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Abstract

During the Soviet era, the practice of retelling foreign fiction was relatively
common. In 1939, translator Alexander M. Volkov, took the liberty of retelling a well-
known Western tale. To be more precise, Volkov changed the title and the names of the
characters, omitted and added some chapters, and discarded the name of the author in the
process. As a result, generations of readers grew up without knowing that their favorite
book was penned by L. Frank Baum and known in the United States as The Wonderful
Wizard of Oz. Given that Volkov’s version of Baum’s tale was published during the
Soviet era, there is an overall tendency to relate the discrepancies between The Wonderful
Wizard of Oz and The Wizard of the Emerald City to the influence of ideology and
censorship, overlooking other potential factors. With the aim of filling the gap, my thesis
examines how, and postulates why, Volkov has deviated from the source text. This
problem is discussed through a comparison of The Wonderful Wizard of Oz with The
Wizard of the Emerald City (1959, revised edition). In addition to examining Volkov’s
modifications using seven categories, this thesis addresses his role in rewriting Baum’s
tale by attempting to differentiate between translation, adaptation, appropriation, parody
and translated plagiarism in general, and, in particular, situate The Wizard of the Emerald

City within these conceptual categories.
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Introduction

[T]ranslator’s behaviour cannot be
expected to be fully systematic. Not
only can his/her decision-making be
differently motivated in different
problem areas, but it can also be
unevenly distributed throughout an
assignment within a single problem
area. Consistency in translational
behaviour is thus a graded notion
which 1s neither nil (i.e., total
erraticness) nor 1 (i.e., absolute
regularity); its extent should emerge
at the end of a study as one of its
conclusions, rather than being
presupposed.

(Toury 67)

Once upon a time, not so long ago, in the days of Soviet era, in a far, far away

land behind the Iron Curtain there lived a professor of mathematics and metallurgy called

Alexander M. Volkov. One day he read a novel written by L. Frank Baum and decided to

translate it from English to Russian. First of all, he took the liberty of changing the title

and the names of the characters. As a result, the Land of Oz was renamed as the Magic

Land, Dorothy turned into Ellie, and Uncle Henry and Aunt Em transformed into father

John and mother Anna. Afterwards, this professor omitted and added some words,

sentences and even a couple of chapters. Last but not the least, translator Volkov put his

own name on the cover, discarding the name of the real author. And from that day on,

generations of readers grew up reading The Wizard of the Emerald City without knowing

that their favourite book was written by an American writer L. Frank Baum and known in

the States as The Wonderful Wizard of Oz.



On the one hand, what Volkov did was not uncommon. Xenia Mitrokhina coins
the term “parallel texts”, referring to the rewritten titles, such as Volkov’s version of The
Wonderful Wizard of Oz (1939, revised 1959) and Alexey Tolstoy’s version of Pinocchio
(1936), as plagiarisms whose parallel existence “has been one of the numerous skeletons
in the cupboard of Soviet literature” (187).

On the other hand, unlike The Wizard of the Emerald City, none of the other
Soviet retellings got translated into thirteen languages. The case of Volkov is even more
remarkable given the fact that in 1991 his version of The Wonderful Wizard of Oz was
translated into English and, according to the front matter of a copy found in the Library
of Congress, is considered an adaptation rather than a case of a translated plagiarism.

Whereas Volkov’s strategy of domestication is irrefutable, the motivation behind
the deforming tendencies implemented by him remains contentious. Moreover, Maria
Lomaka is the only scholar whose study is based, in part, on Volkov’s correspondence
that was compiled in 2006 by Galkina, the director of Volkov’s archive at the Tomsk
Pedagogical University. The other researchers, in contrast, do not take into account
Volkov’s explanations, building their hypotheses mostly on the historical context. Given
that Volkov’s version of the Baum’s tale was published during the Soviet era, there is an
overall tendency to relate the discrepancies between The Wonderful Wizard of Oz and
The Wizard of the Emerald City to the subjects of ideology and censorship, overlooking
other potential factors.

With the aim of filling the gap, my thesis examines how, and postulates why,
Volkov has deviated from the source text. This theme will be discussed through a

comparison of The Wonderful Wizard of Oz with The Wizard of the Emerald City (1959,



revised edition). In terms of structure this thesis is divided into three chapters. The first
chapter analyses Volkov’s role in rewriting Baum’s tale by attempting to differentiate
between translation, adaptation, appropriation, parody and translated plagiarism in
general, and, in particular, situate The Wizard of the Emerald City within these
conceptual categories.

The second chapter addresses Volkov’s objectives by dividing incorporated by
him modifications into seven categories: (1) cause-and-effect plotting: goals, conflict and
stakes, (2) foreshadowing, (3) logical consistency, (4) comic relief, (5) tone and mood,
(6) obfuscation of the American roots, and (7) story structure and narrative focus. This
broader approach prevents my study from being restricted solely to the subjects of
ideology and censorship.

The third chapter explores the message of Volkov’s retelling with a focus on three
aspects: (1) the significance of friendship, (2) patriotism, and (3) social critique. Apart
from that, it consists of a comparative analysis of arguments of some of the other scholars

regarding the meaning behind The Wizard of the Emerald City.

Literature Review

All things considered, surprisingly few articles have been written about the case study of
The Wizard of the Emerald City. The scope of research is also rather narrow due to the
failure to keep up with the recent publications in the field. For instance, Lomaka calls
attention to the fact that “Nikolajeva’s cursory essay is the only source on this topic
consistently mentioned by subsequent scholars who generally neglect to cite one another”
(7). This statement is only partially true. Mitrokhina’s article is also frequently referred

to. However, for the most part the subsequent scholars do fail to establish common



ground.

In fact, Lomaka is the only scholar who takes into consideration Galkina’s book
about Volkov that includes his correspondence with various people from the Soviet
literary world. This particular source of information is significant, albeit neglected, since
the aforementioned personal letters reveal Volkov’s own thoughts on various issues
related to the process of transforming The Wonderful Wizard of Oz into The Wizard of the
Emerald City. Equally problematic is the fact that both past and ongoing research is
limited to the comparison of Volkov’s version (sometimes both editions, but more often
than not only the revised one) and Baum’s prior tale.

Notably, only Anne Nesbet explores the plagiaristic aspects of Volkov’s work,
presenting him as a humbug whose objectives has been: (1) to create an impression of the
Soviet (or Russian) superiority over the United States (86) and (2) to disguise the
American origins of the tale (83). Within the framework of her paper, Nesbet draws a
parallel between two of the projects Volkov worked on at, more or less, the same period
of time: The Wizard of the Emerald City and a historical novel called Wonderful Sphere.
The bottom line of her comparison is that in both cases Volkov was not above fabricating
data to reach his indicated above goals (86).

Xenia Mitrokhina also criticizes Volkov, but for different reasons. In contrast to
Nesbet, she accuses him of being “the transmitter (or servant) of Soviet ideology” (187).
Mitrokhina goes as far as to claim that “the logic of the Magic Land seems calculated to
instill powerlessness in the child reader” (186). Yet, such an interpretation is gratuitous
and, considering the content of Volkov’s letters, highly unlikely. Volkov cared about his

young readers enough to correspond with them. In fact, he even kept the handwritten



copies of The Wizard of the Emerald City made and sent to him by children, providing
his young readers with the printed edition instead (Galkina 178).

Although some of Mitrokhina’s arguments are valid, her analysis borders on
parochialism due to its narrow focus on ideological messages concomitant with a failure
to address the other aspects of Volkov’s rewriting. In a manner of speaking, such a
reading is similar to the following abstract of The Wonderful Wizard of Oz: “Transported
to a surreal landscape, a young girl kills the first person she meets and then teams up with
three strangers to kill again”' (Winfrey). On the one hand, it is a rather accurate summary
of the plot. On the other hand, it is plausible that most of the people would depict the
narrative thread of this particular tale differently. After all, the killing spree was not the
goal of the Baum’s protagonist, neither was it the reason behind Dorothy’s decision to
team up with the Scarecrow, Iron Woodman, and Lion.

Furthermore, some arguments are based on meager evidence and insufficient
warrants. Judith Inggs, for example, infers that Volkov had to creatively manipulate the
text because he worked under the conditions of censorship and consequently, was
required to meet the socialist realist requirements. However, Inggs admits that her
hypothesis relies on “an uncorroborated report that Volkov’s translation was rejected by
the Soviet censors” (78). Her article was published relatively recently, i.e. in 2011. Yet,
Inggs refers only to the papers written by Nikolajeva and Mitrokhina (1995 and 1996-7
respectively), extrapolating instead of addressing any of the recent papers.

To make the matters even worse, Inggs presents changes that were introduced by

Volkov in the second, 1959 edition, as something that was published in 1939 (e.g., the

' Winfrey, Lee. Inquirer Television. Cited on Twitter.
(://twitter.com/_youhadonejob/status/490977436667228160/photo/1) 13 Aug. 2014
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inclusion of the prophesy and a revolutionary layer). However, as is evident from the
article written by Nesbet (82, 84), this is not the case. Notably, Mitrokhina also bases her
hypothesis on the erroneous presumption that the 1939 edition of The Wizard of the
Emerald City is consistent with the 1959 version. In both cases, such a fundamental error
in perception leads to a compromised findings. One of the goals of my thesis is to test
their conclusions based on the information gathered not only from the comparison of

Baum’s tale and Volkov’s retelling, but also from the recent publications on this topic.



Chapter 1. The Problem of Translation, Adaptation and Translated Plagiarism

Various types of text transformations are increasingly prevalent nowadays: translation,
adaptation, appropriation, parody, fanfiction to name but a few. Unfortunately, since the
definition of “acceptable” remains controversial in this context, some of these retellings
border on a copyright infringement. The case of The Wizard of the Emerald City is
particularly intriguing because of a certain confusion, with regard to Volkov’s role in the
rewriting of Baum’s tale, which results in diverse attempts to define this type of text
transformation.

The book cover of an edition translated to English by Peter Blystone, for instance,
refers to Volkov’s version as “Russian translation/adaptation”. Mitrokhina also uses
slash, labeling Volkov a “Soviet interpreter/plagiarist” (187). Lomaka, in turn, applies
hyphen, calling Volkov an “author-translator” (32). Inggs acts similarly, referring to him
as a “writer-translator” (79). These examples reflect the challenge of differentiating
between translation, adaptation, appropriation, and translated plagiarism. In fact, Inggs
considers The Wizard of the Emerald City “an interesting example of the notions of
adaptation and appropriation as a form of translation” (79). This statement further blurs
the line between different text transformations by implying that (1) Volkov’s retelling of
Baum’s tale is both adaptation and appropriation and (2) adaptation and appropriation are
no more than a form of translation.

Actually, adaptation is often referred to as a form of domestication. For example,
in an introduction to Translation, Adaptation and Transformation anthology edited by
him in 2012, Lawrence Raw provides the reader with a fair warning that “this anthology

does not provide any definitive answers as to the relationship between translation and



adaptation, and how (and whether) they can be distinguished” (17-18). The “and
whether” included in a parenthesis raises the possibility of a lack of distinction between
these terms. Azenha and Moreira, whose paper can be found in this anthology, concur
with Raw. According to them, “from a theoretical point of view, there is no way of
solving the dilemma of establishing boundaries separating translation and adaptation”
(Raw 77). In fact, they take his argument even further, replacing the doubt regarding the
possibility of differentiating between translation and adaptation with a definitive denial of
such a separation.

While it is true that every translation consists partly of interpretation and, hence,
falls under the category of an adaptation, not every adaptation is a translation. In spite of
similarity of The Wizard of the Emerald City and The Wonderful Wizard of Oz, the
former is not a translation since Volkov published it under his own name. In other words,
by presenting himself as an author, Volkov has crossed a line, ceasing to be a translator.
Following this line of thought, his version of The Wonderful Wizard of Oz is not an
adaptation either. In fact, considering the lack of acknowledgment of the source text, the
term “appropriation” would be more appropriate in this context.

The term “plagiarism” may also be applicable with regard to the case of Volkov.
However, due to the historical circumstances, the practice of retelling was not illegal
during the Soviet era and thereby, was not a plagiarism per se. The Iron Curtain is often
referred to as the reason behind the existence of multiple retellings during that period of
time. Yet, this explanatory hypothesis is not satisfactory, for the indicated above tradition
of the literary borrowing prevails even nowadays. For instance, following the

phenomenal success of the Harry Potter novels, Russian-speaking children were



introduced to the series of books about Porry Gatter and Tanya Grotter. Therefore, I
argue that the peripheral position of children’s literature in literary polysystem and the
lack of a clear differentiation between adaptation, parody, and plagiarism are the main

reasons behind the existence of so-called “parallel texts”.

1. Peripheral Position of Children’s Literature in Literary Polysystem

Gideon Toury, whose research analyses the nature and role of norms in

(113

translation, claims that “‘translatorship’ amounts first and foremost to being able fo play
a social role, i.e., to fulfill a function allotted by a community ... in a way which is
deemed appropriate in its own terms of reference” (54). In this context, the question
should be: what differentiates something that is appropriate in general from something
that is deemed appropriate in its own terms of reference? With regard to the case of
Volkov, due to the historical circumstances, his retelling of The Wonderful Wizard of Oz
is allegedly appropriate. In essence, Volkov subjects to the target culture norms to fulfill
the social role prescribed to him by a Soviet community. Such an approach results in an
acceptable rather than adequate translation of Baum’s tale.

It is also worth noting that The Wizard of the Emerald City pertains to both
translated and children’s literature—the strata, which, according to Itamar Even-Zohar, a
pioneer of literary polysystem theory, are often neglected in spite of being “indispensable
... for an adequate understanding of how and why transfers occur” (303). Zohar Shavit,
who wrote her Ph.D dissertation under Even-Zohar’s supervision, is among the few

scholars whose research focuses on this particular topic. Based on the findings of her

study, translation of children’s literature is determined by two principles:



[A]n adjustment of the text to make it appropriate and useful to the child,
in accordance with what society regards (at a certain point in time) as
educationally ‘good for the child’; and an adjustment of plot,
characterization, and language to prevailing society’s perceptions of the
child’s ability to read and comprehend. (Shavit 113)

What follows is that the prevalent norm of translating children’s literature is dictated by
principles, both of which rely on the society’s temporal perception of the child’s needs
and abilities. Such a perception is inevitably limited due to being rooted at a certain point
in time and space, and its inconsistency can be traced through the ever changing values
presented to children via modern retellings of the well-known fairy tales.

With regard to the first principle, until recently most of the editions of translated
fairy tales excluded scenes with explicit violence because of the conjecture that it is
detrimental for the child’s psyche (e.g., the episode where Cinderella’s stepsisters cut
their toes off so their feet will fit the glass slipper). As far as the second principle is
concerned, any vestige of sarcasm is omitted because children are allegedly incapable of
comprehending it. Probably that is why Volkov does not include the following scene in

his retelling of The Wonderful Wizard of Oz:

The Tin Woodman knew very well he had no heart, and therefore he took
great care never to be cruel or unkind to anything.

“You people with hearts,” he said, ‘have something to guide you,
and need never do wrong; but I have no heart, and so I must be very
careful. When Oz gives me a heart of course I needn’t mind so much.’
(Baum 45-46)

This citation is explicitly sarcastic in its nature. Most likely Volkov’s decision to delete it
is based on the presumption that children would not understand this kind of humour.

Nesbet offers another interpretation behind the final decision to cut this scene
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from the second edition of The Wizard of the Emerald City. According to her, Volkov
does not include this episode in the later editions “as part of the general program of
severing the Volshebnik’s ties to the American Wizard” (86). In this context, the
proclamation of the Tin Woodman is problematic not because of the sarcasm, but rather
because of the comment of Nagibin—a literary critic, who read this passage as an attempt
of'a good American, namely Baum, to remind his fellow Americans about the innate
kindness of the human heart (86). In other words, this episode was deleted because it
evoked association with American roots of the tale rather than because children could not
comprehend its content.

Back to the Shavit’s work, her main argument is based on the literary polysystem
theory developed by her supervisor Even-Zohar. Thereby, before continuing I would like

to quote Nitsa Ben-Ari, who sums up the basics of Even-Zohar’s study rather well:

[T]he polysystem concept, an ‘open system of systems’, was suggested by
Even-Zohar to capture the aspects of versatility and heterogeneity in time
and place. This allowed one to view ‘literature’ not only as a codified
collection of texts but as a set of factors governing a large range of
procedures (‘behaviours’) ... a literary system is a dynamic sociocultural
structure, in which centre and periphery fight over which ‘norms or
‘models’ will be dominant and shape the centre. (Ben-Ari, 144)

Thus, Shavit’s references to literary polysytem are based on the idea of a dynamic
juxtaposition of centre and periphery. To be more precise, Shavit propounds that
children’s literature is situated in the periphery of the literary polysytem. She elaborates

that because of the peripheral position of the children’s literature,

[TT]he translator is permitted to manipulate the text in various ways by
changing, enlarging, or abridging it or by deleting or adding to it ... In
earlier stages of adult literature, the concept of literature as a didactic
instrument for unequivocal values or for a certain ideology was prominent.

11



Long after it ceased to exist in adult literature, this concept was still so
powerful in children’s literature that translators were ready to completely
change the source text in order to have the revised version serve
ideological purposes. (Shavit 112-113, 126)

Accordingly, the position of the literary genre within the literary polysystem affects the
way the text is treated by translators. Because of the peripheral position of the children’s
literature, so many liberties are considered acceptable that it would be more accurate to
refer to some of the text transformations as “adaptations” rather than “translations”. As

Inggs notes,

In relation to Volkov and Baum the situation is further complicated by the fact
that both writer and writer-translator acquire symbolic capital—any kind of
capital regarded as possessing value by social agents—as both the original and the

adaptation achieved the status of canonised classics in their respective literary
fields. (Inggs 79)

Consequently, the case of Volkov stands out since the reception of The Wizard of the
Emerald City differs from a standard reception of a translated text. First of all, Volkov’s
retelling was perceived as a source text. The readers were oblivious of the American
origin of the tale and, therefore, unaware that it has been translated. Second of all, this

foreign story turned into a canonised classic of Soviet and Russian children’s literature.

2. Translation, Adaptation, and Plagiarism: Where to Draw the Line?

In her book A Theory of Adaptation, Linda Hutcheon speaks of the twenty-first
century as a “postmodern age of cultural recycling” (3). Although it is a rather accurate
description, it is important to keep in mind that the practice of cultural borrowing is far

from being new. Hutcheon uses a wonderful example: “Shakespeare ... adapts Arthur
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Brooke’s versification of Matteo Bandello’s adaptation of Luigi da Porto’s version of
Masuccio Salernitano’s story of two very young, star-crossed Italian lovers” (177). This
example illustrates that the aforementioned “cultural recycling” existed well before our
so-called “postmodern age”.

Unfortunately, translation and adaptation studies tend to be reduced to the
disparaging fidelity criticism. As a result, the definition of the term adaptation remains
controversial regardless of its long history. With regard to the parodies, the situation is
even more complex. In spite of being what Hutcheon calls “an ironic subset of
adaptation” (170), parodies differ in some of the aspects from adaptations. To be more
precise, in contrast to adaptations, parodies usually do not openly acknowledge their
relationship with the prior text (Hutcheon 3). Another significant distinction pertains to
the fact that parodies are legally allowed to comment critically on prior texts (Hutcheon
90).

As far as the legal prosecution is concerned, there are a couple of factors that

should be taken into consideration:

e Individual countries treat the issue of parodies and copyright infringement
differently;

e According to Hutcheon, the legal prosecution is problematic due to the
incapability to copyright ideas (9), and although the content of the rewritten
text remains similar, the expression undergoes transformation;

e According to Tammi Gauthier, inconclusive results are caused by inadequate

methods of parodies analysis applied by courts (203).
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The case study of Yemets’s novel, Tanya Grotter and the Magical Double Bass, is worth
referring to in this context. Yemets claims that his novel is a parody and a cultural
response to Harry Potter and the Philosopher’s Stone. Yet, in 2003 the lower Amsterdam
court issued a cease and desist order on translation of this book in Netherlands. In

response to J. K. Rowling’s lawsuit, it deemed that,

[T]he contents of the Grotter work did not sufficiently contrast with the
original for the former to qualify as parody. The appeal court confirmed,
arguing that the story line, place in time, characters, plot, story
development and (anti)climax of the Grotter book were so similar to
Rowling’s work that it could not be judged a parody. (Hugenholtz 5.3)

On the one hand, there is no doubt that the first book of the series, i.e. Tanya Grotter and
the Magical Double Bass, is based on Rowling’s Harry Potter and the Philosopher’s
Stone. On the other hand, it is equally undeniable that Volkov’s The Wizard of the
Emerald City is very similar to Baum’s The Wonderful Wizard of Oz. So similar that both
Nesbet and Askey call it a translation (Nesbet 82, Askey 272). Thus, the following
question rises: why one of these novels is banned from being translated while the other is
not restrained by any injunctions? With the aim of showing the complexity of the
infringement analysis, I would like to refer to two articles that were published in the
Arizona State Law Journal in 2006 with regard to the case of Tanya Grotter.

One of the authors, namely Edmund W. Kitch, mentions two impediments that
prevent him from reaching a decisive verdict: (1) unavailability of a report of the Dutch
decision and (2) unavailability of a translated version of the novel Tanya Grotter and the
Magical Double Bass concomitant with his incapability to read in Russian (43-44). Since

these challenges would have affected the quality of his infringement analysis, Kitch bases
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his argument on two hypothetical scenarios.

As far as Kitch’s analysis is concerned, two points in particular are worth noting:
(1) what is illegal under the standards of the Dutch copyright law is not necessarily illegal
under the standards of American copyright law, or Russian copyright law for that matter
and (2) under the principles of American copyright law, it is legal to use similar themes
and the same attributes of characters. Only the use of similar details and sequences of
events would result in a copyright infringement.

Dennis S. Karjala offers a more conclusive, albeit dissenting, interpretation. He
criticizes the decision of the Dutch court, arguing that the novels about Harry Potter and
Tanya Grotter differ sufficiently from each other. Moreover, Karjala points out that a
copyright infringement suit against Yemets and consequent enjoining sale of his books,
“grant[s] Rowling a very long-term monopoly on the genre of children attending schools
for magic” (33). He also emphasizes the inadequacy of such a verdict by stating that “at
the level of abstraction at which the Dutch court conducted its analysis, there is an
argument that Rowling herself is an infringer in creating a Harry Potter who resembles, in
many ways, Diana Wynne Jones’s 1977 character Cat Chant” (34).

Here, I would like to clarify that while Karjala disparages the level of abstraction
at which the Dutch court conducted its analysis, his own analysis is equally abstract. To
quote his words, “[t]he crux of the infringement analysis would seem to lie in the
relationships among the parties, and [he] lack[s] sufficient information about Tanya to
make any judgment about that” (33). This statement is problematic for various reasons.

First of all, in one of the footnotes, Karjala mentions buying a copy of Tanya

Grotter and the Well of Poseidon (35). Considering that this particular title is a ninth
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book of the Tanya Grotter series, Karjala’s lack of sufficient information is inexplicable.
If he read this book (even if he did not read all the preceding and subsequent novels),
why did he lack sufficient information about Tanya’s relationship with other characters?
Second of all, if there is no available report of the Dutch decision (at least, that is
what follows from the argument of Kitch), how can Karjala speculate on the nature of its
analysis? The last but not the least, if Karjala lacks sufficient information to make a
judgment about Tanya’s relationships with other characters, on what grounds does he
make a judgment about the overall similarities between the mentioned above novels?

With that being said, the questions brought up by Karjala are worth discussing:

[Wlhich, if any, of the above takeoffs on Harry Potter are permitted under
modern copyright law, domestically and internationally ... which of them
should be permitted ... if permitted, under what conditions ... Should
authors have control over the characters they create even after they
become cultural icons? If so, why, and why should such control continue
for 70 years after their deaths? (Karjala 19)

By asking which, if any, of the take-offs are permitted domestically and internationally,
Karjala probably alludes to the fact that, under the modern copyright law, individual
countries treat the issue of parodies and copyright infringement differently. Karjala’s
second question is more important though, for it refers to the hypothetical conditions
under which the take-offs should be permitted: (1) the death of the original author and (2)
the status of a cultural icon attained by the characters.

Perhaps, Karjala is right. After all, Gregory Maguire was not prosecuted for
borrowing Baum’s characters to write Wicked: The Life and Times of the Wicked Witch of
the West. Is Maguire’s deed legitimate because more than seventy years have passed

since the death of the original author, namely Baum? If so, can it be deduced that what
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Yemets did was wrong only because Rowling was still alive at the time of publication of
his take-off?

In terms of infringement and injunctive relief specifically, Karjala asserts that
Yemets should not have been accused of plagiarizing. Although Karjala agrees that the
novel about Tanya Grotter is “obviously derived” (39) from Rowling’s book, he insists
that it is “clearly distinguishable” (39). In his opinion, the injunctive relief should be
denied even if “the same character is used in a new story” (39). The only stipulation is
that the new work has to enrich “in any meaningful way the qualitative cultural choices
available to consumers” (39). However, the phrases “qualitative cultural choices” and the
“meaningful way” are so open to interpretation that there is no way to know beyond
reasonable doubt what Karjala means.

Karjala also claims that in order to obtain injunctive relief, the copyright owner
should show “a real possibility of substantial future losses due to overexposure of the
character” (39). Unfortunately, it is not entirely clear what the definition of overexposure
is in this regard, and how it can be demonstrated. Equally elusive, is his meaning behind
the words “real” and ““substantial”.

As a side note, although the Dutch court have banned the publication of the Tanya
Grotter books in Netherland, its cease and desist order is not valid in Russia. The last
novel of the series (the fourteenth one) was published in 2012. Also, one of these books is
an anthology of selected fanfics about Tanya Grotter, which is rather ironic since the fair
use of fanfiction is equally questionable and many authors are opposed to it. Notably,
sequels of retellings are fairly popular. In fact, Belarussian authors Andrey Zhvalevskij

and Igor Mytko have penned four books about Porry Gatter. Alexandr Volkov wrote five
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sequels of The Wizard of the Emerald City. Sergei Sukhinov wrote his own (twenty by
now) sequels of The Wizard of the Emerald City, which were translated in 2013 by
Blystone (the same translator who translated Volkov’s adaptation to English). With
regard to the fair use, Los Angeles Times labels Russia a country “where plagiarism
charges are shrugged off by nearly everyone in the literary world?. However, there are
non-Russian take-offs as well, such as Chinese Harry Potter and Leopard-Walk-Up-to-
Dragon (Karjala 18).

It is in this context that I would like to use the words of Dorothy from 7The
Wonderful Wizard of Oz: “[i]f we walk far enough ... we shall sometime come to
someplace” (101). The question is, how far is too far and where do we draw the line
between translation, adaptation, appropriation, parody and plagiarism. Gauthier, for
instance, wants the likelihood of confusion to be the only criterion for copyright
infringement (202). If so, Volkov is guiltier than Yemets, for he deliberately misled
generations of readers by presenting himself as an author rather than a translator. In case
of Yemets though, the likelithood of confusion is close to zero. Yemets creates multiple
original characters (some of which are based on Russian folklore). Furthermore, even
though some of the sequences of events of Tanya Grotter and the Magical Double are
derived from Rowling’s novel, the other thirteen books of the Tanya Grotter series differ
tremendously from the Harry Potter books.

Perhaps, Tanya Grotter and the Magical Double Bass is a case of plagiarism
indeed. Nevertheless, it is equally possible that Yemets truly believed that it is a legally

appropriate cultural response. In other words, infringement, in this case, might have been

? (http://articles.latimes.com/2003/apr/13/world/fg-potter13) 10 May 2014.
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accidental. Since The Wizard of the Emerald City is one of the most well-known books
for children in Russia, Volkov may well be a role model in the eyes of contemporary
Russian writers. Considering that Volkov’s appropriation has been translated into thirteen
languages, its phenomenal reception can be analogous with an incentive to follow his
footsteps.

In this context, I would like to clarify that in spite of Inggs’ assertion that
Volkov’s retelling “did not acknowledge Baum in any way, not least because he had no
legal obligation to do so, as the USSR only became a signatory to the Universal
Copyright Convention in 1973 (78-79), it is not entirely true. Volkov did refer to Baum
as a source of inspiration in an afterword. With that being said, the aforementioned
afterword was published only in the second edition (Askey 262), that is two decades after
the first publication of The Wizard of the Emerald City.

Moreover, in addition to being absent from the first edition, Volkov’s afterword
was—and still is—expunged from most of the later editions in Russian and from German
translations (Askey 272). The fact that the only acknowledgement of Baum remains
neglected and omitted even nowadays is troubling. After all, the policy towards the
transformed texts should be consistent. In a manner of speaking, both Volkov and
Yemets have transformed well-known tales. The policy of translating one of them and
enjoining sales of the other does not add clarity to the dispute about the differentiation

between adaptation, appropriation, parody, and plagiarism.
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Chapter II. Volkov’s Objectives: The Motivation behind the Transformation of

Baum’s Text

As far as Volkov’s objectives are concerned, it is imperative to keep in mind that he was
not only a translator turned author, but also a teacher at a time when the pedagogy,
according to Maria Nikolajeva, focused on three aspects: (1) the contents, (2) the plot,
and (3) the message and ideological values (105). Unfortunately, there is an overall
tendency to interpret the contents and the plot of The Wizard of the Emerald City through
the prism of the preconceived notions about its message and ideological values.

In order to broaden the scope of my study, I divide my analysis to the following
sub-sections: (1) cause-and-effect plotting: goals, conflicts and stakes, (2) foreshadowing,
(3) logical consistency, (4) comic relief, (5) tone and mood, (6) message of the story, (7)
obfuscation of the American roots of the tale, and (8) story structure and narrative focus.
This separation of components is designed to prevent my research from concentrating

solely on the message and ideological values of the Volkov’s retelling.

1. Cause-and-Effect Plotting: Goals, Conflicts and Stakes

The plot is one of the main components of any story, regardless of its genre. Whereas
some plots favour the element of the coincidence, the others follow the rules of causality.
Mitrokhina is right to observe that nothing is coincidental in The Wizard of the Emerald
City. For instance, tornado is caused by Bastinda, and Ellie’s house lands on Gingema

because of Villina’s intervention (Mitrokhina 184) rather than by chance. Similarly, Ellie
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helps Strasheela®, the Iron Woodman and the Cowardly Lion because of prophesy
according to which the wizard will help her return home only if she, in turn, will help
three creatures to fulfill their wishes®.

While the slate of the Witch of the North states “Let Dorothy Go To The City Of
Emeralds” (20), the Magic Book of Villina predicts, “Benukuii BonmmeOnuk I'y1Bun
BEPHET JIOMOH MaJICHbKYIO JICBOUKY, 3aHECEHHYIO B €r0 CTPaHy yparaHoM, €clid OHa
MMOMOJKET TPEM CYILECTBAM JTIOOUTHCS UCIIOTHEHUS UX CAMbBIX 3aBETHBIX JKEJTaHUN (10)°.
In this sense then, unlike her American counterpart, the protagonist of The Wizard of the
Emerald City is driven by an ulterior motive. None of her actions are random. They are
caused by prophesy and the realization that the fulfillment of her individual wish is
conditioned on her cooperation with the other characters.

Mitrokhina concludes from the resulting dependency of the girl on the collective
that she “chooses friends not out of sympathy but out of self-interest” (184). Mitrokhina
also argues that Ellie’s lack of “freedom of self-expression even in friendship” (184) is
symptomatic of the Soviet ideology. However, the fact that the friendship of the main
characters is mutually beneficial should not be tantamount to the Soviet propaganda. As
Askey notes, Volkov’s retelling of the Baum’s tale “allows for both the progressive social
vision of the collective and the individual realization of personal goals and dreams”

(267). Thereupon, the utmost importance of the collective is not analogous with the

* “Strasheela” is Blystone’s transliteration from his translation of The Wizard of the
Emerald City into English.

* In case of The Wizard of the Emerald City, the three wishes motif also resonates with
Russian folklore. Accordingly, the inclusion of the familiar and traditionally Russian
characteristics may be related to the obfuscation of the American roots.

* “The Great Wizard Goodwin will send home a little girl who has been carried to his
country by a tornado, if she helps three beings in granting their fondest wishes”
(Blystone’s translation, Volkov 12).
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insignificance of the individual.
With regard to Ellie’s predisposition to act in her best interests, it is noteworthy
that Volkov deletes a scene in which Dorothy is captured as not less (perhaps, even more)

selfish and practical than Ellie:

Dorothy did not say anything, for she was puzzled to know which of her
two friends was right, and she decided if she could only get back to
Kansas and Aunt Em it did not matter so much whether the Woodman had
no heart and the Scarecrow had no brains, or each got what he wanted.

What worried her most was that the bread was nearly gone, and
another meal for herself and Toto would empty the basket ... could not
live unless she was fed. (Baum 40)

Based on this citation, Dorothy could not care less whether the wishes of the Tin
Woodman or the Scarecrow will be fulfilled or not. The only thing that matters to her is
getting what she wants (returning to Kansas and Aunt Em) and what she needs (finding
food in order to survive). This example is interesting since by omitting this particular
scene, Volkov prevents his version of the protagonist from appearing excessively self-
centred. In The Wizard of the Emerald City, friendship is of utmost importance. Thereby,
unlike Dorothy, Ellie has to care about the interests of her friends.

Another relevant example in this context would be the scene, where the
Scarecrow picks up the nuts for Dorothy. In Baum’s tale, instead of thanking him for his
efforts or offering him a hand, Dorothy laughs at his awkward movements (47). Such
behaviour is rather ungrateful. Ellie’s reaction in the same situation is more appropriate,
for she does thank her friend (29). Thus, the inclusion of prophesy does not necessarily
mean that Ellie is less compassionate and more practical than Dorothy. As a matter of

fact, Volkov adds a scene where Ellie takes care of Strasheela by finding a branch that
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can be used by him as a cane (16). It is evident from these examples that both of the girls
are aware of the clumsiness of this particular character. Ellie, however, treats Strasheela
kindly instead of having fun at his expense.

Mitrokhina also claims that prophesy presets Ellie’s actions and that instead of
being self-confident the girl has to be obedient in order to succeed, for “[h]er success is ...
dependent upon the will of more powerful forces” (184). However, Mitrokhina’s
assertion does not cohere with the fact that Ellie returns home thanks to the magical shoes
rather than because Goodwin has helped her. Thus, the will of the powerful force has
nothing to do with her triumph. Even if one considers the magical shoes a powerful force,
it is an object rather than a subject, and hence shoes do not have a will of their own.

With regard to prophesy, it is possible that it was intended to raise the stakes and
increase the conflict rather than as an ideological message. Stakes and conflicts are
essential components of every story. Stakes represent the reason why the protagonist has
to succeed. What will happen if s’/he will get what s/he wants? What will happen if s/he
fails? The higher the stakes, the more compelling the story is. In Volkov’s case, the
inclusion of prophesy sets the stakes. If Ellie will help Strasheela, the [ron Woodman and
the Cowardly Lion, Goodwin will send her back home. If she will not help them to fulfill
their fondest wishes, she will never see her parents again. As a result, the stakes in The
Wizard of the Emerald City are higher than in The Wonderful Wziard of Oz. In Baum’s
tale, Dorothy has to go to the Emerald City. The fact that she stops by to help three
creatures along the way has nothing to do with her goal.

Apart from that, prophesy increases the conflict by functioning as an additional

obstacle, which the protagonist has to overcome in order to achieve her goal. Dorothy, for
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instance, has nothing to lose since her return home is not associated with fulfilling wishes
of her companions. Ellie’s return home, in contrast, is conditioned upon a chain of nearly
impossible tasks: (1) helping Strasheela to get brains, (2) assisting the Iron Woodman to
get heart, (3) aiding the Cowardly Lion to obtain courage, and (4) defeating a powerful
witch Gingema/liberating the Winkies. In other words, addition of prophecy serves as a
connecting link between numerous obstacles. In Baum’s tale, relationship between
various events is more accidental.

By and large, Volkov’s modifications can be comparable with the decision of the
screenwriters of The Voyage of the Dawn Treader to change the plot of the book by
adding the component of a fatal green mist. In doing so, the pursuit of the lost seven lords
is turned into pursuit of their seven swords that are the only remedy against the
mentioned above mist. In a similar manner, Volkov introduces the chain of cause and

effect to raise the stakes and to add purpose. To quote Volkov’s own explanation:

[M]uch in Baum’s fairytale ... lacked a clear and direct plot line;
everything in it happened by chance. I added to the story the prophesy of
the good fairy Villina ... And immediately all the actions of Elli ...
acquire purpose. (Nesbet 82)

Because of that, the fact that tornado is not a natural phenomenon in Volkov’s retelling
probably has little to do with the “paranoia of the Soviet system, which consistently
mounted an active search for the ‘enemy’ presumed to be at the root of every misfortune”
(Mitrokhina 184). In The Wizard of the Emerald City everything happens by design,
rather by chance. However, this cause-and-effect kind of plotting can be interpreted as a
decision related to the goals, conflicts and stakes of the narrative as opposed to an

ideological message.
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With respect to the natural phenomena, Lomaka argues that the chapter about
flood “is the most reflective of ‘Soviet’ motifs” since many other Soviet novels featured
the “struggle with nature” theme during that period of time (29). However, given that
flood endangers the lives of the main characters, the Soviet layer is secondary. First and
foremost, inclusion of this episode raises the stakes. Furthermore, it may be indicative of
the influence of the Village Prose that flourished around the time of publication of the

second edition of The Wizard of the Emerald City. According to David Gillespie,

Village Prose emerged as a distinct literary trend that followed on from the
socially-minded criticism of agricultural practice and management in the
1950s ... If socialist realism had emphasized man’s dominance and
conquest of the natural world, Village Prose presented in lyrical,
contemplative images of man’s humility before it. (Gillespie 226)

Accordingly, the flood episode may well be associated with a new literary trend of the
Village Prose rather than with a Soviet ideology.

Mitrokhina also emphasizes that Volkov eradicates the element of the kiss of the
Witch of the North, leaving his protagonist under the sole protection of the magical
shoes. To be more precise, Mitrokhina argues that the nature of protection provided by
shoes is diametrically different from the protection supplied by kiss. According to her,
whereas the kiss symbolises the power of good, the shoes stand for the power of strength

(185). Mitrokhina explains it in the following manner:

Unlike the mark denoting goodness, the symbol of strength may be lost or
taken away, a consideration that introduces into the narrative the
possibility of aggression and envy (an emotion considered by some
Sovietologists a hallmark of the Soviet citizen) and emphasizes the

protagonist’s vulnerability in the ongoing power struggle. (Mitrokhina
185)
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Once again, even though Mitrokhina connects the resulting vulnerability of the
protagonist to the Soviet ideology, this concept can be also associated with the stakes. In
fact, Lomaka points out that due to the protection guaranteed by the aforementioned kiss,
Dorothy is “never in any real danger” (24). Therefore, the protagonist of The Wonderful
Wizard of Oz has nothing to lose. Accordingly, the stakes are low. Hence, it would be
reasonable to raise the possibility that this particular narrative modification is an attempt
to increase the tension by raising the stakes.

Mitrokhina’s contention that Volkov is a transmitter of the Soviet ideology does
not cohere with the absence of the prophesy, the chapter about men-eating ogre and the
rest of the elements referred to by her, from the first edition of The Wizard of the Emerald
City. Lomaka, for instance, reasons that the numerous changes are more likely caused by
a criticism of the puppet theater director (42), and as such, are bereft of political
significance (37).

Nesbet voices a similar opinion, noting that critics referring to the “socialist
orientation” of Volkov’s retelling erroneously assume that the second edition of The
Wizard of the Emerald City is consistent with the first. In this context, Nesbet asserts that
Volkov “cared more about the imagination than about politics” (81). This claim is
supported by the fact that “[b]ack in the 1939 version ... any substantive change in
ideological orientation is difficult to discern from a comparison of the two texts” (Nesbet
84).

Galkina concurs that Volkov did not intend to suffuse the tale with a political
context. She adds that in spite of that, due to the tendency of the readers to look for a

hidden message, in 1970s many perceived Volkov’s appropriation as a parody on the
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Soviet authorities (Galkina 112). Notably, such a reading comepletely contradicts
Mitrokhina’s hermeneutics. It is a reasonable assumption though, considering that
Volkov revised The Wizard of the Emerald City in 1959, that is, after Stalin’s death. The
fact that the second edition of the Volkov’s retelling was published during the period of
Thaw justifes the mentioned by Galkina perception of the satirical parts of the book.

After all, 1950s and 1960s were a time when, according to Gillespie, various authors

raised questions of the excesses of Stalin’s rule and the moral and spiritual
consequences for society ... the dominant motif of post-Stalin literature of the
1950s was the ‘rediscovery’ of simple human values and emotions, and the
longing for a new, more human society ... there was clear shift away from
ideology, and a new-found celebration of the little man and the simple pleasures
of life. (Gillespie 225)

Thus, the explicitly ambiguous and satiric references to the authorities of the Magic Land
may have been intended as a parody on the Soviet authorities indeed. One way or
another, Gillespie’s words support the argument against Mitrokhina’s ideology-induced

reading of The Wizard of the Emerald City.

2. Foreshadowing

In order to prepare young readers to the impending plot twists, Volkov inserts various
clues along the way. One of the examples of foreshadowing is Ellie’s first meeting with
Goodwin. Although, like her American countertype, Ellie is fooled into believing that the
wizard has transformed into a beast, Volkov arouses suspicion of the readers by pointing
out that the voice of the Beast is coming from the corner of the room rather than from its
snout (49).

Moreover, to ensure that this act of foreshadowing is not too implicit for children
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to catch, Volkov changes the ensuing scene (in which Goodwin pretends to be a head) as

well, adding the following descriptions:

I"ostoBa Ka3zanach O€3)KM3HCHHOM: HU MOPIIMHBI Ha JIOY, HH CKJIaIKH Y
ry0, — ¥ Ha BCEM JIMIIC KUJIM TOJIBKO II1a3a ... Koraa riasa Bpaliainch, B
THUIIMHE 3aJ1a CIBIIIAICS CKPHII ... DIUIH 3aMETHJIa, YTO pOT I 0JIOBBI HE
ABUTaCTCA U I'0JIOC, HerOMKI/Iﬁ " JaXe HpI/IHTHBIf/’I, CJIBIIIIHUTCA KaK 6YI[TO
co cropossl. (Volkov 46)°

Thus, Volkov reinforces the message that Goodwin is a humbug by repeating that his
voice comes from aside, and by emphasizing that the features of the Head are lifeless and
bereft of wrinkles. To put it another way, even when the Head talks, its mouth does not
move and the only movement (that of its eyes) is accompanied by a creak that hints to the
readers that Goodwin uses technology rather than magic. Similarly, when Strasheela
faces the Mermaid, which replaces Baum’s Lady, it is emphasized that as she waves her
hand-held fan her hand moves in monotone, mechanical motions (48). Like in the
previous example of the girl’s encounter with the Head, Volkov stresses that the voice of
the wizard seems to come from aside (48).

Furthermore, Volkov tips the readers off that Goodwin is from Kansas, too’ by
describing his reaction upon finding out that Ellie is from Kansas: “Ts1 u3 Kanzaca? —

Hepe6I/IJ'I T'0JIOC, U B HEM ITOCJIBIIIIAJINCH I[O6pI>IC YCIOBCUYCCKHUEC HOTKH, — A xax tam

® “The Head appeared to be lifeless: there were no wrinkles on its forehead, no creases
around its lips, and the only part of the whole face that showed signs of life were the eyes
... When the eyes moved, a squeaking sound cut through the silence of the room ... Ellie
noticed that the mouth of the Head did not move, and the voice, which was soft and
almost pleasant, seemed to come from the side” (Blystone’s translation, Volkov 74).

"In The Wonderful Wizard of Oz, Oz is actually from Omaha (113), but Volkov changes
it to Kansas (69).
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ceityac...— Ho rosoc Bapyr yMouik, a riasa ['oj10Bbl OTBEpHYIHUCH OT DJLIN (46)8. As is
evident from his question, unlike the other residents of the Magic Land, Goodwin knows
about Kansas and probably has been there before.

Another interesting example of foreshadowing is the quoted below dialogue
between Ellie and her mother, which takes place in the first chapter of The Wizard of the

Emerald City:

Mawmouxka, — cripocuia DJuid, OTPbIBasCh OT KHUTH, — & TENeph
BOJIIEOHUKH €CTh?

— Her, noporas. XXwiun BomeOHUKH B IpeXHUE BpEMEHa, a IOTOM
nepesenuck. Jla u k uemy onu? M 6€3 HUX XJIONOT TOBOJIBHO. ..

DM CMEIIHO HaMOPIIMJIIA HOC:

— A Bce-Taku 6e3 BoseOHUKOB cKy4HO. Eciu Obl 51 BApyT
crenangach KOpoJIeBOil, To 00s13aTeNIbHO MpHUKa3aiia Obl, YTOOBI B KAXKI0M
rOpojie ¥ B KO JiepeBHE ObUT BOMIEOHHK. M 4TOOBI OH coBepIa Jyist
JeTel BCSKUE yyJieca.

— Kakwue xe, nHanpumep? — ynbi0asich, CipocHiia Math.

— Hy kakue... Bor uTo0bI Kax/1asi 1€BOYKA U KaXbI MaJIbUUK,
MPOCHITIAACH YTPOM, HAXOIUIIU TIOJT TOAYIITKON OOJIBIIION CIIaIKUit

HpsSiHUK... u. .. — DM rpycTHO OCMOTpesia Ha CBOU TpyObIe
MOHOUIEHHbIE OalMaku. — Miu 4To0sl y Beex eTeil Oblin JIerkue
Ty(enbKu...

— Ty¢eabkn T 1 6€3 BOJIIIEOHNKA NOJTYyYUIIb, — BO3PAa3HJIa
Amnna. — IToeewms ¢ nanoii Ha IPMAPKY, OH H KyIHT... (Volkov 5-6)°

#«¢Are you from Kansas?’ interrupted the voice, and traces of kindness and warmth could
be detected in it. ‘How are things there now?...” But the voice suddenly fell silent, and the
eyes in the Head turned away from Ellie” (Blystone’s translation, Volkov 74-75).

°My emphasis.

“‘Mommy,” asked Ellie, putting her book aside, ‘do any magicians still exist nowadays?’

‘No, dear. They did have magicians in olden times, but they’re all gone now.
What good are they, anyway? There are problems enough without them...’

Ellie wrinkled her nose flippantly. ‘All the same, it’s dull without magicians. If I
suddenly became queen, I’d most definitely issue an order that every city and every
village have a magician. And that he perform all kinds of wonderful tricks for the kids.’

‘Such as what, for example?’ asked her mother with a smile.

‘Such as... that every girl and boy would find a big, sweet cake under his pillow
when waking up in the morning... Or...” Ellie looked sadly at her rough, worn-out shoes.
‘Or that every child would have a pair of decent, elegant shoes to wear.’

‘You’ll get your shoes without the help of any magician,” replied Anna. ‘Just
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Mitrokhina deduces from the emphasized lines of this dialogue that Ellie is dependent on
her parents, who are “explicitly presented ... as equivalent to magical authority figures”
(Mitrokhina 184). Yet, the fact that Ellie’s parents are capable of providing her with
whatever she needs does not necessarily mean that Ellie cannot be self-reliant. Moreover,
Mitrokhina neglects to mention that Volkov merely elaborates on a line from 7he
Wonderful Wizard of Oz, where Dorothy tells the Witch of the North that according to her
aunt, the witches ceased to exist a long time ago (18).

This conversation also foreshadows one of the major elements of the narrative,
i.e. that this tale features wizards and witches. Additionally, it foreshadows the
impending disillusionment of the heroine. To quote Askey, Ellie’s mother’s response
“set[s] the stage for Elli’s adventures in Goodwin’s Land, where she will learn that
wizards and witches, when they do exist, disappoint” (264). In the first chapter of The
Wizard of the Emerald City Ellie imagines what her life would be like in case the wizards
still existed. Notably, her fantasy is based on an underlying assumption that magician
would fulfill her wishes. Her ensuing journey, in the Magic Land, disillusions the girl
from placing her trust in wizards. Ellie learns her lesson the hard way when Goodwin lets
her down. With regard to the last part of the conversation that concerns the purchase of
shoes, Askey suggests that the morale behind it is that instead of daydreaming one should
work hard to accomplish one’s goals (264).

Another interesting example of foreshadowing is the only chapter written by

Volkov, in which Ellie is captured by a men-eating ogre. Mitrokhina’s claims that this
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go to the fair with Daddy, and he’ll buy you some...
2-3).

(Blystone’s translation, Volkov
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chapter promotes an ideological message that “[a]ny attempt to deviate from the official
instructions is punishable” (185). Lomaka, in turn, interprets it as a foreshadowing of the
disillusionment that Ellie and her comrades will experience upon finding out that
Goodwin is not a wizard after all (28).'° Ellie is lured into the ogre’s trap by following
the instructions of the banner that promises to fulfill all her wishes. As a result, instead of
getting a reward the girl almost loses her life. Still, instead of learning her lesson Ellie
puts her trust into prophesy from Magic Book according to which, her wish will be
fulfilled if she will help three creatures. Once again, Ellie follows the instructions. Once
again, she is deceived.

Villina’s admission that she has used Ellie’s house as a weapon against Gingema
because, according to her Magic Book, it is always vacant during cyclones (9) is also
noteworthy. By adding this line, Volkov shows readers from the very beginning of the
tale, that even Magic Book can be mistaken. The same idea is conveyed by a line, where
Goodwin tells Ellie that Villina’s predictions do not always come true (47). This addition
is significant because of the implication that prophesy may be misleading. Even if Ellie
and her companions will be capable to carry out the task assigned by him, it does not
gurantee that Goodwin will help her return home.

Notably, in The Wonderful Wizard of Oz both of the protective devices (i.e. kiss
and magical shoes) are provided by the Witch of North. She is the one who kisses
Dorothy’s forehead and the one who provides her with shoes (19). It is not a coincidence

that in addition to expunging the element of the kiss, Volkov rewrites the scene where the

1 Regarding the other possible determinants of Volkov’s choice to include this chapter,
Lomaka concurs with Inggs that he attempted to “introduce psychological depth, or at
least the potential for character development, into his version of The Wonderful Wizard of
Oz” (Lomaka 28).
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girl receives magical shoes. In his version of the tale, Ellie’s dog is the one who brings
her the shoes, which eventually fulfill her wish by transporting her back to Kansas (11).
Instead of helping Ellie, the so-called good witch misleads her by predicting that
Goodwin will fulfill her wish if she helps three other creatures. Thus, Volkov’s version of
the good witch is consistent with his presentation of the wizards in general. Stella is no
better than the humbug wizard—both of them are equally untrustoworthy and
incompetent.

As to the Mitrokhina’s remark about being punished for following the unofficial
instructions, Lomaka calls attention to the fact that technically Villina’s prophesy is not
official instructions since it is not issued by a state authority (Lomaka 43). Moreover, as
was indicated above, Mitrokhina’s argument is built on the misguided assumption that

the 1959 edition of The Wizard of the Emerald City is congruent with the 1939 edition.

3. Logical Consistency

Volkov maintains an analytical approach of a scientist throughout the entire process of
revision. To use the example from Lomaka’s thesis, he turns the Tin Woodman into the
Iron Woodman because “it would have been absurd for a professor of metallurgy to
concede to the possibility of tin rusting, even in a fantasy realm” (24). Another great
example of the element of logical consistency is the scene where Dorothy oils the joints
of the Tin Woodman. In the target text, after Dorothy finishes oiling his arms, Tin
Woodman asks her to oil the joints of his legs, too (36). This request is unreasonable, for
if Dorothy has oiled the joints of his arms already, he should be fully capable of oiling the
joints of his legs without her aid. In fact, in The Wizard of the Emerald City, the Iron

Woodman asks the girl to pass him the oil, adding that he will do the rest by himself (19).
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What follows is that Volkov reformulates the exchange between Dorothy and the Tin
Man in order to impart to it logic.

A few interesting examples of logical consistency occur in the chapter about the
deadly poppy field. Whereas the mice in Baum’s tale have to be unharnessed from the
truck (64), in Volkov’s version they gnaw on the strings instead of wasting time on
waiting (38). This alteration is based on the same reason: if the mice are capable of doing
it by themselves, why do they need someone else’s assistance? Also, the Queen of the
Field Mice in The Wonderful Wizard of Oz tells the girl to come to the field and call her
in case of need (64). In The Wizard of the Emerald City, in contrast, she gives Ellie a
silver whistle, which the girl can blow anywhere to call for help (38). This method is
more efficient and practical. It is improbable that in case of a predicament Ellie will be
able to reach the poppy field to call for help. Interestingly, when Dorothy calls the Queen
of the Field Mice in the chapter about the Winged Monkeys, she does use a whistle. With
that being said, until that chapter of The Wonderful Wizard of Oz, this whistle was not
mentioned at all.

In the same chapter of The Wonderful Wizard of Oz, it is written that the Iron
Woodman has to hold the dog to prevent him from scaring the mice (62-63), Volkov
elaborates that they had to tie Totoshka to a little stake (37). This addition makes sense
since the Iron Woodman has to use both hands to attach the mice to the strings and
strings to the truck. Thus, holding the dog in his arms is not an option. Neither is
releasing him, for Totoshka would have distracted everyone from their task by chasing
the mice.

When the main characters finally reach the Emerald City, Baum’s gatekeeper asks
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them what they wish (70). In Volkov’s retelling, in turn, he voices a more reasonable,
under the circumstances, question, inquiring who they are (42). Volkov’s version of the
question is more suitable since verification of identity normally precedes the questions
regarding the intentions of visit. There are many additional examples of modifications for
the sake of the logical consistency. For instance, Baum’s claim that the Lion will not hurt
the mice because he is first of all, a coward and second of all, will not hurt a friend (62) is
substituted with Volkov’s simpler and more convincing argument that he will not hurt
anyone because he is asleep (37).

Whereas Baum’s Wicked Witch uses an invisible iron bar to make Dorothy drop
her magical shoes by tripping in the kitchen (94), Volkov’s Bastinda uses a mere string
instead (59). Such a substitution makes sense since the use of a string is something every
child can easily imagine. Moreover, unlike the use of an invisible iron bar, it does not
require from the use of magic, and thereby is easier.

Also, as Lomaka observes, in The Wizard of the Emerald City, “characters inhabit
their namesakes in a way their American counterparts do not; the Zhevuny are constantly
moving their jaws in a munching fashion and the Meguny are constantly winking” (23).
Like many other alterations, this decision can be traced to the logical consistency factor.
If the names of the characters consist of the verbs “to munch” and “to wink”, there better
be a reason, some trait that would justify the use of these particular verbs. Otherwise, it is
misleading rather than funny, and as was already indicated above, Volkov leaves no place
for random and coincidental in his version of the tale. Because of that guiding principle,
the Quadlings are renamed as Pryguny, i.e. Jumpers. Their new name is logically

consistent with the practice of naming the population of the Magic Land based on their
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physical characteristics and habits. Thus, the name Pryguny is derived from the Russian
verb that describes the action performed by these people, i.e. jumping.

For the same reason, Volkov enhances the traits of various characters by
elaborating on the descriptions provided by Baum. To illustrate the point, when the
Cowardly Lion comes to the wizard to get the courage, Baum uses verbs “announced”
and “entering” (120) without supplying any adjectives or adverbs. Volkov, on the other
hand, demonstrates the diffidence of the Lion by using the adverb “po6ko” (timidly) and
the expression “nepemuHasich ¢ nansl Ha Jamy” (shifting from foot to foot) (72). Hence,
the Lion’s entire demeanour shows that he is a coward."'

Likewise, Volkov demonstrates the reader how cowardly the Lion is in the scene
where he has to swim to pull the raft to the shore. In The Wonderful Wizard of Oz, Baum
uses only the verb “said” (54), referring to the Lion’s initiative to swim. Nothing in this
description suggests that the Cowardly Lion is terrified by the prospect of swimming, but
overcomes his fear to help his friends. Conversely, in The Wizard of the Emerald City,
Volkov inserts an expression “3ampoxas Bcem terom” (33)'? to convey the level of the
Lion’s anxiety that manifests in a psychosomatic reaction.

In the same way, Volkov takes care to present the lines of Strasheela in a comic

light even when he says something smart for a change. For instance, in The Wonderful

"It is particularly intriguing that on one occasion Volkov acts in a diametrically opposite
way, translating Baum’s “The Lion, although he was certainly afraid, turned to face the
Kalidahs (50-51, my emphasis)” as “JIeB, 3aMbIKaBIINi IECTBUE, OOEPHYIICS K TUTPaM
(31)”. Perhaps, Volkov cuts this part because it is a case of telling rather than showing—
something that is considered to be a rookie mistake among writers. To borrow the words
of Anton Chekhov: “Don't tell me the moon is shining, show me the glint of light on
broken glass.”
(http://www.goodreads.com/quotes/16383-don-t-tell-me-the-moon-is-shining-show-me-
the) 13 Aug. 2014

2 “[H]is whole body trembling” (Blystone’s translation, Volkov 50).
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Wizard of Oz, the Scarecrow is the one who comes up with the plan how to cross the

river:

‘How shall we cross the river?” asked Dorothy.
‘That is easily done,” replied the Scarecrow. ‘The Tin Woodman
must build us a raft, so we can float to the other side’. (Baum 52)

Considering that such a serious and thoughtful manner of speaking is rather

uncharacteristic of a brainless character, Volkov changes the tone of this scene:

— Kaxk e mbl nepenpaBuMca? — ckazanu iy, JKene3Hsii /J[poBocek,
Tpycnussiii JIeB u ToTomika, u Bce pazoM nocMoTpenu Ha Ctpamuity.
[onbmenHpld 00IMM BHUMaHueM, CTpaliniia NPUHSIT BaKHBIH
BUJI ¥ IPUJIOKUII TTAiel] Ko JIOy. J[ymais oH He O4eHb J0JITo.
— Beap peka — 310 He cy1a, a cyiia — He peka! — Ba)KHO U3PEK OH.
— I1o peke He moaenb NEMKOM, 3HA4YMT ... JKenesHsiil JpoBocek 10JKEH
CIeNaTh IUIOT, U Mbl TIEPETLIIBIBEM PEKY.
s Kakoii Tel yMHBIH! — BOCXUIIICHHO BOCKIHKHYH Bee. (Volkov
31)

To put it more simply, in The Wizard of the Emerald City Strasheela expresses the same
idea in a profoundly idiosyncratic manner, starting with a philosophical observation that
“[a] river is not dry land, and dry land is not a river” (Blystone’s translation, Volkov 48).

The comic form of his remark disguises its wise content, allowing Volkov to convey the

B ““How are we going to cross over?” asked Ellie, the Iron Woodman, the Cowardly
Lion, and Totoshka, all of them turning their eyes simultaneously on Strasheela—for they
were all convinced by now that his mind and his faculties were developing, not day by
day, but hour by hour.

Flattered at being the center of attention, Strasheela struck a serious pose and
placed his finger to his forehead. He thought for only a short time.

‘A river is not dry land, and dry land is not a river,” he declared in a pompous
tone. ‘One does not travel on a river by foot, and that means ... the [ron Woodman will
have to build a raft, and the new can sail across the river!

‘How smart you are!” exclaimed the others, exhilarated” (Blystone’s translation,
Volkov 48).
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same meaning without making it sound out of character. Accordingly, he paraphrases
most of the Scarecrow’s lines. For instance, when Baum’s character says, “[t]hat will be a
hard climb ... but we must get over the hill, nevertheless” (145), Volkov’s Strasheela
remarks: “TpyaHeHbKO KapaOKaThCs Ha 3Ty Topy ... Ho ropa — Benb 310 HE poBHOE
MECTO, 1, pa3 OHA CTOMT Iepe]] HaMH, 3HAYUT, HAJI0 Yepe3 Hee Hepene3Tbl4” (84).

A certain pattern to Strasheela’s speech stands out. An odd way of stringing the
words together that makes him sound funny even when he articulates clever ideas.
Sometimes, this effect is achieved by the usage of ‘X is not Y’ formula. Strasheela tends
to start his sentence by stating the obvious, e.g., that a river is not dry land, or that a
mountain is not a flat surface. Thanks to this structure, his remarks are imbued with a
comic undertone regardless of their content. This stylistic choice detracts reader’s
attention from the fact that a brainless character continuously comes up with the way to
save the day. In a similar manner, Volkov substitutes Baum’s statement that “the
Scarecrow found a tree full of nuts” (47) with the following description, “emy
IOCYACTITHBIIIOCH HAlTH IepeBo, Ha KOTopoM pociu opexu” (28)". By introducing an
element of arbitrariness, Volkov diminishes Strasheela’s achievement, reducing it to mere
luck. Such unflattering portrayal is logically consistent with Strasheela’s main trait,
namely lack of brains.

Likewise, the episode where the Scarecrow comes up with a way to carry Dorothy

away from the deadly poppy field (58) is replaced with a line that states that the Iron

“«It’s going to be slightly difficult to scramble over this mountain,” said Strasheela.
‘But a mountain is not a flat surface, and being that it’s here before us, that means that
it’s necess