The complexity of interpretation

At the very beginning of the attempt to
interpret the text of the poem it would be
worth quoting Line Brandt and Per Brandt:
‘Literary language is doubly meaningful: the
linguistic signs mean something on the page,
in the ordinary sense and, in addition to
that, they are loaded with intentionality; if
they appear on the page they are meant to
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be there. Nothing is accidental, or nothing
should be; recall reading experiences that
leave you with the feeling that any hypo-
thetical alteration would disrupt the textual
integrity — every comma, every sentence is
in place: exactly where it ‘should’ be. There
is an authorial presence in the literary text
that attunes the readers attention to what is
written, mirroring the authorial attention to
detail and structure. The literary artefact is
highly intentional, and this makes a differ-
ence for the reading experience. Literary
language is uniquely meaningful and - per-
haps for this reason? — uniquely enjoyable’
(Brandt & Brandt 2005: 12)

The phenomenon of reprocessing a pre-
existing semantic structure makes it possible
to embed a personalised enunciation in an
impersonal idiom or expression, as in two
comparisons used in the poem by its author

— Michat Jézwiak. The students’ discussion
following our classes in translation practice
resulted in the conclusion that the poem has
an underlying concept — happiness [is light
and/or home]. In terms of blending theory
there are two similes in the poem:

1. happiness compared to the situation
when in spring, after the rain the sun
paints a rainbow in the blue sky;

To tak

jakby z wiosennym deszczem storice
namalowato tecze

na blekitnym plotnie,

2. happiness compared to the feeling
when the dream of a happy family and
home comes true.

To bylo tak jakby spetnito sie czyjes marzenie

O kochajgcej Zonie

dzieciach

The two similes may account for the standard
idea of comparing the state of happiness
with a rainbow or home. Since both can be
described as a comparisons, each of them has
the following structure: it has a protosis (A
is like B) and an explicative apodosis: this is
so because of or with respect to C (compare:
Brandt & Brandt 2005: 6):

1. The state of happiness (A) is like a rain-
bow painted in the blue sky by the sun
after the spring rain (B) in the sense
that it makes the observers smile and
forget about earthly problems as well
as feel lively, creative and full of energy
©).

2. The state of happiness (A) is like having
a happy family: beloved wife, children
and a house with a garden (B) in the
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i domu z ogrodem

sense that family makes it possible to
feel save and protected from danger,
confident and not worried about future,
as well as to feel hidden far away from
the world and its problems (C).

These are the commonplace construc-
tions often used (directly or indirectly) in
communication in order to express and
stress the intensity of the feeling of happiness
(happiness is light / sun / spring / smiling
children / family / home).

Taking into consideration the similes, it
should be underlined that the reason for
such feeling of happiness is in the poem
unclear. Majority of students agreed that
there is no evidence to even speculate what
object is hidden behind the word ‘to’ in the
lines: To tak | jakby z wiosennym deszczem
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stiorice | namalowaiio técz¢ and: To byiio tak
jakby spetinitio si¢ czyjeii marzenie.

In terms of mental space theory, the
first simile has a source space presenting
the scenario of the sun-shine and rainbow,
while the second one the scenario of home
and family. They both have a target space

Metaphor:
Presentation space:
Reference space:
Virtual space (blend):
zycie / stonce

zycie / wiosna

referring to someone’s feelings — here the
first person of the poem. The corresponding
mental space scheme of the metaphor used
in the first simile may be presented in the
following way:

stonice namalowalo tecze na biekitnym ptétnie
stonice namalowalo tecze na ptétnie

$wiatlo, rado$¢, kreatywno$¢, zycie, pasja
$wiatlo / storice

rado$¢ / stonce, tecza
kreatywno$¢ / namalowato na ptétnie
pasja / storice namalowalo tecze

Meaning space:

observ,ing the sun drawing a rainbow we enjoy life, want to

create and feel happy.

It is worth noting that the creativity
caused by the action of the sun results in
desire to live and write a poem: az chciafo
sig zy¢ | i napisad wiersz.

There are three other blended spaces used
in the poem, all with religious correspond-
ences:

1. The word ‘raj’ sets up a blended space

in which ‘paradise’ means not only
‘Heaven, thought of as the place where
God lives and where is no illness, death,
or evil’ or ‘the garden where Adam and
Eve lived’ but also ‘a place or situation
that is extremely pleasant, beautiful,

Metaphor:
Presentation space:
Reference space:
Virtual space (blend):

dzwonie do niego
dzwoni¢ do Boga
modli¢ si¢ do Boga
modli¢ si¢ / dzwoni¢

or enjoyable’. (Longman Dictionary
1995: 1026) Here, in the context of the
poem, Paradise is the present state
of soul as well as its future happiness
promised by God to those who stay in
close relationship with Him. So, if you
enjoy life immoderately you should
‘phone God’ as often as possible, and
only then you can hope that you will
live in Paradise.

2. The expression cieszg si¢, ze do niego
dzwonig sets up mental spaces as fol-
lows:

rozmawia¢ / dzwonié
on (Bég) / przyjaciel

Meaning space:

you can talk to God whenever you wish and if you do that

He becomes your friend
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3. The expression dostatem od Ciebie |
BUZI w tramwaju
The main problem here was to establish
who is the addressee in the above expres-
sion. The first student’s suggestion was that
the one who kissed the first person was his
girl-friend. But, on the other hand, why is
the situation introduced as ‘unreal’? And

Metaphor:
Presentation space:
Reference space:
Virtual space (blend):

why the word ‘ciebie’ has been written with a
capital letter? Answers to these questions as
well as the meaning of the previous line con-
taining the well-known Biblical saying: Nagle
zechciatem mitowad nieprzyjaciét swoich led
to conclusion that ‘you’ in the poem stands
for God. And now the network of mental
spaces may look in the following way:

dostalem od ciebie buzi w tramwaju
dosta¢ buzi od Boga

poczu¢ blisko$¢ i aprobate Boga
wyraz sympatii, milosci / buzi

doswiadczy¢ bliskoéci / dosta¢ buzi
otrzymac aprobate / dosta¢ buzi

Meaning space:

when you stay in close relationship with God and He loves you,

you may feel like being kissed by God.

What is important, the Polish expression
‘dosta¢ buzi’ and the use of ‘buzi’ instead of
‘pocalunek’ may suggest existing a special,
very personal relationship with God, cor-
responding to the relationship expressed by
the words: ‘dzwonie¢ do niego. Such relation-
ship may exist between close friends only. It
should be underlined, however, that it is not
the reason for the feeling of happiness but
rather its result (for further interpretation
of the expression — see below).

The translation into Russian

Although at first sight the poem seemed
quite simple from the point of view of its
language and structure, during the process
of translation there were several cases worth
analysing here.

Already the poem’s opening lines: To tak /
jakby z wiosennym deszczem storice, posed an
obstacle. Interpretation of the word ‘to’ (see
above) was not as obvious as we expected.
The Russian phrase: 9mo max / xax 6yomo
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¢ 8eceHHUM 00xcdem conHie, leaves the reader
with the same impression as the original
line. However, not all the students agreed
to solve the problem in such way. For that
reason one of the Russian versions presents
the phrase: IIpousowno 6ce amo max | Kax
6yomo conHue ¢ 00x0em BeceHHUM, accor-
ding to the interpretation that the word o’
introduces the situation that can be traced
as the poem unfolds.

The next example refers to translation of
the Polish metaphor: storice /| namalowato
tecze | na bigkitnym ptétnie and the blend
‘blekitne plétno. Undoubtedly, the system
of Russian language makes it possible to
construct the same mental space as it is in the
original text. The problem, however, arises
when we try to find most appropriate equ-
ivalent of the adjective ‘blekitny, defined
in a dictionary as: ‘intensywnie niebieski;
lazurowy’ and adds most frequent collo-
cations: ‘blekitne niebo, oczy. Blekitna
sukienka! (Szymczak 1982/1: 178) The first
choice, ‘rony6oit’ has been felt as ‘not eviden-
tial enough’ The blend ‘blekitne pl6tno has
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two input mental spaces — one with canvas
and the other with the sky. There is a blended
space in which the sun is an artist who paints
a rainbow in the blue sky and the sky is the
canvas. This blend takes much of its adjective
‘biekitny’ from the source input space, which
most frequently associates and collocates
with the noun ‘niebo’ Thus the source space
provides the inferences to the blend.

To construct such blending in Russian it
must be used an adjective that renders the
colour of the sky and in that meaning is reco-
gnised most frequently. Apart from the word
‘rony6oir’ there have been suggested: ‘cunnit,
‘MasypHblit, ‘Oupro30BbIit. So, how to choose
from separate words that denote colour of
the sky? The students decided to take into
account their definitions. The dictionary
explains under the heading ‘cunuit’: ‘umero-
I[JT OKPACKY OJHOTO U3 OCHOBHBIX I[BETOB
CIIEKTPa — CPEJTHETO MEeX/TY (PMONIETOBBIM 1
senenbIM. C. ysem. Cunsas oxpacka. Cunee
He6o. Cunue sacunvku. (Ozhegov 1987: 623)
‘JTazypubiit’ is defined as: ‘IlBeTa masypu,
cBeTI0-cyHmit. JIasyproe Hebo. 1. bepez (...).
Jlasyprote meumot (TIepeH.: UANIINYECKIE,
HecOprTouHble! (Ozhegov 1987: 271) The
adjective ‘6mprosoBelit, in turn, refers to
the noun ‘6mprosa’ which is understood as
‘IparolieHHbII KaMeHb TOTyOOro MIIN 3ere-
Horo 1BeTa, and collocates with the words:
‘epcTeHb; ‘Mope;, ‘IBeT. (Ozhegov 1987: 43)
From the point of view of their meaning
and associations, the adjectives ‘cunmir’ and

‘masypHsblil’ may refer both to the sky and to

the canvas, but the word ‘rony6oit’ is the
only one that can describe a clear spring
sky with the sun and a rainbow (compare
definition: Ozhegov 1987: 119). And now in
the blend ‘rony6oe monotHo; the adjective
implies that the canvas is the sky.

The final example I have chosen to discuss
is the blending: dostatem od Ciebie | BUZI w
tramwaju. Since, as the students-translators
established, the word ‘Ciebie’ refers to God
(see: interpretation above), the third Russian
version presented in Appendix turns out to
be inappropriate and does not ‘transfer’ the
mental spaces of the original. The lines: u
XOMS 9O He803MOMHO | Mbl NOYen08ana
mens 6 mpameae imply that ‘you’ in the poem
is the first person’s girl-friend. Such interpre-
tation does not correspond to the previous
lines and the previous religious references.

It must be underlined that this case of
conceptual integration has constituted a
serious challenge to students’ translation
and they are still not glad about the result of
their attempt to face it. Unpacking this blend
requires the analysis of the noun ‘buzi’ Its
use in the original text reveals the authorial
intention to express friendly relationship
between the first person and God, which is
foregrounded by the fact that the word has
been written in capital letters. Additionally,
the graphic segmentation of the poem ingen-
uously assists the ongoing shift between the
foreground and the background:

To bylo tak jakby spetnito si¢ czyjes marzenie

O kochajgcej zonie

dzieciach

i domu z ogrodem

Nagle zechciatem mitowal nieprzyjaciétswoich

i cho( to nierealne
dostatem od Ciebie

BUZI w tramwaju.

23 Ginter.indd 323

Gnf 2005

323

3.11.2005 23:21:54



324

23 Ginter.indd 324

ANNA GINTER

Contrary to the word ‘pocatunek] defined
as ‘pocatowanie, dotkniecie kogo$ ustami,
zwykle z jednoczesnym cmoknigciem,
przyjete ogoélnie jako forma wyrazania
uczuc (...) braterski, ojcowski pocatunek
(Szymczak 1982/11: 714), the noun ‘buzia’ is
meant as a soft and diminutive name of lips
and cannot be used in neutral style (com-

Metaphor:
Presentation space:
Reference space:
Virtual space (blend):

pare: ‘buzia’ - ‘usta, zwlaszcza dziecigce lub
dziewczece (czgsto z odcieniem pieszczot-
liwym, zartobliwym’; Szymczak 1982/1: 223).
Hence, in Polish poem the lines: dostatern od
Ciebie /| BUZI w tramwaju set up a blended
space in which ‘to be treated like a child’ is
the equivalent of ‘to be given a kiss’ (‘dosta¢
buzi’)

dostalem od ciebie buzi w tramwaju

dosta¢ buzi od Boga

zosta¢ potraktowanym przez Boga jak Jego dziecko
wyraz mitoéci ojcowskiej / buzi

doswiadczy¢ bliskoéci / dosta¢ buzi
zosta¢ uznanym za dziecko Boze / dosta¢ buzi

Meaning space:

when you stay in close relationship with God, He loves you and

approves of you and your behaviour, you may be treated by God

like His child.

Unfortunately, in Russian there exists
no such lucky coincidence. The Russian
language does not possess a single word
that could embrace all the aspects of Polish
‘buzi. As a result, none of the Russian ver-
sions emphasises such particular relation-
ship with God. All the students have been
unanimous that the only possible Russian
phrase here is:

U XOMS 30 HepeanvHo / HeB03MONCHO
S NOTYHUS 0 meos
IIOLEJIYI 6 mpamsae

All Russian versions prepared by the stu-
dents deserve attention since they present
interesting and sometimes even surprising
solutions. For that reason I have enclosed
them in the Appendix with no interven-
tion to their graphic, compositional, seman-
tic, morphological or orthographic level.
Undoubtedly, it would be worth analysing
in detail translation methods and translator’s
choices in each text. In this article, however,
I have decided to show these examples which

G 2005

illustrate mechanisms of the poetic meaning
production in the process of translation from
the perspective of the theory of conceptual
integration.

Conclusion

All the above considerations and examples
prove conclusively that mental spaces organ-
ise the processes that take place behind the
scenes as we think and produce meaning
while creating as well as translating poetry.
I have attempted to demonstrate how the
knowledge about the mechanisms of con-
ceptual integration may assist analyses of
the translations performed by my students.
While searching for most adequate Russian
equivalents of phrases and expressions used
by Michal Jézwiak in his poem, they tried
to unpack minimal linguistic units to access
their conceptual structure, their blends and
input spaces. Interestingly, it was not exe-
cuted consciously, since the students did
not know the cognitive theory of blending
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whatsoever. This fact encouraged me to pro-  possible for them to employ this knowledge
vide them with the theoretical background  while exploring mental spaces in another
about these processes and then to make it ~ poem translated during our classes.

Appendix

9mo mak
Kak 6yomo c 8eceHHUM J0NOEM CONHUe 325
Hapucosano paoyzy
Ha 207my60Mm nonomHe,
04 HUMb X0Menoch

U CMUX HAnucamo
ecnu max eviensoum PAV
mo s padyiocv sepoii 6 boea
5 pao 4mo emy 360H10
u amo nosmopio euié pas!
Imo OvL10 mak xax 6yomo UCNONHUNIACH YbA-MO MeUma
O mobsuett xere

oemsx

u dome ¢ 020p0o0OM

Bresanto 3axomenoco mue n06umov c6oux 6pazos
U XOMS 3MO HepeanvHo
S NOZYHUL 0m me6s

IIOLJEJIYY 6 mpamesae

II

dmo max
Kak 6yomo c seceHHUm J0INOEM CONHUe
Hanucano paoyey
Ha nasypHom Hebe
0a Max 4mo xomenoch Humy
u nucamv cmuxu
ecnu PAV maxkoe
5 pad momy umo eepio 6 boea
5 paod 4mo emy 360H10
u amo nosmopio ewsé pas!
IIpousowino 6cé mak xax 6yomo cOvinacy uvs-mo meuma
O mobsuett xere
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demsx
u dome ¢ 020podom
BresanHo 3axomenoco mMHe 11006Umv c60Ux 6pazos
U XOMST 3O He603MOHCHO
S NOTLY MU OM Mebs
IIOLJEJIYY 6 mpameae

II1

Amo mak, kax 6yomo
C BECEHHUM 00HCOUKOM COTIHUE
Hapucosano padyzy
HA CUHEeM NOoNomHe
U 3AX0MenoCch 0axe Humb
U Hanucamv cmuxomeopeue
ecnu max eviensoum PAV
Mo s padyrocw, umo sepio 6 boea
U paodyoco, 4mo 360110 emy
U KAMEMCS CHO8A
3TO 371earo!
9710 6bIIO TaK KaK OYATO UCIIONHEHNME
Yei-TO MeUThI
O nrobsamenn sxeHe
demsax

0 0oMe ¢ 020pOJOM.

W 80pye mHe 3ax0menocy 106UMb 6pA206 MOUX
U XOMS IMO HEBOIMONCHO
Mol NOUETI06AIA MEHS 6 Mpameae

v

IIpousowirnio 6cé amo max

Kax 6yomo contue c 00#0ém 8eceHHUM

Ha 6uprososom nonomre

Hapucosano padyzy,

Ja max, umo ax xomenoco xumo
nucamov cmuxu

Ecnu PAV maxos -

A pao momy, umo septo 6 boea

A pad, umo s emy 360110
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W amo nosmopio ewié pas.
IIpousowino 6cé max, kKax ucnonHeHue

MeumaHvs Koeo-Hubyoo
O mobsuett xere

0 demsx

u 0ome ¢ caoom

Bnesanto 3axomenoce mie n00Umv c860UX 8pazos.
W xomst a3mo HepeanvHo
A nonyuun om me6s noyenyii 8 mpamaae.

327

IToaTiyeckoe 3HaAYEHNIE — MHTEPIPETALA M TIePeBO

Hacrosmas cTaThs IpefCcTaBIAeT cOOOI MONBITKY aHa/IM3a IIPOIiecca MHTePIIpeTaIiu
¥ IIepeBOJia OJJHOTO M3 CTUXOTBOPEHMII IPECTABUTENA MOTIOFOTO OKOJIEHVA II03TOB
— Muxana [OsBsika. TeKCT ¢ IObCKOTO A3bIKA HA PYCCKWII I€PEBOANIN CTYAE€HTHI
JeTBepTOro Kypca pycucTuky JIOf3MHCKOro yHBepcuTera. B crarbe nsbpaHHbIe
HpOo6/IeMbl MHTEPIIPETAIMY 1 TIePEBOJIA TEKCTA PACCMATPUBAIOTCSA C TOUKY 3PEHIA
KOTHMTYMBHO IMHIBUCTUKY Y TIO3TUKY B KOHTEKCTE Pe3y/IbTaTOB MCC/Ie0BAHMIT
BBIZIAIONIVIXCA TEOPETVKOB KOTHUTUBHON rpaMmaryku: Ponanbia Jlanrakepa, Mapka
Tepnepa, Ixaitnca PakoHepa, Jlaith bpaunr n ITepa bpanpra.

Source materials:

Jozwiak 2000: Jozwiak, M. Kilka werséw — L.6dz: Seria Wydawnicza Zespotu ,Warsztaty Literackie”
Wyzszej Szkoly Humanistyczno-Ekonomicznej w Lodzi.

Dictionaries:

Longman Dictionary 1995: Longman Dictionary of Contemporary English — Third Edition.

Ozhegov 1987: Oskeros, C. M. CroBappb pycckoro ssbika — nog pea. H. 0. lIBegosoit — MockBa:
Pyccxuii A3bIK.

Szymczak 1982: Szymczak, M. (red.) Stownik jezyka polskiego — Warszawa: Panistwowe
Wydawnictwo Naukowe.
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