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Images of Femininity in “Calypso.”
A Case Study of Two Polish Translations

KATARZYNA BAZARNIK

Abstract

The article deals with an analysis of two Polisinglations of
an excerpt from episode 4 of JoyceUlysses by J.

Czechowicz and M. Slomczynski. Through tracing sigant

differences between the texts, the author invetstigdne ways
in which Molly and Milly are represented in the dgat

language, and suggests that the translators’ d¢sttowards
women are reflected in their choices. Thus, Czeitmfinds

femininity rather unpalatable, while Slomczynskiable to
acknowledge women’s mature attractiveness and hgdsix
appeal.

Ithough Poles had to wait nearly fifty years fore thull

translation ofUlysses the first brief passage of Joyce’s novel
was presented to the readers in 193®ion. Tygodnik Kulturalno-
spoteczny (Plumb-line. A Socio-cultural Weekly in  Jozef
Czechowicz’s translatioh. The excerpt entitled “The Morning”
covered six pages from “Calypso,” beginning with NBtoom
entering the house to discover two letters andrd oa the hallfloor
and ended with him deciding to go out to the gargacks.
Belonging to the opening episodes of the book etkeerpt presents
two of its three major characters, Mr and Mrs Blodm their
domestic environment, and can provide a gentl@dioiction to the
notoriously complex novel. It also seems one ofrtiuest accessible
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passages for a translator possibly insecure ahmit shallenging
linguistic material, as may have been the case @Gidgrchowicz.

Jozef Czechowicz (1903-39) was a Lublin-born Pofiset,
teacher, and journalist, renowned for musicalibyd the allusiveness
of his poetry, celebrating the beauty of the pesifs and the magic
quality of dreams. He began his career as a teasiteeditor of a
children’s weekly, but moved to Warsaw to becomeeditor of
cultural magazines and a radio journalist. His végti was
temporarily hindered by rumours of his homosexyaliut he soon
returned to the literary scene. He translated frBossian and
Ukrainian; his translations from English includeSTEliot’s poetry
and essays. Had he lived longer, he might havenptesl translating
the whole of Joyce’s novel. However, his well-deyéhg literary
career was broken by his tragic death in the ontheffirst Nazi
bombings of Poland in 1939. His little known tratgn was
remembered in the monograph issueLiératura na Swiecie on
Joyce (5/1973), prepared in the wake of Maciej Stomaski's
hugely popular translation aflysses(1969). The excerpt, printed in
italics on recto pages, was juxtaposed with Slomigiziys version in
Roman type on verso pages, as if to encourage garaitive
analysis of their styles and skills. Strange asay be, no one seems
to have ever carried out such a comparison. Sueiridilowing paper
| have attempted to trace and account for the mmsspicuous and
meaningful differences that, when grouped, reveahes troubling
preconceptions subtly colouring the Polish text.

At first glance, Czechowicz’s translation readdlyweritten
in the elegant style of a sensitive poet. Howelkierseems to be less
well-acquainted than Slomczski with cultural background and
details of everyday life in Ireland. For example his version Molly
is lying under “pikowana kotdra,” which is “a qwtl duvet” rather
than “the twill bedspread.” The incriminated bedsat is also
trimmed with “fredzle,” i.e. “fringes,” and not “valance” (or
“falbana,” as Stomcaski has it; 252). Thus, the Blooms’ household
appears perhaps more familiar to the Polish rea@arthe other
hand, Czechowicz stresses the heroes’ foreignnesslbng them
Mr and Mrs Bloom, while Stomczgki opts for “pan” and “pani
Bloom” respectively. These are, however, excuséile, perhaps
not errors but rather surface symptoms of Czechosvistrategy of
domestication (as defined by Veni)ttHowever, what really catches
the reader’s attention is a difference in the preg®on of female
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characters in both translations, a difference swistent that it could
be identified as a possibly subconscious, but gidirceptible
strategy. In comparison with Stomdmki, in Czechowicz's text
femininity is represented as stereotyped, unnotiaedppreciated, if
not at times repulsive.

Mr Leopold Bloom lives in a conspicuously female
household. When we first see him bustling round Kkiehen
preparing breakfast for “her,” he is accompaniedalmat. The cat is
a she-cat, watched kindly by her curious mastgureagiative of her
clean, black fur, “the white button under the lmither tail, the green
flashing eyes” |y 4.21-22). In short, Mr Bloom’s cat is a sensuous,
independent, hungry domestic female. Stomsky translates the
“‘cat” as “kotka” (246, 258, 264, 266), a gender-kear noun,
common in Polish, of neutral if not pleasant coatiohs (hence,
rejecting “kocica,” another possible feminine nowet with a
slightly vicious overtone to it). A cursory glimpse the Korpus
Jezyka Polskiego Wydawnictwa Naukowego P{Rbdlish Language
Corpus of the National Academic Press PVptoves that “kotka”
features in contexts associated with kittens antemay instinct,
and is also used in comparisons where it referswtmen
voluptuously stretching or arching their bodies elikshe-cats.
Surprisingly, Czechowicz does not go for this sewiyi most
obvious choice. He uses the generic name “kot, culage in form,
thereby turning Joyce’s female cat into a tomcétc@rse, when he
refers to the cat with a pronoun, he remains cterdiswith the
grammatical gender, always calling it “on” “he”. This obliterates
any potential associations between the animal arkiahired Molly,
sleepily purring, curled in bed. A curious decisiespecially if one
knows that the narrator appreciates the pussyés amd that Polish
has an easy way of distinguishing between the naldsfemales of
the species. Or a striking misreading, which pdggiésulted from
the translator's automatic substitution of “a catith the then
normative masculine form “kot” and his further cistant usage of
the appropriate deictics.

Admittedly, the cat's lure could have escaped Gaedicz as
his translation omits the opening scene, when Blpomders on the
nature of she-cats, and begins when he brings Maohg
correspondence. Limited by journal space, Czeclowilected a
passage focusing on the connubial relationship, thied moment
Bloom finds the correspondence constitutes defyniéetriggering
point in the minor morning drama. Bloom is cleavigxed, yet the

15



IMAGES OF FEMININITY IN “CALYPSO.” A CASE STUDY OFTWO
POLISH TRANSLATIONS.

narrator does not illuminate the reader on reagon$is anxiety.
These can be inferred from Bloom’'s reactions andcrdet
narratorial hints: “His quick heart slowed at oricafter which the
reader is immediately transported into the charact@ind. Then
Bloom imperceptibly defers handing in the letterrbgntioning first

a letter for him from Milly, and: “he said carefylla card to you.
And a letter for you.” § 4.251). But it seems that Czechowicz
slightly weakens the tension: he skips “at oncdohgzynski keeps

it and then has Bloom indeed weighing his words sipgaking
carefully, i.e. “ostranie” (244). Czechowicz keeps Bloom at slow
motion, translating “carefuly” as “slowly”, i.e. ‘®no,” as if to
emphasise Bloom’s hesitation in handing in theeteBy preserving
the original adjective, Stomcagki imparts a sense of slight threat;
we feel that his hero is playing a game whose nmgasiill escapes
us. Czechowicz’s Bloom appears more helpless ssidteiested, or
perhaps just phlegmatic.

But a really conspicuous divergence between the tw
versions comes to the fore in their presentatidridaly. When she
hastens Bloom to bring her the tea, she says sHhgpaixhed.”
Stomczyiski renders it as: “Usycham” (244), or literallyl'my
wilting/withering/drying out,” as if she were a Wler. It evokes an
idiom “usych& z pragnienia” (“wilt out of thirst”), which is cke in
meaning to the English idiom used by her. Instdaapplying any of
common Polish expressions, Czechowicz coins a reizphrase:
“wszystko s¢ we mnie zapiekto,” which means “everything (my
works) has been blocked (inside me)” or “everythirag coagulated
inside me (because of heat?).” It brings to mindlacked, rusted
screw or cogwheel. In this context “zapiékacan also connote
“chapped lips” (“spieczone usta”). Generally, inngssuch a phrase
Molly presents herself as a machinery blockedtierwant of oiling,
or an organism, dried out, rough, inflamed and swiele.

This repulsive image of hers is heightened by‘bempled,
dirty shirt/gown,” a back translation of “zata, brudna koszula”
(Czechowicz), which Bloom clears away of the claaid brings to
her bed. Note how the original “tossed,” which iactf means
“thrown aside carelessly” (perhaps the clothes wast hanging
casually over the back of the chair) is renderedcasmpled” or
“creased,” while “soiled linen,” i.e. Molly’s browstained drawers,
become a sloppy piece of sexually neutral shiyjamwn. However,
as the reader can learn later, for Bloom it is #ractive piece of
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Molly’s garment, as “the slight soiling was only added charm, like
the case of linen slightly soiled” (U 16.1468). i&kxynski, who
seems to keep in mind Leopold’s fetishism, opts “fmyplamiona
bielizna” (244), i.e. “stained” or “soiled” linedgaving it to the
reader’'s conjecture whether the stains are due dostruation or
other bodily secretions. Whichever was the casestiene indicates
the couple’s intimacy, and introduces an importauatif that will
echo in Bloom’s thoughts throughout the day.

That Czechowicz perceives Molly with an unfavoleadye
is also evident in the wording of the following page when the
husband sees his wife in bed. In the original “[ldeked calmly
down on her bulland between her large soft bubs, sloping within her
nightdress like a shegoat’s udder. The warmth ofcleeiched body
rose on the air, mingling with the fragrance of tea she poured.”
(U 4.303). Czechowicz renders this as follows:

Spokojniepowiodt wzrokiem od géry do doty po jej
ttlustym tutowiu i miedzy wielkimi, mikkimi piersiami,
zwisajacymi w nocnej koszuli jak kozie wymiona. Ciepto
bijace odtego lezacego ciatamieszato 5] z
wonia herbaty, ktég sobie nalewata. (emphasis mine)

In his version Bloom is regarding Molly from top toe, assessing
her “tlusty tutéw,” i.e. her “fat trunk/torso,” anker bubs “hanging
down” (“zwisapce”), emotionally withdrawn, as if she were indeed
she-goat standing on all fours. The alliterationyodraws the
reader's attention to Molly’'s obesity, while the naenstrative
pronoun “to/tego” in the phrase “tozkge ciato,” emphasises his
detachment from “this lying body.” He avoids usitige feminine
possessive pronoun “her” (“jej”) again, substitgtiit with neutral
“this.” In his eyes Molly is exactly as “unpalatablsluttish, gross,
blown,” and “antisexual” and Bloom as “calm in hpresence,
mildly repelled by sight and smell of her” as Adali Glasheen
identifies it in her analysis of “Calyps6.”

Stomczyiski, on the contrary, reveals Molly’s attractivesies
having Bloom “gaze calmly down her plump, curvy sha Here is
his version of the passage:

Spoghdat spokojnie w dot na jejpelne ksztalty i
pomicdzy jej wielkie, mg¢kkie piersi, opadajace pod
nocna koszul jak kozie wymiona. Cieptojej
wypoczywajacego ciata uniosto s w powietrzu,
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zmieszane z woni herbaty, kit zaczta nalewa (248).

The alliterated “s” of “spoglat spokojnie” enhances the impression
of Bloom’s intimate gaze sliding down the neckliok her gown
along her cleavage. The expression “pelne ksztdfiitimp shape)
denotes attractive, voluptuous roundnessder breasts are
“opadapce,” i.e. they slope (or hang loose) under her gowme
whole scene breathes with the air of familiarifynot tenderness, felt
by the husband towards his wife’s “warm, restingdyd Also
Molly’s linen he picks up while searching for thedk is not simply
“dirty” as Czechowicz has it (“brudne maijtki,” i.&dirty drawers”),
but only “przybrudzone” (250), “slightly soiled.”hlis, Stomczski
is much more sympathetic in his presentation ofBlumms, able to
both notice and render Leopold’'s “discreet apprafaMolly’'s
physical endowment$,” revealed and savoured fully in later
episodes. So it seems as if Czechowicz shared ahg eritical
attitude, and Stomcagki subscribed to a newer wave of criticisms,
more appreciative of Molly.

Generally, for Czechowicz female nudity appearmrsxgaiiing,
to say the least. When browsing throuRyiby: the Pride of the Ring
Bloom notices “Ruby pride of the one the floor, @dK he translates
it as “A ta na podtodze, gotfa, to pewno Ruby, chlilte opts for a
nonerotic “gofa,” unlike Stomczgski, who chooses “naga” (252), a
more literary and more evocative adjectiidniwersalny stownik
jezyka polskiego PWNPWN Universal Dictionary of Poligh
provides illuminating examples of the usage of hatnds. The first
sample sentence for “naga” is: “Nazkd lezata naga kobieta” (A
naked/nude woman was lying on the bed), whereagta™: “Goli
chtopcy kypali sk w rzece” (Naked boys were bathing in the rivér).
Besides, the whole sentence sounds rather dispgratie abused
woman is “that one, on the floor,” one more timéered to with a
distancing deictic “ta” in a phrase that carries avertone of
offhandedness, irritation or disregard. Perhapsithahy the Italian
in his version is “rozécieczony,” i.e. “enraged, infuriated, mad with
rage.” The wording foregrounds cruelty, unlike ifor8czyhski's
more sado-erotic version. His “monster Maffei” @ghisty” (252),
i.e. “temperamental, wild, and passionate,” bus léseatening than
in the original. Yet he should be so, if his victimm“mercifully or
kindly wrapped in a sheet” (“lik@iwie okrgcona przecieradiem,”
252). Czechowicz clearly falls victim to Joyce’sernor monologue
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technique, since he mistranslates this confusingsy “Strona
uprzejmie zagita,” “a page kindly folded.” If anybody is excitéal
his translation, it is circus animals, which areodpiecone”
(“aroused”), as opposed to Stomasgki's “oszotomione
narkotykami” (254), equivalent to the original “dap” When in
Czechowicz Molly sums up the book as “nie ma w g
plugawego” (“having nothing filthy or obscene i) jthe makes her
use an incongruously negative adjective “plugawy’ekpress her
disappointment with a lack of “smutty stuff,” astif make clear its
pornographic character. Stomdaki hits upon a more appropriate
word; his Molly complains that she found “nic piepego” (254), or
“nothing spicy” there (literally, it means “nothingeppery,” which
combines nicely with Bloom peppering his kidney).

Significant differences can be also pointed out tire
description of Milly. As Shannon Forbes states, jr&sentation in
the novel is a complicated isstleBut the degree of this complexity
in the target language depends greatly on thel&t@ns’ ability to
render this as accurately as they can. Let us Hase a look at
several epithets Bloom uses to refer to his daughte calls her “a
saucebox”  4.423), recollecting a row in a café when thdelitt
Milly “wouldn’t eat her cake or speak or lookU(4.423)* The
word describes a saucy, cheeky, almost impertigghbr woman,
having slightly a patronising but also erotic owed, too. In
Richardson’sPamela for example, Mr B calls the heroine $on
Letter XIX Pamela asks the housekeeper rhetoricdBut what
have | done, Mrs. Jervis? said I: If | have baesauce-boxand a
bold-face, andh pert, and a creature, as he calls me, have | not had
reason?” The words are nearly the same as those Bloom inses
reference to Milly. The father, aware of her comihodalue on the
sexual market, calls her also a “pert little pitesmd “a wild piece of
goods.” Although he hopes that his daughter withwkrhow to mind
herself, just as Pamela did, he also notices haticecharm and
accepts that “it will happen too.”

“Saucebox” is the greatest pain in the translatoéck as it
does not have a straightforward equivalent in Roli¥arious
English-Polish dictionaries give “zuchwalec” or ‘fpertynent/-ka”
(an impudent, impertinent, rude person”) that ldbk necessary
erotic overtone. Stomcagki chooses “zinica” (260), i.e. “a
shrew,” denoting a little girl or a woman who iéfidult to control,
loses her temper very easily, shouts and criethéoslightest reason,
and is generally hysterical. Although it reminde af Shakespeare’s
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heroine, the cheekiness and the erotic are not easjly associated
with this word; Milly appears simply as a littleifipe. Czechowicz
opts for a more accurate “bezwstydnica,” i.e., Hamseless hussy,”
which carries the sensual overtone that the shr@s dot. But the
Polish term sounds more derogatory, as if Milly de&d in a
sexually provocative manner. In fact, one wondeny an irritated,
stubborn child refusing to eat a cake should bleddshameless.” Is
it because the translator feels that the father tfebatened by a
display of sexuality in his little daughter? Thougloom is aware of
her sex appeal, the original “saucebox” does neelsach a vicious
overtone. After all, she was only a cheeky littid,d'a pert little
piece.” U 4.295)

The alliterative phrase poses another challenger F
Stomczyiski she was “zuchwate mate stworzonko” (248); for
Czechowicz “bystra kruszyna.” This time Stomagki is closer to
the original as his Milly was a “pert/impertinerittle creature.”
Perhaps his rhyming adjectives attempt to pay tleie to the
consonance and alliteration of the original, b wWhole does not
sound as natural as Joyce’s. Besides, he compretfiseallusion to
Milly as a commodity, changing “a piece” to “a da®.”
Czechowicz, in turn, takes the edge off Milly coetply by calling
her “a bright/clever/smart little darling/mite.” $liis just a term of
endearment, an affectionate sight for his swet [ifirl.

It seems that her sweetness is carried over fleemsbng
Bloom recalls, which in his rendering reads:

O Milly Bloom, mojgpieszczotko O, Milly Bloom, you are ndarling
Ty dniem i nog jeste mym lusterkiem  You are my looking glass from
nigbtrmorning

| bez szelga taka jestéstodka I'd rather have you without a farthing
Jak Katey Keogh z sadem i osietkiem Thank Ke&segh with her ass and
garden
U 4.287-90)

Czechowicz adds “sweet” to the third verse, strgssier cuteness.
Here Milly is “pieszczotka,” “his pet” or “apple diis eye.” This
diminutive term derives from “pieszczota” or “casgsand is usually
associated with children and little animals, soséems to lack
explicit erotic connotations, even though it hasmeonoted use in
erotic contexts. A Polish Romantic poet Adam Migkiez entitled
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one of his love poems “Moja pieszczotka.” The peaspresents his
beloved exactly as a child-like, “sweet little dagl.” His desire is

only awakened when she becomes so engaged inlkiegtthat she
loses her restraint: her eyes brighten, her chbklsh and her lips
part to display pearly teeth, so he wants to stepthlk with his

kisses. Despite this potential link, my impress®mhat in this song
Czechowicz’s translation presents Milly rather asuge, innocent
child with the erotic suppressed by the sanitizikgiszyna” that

closes his reflection on her.

The wording of Milly’s letter enhances such a iegdWhen
she thanks father for the lovely birthday presesfite mentions
everybody saying she is “quite the belle” in hewriam U 4.399)*
Czechowicz renders it as “Wszyscy mawie w nowym berecie
jestempo prostu $liczna.” That is: “everyone says | arsimply
lovely/pretty in my new beret,” which evokes an image of a
beautiful little princess. Milly does use the wdtadvely” when she
refers to their gifts, but when she speaks of lppearance, she goes
for a more eloquent word, as if to stress her eélegand refinement.
Stomczyiski’'s choice: “jestem ogromnie szykowna” (258), fleam
smart/ classy/ elegant/ fashionable” gets closethe pride Milly
wants to impart.

When Bloom thinks about her as “a wild piece obdm”
Stomczyiski stresses her uncontrollable nature by tramglati as
“dzikuska” (a savage, uncivilised girl; a girl whaoes not quite
know how to mind her manners) (262). Though théahearies offer
“a shy girl” as another possible equivalent, thiesl not seem to be
an appropriate choice for this context. The namg raaind one of
the main character iDzikuska. Historia mitéci (A Savage Girl. A
Story of a Love Affarby Irena Zarzycka. It was a popular 20’s
romance, telling a story of a half-orphaned girlowk civilised and
instructed by a handsome young tutor, her brotHeesd. At first,
she is very naughty: pelts him with fir cones, keeais window,
puts a hedgehog in his bed, and plays other innquawtical jokes
on him, but finally the wild, unkempt, barefooteid d¢ets herself be
tamed and falls in love with him.
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Pl ety o

DZIKUSKA

HIES TO EEA MBS T

[Dzikuskaby I. Zarzycka, a scan of the cover]

Appropriately, Stomczyski’'s Bloom admits that Milly may
have a lover: “Nie, nic sinie stalo. Oczywicie, moe st sta.
Zaczeké w kazdym razie poki sie nie stanie” (No, nothing has
happened. Of course, it may/might. Wait in any ctiset does.)
(262). Czechowicz’'s Bloom as if reassures himdst tMilly does
know how to behave prudently and, surprisingly, ateg the
sentence in which Bloom allows for such a possihiliNie, nic sk
nie stato. Naturalnienie maze seg staé.” (Naturally/of course, it
cannot happen.) “W kadym razienalezy poczekac do czasu.” (In
any case onshould wait until it does/until the time comes.) Again
he presents Milly as a little girl: Bloom thinks bér “n&ki” (little
legs), applying the diminutive used with referencechildren. But
“a wild piece of goods” becomes for him “gkéina dziewczyna” (“a
mad, deranged girl”), a much more disturbing evabuethat Joyce’s
objectifying phrase. One senses a strange oxynwreision of
Milly, who on the one hand “cannot do it” becauke & still a child
(or so Bloom deludes himself). On the other, sha igotentially
threatening lunatic capable of any uncontrolled act

Equally incongruous is Czechowicz's rendering gfrl"s
sweet light lips” in the following passage, whee tiather ponders
on the mother's and daughter's first erotic experss, and
uselessness of his possible attempts to preveiitltiithis version
Bloom imagines “stodkie jaskrawe wargi dziewcgce,” “girl's
sweet bright/brightly red (?) lips,” taking “light” to mean “bright.”
Stomczyiski translates it as “przelotne wargi” (264), i.gassing,
fleeting lips,” an uncommon, poetic metaphor tessr delicacy or
casual nature of girls’ kisses and indicate transiess of their
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engagements. In Czechowicz’s version, rather tlznral red of the
lips, the adjective evokes an intense artificiaginess of lipstick,
used by harlots rather than decent women. Thisoliewied by
another apparent slip; instead of translating “Wilppen too” as
“Zdarzy sk tez” (or as Stomczgski has it: “To te sig stanie,” 264),
he writes: “B:dzie znéw,” i.e. “will be/happenagain.” Significantly,
he adds “again” to Bloom’s “Will happen, yesU (4.447-48),
rendering it as “Bdzie znowu'®, tak,” as if to stress that Milly will
inevitably follow in her mother’'s steps. Besideg, inons out the
overlapping of the present and the past in: “Mitlp. Young kisses:
the first. Far away now past. Mrs Marion. Readipghd back
now...” (U 4.444). Initially, the reader may even perceive ftfar
away now” as referring to Milly, who is in Mullinga“far away
now,” but he soon realises that it is the imageth@d attractive
daughter overlapping with that of her mother. Ushay first name
after “Mrs” only stresses this impression; Mollyagain the young
Marion. Unlike Stomczgski, who preserves the double “now,”
Czechowicz has: “Milly take. Pierwsze pocatunki mtode. Dawno
miniona przesziE. Mrs Marion. Teraz ey na wznak...” In his
version the youthful attraction is gone: “Firstde@s young. [are]
Long bygone past.” Now the ageing wife is lyingliad, smiling,
braiding her hair and waiting, not for him but forother lover.

Czechowicz’s interpretation of Bloom's responsethese
thoughts is also curious. In Joyce’s novel he féalsoft qualm
regret” that “flowed down his backbone, increasirfg’ 4.447). In
the Polish text one reads “Lekki dreszcz wspotaymizebiegt mu
po krzyzach, wzmégt ,” which means literally “a light shiver of
compassion/sympathy ran through his lower backbomeeasing.”
One wonders who Bloom feels sympathy for: for hiffpseho ended
up as a cuckolded husband with the wife who do¢sarmuse him
any more, or for his daughter who seems to be ddaméollow in
her mother’s steps? Is it then the female lot wllase between the
image of the cute little thing and the slut?

It is impossible to know now what Molly Czechowiepuld
have presented to us, had he translated the whmik. Would he
have been equally unsympathetic to her, repelledhéy bulky
presence in “Penelope”? How would she “met him #h&erhaps,
to paraphrase Shannon Forbes on Milly, in these ®abish
translations women “serve a curious function” imtthhey reveal
more about the translators than about themséfves.
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! James Joyce, “Poranek”, transl. by J6zef Czectmwimn.
Tygodnik Kulturalno-spotecznfPlumb-line. A Socio-cultural Weekly),
V1.8 (27 February 1938), Warszawa, Poland, 4. Stheeweekly was a
broadsheet, the whole excerpt was printed on owge,pherefore all
guotations from Czechowicz’s translation come frpage 4 of the
issue, since the text reprintedLiiteratura naSwieciein 1973 contains a
misreading.

2 James Joyce, “Ulisses. Fragment,” trans. Jozetl@meicz
[Henryk Zastawski] Literatura naSwiecie5 (May 1973): 243-267 (odd
pages).

James Joyce, “Ulisses. Fragment,” trans. Maciej m8nski,
Literatura naSwiecie5 (May 1973): 242-266 (even pages).

The issue followed Stomczynski's translation Wifiyssespublished in
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Finnegans Wake (“Anna Livia Plurabelle”) accompanied by
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Since the text of Stomcagki’s translation in this issue is identical with
the texts of the first and further editions Ofysses,all the quotes
coming from his translation will refer to the tgblished inLiteratura
na Swiecig respective page numbers will be given in brackétsr the
quotes.

% Lawrence VenutiThe Translator’s Invisibility: A History of
Translation(London, New York: Routledge, 1995).

4 “kotek”, Korpus dzyka Polskiego Wydawnictwa Naukowego
PWN 2009, (Polish Language Corpus of the Natidx@demic Press
PWN), 5 February 2009
<http://korpus.pwn.pl/results.php?k_set=1&k_findthakk free=free
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