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Abstract

This thesis consists of a translation into Croatian of four short stories by Canadian
writer Mavis Gallant (1922 —): “The Other Paris” (1953), “In Transit” (1965), “From
Cloud to Cloud” (1985), and “A State of Affairs” (1991), which represent the dominant
variety of Gallant’s thematic concerns, her style and settings. The translation is
accompanied by a critical commentary that reflects on several topics: Mavis Gallant’s
career, the characteristics of her writing, her place in the context of Canadian literature;
the state of contemporary literature in Croatia, and the history of the short story genre in
both Canada and Croatia. The commentary reflects critically on the issues dominating
translation studies, and on the approaches that most influenced the translation process.
The translation aims to render Gallant’s unique voice and style recognizable in the target
language. Also discussed are specific linguistic problems, and other difficulties that

occurred on various levels of translation.
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Introduction

The peculiar and rather thankless position of the translator has been much
discussed. Translators are not creators of the same kind as original wrifers are, and thus
can never get as much of the glory; yet they are exceptionally subject to criticism of all
sorts, either by scholars not familiar with the source language who may blame the
translator for the faults of the author, or those very familiar wifh the source and the
language and eager to point out discrepancies and deformations. The status of the
literary translator has, however, improved over time, in important practical matters. At
a UNESCO conference in Nairobi in 1976, the member states adopted a
Recommendation on the Legal Protection of Translators and Translation and the
Practical Means to improve the Status of Translators'. In Canada, the Literary
Translators’ Association of Canada has obtained for translators a codified recognition of
translations as literary works in the Canadian Copyright Act, and entitlement to fifty
percent of the Public Lending Right payments (website of the Literary Translators’
Association of Canada). Translators’ associations, the growing authority of the field of
translation studies in academic institutions, and numerous publications in the field add
to the perception of importance of the translator’s difficult work.

The literary translator is dealing with rather unpredictable material. What might
emerge from a literary work in terms of impression or interpretation always retains an
element of mystery that we cannot fully account for by neither rigorous linguistic

analysis nor close reading and interpretation. The nature of the literary work is such

! <http://portal.unesco.org/en/ev.php-URL_ID=13089&URL_DO=DO_TOPIC&URL_

SECTION=201.htmI>, June 23", 2006
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that it is never fully understood; there is an inescapable ‘x factor’ in good works of
literature, an effect of the whole that is always more than the sum of its parts. Mavis
Gallant remarked that “fiction, like painting, consisté entirely of more than meets the
eye; étherwise it is not worth a second’s consideration” (Home xii). With this
pronouncement in mind, we can see very quickly that literary translation occurs on a
level beyond the ‘literal,” that the translator deals with more than the substitution of
words and must attend to often elusive, shifting, hard-to-pin-down kind of material.
Waldrop’s insights about the destruction unavoidable in literary translation bring us a
step closer to describing what happens in the process and what we have in the shape of a
product of translation. Things will be lost and this seems unavoidable; but loss is not
peculiar to translation, but is rather part of “the destructive aspect of all creation”
(Waldrop 45). The words are original in so far as they are a new creation in this

language, and in that they will represent an original encounter for their audience.

Why Mavis Gallant?

Mavis Gallant is a world-class master of the short story, and widely translated.
That said, her work has yet to be translated into the Croatian language, with the
exception of the story ‘My Heart is Broken,” which appeared in an anthology of the
Canadian short story that was published in 1991 (4Antologija Kanadske Pripovijetke,
Zagreb: Nakladni Zavod Matice Hrvatske). Canadian authors on the whole are not
entirely unknown to Croatian audiences; cultural contact between Canada and Croatia in
recent history has been strong, although subject to interruptions. The homepage of the

Croatian-Canadian Academic Society notes that there is a history of Canadian Studies
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(CS) in Croatia that has “traditionally...focused on culture, in particular literature”
although now “interest extends beyond this area of study to include philosophy, law and
political science.” Before the dissolution of Yugoslavia, this cultural contact took place
under the umbrella of the Yugoslav Canadian Studies Association. Activities were
interrupted in the context of Yugoslavia’s disintegration, but have been resumed
successfully in recent years. Several Canadian writers had visited Croatia as lecturers in
the late 1980s — Barry Callaghan, Myrna Kostash, Lorna Crozier, and Northrop Frye,
among others. Visiting lecturers since Croatia’s war of secession include Leon Rooke
and Nicole Brossard. That Canadian Studies have been resumed with vigour in Croatia
is clear when we consider that in the year 2004 alone, four conferences were held that
had Canadian themes (two of those were-literature centred); further, a number of
Canadian content courses are currently offered at the University of Zagreb, at the MA
and BA levels. The above website notes (rather amusingly) that “[t]here are at least

four students per year writing a BA thesis in Margaret Atwood” (<http://www-

old.unizg.hr/hkad/index.htm>).

As regards translations of literature, a number of contemporary Canadian writers
have been translated, relatively recently, into Croatian. Precise and verifiable statistics
are not easily available, but the above website places the number of translations of
works by Canadian authors at forty-four. Out of these, the majority are translations
from English; translations from the French language currently stand at three. Among
the totality of these translations are five novels from Margaret Atwood, five works by
Michael Ondaatje, an anthology (above mentioned) of the Canadian short story, as well

as works by Leonard Cohen, Barry Callaghan, Douglas Coupland, Robertson Davies,
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Carol Shields, and Leon Rooke among others. A number of individual Canadian short
stories (and critical articles on Canadian literature) have also appeared in journals,
magazines aﬁd anthologies. (An anthology of English-language short stories which
appeared in 2001, Vrhunski safari: kroz carstvo engleskog jezika, includes the work of
Canadians Guy Vanderhaeghe, Alice Munro, Leon Rooke, Margaret Atwood, and
Rohinton Mistry.)

It might be interesting to examine why certain Canadian works have been
translated into Croatian over others, though that is beyond the scope of this thesis. It
seems that in this case there is some connection between the Canadian works that have
been translated and published in Croatia and the relative canonical stature of those same
texts in the original culture. So we see that the largest number of translations appearing
are works by those who are already, arguably, Canada’s most internationally known
writers — Atwood and Ondaatje. The other literary translations are also works by
authors who are critically confirmed Canadian greats. It is perhaps possible then that
Gallant’s ambiguous relation to Canada and its literary establishment is in part
responsible for the near-absence of her work on Croatia’s market and in its academia (a
point to be discussed below). This thesis, which hopes to find a publisher in Croatia,
seeks then to help remedy this situation, and to provide the Croatian public with a fuller
and wider impression of Canadian literature and the Canadian short story especially;
and to acquaint it with a unique voice — the kind of writing voice that enriches any

literary landscape, and the personal landscapes of its readers.
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Situating Gallant

Gallant’s place in the Canadian literary tradition is an attested one. For the
major part of her writing life, since 1950, Gallant has lived in Europe, of her own
volition. Her stories have found an early (1951, “Madelaine’s Birthday™), and most
constant home in the New Yorker. She has written more about North Americans,
Parisians, and central Europeans, than about Canadians. Her carefully delinéated
settings too, are as commonly, or more so, European, as they are Canadian. A number
of critics have cited this apparent distancing from the Canadian literary establishment as
the reason for the relatively late critical acclaim of her work in Canada. Scholarly work
about Gallant’s fiction began to appear in the early 1970s, although she had been
publishing stories in magazines since 1944 and her first collection, The Other Paris,
appeared in 1955. The critical attention paid to her work proliferated in the 1970s and
1980s. Both Canadian Fiction Magazine in 1978, and Essays on Canadian Writing in
1986, devoted an entire issue to Gallant’s fiction. For a period it seemed as if the peak
of critical attention for her work would remain in the 1970s and 80s, with only one
significant book-length study appearing in 1998, by Danielle Schaub. But there have
been two recent books of new essays: Varieties of Exile in 2002, and Transient
Questions in 2004, considering both Gallant’s older work, and, significantly, her more
recent work, for which criticism has been lacking for some years. Gallant received the
Governor General’s Award in 1981 for the collection Home Truths: Canadian Stories,

which naturally helped push her toward the Canadian literary spotlight in the 1980s.
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E.D. Blodgett notes that “had Gallant chosen to make a more Canadian career,
indigenous awards might have been more generous” (1).

Others have also observed that it may have been the public’s mistrustful attitude
toward the genuineness of Gallant’s Canadian identity that has coloured the reception of
her work in her home country. Gallant herself has no difficulty as regards her own
‘Canadianness,” as she has said in interviews and most notably in her introduction to
Home Truths: “My logical reason [for thinking herself Canadian] is that I have never
been anything else, nor has it occurred to me that I might be” (xiii). In this same oft-
cited introduction, Gallant also addresses her relation, as a writer, to her Canadian
public: “I often have the feeling with Canadian readers that I am on trial” (xii). The
feeling has to do with the public’s implicit expectation that a Canadian writer should
‘write Canadian,” and on this point Gallant is clear: “a citizen obviously owes more to
his own country than to any other....but where his work is concerned, the writer, like
any other artist, owes no more and no less to his compatriots than to people at large”
(xiii).

Nearly all more recent critics who have written about her work (Besner, Kulyk-
Keefer, Schaub, O’Rourke) have set out to correct this skewed perception of Gallant’s
‘allegiances.” Schaub writes that “as a writer with a strong sense of her Canadian
identity, Gallant should be situated in the Canadian context” (Mavis 5). In this context
Schaub sees her as a writer who has stayed apart from Canadian literary trends: “she
developed on the margins of the local tradition by keeping aloof from the counterculture
and nationalist writing of the sixties and seventies that evolved into the postmodernist

revival. She has not shown interest in this kind of writing” (Mavis 5-6). W.H. New
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situates Gallant in the company of Canadian writers such as Hugh Hood, Margaret
Laurence, Michel Tremblay and Alice Munro, based on the interaction of history and
subjectivity in their work in the 60s and 70s (History 230). Gallant’s concern with
history is nearly;ever present in her writing, clear already in “The Other Paris” and
continued throughout her career; it is perhaps most notable in the collection The Pegnitz
Junction, heavily involved with WWII and Germany in particular, a “book about where
Fascism came from” (Gallant in Hancock interview 41), which she wrote to find in
ordinary life “the origin of the worm — the worm that had destroyed the structure”
(Gallant in Hancock interview 40). The strong presence of the Second World War in
her work is shared by Margaret Laurence and Hugh Hood (New History 231); they all
came of age in the war years, possibly the reason why it in particular “focuses their
moral concern with social conduct” (New History 232). Robert Weaver observes that,
in terms of a generation, Gallant is also in the company of Margaret Laurence,

Mordecai Richler, and Norman Levine, “all of whom have lived abroad for long periods
without forfeiting their identity as Canadian writers, but [Gallant] has come to seem the
complete expatriate” (7). In her strong preference for the short story form, Gallant is
comparable only to Alice Munro in the Canadian tradition.

As to the status of the short story in contemporary Canada, it still seems to be
considered a marginal form in the publishing circles. Young writers who can get a story
collection accepted by a larger publisher, are typically expected (and often sign
contracts to this end) to follow it up with a novel. While short stories have been
awarded the highest literary awards in the country (the Governor General’s award for

fiction has been bestowed on Alice Munro’s first story collection Dance of the Happy
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Shades in 1968, Guy Vanderhaeghe’s Man Descending in 1982, Gallant’s Home Truths
in 1981, Greg Hollingshead’s The Roaring Girl in 1995, among others), Lynch is
correct in obsérving that when it comes to fiction, “novels...remain the order of the
day” (1045).

Gallant’s writing is realist in its careful and detailed depictions of historical
settings (1930s Montreal, 1950s and 1990s Paris, etc.), which in some stories is nearly
documentary (the Linnet Muir sequence, for example). She is not a straight-forward
realist, and the subjective points of view given voice in her fictions are more modernist.
Gallant’s stories are characteristically told by a relatively detached third-person narrator
whose perspective is often alternated with subjective perspectives of the characters,
sometimes resulting in uncertainty and dislocation for the reader. She takes advantage
of ‘abrupt transitions’ to leave unexplained gaps in the situations for the reader to piece
together (Schaub, Mavis 148). The psychological realism expected of realist fiction is
not typically found in Gallant’s work. The irony that in large part defines her writing’s
style has as its concomitant a kind of self-awareness that establishes her stylistic
imprint, or what some see as her brand of realism. Neil Besner observes correctly that
Gallant’s realism is as reflexive as it is referential, and that this kind of reflexive fiction
is neither atypical of nor necessarily opposed to realism (“Broken Dialogue™ 93).
Schaub sees in her fiction a ‘postmodern trend” which has been ‘overlooked by critics’
(Mavis 187, note); she stresses “Gallant’s clever exploitation of narrative strategies,
more subtly postmodern than those of George Bowering, Audrey Thomas, and Rudy
Wiebe, for instance” (Mavis 8). Ultimately, it is of limited relevance here whether we

choose to see her writing as ‘essentially realist,” ‘a modern anachronism’ (Schaub,
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Mavis 6), or ‘subtly postmodern.” Mavis Gallant has said, sensibly, about style, that it
is “inseparable from structure, part of the conformation of whatever the author has to
say” (“What is Style?” 177), and also that “if it is not a true voice, it is nofhing” (“What
is Style?” 179). The authority of the voice lies in ifs authenticity, and in it is thek

writer’s significance.

Characterizing Gallant’s fiction

Gallant writes most often in a third-person voice; she has written first-person
narratives, including the novella “Its image on the mirror,” but these are decidedly in
the minority. Gallant’s particular narratorial perspective is one of the most
characteristic features of her writing. Her narrators tend to observe events from a
detached and aloof perspective; they are authoritative and capable of omniscience, yet —
and importantly — their perspective is typically modified by other, subjective points of
view that can be attributed (not always with certainty) to characters in the story. Schaub
notes that the “oscillation between omniscience and limited perspective” is “a recurrent
feature of Gallant’s fiction” (Mavis 144); Gadpaille speaks of “the distilled omniscience
of her characteristic narrator” which “has marked out a fictional territory that Gallant
owns” (56). The seemingly incongruous combination of an authoritative third-person
narrator with a multiplicity of perspectives that undercut a single and secure
interpretation of events is Gallant’s thumbprint, responsible for much of the unique
complexity of effect evoked by her fictions.

Irony is near-universally present in Gallant’s work, inherent in the tone as well

as a result of stylistic and thematic juxtapositions. (Thus, in ‘The Other Paris,’ the
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oppositions between Carol’s imagined Paris, and the real, historical, war-burdened Paris
of the 1950s, ironically reflect on Carol’s romantic, ahistorical mindset, as well as her
specifically WASP mentality.) As for Gallant’s language, it is fairly standard English.
Often praised for her rhythmic sentences (Besner, Light 5), she has remarked that in
reading her work aloud, she is “conscious of a prose rhythm easy for [her] to follow,
that must be near to the way [she] think[s] and speak[s]” (“What is Style?” 176), and
that her ‘manner of writing’ “may with time have grown instinctive” (“What is Style?”
176). Danielle Schaub characterizes Gallant’s language as “relatively simple, everyday
language of predominantly Anglo-Saxon origin” (Mavis 162) and speaks of “Gallant’s
predilection for...colloquial idioms...and unaffected language” (Mavis 143). Her
precision of detail encompasses gesture, tone of voice, style of furniture, the atmosphere
of a neighbourhood, accent, emotional undercurrent, the shape of a face. She is
especially known, as mentioned, for her detailed evocations of setting, which are closely
related to the concern with and treatment of history in her stories. Her chosen settings
are primarily Paris, Montreal, Germany and the French Riviera, and this holds for the
span of her career; Michelle Gadpaille observes that “[h]er first collection, The Other
Paris...presents the four settings that appear in three-quarters of all Gallant’s stories”
(38).

The concern with exile and displacement in her work has also been widely
discussed in critical literature. Her characters are Americans, Canadians, Europeans
(French, Germans, Poles, Spaniards, Romanians), displaced for a variety of reasons in a
place other than their home country. They are refugees, travellers, diplomats,

vacationers, former soldiers, foreign workers. Gadpaille speaks of Gallant’s

10
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“preoccupation with the rootless foreigner — American, Canadian, or European —
stranded in a European setting” (38). Diane Simmons rightly notes that “[l]ife abroad is
Gallant’s pervasive metaphor, not only for exile but also for the self-exile that
inevitably follows” (29). Exiie, memory, and history are the most pervasive of
Gallant’s concerns, informing both theme and style. David O’Rourke makes the
important point that “[e]xile may well be Gallant’s preoccupation, but it is not so much
an exile of space as it is one of time” (98). Gallant’s characters are often history’s
exiles — displaced by war, by a changed society in which they can no longer find their
place; they are also exiles in their own personal history — trapped in a life situation that
they are unable to undo, incapable of reversing time or of finding insight that might
deliver them. Schaub asserts that Gallant “charges the atmosphere of her stories with a
wealth of references to spatial constituents which highlight the social, religious and
cultural limitations imposed on the characters. As a result, the characters live ‘small
lives of their own creation’ (HT 239)” (“Canadian Culture” 101). The act of literary
translation, it might be noted, can, at its best, work against cultural restrictions and
cultural chauvinism, and so against the forces that contribute to people living ‘small
lives.’

Displacement is a condition that has become, in the last decade and a half,
familiar to the population of much of former Yugoslavia, and therefore Croatia as well.
The recent history of the region includes both a drastic overhaul of official ideology that
occurred with the fall of communism, and a number of wars with far-reaching
consequences. It is possible to think that Gallant’s themes of exile may be met with

interest in such a population, though it is perhaps equally likely that readers who have

11
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suffered displacement themselves may wish to escape the topic rather than read about it.
Croatian literature in the post-war years has addressed the topic of war and
disintegration in both documentary and fictional, even fantastic, prose. The taste of the
public in this regard is difficult to evaluate; it seems to consume literature that mirrors

its present concerns as much as literature that is far removed from it.

The Croatian literary context
The short story genre

The short story genre has a long tradition in Croatian literature, as it does in the
history of Canadian literature. Before continuing this discussion it will be helpful to
clarify a matter of terminology, namely what terms are used to designate this genre in
the Croatian as opposed to the Canadian or English-language context. In Croatian,
several terms are in use for designating shorter forms of fiction: ‘novela,” ‘kratka pri¢a,’
and ‘pripovijetka’ or ‘pripovijest’. ‘Kratka pri¢a’ is a literal rendering of the English
term short story and has entered the Croatian language in recent years as one example of
the strong recent influence of English language and culture. ‘Novela,’ as it would
appear to, often does correspond to what in English is termed the novella. Milivoj
Solar, in his Teorija KnjiZevnosti (The Theory of Literature), which has been used for
decades as a textbook and reference text, generalizes the term ‘novela’ to include all
shorter forms of prose. He notes correctly that all of the above-mentioned terms are
also in use without being precisely defined, and that while there are often attempts to

narrow the definitions, there is no significant agreement among theorists in this regard
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(211). Canadian literary tradition differentiates between the novella and the short story
on the basis of length, while in Croatia this distinction does not always hold.

Publishers ahd editoré of short stories also do not agree in their terminology.
The publisher Naklada MD titles all of its numerous short story anthologies with ‘kratka
pri¢a,” as does Miroslav Sicel in an influential compilation Antologija hrvatske kratke
price. KreSimir Nemec, however, in an equally central anthology Hrvatski pripovjedaci
(2001), uses the term ‘novela,’ although his selections range in length from six to
twenty eight pages, what in Canada we would consider an average range for short
stories. He also notes ‘the plurality of forms characterizing the novela production of the
last fifteen years’ (9, English rephrasing mine), and agrees with Solar that ‘kratka pri¢a’
is a shorter form of the ‘novela’ (which would make it an indeed very short story). The
genre is somewhat similarly undefined in Canada as well — Lynch shows that the
various designations that divide prose narratives, such as sketch, short story, tales,
novellas, nouvelles, contes, etc., are “open to contradiction” (1041). The natural and
necessary crossing of so-called boundaries between genres makes for a harder job for
the literary historian, and is part of the difficulty of defining precisely equivalent terms
between languages; this difficulty is of course also fitting as a reminder of the
rootedneés of words in their cultural and historical contexts.

Critics agree that the short story, however defined, has been experiencing a
revival in Croatia in the last two decades or so. There is a proliferation of short story
contests, in newspapers such as the daily Vecernji List, as well as online. Also notable
is the recent emergence of creative writing workshops, which are often designed

specifically for short story writing, and have adopted their terminology directly from the
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English-speaking world (North America primarily) (a common phenomenon of course
when foreign cultural practices are adopted for which no precise terms exist in the
receiving culture). Thus ‘kreativno pisanje’ or ‘radionica kreativnog pisanja’ are direct
translations of ‘creative writing’ and ‘creative writing workshop.” Referring to the
Croatian literary scene, Bagi¢ speaks of “the change in status of the short story” (7, my
translation) and notes that in the last two decades of the twentieth century, the short
story has grown “from a marginal...into a prestigious genre and stepped out from the
deep shadow of the novel in which it had until then resided” (7, my translation). He
goes as far as to claim that in this period the short story “quantitatively and qualitatively
led the way in relation to other prose forms” (5, my translation). The short story of the
eighties was characterized by self-referentiality, and subsequent putting into question
the very act of writing; the nineties, in contrast, strove for communicative texts and
simple solutions (Bagi¢ 8). In the early nineties, realities of war manifested themselves
in prose that leaned toward fact, autobiography, ‘true stories,” documentary (Bagi¢ 10).
But soon the war began to be fictionalized, and Bagi¢ singles out three major tendencies
in these fictions: critical mimesis, escapism, and interdiscursivity (11). There is
continuity between the characteristics of these decades and it can be said that
contemporary Croatian short fiction is dominated by self-awareness, discontinuity of
narrative, urban settings and ‘urban language,” marginal experience and marginal

characters (drug addicts, thieves, former soldiers), polyphony and heterogeneity (12).

Gallant’s aesthetic in the Croatian literary context

14
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The short fiction of Mavis Gallant does not appear to share characteristics with
the above tendencies. Her fiction is not so overtly self-referential, undermining of the
very ground that is language, as to resemble the fictions that some Croatian writers
produced in the eighties (Boris Gregori¢, Carmen Klein), fictions that often appear to be
philosophical and linguistic exercises. As Kulyk Keefer rightly observes, Gallant “does
not write fiction about the delight or difficulties of writing fiction; she does not agonize
over the ingrained deceitfulness of language, its parade of substance over the chasm of
silence” (58). Neither is it easy to find a connection between Gallant’s aesthetic and the
gritty, raw, quick tales, often fantastic, told in colloquialism or street language, that
dominated the nineties and continue to appear today (by writers such as Zoran Feri¢,
Edo Popovié, Borivoj Radakovié, Davor Slamnig, etc.). Yet there are elements in her
fiction which are not foreign to postmodern trends — discontinuous narrative and
shifting perspective, less-than-conclusive endings. The concern with history is
observed among Croatian writers as well, and in writers of an older generation like
Irena Vrkljan, or Pavao Pavli¢ié, we also find some similar concerns with both memory
and history. On a broad level, the theme of the individual’s exile in space and time can
be discerned in the tales of socially marginalized characters common in Croatian short
fiction. The treatment of the theme is nonetheless, as noted, quite different. Within my
scope of knowledge there are no writers that might be compared to Gallant in terms of
style. This brief discussion of the contemporary short story, and literary scene in
Croatia serves to colour the context, which a translation of Gallant’s stories, were it to

be published in the near future, would be entering.
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Trends in publication of translated works of literature

This translation from English into Croatian comes at a time when there is an
abundance of translations from the English language, literary and otherwise, on the
Croatian market. From this perspective, this translation, if published, would be
contributing to a cultural flow that is unfortunately rather one-sided. It is also
unfortunate that the works that cross the language barrier and make it across the ocean
are more often than not mass-market paperbacks and best-selling thrillers and romances.
The most prominent shelves of many Croatian bookstores are lined with Danielle
Steels, Dan Browns, and Sydney Sheldons. The large percentage of the Croatian
publishing market that is occupied by foreign works in translation fits with a larger
trend in which smaller, ‘marginal’ cultures publish translations in large quantities while
larger, globally more influential cultures tend to export a lot of their domestic literature,
and publish translations from international languages only minimally. Susan Basnett
confirms that “Even-Zohar’s suggestion that a marginal, new, insecure or weakened
culture tends to translate more texts than a culture in a state of relative centrality and
strength is borne out by numerous case studies of situations” (xii). Venuti observes that
“[t]ranslation patterns since World War II indicate the overwhelming domination of
English language cultures” (Scandals 160), noting also that “English has become the
most translated language worldwide” while it continues to be “one of the least translated
into” (Scandals 160). A variety of statistics show the ill-balanced global patterns of
translation. In Brazil, 60 percent of new books in 1994 were translations, and 75
percent of those were from English; in the United States, in the same year, 2.74 percent

of the total quantity of new titles were translations, with the largest numbers belonging
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to French and German, and only 17 translations from Arabic (Venuti, Scandals 160).
According to UNESCO statistics® (which include all translations, not only literary
ones), English is by a ﬁuge margin the language most translated out of (and actually has
been for decades): 46,311 translations are cited for the year 2002, 42,679 in 1995, and
27,238 in 1990. French, German and Russian follow English on the list of languages
with the largest number of translations, but they are far behind. French is cited at 6,624
translations in 2002 and 6,338 in 1995. Translations from Croatian are similar in
number to translations from other smaller European languages; 156 in 2002 and 120 in
1995. If the statistics are accurate, English translations appearing on the Croatian

market in 2003 numbered 6414, while Croatian publications numbered only 912.

Translation approach and methodology

My approach to this translation was influenced by two, at times opposing,
approaches to the role and nature of literary translation. One is what Neubert terms the
text-linguistic approach (22), which sees translation as an act of discursive
communication. Venuti observes that linguistic analysis was at the optimistic extreme
of the scale in mid-twentieth century translation studies, partly because it held a view of
language as communicative rather than constitutive of meaning (7SR 113). The text-
linguistic approach fits broadly at this optimistic end of the spectrum (the spectrum that
stretches at its other end to scepticism toward any possibility of translatability). The
other approach is what Neubert called the sociocultural model (25). This approach is

led by notions of the embeddedness of language and of text in its social, cultural and

2All statistics are from the UNESCO website
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historical moment. It is aimed at the preservation of this specificity and concerned,
primarily, with avoiding the ethnocentrism that translations, especially so-called
domesticating ones, often display. This approach requires that something of the source
text’s ‘foreignness’ is carried over to the target text, that the target text contain, in
Venuti’s terms, ‘an inscription of the foreign’ (“Translation, Community” 483). My
reason for combining these two approaches lies in the view that they are
complementary, and that together they address the paradoxical but unavoidable nature
of literary translation.

As practice has shown in the form of thousands of literary translations, a
significant ‘something’ is carried over when a novel, or poem, or play, gets translated
into another language. Communication occurs, however we may choose to evaluate its
quality, or its ‘faithfulness.” Beyond this basic communication — which may well be
unsatisfactory or deforming of the original — we have also seen that occasionally the
communication of a literary text in another language can illuminate and preserve the
original to the point that scholars and readers can meaningfully discurse about the given
work even if they have accessed it in different languages. Yet, a literary text is never
‘repeatable’ in another language, just as its refractions (in Lefevere’s terms), or its
intralingual and intersemiotic translations cannot claim to be ‘equivalent’ to the text in
any true sense of that word. So, a translated text is necessarily communicative and
necessarily in a significant way ‘related’ to its source text; yet it also alters the original
and is inevitably an autonomous event in its own context, as unrepeatable as its original
source. What this view leads to in the translation process is a negotiation between so-

called domesticating and foreignizing tendencies. I preserved as much as possible the
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text-linguistic mafkers of Gallant’s style, but also made concéssions to certain target
language norms of good writing. I did both in an attempt to accurately‘render- Gallant’s
voice — its modified authoritativeriess, narrative distance, and dry irony. I avoided
breaking apart or joining together sentences. Preferénce for simple and compound
sentences is significant to Gallant’s style, and rearranging sentences so that they become
complex, for example, would have meant losing some stylistic effect. Grammatical
categories were changed if required by sentence structure or flow. Passive sentences
were often rendered active by necessity, since Croatian uses passive sentences less
commonly and less easily than English. Word order could typically not be preserved; it
was perhaps the most common change I inflicted on the original. Differences in word
order rules between the two languages partly dictated these changes, which were made
so that the translation would not read as stilted to target audiences. The English
language has largely lost its grammatical forms, while Croatian has preserved many
inflexions, making meaning less dependent on word order. Adhering blindly to original
word order would have destroyed the writing’s rhythm. Rearranging word order
required an element of interpretation involving stress, tone, thythm and effect — what is
the sentence or phrase stressing, is the word order marked for a particular emphasis, is
there an ironic effect in the juxtaposition of words, or a discernible fhythm?

I did not want to domesticate the work unnecessarily; I did not go to great
lengths to make constructions and turns of phrase sound entirely ordinary to target-
language ears, and accepted that certain things may sound sljghtly unusual (they should
not sound so unusual as to hinder readability or create jarring effects where there are

none in the original). References to customs that may be unfamiliar were left to the care
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of the reader, in the belief that a reader can grasp when things that may appear strange
té him are not in fact strange in the world of the text. French place names, perSonal
titles and occasional foreign words were left the same as in the origiﬁal. These and
other problems and solutions that arose in the process of this translation will be
discussed in more detail below.

Evident in my approach is my opposition to certain Versioné of what Nida
termed dynamic equivalence, which, at its extreme, can be artificial and even
fraudulent. In 1964, Nida defined dynamic equivalence as based on equivalence of
effect (Toward 159), while formal equivalence, in contrast, “focuses attentions on the
message itself, in both form and content” (159), attempts to “reproduce as literally and
meaningfully as possible the form and content of the original” (159). The latter
definition seems slightly contradictory, since ‘most literally’ and ‘most meaningfully’
do not necessarily coincide. In terms of equally respecting form and content, however,
this approach seems in fact acceptable and well-rounded. A translation employing
formal correspondence as an approach allows the reader “to identify himself as fully as
possible with a person in the source-language context, and to understand as much as he
can of the customs, manner of thought, and means of expression” of the original context
(Toward 159). In 1969 Nida again explained dynamic equivalence as “defined in terms
of the degree to which the receptors of the message in the receptor language respond to
it in substantially the same manner as the receptors in the source language” (Theory 24).
In the same text, formal equivalence is defined as a kind of literal, mechanical
reproduction of the form of the source text language (27-8; 203). The latter equivalence

is rejected by Nida, who believes in the priority of meaning, and of the needs of the
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audience, over style and forms of language. It is notable that the later description of
formal correspondence stresses that it is a formally literal kind of approach, and does
not mention the message or content as part of it. My objection to Nida’s version of
dynamic equivalence concerns the fact that it “aims at complete naturalness of
expression, and tries to relate the receptor to modes of behavior relevant within the
context of his own culture” and “does not insist that he understand the cultural’ patterns
of the source-language context in order to comprehend the message” (Toward 159).
Further, the function that the literary text served in its initial context cannot be
contained in a single definition, nor is it always easy to define ‘the response of the
original receptors.” Most literary texts are received by a multiplicity of audiences, and
rarely by one easily identifiable homogenous demographic. Mavis Gallant’s stories, for
example, often appeared individually in the New Yorker, before being included in
collections published frequently simultaneously in Canada and the United States.
Therefore, to speak of the initial effect that the original had on its inaugural audience
would prove to be difficult; it would necessarily have to be multifaceted and inclusive.
Would we consider the original audience to be that audience that read the collection in
its first edition, even if an edition appeared in another country very soon afterwards? Or
would we consider the original audience the audience that reads the New Yorker, if that
is where an original story first appeared? This questioning is not to suggest that it is
impossible to make critical judgements about a work’s reception following its first
publication, and especially not to suggest that we should not attempt to trace the
historical progression of a literary work’s reception (if it is an enduring work). In the

cases where something like an ‘original response’ can be defined, it is still a
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questionable matter whether the effects can or should be reproduced. If we consider,
for example, the effect Balzac’s realist novels had on their 19" century audience and the
changes they effected in literary history, it is quite clear that we cannot attempt to
recreate in a 2’1 * century translation those effects of shock and defamiliarization that
Balzac’s novels, with their ordinary and pessimistic subjects and particular manner of
description, had on their original audience. Similarly, to recreate the world of 19™
century Paris using reference points from whatever the translation’s target culture is —
say, 20t century Prague, would result in something slightly ridiculous and suspect to
the reader. An approach based on an extreme interpretation of functional equivalence
can, at its worst, undermine the historical and cultural specificity of a work; it can deny
the readers the knowledge of a particular context-dependent custom, and by draping
over such a glimpse into another world with a domestic reference, force the work to

wear an artificial mask of familiarity that hides difference and obscures historicity.

Central issues in the study and praetice of translation

Throughout the long history of translation the basic conflict appears to have
stayed more or less the same, under various guises: it reflects the split between meaning
and form, and manifests itself in the opposition between translating literally, word-for-
word, at one end of the spectrum, and translating for the meaning, the so-called spirit of
the text at the other end. Nida’s influential formulation of formal and dynamic
equivalence is also of course based on this distinction, and is one of a number of

formulations. The 1960s and 70s especially saw this distinction redrawn with various
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terminology, and informed by, among other things, linguistics-based approaches
(Venuti, TSR 148).

Th¢ pendulum of favour swung between these tendencies, and so at different
times different approaches were popular and accepted. Other factors have contributed
to the degree of liberty translators felt they could take with their source, an important
one being the real or perceived relations between the sourcé and target cultures and
languages. Thus Abbé Prévost, in his translation into French of Samuel Richardson’s
Pamela, felt free to alter the text significantly due to what he perceived as British
inferiority of customs (Lefevere, Translating 118); there are of course examples of
many Asian and Indian texts that were completely altered by translators who were often
aligned with colonial powers. The twentieth century saw a number of developments
that changed the status and methodologies of translation. Venuti sees the translation
trends of the first three decades of the twentieth century as rooted in German literary
and philosophical traditions: Romanticism, hermeneutics, and existential
phenomenology; these ideas coexisted with, and were influenced by, modernist
movements that emphasized formal experiments (Venuti, 7SR 71). Venuti also tributes
this period with the development of the autonomy of translated texts, which, though
admittedly derivative, now came to be seen as texts in their own right. With Benjamin’s
revival of Schleiermacher’s notion of foreignizing translation, in these first decades of
the last century, the pendulum swings toward ‘word-for-word’ translation (Venuti, 7SR
73). By the end of the 1930s, Venuti claims, translation was seen as a distinctive

linguistic practice, and it attracted a good deal of scholarly attention (7SR 74).
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The mid-twentieth century was dominated by the issue of translatability (Venuti,
TSR 111), and opinions on whether translation can reconcile differences between
languages and cultures'ranged from scepticism to optimism. Important thinkers of this
period — Nabokov, Martin Heidegger — favoured foreignizing translation strategies, in
the strain of Schleiermacher (7SR 111). This period also, hoWever, saw the application
of linguistic analysis to problems of translation, and this area of research was at the
optimistic end of the range. Describing successful linguistic solutions to translation
problems naturally led to a belief in the essential translatability of texts. Eugene Nida,
one of the most influential translation scholars of the twentieth century, recognized that
certain literary meanings are necessarily lost in translation, but was happy “to sacrifice
certain formal niceties for the sake of the content” (Theory 5); he argued translations
need to be understood in the receiving culture and that, thus, target language norms
have priority over those of the source language. Roman Jakobson made the significant
contribution of introducing a semiotic reflection on translatability; he questioned
empiricist semantics which viewed meaning as referential of reality — he, on the other
hand, saw meaning as a relation between signs (Venuti, 7SR 113). Attitudes toward the
concépt of meaning, ‘where’ it lies and how extractable it is, play a significant role in
the notion of equivalence between source text and target text.

Venuti sees equivalence as the controlling concept in translation theory during
the 1960s and 70s (7SR 147). As mentioned above, an abundant amount of terminology
arose in this period, mostly rephrasing the traditional opposition between pragmatic
translation and formal equivalence. Following a time of intense preoccupation with

linguistics in translation method and theory, another approach which would prove
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influential took shape. James S. Holmes, one of the leading scholars in this area,
describes this new approach in his introduction to the compilation of papers from the
important 1976 colloquium on this topic, as “an approach to literary problems in which
‘formalism’ has been replaced by ‘functionalism’” (vi); further, this approach “is
predominantly pragmatic” and has as one of its central topics “the communicative
function of the text” (vi). \An influential concept that arose in this context is that of
‘shifts,” traceable changes that occur in the process of translating, for a variety of
reasons, and which may be shown to have a more profound and generalized influence.
The concept has been discussed at length by Anton Popovi¢, who defines it as: “all that
appears as new with respect to the original, or fails to appear where it might have been
expected, may be interpreted as a shift” (79). (It is also discussed by Jifi Levy, and
Shoshana Blum-Kulka.) Shifts are typically used in elaborating a pragmatic, functional
approach to translation; they are useful for a systematic approach, an “objective
classification of differences between the translation and its original” (Popovi¢ 84).
Functionalism, generally, leads to increased attention being paid to the receptor and the
target culture. The emergence of descriptive translation studies is a major advance here,
in that it looks at actual translation practices and attempts to describe them rather than
evaluate them. Itamar Even-Zohar and Gideon Toury are the most significant figures in
this area of research; they look at translations as facts of the target system, and view
literary systems as polysystems which generate norms that constrain the translator.
Toury in particular is concerned with defining the norms that are active in the target
system at a particular moment in time. Their work strongly influenced another

generation of scholars, most strongly perhaps André Lefevere, until his premature death
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in 1996. Basnett observes that Lefevere “pioneered a great dgal of work” (xvi) in the
area of systems theory, and Venuti notes that he took up “the seminal work of Even-
Zohar and Toury and redefine[d] their concepts of literary system and norm” (TSR 223).

In the 1980s we see franslation studies emerge with more confidence as a
separate discipline. Susan Bassnett (whose work Translation Studies first published in
1980 contributed to the newly independent status of the field) speaks of the flourishing
of the field of Translation Studies in the 1980s — books published, journals founded,
abundance of research (xi). Poststructuralist trends, on the other hand, return to the
theme of untranslatability, with their view of language as inherently indeterminate and
unstable (Venuti, TSR 224). Ethics comes more to the fore as an issue in translation;
there is an increased awareness of ideological interests, and social and political
hierarchies that can be reinforced and served by translations of foreign texts (Venuti,
TSR 225).

In the 1990s we see the establishment of the institutional authority of translation
studies, with a proliferation of training programs, scholarly publications, as well as of
theoretical approaches (Basnett 6). Cultural studies bring “a concern with the social
effects of translation and their ethical and political consequences™ (Venuti, 7SR 325).
Culturally oriented research is influenced by poststructuralism, and is concerned with
ethnocentrism, hidden ideological functions, and power relatiéns in translating. It is
pursued by such scholars as Gayatri Spivak, Anthony Appiah, Jacques Derrida, and
Lawrence Venuti. Although this approach questions the objectivity of empirically and
linguistically oriented research, linguistic and pragmatic approaches remain current.

There are several studies published in the latter area: by Basil Hatim and Ian Mason
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(1996), Mona Baker (1992), Neubert and Shreve (1992), among others. The
coexistence of these approaches — pragmatically oriented, culturally oriented,
poly;system théory oriented — as well as the independence and institutional authority of
the discipline of translation studies bring us right up to the present moment in the

history and development of translation thought.

Ideology of translation

After considering the history and development of thought on translation, it becomes
clear that the position a contemporary translator assumes toward his source text will be
a reflection of (or possibly reaction agéinst) contemporary translation practices and
norms. Thus my own approach is at least partly conditioned by the historical moment
of this translation and by the translation norms currently dominant in the west.

Speaking broadly, for example, it is currently a common norm that a translator should
not significantly change the basic elements of the source text, such as its narrative
structure, plot, information content, etc. Additions and deletions are not as acceptable
as they were in another historical moment. Motte, for example, felt justified in reducing
twenty four books to twelve in his ‘poetic’ translation of the /liad (published 1714). A
translator today would have a heavy burden to justify such alterations, as would I in
introducing this thesis had I felt inclined to change Gallant’s stories in an extreme way.
As it is, I have attempted to alter as little as possible, but enough to preserve certain
aspects of the text that I deemed important. Hatim speaks of the ideology of translation:
“translation itself can be ideological....there is something about how translations are

made, or how they sound, which shows allegiance to a particular method of translation”
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(128). Thus even this particular translation is necessarily ideological, as much as it may
seem unremarkable in its method and appearance; its approach falls within a range of
acceptability for ’current literary translation practices. Other critics agree on this point:
Maria Tymoczkb, fdr example, observes that “all translations,‘veven the mosbt literal-
seeming, have a critical bias” (77), while Lefevere notes that in reality, all translations
“will tend to be more or less descriptive or more or less interpretive, simply bgcause
nobody is ever able to escape from the ideology and/or the poetics prevalent in the

literary system of his or her own time” (“Why Waste” 239).

Selecting stories for translation

The stories translated for this thesis are meant to represent a large span of
Gallant’s writing career and present key features of her opus. Thus the chosen stories
range from early (“The Other Paris,” 1953) to mature work (“A State of Affairs,” 1991),
and also represent the settings of Gallant’s oeuvre. As shown abbve, throughout her
career Gallant has continued to write stories set most often in Paris, Montreal, Germany
and the French Riviera. The stories selected here include two of her most prevalent
settings, Montreal and Paris. The entire project is intended to afford a small flavour of
this writer’s fictional world, the particular variety of her subject matter, and the settings
characteristic of her work.

Choosing a representational sample of stories from a writer’s opus based in part
on their setting would not be an effective selection principle were it not for the
particular importance of setting in Gallant’s work. Setting is a not merely a background

against which some specific drama plays out, but rather a pervasive, detailed, and

28

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



integrated element of the story. The Paris of ‘The Other Paris’ is the post-war Paris,
Paris as it was in the early 1950s, and the fact that it is this Paris rather than some other,
vague or non-descripf Paris, plays a vital part of the narrative. Gallant has noted that
this is not Paris today, but that it was such then: “it ‘would be. simply mystifying to a
young foreigner today, but that was the city five years after the last War”" (Gallant gtd.
in Weaver 12). The reality of the war is everywhere in the story: it plays into Carol’s
relationship with Odile, Odile’s with Felix, Carol’s own with Fe_lix; it is integral to the
central conflict of the protagonist, Carol — her conflict with the imagined Paris and the
real Paris, and her conflict between the meanings of love and marriage, as she had
conceived of them and as opposed to their new meanings, which she is on the brink of
discovering. Similarly, the Montreal described in the four stories that make up the so-
called Carette sisters sequence is the historical Montreal as it existed and evolved from
the 1930s (the decade of the first story in the sequence, “1933”) through to the 1980s
(the decade of the series’ last story, “Florida”). Choosing from a number of Montreal
stories was difficult; “From Cloud to Cloud” fit this project for several reasons: it is part
of the Carette sisters series, which is one of the better known portions of Gallant’s
work; I also wanted a story written in the 1980s (the collection it appeared from was
published in 1991), when Mavis Gallant’s reputation had finally come out of the
shadows of Canadian literature.

Finally, I cannot claim that the stories selected here are the undisputéd ‘best’ of
Mavis Gallant, nor that they are ‘the best’ choices in regard to the principle of
representation; clearly, any number of four stories could have been choseﬁ and might

have presented an equally representational sample. Above the outlined principles, such
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pragmatic considerations as length were also decisive, as was, finally, my own personal
taste. That said, I maintain that the sample is indicative of her work throughout the
decades of her career, and that the selections are quintessentially ‘Gallant’ in their

© setting, subject matter, narrative perspective and other matters of voice and style.

Translating Mavis Gallant, issues and challenges

The challenge of translating Gallant’s stories was eased by her use of, as
mentioned above, relatively standard English, as well as by the absence of dialects and
particular jargons, and by the contemporaneousness of her fictions. Her stories reveal
her fine sense of subtle speech and linguistic differences and their contexts; like the
narrator of the Linnet Muir stories, who is close to — although not identical with —
Gallant herself, she can.precisely define a community’s way of speaking, say, a
particular area of 1950s Montreal: “I could hear just out of someone’s saying to me,
“Say, Linnet, couja just gimme a hand here, please?” born here, born in Glasgow;
immigrated early, late; raised in Montreal, no, farther west” (Home 275). But luckily
for the translator, this fine sense for language does not exhibit itself in the form of
complicated attempts at phonetically rendering dialects and sociolects. The Parisian
Odile and the American Carol Frazier in “The Other Paris” both speak an ordinary,
everyday English in the direct dialogues of the story. (However, we are told that Odile,
“because her English was at once precise and inaccurate, often sounded sarcastic” (7)
and that Carol spoke “an earnest college French” (5). Similarly in ‘From Cloud to
Cloud,’ the narrator explains that Raymond’s English “belonged to a subdivision of

Catholic Montreal — a bit Irish-sounding, but thinner than any tone you might hear in
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Dublin” (41); and in this story too, the reported direct speech of the sisters, as well as
Louis and Raymond, belongs to ‘ordinary’ English.)

It is a matter of importance for the translation to preserve this colloquial fegister,
and differences in register when they occur; it is a primary consideration When |
searching for the ‘right” word. Lexical decisions are also, of course, inﬂuénced by
considerations of context. An equivalent word, ideaily, is that which carries not only
the same surface meaning, but similar latent or co-existing meanings and assdciations
(if these are present). Word choice can be made more complicated dué to the different
worlds of reference between the source and target contexts; a word can be culturally
specific and not quite match up with a seemingly identical word in another language,
since it reflects particular habits and customs. A simple word like the English ‘lunch’
cannot be matched exactly in Croatian because of differences in customs regarding
meals between the two cultures. In English lunch is a midday meal, an increasingly
informal one, often taken during a work or school break. The Croatian ‘ruéak,’ closest
in meaning, is also a midday meal, but typically not one eaten at work or during a break,
but a full meal with several courses. In “The Other Paris™ ‘lunch’ comes up often in
describing the working lunches taken by the characters; Carol lunches with her co-
worker Odile and with her fiancée Howard, and the nature of these lunch scenes is
important for characterizing the relationships between the characters. The work lunches
depicted in “The Other Paris” are then bound to seem a little strange to target readers
who are not used to ‘ru¢ak’ being taken at work. Since there is no better word the
readers are left to infer the different customs of the source context (a French context,

but in regards to meals apparently unproblematic for the American characters of the
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story). Continuing, a target language word may lack the associative semantic richness
of the original language word, or, on the other hand, a word that is fitting on one level
may contain other, intrusive or undesirable rheanings and overtones. In “From Cloud to
Cloud,” for example, the word ‘affairs’ is used in describing Marie’s apparent belief
that the walk on the moon in the summer of 1969 had also “exerted a tidal influence on
her affairs” (39). ‘Affairs’ in this context refers to Marie’s private life, primarily the
death of her husband, and (as the reader learns later in the story) her son Raymond’s
sudden abandonment of the family to join the U.S. Marines. Croatian does not have a
fully paréllel expression — ‘afere’ would be fitting in as far as it siginifies ‘goings-on’ or
‘events,’” but it carries negative connotations that are not present in the English “affairs.’
For lack of a better option, the translation employs the rather less elegant construction
‘events in her life:” “da je izvrsilo valni utjecaj na dogadaje u njenom zivotu.”
Occasionally, there is simply no one word that will do, and this loss is attendant in
literary translation.

Another important consideration for a translator of Gallant’s fictions lies in
matching her tone (wry, often detached), the narrator’s attitude to the material (typically
neufral), the oscillations between omniscience, limited omniscience, authoritativeness
and mere hypothesis, and finally in allowing the subjective perspectives of the
characters to emerge as they do in the original. It is this particular nature of handling
the material of the story that significantly characterizes Gallant’s fiction. Preserving
character referents found in the source text is one way that the narratorial attitude is
rendered in the translation; use of familial referents (father, sister) instead of first

names, often found in “From Cloud to Cloud,” the use of formal titles in “A State of
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Affairs,” and the references to ‘first wife’ and ‘current wife’ in “In Transit,” all suggest
a particular perspective. They were all conscientiously preserved in translation, and
never substituted for a different referent. Just as important to carry over into the
trenslafed text is Mavis Gallant’s ever-present irony. One way she achieves irony is
through the use of contrasts; the most obvious level of irony in ‘The Other Paris’ is thus
the discrepancy between Carol’s expectations and the reality she faces. When she
imagines an elegant evening that will be her entry into Paris high society, she is faced
instead with a shabby theatre, bad sound, falling plaster, and an aristocratic family that
neither looks like one, nor cares to befriend Carol. Another way irony emerges is
through scenes that recall earlier scenes but now with something about them
dramatically changed, as we will see in the discussion of the translation of “The Other
Paris” (it is also evident in “In Transit” and “A State of Affairs”). References to setting
carry over fairly smoothly into another language, but their function and significance
may be altered or even changed dramatically when interpreted by another audience.
Reading about the Montreal of 1969 will activate different associations for Gallant’s
English readers than for the readers of the Croatian translation, for most of whom

Montreal is distant and relatively unknown.

Linguistic and other reoccurring problems in translation

Problem of word-order

Qualms about word order are likely to be encountered by any translator of
English text into Croatian, due in part to differences in the principles that govern word-

order in this set of languages. English word order is rule-governed, while Croatian,
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though not quite ‘free’, as is commonly generalized, is not always governed by the
grammatical relations that give word order in English its constancy. Croatian word
order is thus said to be relatively free, because it is governed by goals of communication
(leaning toward familiarizing the receiver with the unfamiliar) and stress (Sibinovié 79).
Gallant’s stance tends to be objective and apparently neutral narrating; the narrator is
typically unintrusive and distanced; sometimes this distance allows the subjective
perceptions of characters to enter the narrative, but even such oscillations of perspective
(described above) remain relatively unaffected. I worked under the premise that
Gallant’s sentences are typically standard and unmarked for word order due to this
neutrality of perspective. As such, I thought the best way of translating them was,
generally, to adhere to an unmarked word order in Croatian, one that is used for merely
getting information across (informative) and is not coloured or emphasized for emotion
(and if it is marked, this is taken into consideration). Often this word order coincided
with that of the original. In other cases, there might have been some rearrangements.
Croatian word order sometimes conforms to the so-called ‘theme-rheme’ structure
rather than to syntactic relations (Browne 77). Within this structure, “the theme
(element which the sentence has in common with the previous context)” typically
“comes first, serving as a bridge linking the sentence with what precedes, and the rheme
(the information which the sentence gives about the theme) follows after the theme”
(Browne, “Theme-rheme” 77). In translating “From Cloud to Cloud,” the second clause
of the sentence “Raymond sat cross-legged on the grass and practiced flipping a.
vegetable knife; his mother had found and disposed of his commando dagger” (39) was

rearranged. ‘Commando dagger’ is moved to the beginning of the second clause:
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“Raymond je sjedio na travi prekrizenih nogu i vjeZbao prevrtanje u zraku noZa za

povrée; komando bodez mu je mama bila pronasla i uklonila.” The move makes the

sentence follow a natural flow, since ‘komando bodeZ’ is the element most closely
related to the first part of the sentence, “the point of departure for the message”
(Browne and Naki¢ 75). The most important part of the rheme is the fact that the

dagger had been removed, and thus ‘removed’ (‘uklonila’) ends the sentence.

The problem of passive constructions

Sibinovi¢ cites four kinds of translation shifts (“prevodilacke transformacije”
(80)): rearrangement, replacement/switch, addition, and deletion. He notes that shifts
can be, but are not necessarily, the result of differences in the nature of the two
languages (80, translation mine). On the syntactical level, the difference in the use of
passive constructions between languages is common, and we find such a difference
between English and Croatian languages as well. Sibinovi¢ writes, “poznato je da
srpskohrvatski jezik, recimo, za razliku od nemackog, ruskog, engleskog i francuskog,
ne trpi Cestu upotrebu pasivnih recenica™ (80) (“it is known that Serbo-Croatian, for
example, unlike German, Russian, English and French, cannot bear the frequent use of
passive sentences” (translation mine, 80)). As a result, passive sentences in the original
were, when necessary, rendered active in the translation. In “A State of Affairs,” the
sentence “If you sit at the front row of tables you may be pestered by foreign beggars,
some of them children” (140) was translated as “Ako sjednete za stol u prednjem redu,
moguce je da ¢e vas gnjaviti prosjaci, stranci, neki od njih djeca,” ‘beggars’ (‘prosjaci’)

becoming the subject of the sentence. Rendering the sentence in the passive: ‘biti ¢ete

35

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



gnjavnjeni od strane prosjaka,” would be exceedingly awkward and an unusual, un-

literary usage.

Personal and possessive pronouns

Deletion that is a result of language differences occurs‘ in translation from
English to Croatian in regard to personal and possessive pronouns. In Croatian these
can typically be left out without negative consequences for clarity or meaning, while
English requires them much more often. Sibinovi¢ uses the example of their addition
when translating from Croatian into languages like German or English (80): “Addition,
then, can be the result of difference in the nature of two languages. For example...the
addition of pronouns (personal or possessive) when Serbocroatian sentences in which
possessive pronouns are left out without negative consequences for the precision of
expressing meaning — are translated into German, Russian or English” (Sibinovi¢ 80,
translation mine). If we reverse this movement, we illustrate the shift of deletion that
occurs in this particular translation, and is, in this case, guided by differences between
the original and the target language. So, from “perhaps he did it only to madden his
wife” (“In Transit” 153), we get “mozda je to ¢inio samo da bi izludivao Zenu,” in
which the personal pronoun ‘he’ is implied (in the verb ‘¢inio,” marked for third-person
singular masculjne), and the possessive pronoun ‘his’ is dropped. The possessive
expressed by the pronoun ‘his’ in the sentences: “His hat and stick are on a chair” (“A
State of Affairs” 139) and “I have seen his face, which is lean and elegant” (“A State of
Affairs” 140), is rendered in Croatian by the use of the dative case; the possessive

pronoun is dropped: “Stap i Se$ir su mu na stolici” and “vidio sam mu lice, tanko je i
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elegantno.” “He looked pale and ill, and the sleeves of his coat were short, as if he were
still growing” (“The Other Paris” 9) in Croatian becomes “Izgledao je blijedo i bolesno,
a rukavi od kaputa su mu bili kratki, kao da jos§ raste:” twice repeated pronoun ‘he’

becomes unnecessary, ‘his’ is rendered in the dative, and the connector ‘and’ is replaced

by one of its variants in Croatian, ‘a.’

Pronominalization

In discﬁssing translation shifts in cohesion and coherence, Shoshana Blum-
Kulka defines cohesion as “an overt relationship holding between parts of the text,
expressed by language specific markers” (291). She argues that shifts in cohesion affect
translations in one or both of the following ways: they create shifts in the level of
explicitness, as well as shifts in text meaning. She acknowledges that shifts in level of
explicitness have been “linked to differences in stylistic preferences for types of
cohesive markers in the two languages involved in translation” (292), but she argues
that these shifts are more likely “constraints imposed by the translation process itself”
(292). The latter ‘explicitation hypothesis’ seems likely, based on what many theorists
have observed of translated works. Nonetheless, there seems to be a difference between
Croatian and English in their use of lexical cohesion. Levenston (1976) and Berman
(1978) contrasted English and Hebrew and found that Hebrew writers more often
choose lexical repetition, and that in Hebrew the choice of pronominalization is often

not grammatically possible, and so it employs lexical repetition more often than English

(Blum-Kulka 293).
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Gallant’s predilection for “anaphoric pronominal reference” (L. Grant 40), a
pronoun reference to a preceding expression (as opposed to a cataphoric reference, to a
fblloWing expresSioh), is observed by Lois Grant as contributing to Gallant’s “neutral
reportorial style” (40). In translation, lexical repetition sometimes had to be inserted
where the original had used a pronominal reference. This V\lfas necessary mostly for
reasoris of clarity, for the sake of avoiding a hanging referent and an impression of
vagueness or sloppy imprecision. These reasons went beyond, I beliéve, the translator’s
general impulsé to clarify; without the clarification, confusion would be generated
where there was none in the original and where it certainly served no purpose. For
example, in “The Other Paris,” Carol’s reaction to seeing Felix in the audience at the
concert is described as follows: “She felt a spasm of annoyance, and at the same time
her heart began to beat so quickly that she felt its movement must surely be visible”
(16). The next paragraph continues: “What ever is the matter with me, she thought. If
one could believe all the arch stoﬁes on the subject, this was traditional for brides-to-
be” (16). The translation of the latter sentence reads, “Ako su sve proto-price na tu
temu bile za vjerovati, ovako nesto je spadalo u tradiciju za buduée nevjeste;” original
‘this’ is replaced by the explicating ‘something like this.” Without this explication the
reader would be unnecessarily disoriented, and what is worse, might get the impression
that the writer has not bothered to express her point clearly. In “The State of Affairs”
we get another example: “A Mme. Carol Fournier, of Customers’ Counselling Service,
entreated him to sign the certificate, ask for an appointment, and bring it to her desk”
(149). The translation reads: “Mme. Carole Fournier, iz SluZzbe za savjetovanje

korisnika, ga je molila da potvrdu potpise, zatrazi sastanak i donese ju u njen ured.”
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The pronoun reference ‘ju’ sounds in Croatian not entirely unclear, but slightly
ambiguous; it is not as immediately clear as it is in the English original that it refers to
the cértiﬁCate, though it becomes clear on going back a step (thus the translation also
uses a pronoun to avoid repetition of ‘potvrda’). The situation could have ‘been a little
more complex if the word ‘sastanak’ (‘appointmént’), which is masculine in Croatian,
happened to be of the same gender as ‘potvrda’ (‘certificate’) which is feminine. If this
were the case, the reference ‘ju’ which is marked for case and gender would be read as
referring to the nearest expression, ‘appointment,’ rendering such a translation
confusing. The example illustrates problems that arise because of differences between
language systems, and shows why straightforward and ‘literal’ translating cannot be
effective in practice. Of course many such problems are easily remedied, in this case by

a simple reordering of the sentence.

Shift in conjuction use

Most of the text-linguistic markers of Gallant’s style carry over well in
translation. One such marker is observed by Lois Grant: “the most noticeable
characteristic of Gallant’ neutral syntactic style is the use of coordination with ‘and’ at
all levels of constituent structure” (40). She further notes that “As the default
conjunction, ‘and’ has no power to indicate relationships other than simultaneity and
succession between syntactic constituents” (40) and as such shows “least evidence of
narratorial intrusion” (127). Besner cites as one of Gallant’s ‘recurring structures,” “the
insistent and ironic series of ‘ands’ linking lists which mean both less and more than the

sum of their parts; the most powerful example to date of this structure forms the ending
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of ‘The Other Paris’” (Light 151). Unlike English (and unlike most Germanic and
Romance languages) Slavic languages typically have several variants of the co-
ordinator ‘and’ (Gvozdanovi¢ 101). Western South Slavic languages have the gfeatest
VariatiOnS of this.co-ordinator (Gvozdanovié¢ 101); Croatian has four possible correlates
for the English ‘and,” namely: i, a, pa, te. Each one carries its particular shades of
meanihg and fgnction. ‘I’ is closest to English ‘and’ as it is most neutral and used to
indicate ‘simultaneity and succession’. I, pa, te hove been classified as copulative
coordinators, and a as “an adversative coordinator which oométimes has a copulative
meaning” (Stevanovié, 1974: 803, in Gvozdanovi¢ 101). The co-ordinators pa and te
express “a causal relationship between coordinated sentences, which may be adversative
in the sense of counter-expectedness” (Stevanovié¢, 1974: 785, in Gvozdanovi¢ 101) and
for both of them “a temporal sequential relationship may follow naturally from the
causal one” (Stevanovi¢, 1973: 789, in Gvozdanovi¢ 102). In my translations of Gallant
I was aware of the stylistic function of her ‘and’ co-ordination. While such a use, in the
original, is marked and has an important ‘textural’ effect, it is also subtle, and not
awkward or marked to the point of jarring. In Croatian, however, using i uniformly
would be both awkward and marked, aside from the unusual flattening effect it would
also have on the text. So it is a better option to use a variety of the coordinates available
in Croatian. The second sentence of “A State of Affairs” reads “Most of the friends of
his youth in Warsaw are dead and the survivors have not much to say” (138); the
translation uses the variant ‘a’ for the ‘and’ in the original: “Vecina njegovih prijatelja
iz mladosti u VarSavi su umrli, a preZivjeli nemaju puno za ispricati.” The

adversative/copulative coordinator ‘a’ is necessary because of the juxtaposition
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dead/surviving, preparing the reader for a change in subject from the first part of the
sentence. The flatness and impression of bad usage that would result from a uniform
use of i extends beyond the narrative neutrality effected by Gallant, into an
akaardness that would undermine the stylistic confidence of the origiﬁal.

This particular problem is another apt reminder why literal or word-for-word
translating does not work, and more importantly perhaps, why it is hardly ever
encountered in actuality. Almost all translating requires a variety of considerations — in
this case it was a difference in accepted conjuction use between two linguistic systems
that had to be taken into account. A fairly straightforward linguistic consideration, but
nonetheless a dynamic one, concerned with discrepancy of effect. Such examples lead
to the conclusion that the traditional polarization between literal and free, or formal and
dynamic translating, is over-extended, and that most literary translating is of necessity
dynamic, informed by a variety of considerations, linguistic and otherwise. Maria
Tymoczko observes that the distinctions between formal and dynamic equivalence are
‘neither very great nor very useful’ (79). While formal-equivalence translations
traditionally claim to be essentially logical and objective, they also need to rely on
dynamic decision about the work as a whole, the literary context, etc., to make “formal
and logical sense of a sentence” (77). While distinctions can certainly be made between
excessively free translations and those guided more closely by the source text, the real

question is then that of degree rather than of polarization.
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Translating personal titles

In most of her stories that refer to French characters, Gallant keeps French titles
— Monsieur, Mme. and Mlle — rather than inserting English ones. I have opted to follow
this practice, to preserve an equivalence — since the titles are foreign words in the
language of the original, they should remain foreign in the language of the target text as

well. English titles which are used to designate, for example, the American characters

in “The Other Paris,” have been translated into their correspénding Croatian equivalents;
the logic followed is that since they belong to thé same language as the rest of the text
in the original, in the target text they should also be in the language of the rest of the
text. This is not a perfect equivalence — in the original, the titles also belong to the
culture of the character that they are designating (so, the French seamstress in “The
Other Paris” is Madame Germaine, while Carol’s American fiancée is Mister Mitchell),
while in the target text this is obviously not the case.

Sibinovi¢ observes correctly that “[1]inguistically faithful translating often does
not guarantee a fitting artistic effect of the translation, which means also that a
linguistically-based theory cannot encompass all important components of a literary
translation” (82, translation mine). With this in mind then, we move toward other, less

regulated and more idiosyncratic, problems.

Other problems: translating Mavis Gallant in the context of Lefevere’s four levels of
translation
Lefevere identifies four levels of translation: ideology, poetics, universe of

discourse, and language. This order also shows his hierarchy, in descending order, of
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the importance of each level (Translating 86-7). He asserts that problems of ideology
and poetics have to be solved before the problem of language can be tackled, and that,
ih fact,‘ the ‘solutions’ to those higher-up problems will dictate the solutions at the level
of th‘e.lower problems. Lefevere’s system is a useful one for the translator; it
compartmentalizes problems, and promotes self-consciousness of one’s translation

. process, and of the motivations for particular choices and decisions. (Lefevere him.self
believes that, generally speaking, translations should be adapted to the'target culture:
translators “héve to attach greater importance to the poetological and ideological
expectations of the target audience than to the [same] considerations that influenced the
production of the source text. When in doubt, translators are well advised to tilt to the
target audience and its expectations, not to the source text” (Translating 19). This is
not, necessarily, the view of this translator.)

Lefevere’s cites practical reasons for a translator’s ideological alterations: it is
easier to publish a work if it does not contradict the ideology of the receiving culture
(Translating 87); he writes: “If the source text clashes with the ideology of the target
culture, translators may have to adapt the text so that the offending passages are either
severely modified or left out altogether” (Translating 87). Texts often remain
untranslated due to ideological considerations; certain works from a writer’s opus may
remain untranslated while others are repeatedly translated — those untranslated might
have been judged too offensive, politically or culturally, or perhaps inadequate, and are
perhaps rejected for fear of tarnishing an otherwise well-accepted author’s reputation.
Lefevere notes that Catullus’ poem 32 has often been omitted from translations of his

poetry because it was too erotically overt for the tastes of the translator’s culture; if
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included, it was translated in such a way that the erotic element was neutralized —
romanticized, most typically (Lefevere, Translating 88). Similarly, a number of works
by authors from Eaéfem Europe became translated and known in the West on the basis
of their anti-communist leanings, and many such diss’ident writers enjoyed evena great
deal of acclaim in the West. It is clear why the Western literary estaBlishment would
embrace such voices in the years of the Cold War, for example.

As far as Gallant’s fiction is concerned, there is no particular idedlogical‘clash |
between it and the target culture. Her fiction, on the whole, is hiétorically and
politically informed; WWII is a dominant, if not always overt, presence in her work,
and attendant to it is her interest in the manifestations of fascism. Also present are
tensions between English and French Canada, the fall of communism, the Vietnam war,
the Algerian war, Franco’s rule in Spain. Several of these topics are also present in the
selection of stories that form this thesis. The Second World War has been widely
represented in Croatian fiction, but primarily fiction of an earlier period. In the last
twenty years interest in such fiction has been eclipsed by other concerns. This is
nonetheless a minor ideological concern.

As regards poetics, Lefevere writes that “[sJometimes a genre cannot easily be
transplanted into another literature or another culture” (Translating 88) and that “poetics
tends to be the level where the effective translatability or untranslatability of the source
text is. decided” (Tranmslating 129). Gallant’s chosen genre, the short story, is a genre
with a relatively long and recognized tradition in both the originating and the target
cultures. It is also a genre that is currently enjoying much popularity in the receiving

culture, and is widespread in both domestic literary production and among works in
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translation. The domestic short story is marked often by surrealism, magic realism,
disjointedness, indeterminacy, and some other, typically postmodern characteristics.
The precision of detail and'near-documentary evocation of historical seﬁing found in
the majority of Gallant’s stories and characteristic of Gallant’s poeﬁcs is rarely found
among domestic writers of the short story. This aspect was considered at further length
above.

Universe of discourse concerns the area of reference encompassed by a literary
work. Lefevere writes that “translators may be faced with things, customs, and
concepts that were immediately intelligible to the readers of the original but are no
longer intelligible to prospective readers of the translation” (7Translating 88). As
already observed, Gallant’s world of reference is usually historically and geographically
situated. These contexts will most often be somewhat unfamiliar to target readers, and
some relatively minor problems are encountered by the translator in this area. Finally,
at the level of language we will find all those problematic issues so often mentioned in
discussing translation; we are concerned with literary translation here, as is Lefevere,
who discusses “problems that arise during the translation process on the ‘illocutionary’
level” (Translating 17). Word order, grammar, syntax, rhyme, alliteration, repetition,
puns, dialect, idiolect, register, tone, allusion, metaphor, neologism, archaism, irony,
parody, all belong (though not exclusively) at the level of language and often budge
only with difficulty from the linguistic system of their original creation. At this level,
the other levels are ‘distilled,” or betrayed: an allusion adequately renderable in a target
language that has nonetheless been dropped likely signals interference from the level of

ideology or poetics. A metaphor may lose its effect if it depends on a reference
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unknown to the target reader, just as parody depends on certain familiarity with a
universe of discourse to be understood as parody. Gallant’s language is precise and
ecpnomical; it varies slightly in register from colloquialism to fomﬁélity._ ‘There ‘are‘ few
allusiéns and archaisms, and no dialects or puns. Important features of her language are
rhythm, tone, irony, registers, repetition of words and syntax; all are; generally,
translatable.

Translating ‘The Other Paris’

This is one of Gallant’s best known early stories, and perhaps one of the best
known of her entire oeuvre. Written in 1953, it already exhibits the proficiency, and the
particular thematic and stylistic features, that would become Gallant’s hallmarks. The
historically accurate and textually relevant setting, the concern with history, with WWII
and its effects, the focus on characters who are displaced, the particular brand of third-
person narrator, the play with contrasts, and the wit and irony, all of these features
observed in ‘The Other Paris’ are to recur in Gallant’s fiction throughout her career.

Carol Frazier, a twenty-one year old American working in Paris, goes fhrough
an education of sorts, but she fails to heed what it teaches her. The story explores the
gaping contrast between Carol’s imagined and romanticized Paris, which she
desperately wants to uncover, and the real, rather drab and poor post-war Paris, during a
particularly rainy winter. Carol’s mindset is meant to represent a particular type of
mindset and attitude toward Paris (France, Europe) common among Americans after the
war. There is an added contradiction in the fact that Carol, paradoxically, is searching
and yearning for both an ideal (the Paris she had read about, the romantic setting, the

happy, elegant people) and a kind of authenticity (real love, the real life of Paris, which
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might be found in odd restaurants she ‘hunts down’ or in the company of French
friends). Carol is both drawn to and repulsed by her experiences in Paris, particularly in
regards to the refugée Felix and the love affair of Felix and Carol’s co—Worker Odile;
her feelings oscillate, sometimes wildly, until the very conclusion of the story. She
feels a tie with Felix due to their closeness in age (10), her heart races when she sees
him (16), and she worries about his hardships on several océassions, but when he refers
to Carol and himselfyin the same category of ‘us foreigners’ (19), she is shocked and
offended. In the conclusion of the story, following Carol’s final oscillation, away from
Felix and Odile and “all their distasteful strangeness” (30), Carol gains comfort from
retreating into her imaginary vision of Paris, such as she foresees it remaining in her
memory once she is married to Howard and living again in the United States. Other
contrasts between illusion and reality are exploited, often ironically, throughout the
story (Carol’s college lectures about marriage with their very practical advice about
how love and marriage work, which are shown to be entirely useless in reality). The
story has a documentary quality due to the precisely evoked setting and the tone of the
narrating voice, which is modified by the voices of Carol and her fiancée Howard. Neil
Besner sees in this story, as in other Gallant stories, the exploration of the relations of
“history and fiction, memory and imagination” (“Broken Dialogue” 89); he also argues
that the so-called documentary realism of the stories “poses the prospect of
meticulously realized settings against characters’ ‘memorials,” or inventions of setting”
(“Broken Dialogue 93).

In translating this story I strove to preserve the tone of the narrator; the

documentary qualities and the details that make for the ‘meticulously realized setting;’
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and the ironic contrasts. The romantic and clichéd scene that Carol imagines when she
thinks of Howard’s proposal to her is drastically different from the actual proposal.
Much later in the ‘story, elements of that imagined, fabricated scene are recalled in a
rather different context — in the “down-and-out” (22) neighbourhood in which Felix |
lives and to which Odile drags an unwilling Carol. This is an éxample of Besner’s

“scenes set over against each other” (Light 151). In the first scene Carol imagines “the

Seine, moonlight, barrows of violets, acacias in flower, and confused, misty background

of Eiffel Tower and little crooked streets” (3). In getting to Felix’s hotel room, Carol

and Odile walk through “a few crooked, narrow streets filled with curbside barrows and

marketing crowds” (22), but this time the scene is “ndt pretty, not picturesque” (22).
Making the scene more unfavourable are the Arabs who openly stare at the girls and
even call out to them (22); by showing Carol’s fear of them, the narrator reminds us of
her WASP mentality, which involves both xenophobia and a fear of sex, making the
Arab men doubly threatening. The translation preserves the echo of one scene in the
other by using parallel language: “tacke pune ljubidica, i zbrkana, maglovita pozadina

sa Fiffelovim tornjem i krivudavim uli¢icama;” and, “Presle su preko bulevara i

nekoliko uskih, krivudavih uli¢ica koje su bile pune trzni¢kih gomila i tacki uz stazu.”

Howard’s actual proposal to Carol takes place “at lunch, over a tuna-fish salad”
(3). The irony lies, of course, in the fact that it takes place in mundane circumstances
rather than the romantic ones Carol has imagined, over an ordinary working lunch and
an ordinary meal rather than near the Seine, in moonlight. A tuna-fish salad is an
ordinary American lunch, but in Croatia it is unusual and even exotic. The meal

belongs to a North American universe of discourse, a world of reference foreign to
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target readers. This is a problem with the transfer, from one culture to another, of the
ordinary, a problem that “arises when an environment that is commonplace in one
culture becomes exotic .in the other” (Rabassa, “ny Thié Be Tréason” 24), and is “apt to
be another impossibility of translation” (Rabassa, “If This Be Treason” 25). Itried to
negotiate the ordinary and the unusual by translating ‘tuna-fish salad’ as ‘tuna-salata,’
rather than the more likély in Croatian, ‘salata od tunjevine’ (‘salad made of tuna’); the
former is the form used for ordinary salads, such as ‘krumpir-salata’ (‘potato salad’),
while the latter form is more commonly used for unusual salads, such as ‘salata od
hobotnice’ (‘salad made of squid”). The reader is likely to pick up on the contrast
between Carol’s fantasy and the real proposal, even through the marker ‘actually’ that
begins the description of the actual proposal, and which alone suggests contrast from
something previously said.

Unlike English, Croatian differentiates between formal and personal forms of
address, with a different pronoun signaling each. The intimate form of the second
person singular pronoun is ‘ti’, while the formal or polite form is identical to the second
person plural, ‘vi.” This discrepancy (which exists between a number of languages) is
known to create problems in translation, especially when ways in which the characters
address each other signal particular kinds of relations between them (and can help
define their individual personalities). If two characters address each other with the
personal form of the pronoun, but change to the formal at a particular point in a story,
this change is always relevant, and likely intended to be revealing. In translating such
an occurrénce into a language without the differentiation in address, the translator runs

into the difficulty of compensating for the loss in meaning. Translating in the other
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direction, as is the case here, from a language such as English with one universal form
of address, ‘into one with the two different forms, means having to decide which
pronoun in which instance most closely approximates the relationship depicted. The
two ways of addressing are also tied in with particular culturai expectations; thus,
speakers of Croatian will typically know, within their own cultural context, which
situations require which pronoun. Outside of this context, one tries to make interpretive
guesses as to which forms peopie in other cultures would use, if they had a similar
system of address. So in the cultural context depicted in the “The Other Paris,” the
translator has to imagine how these English-speaking characters would be addressing
each other if they had the intimate and formal forms at their disposal. How the ‘you’ is
translated in conversations between Carol and Felix, primarily in their last conversation
near the end of the story, is relevant for the understanding of their relationship. Carol’s
feelings toward Felix oscillate between an unwitting closeness and a kind of repulsion
or resistance; it is clear that she is attracted to him, but also that a particular mindset
makes her recoil from him and from the knowledge that might arise from knowing him.
Carol’s character has a strong sense of propriety, and a strong North American, WASP
mentality — she is disturbed that Odile is in a relationship with the significantly younger
Felix, and by the intimacy of their relationship, considering both immoral; and she
cannot understand why Felix, a refugee, is poor and unemployed, since she believes
‘that anyone can work who sincerely wants to’ (24). Her sense of superiority to Felix is
both cultural and personal — she is offended when she, an American, is grouped with
Felix “in a single category of foreigners” (19) by Odile’s family; she also considers

herself (and Howard) morally superior to Felix and his questionable, ‘shady’ lifestyle.
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Carol’s insistence on propriety makes it unlikely that she would begin at the outset to
address Felix with the intimate pronoun ‘ti,” despite their youthful ages and their
préximity in age. As the story progresses, Carol’s feelings toward Felix grow
conflicted, and in that last conversation between them there is a possibility of something
personal, some intimacy or understanding developing. This understanding could, it is
implied, dramatically change her outlook; but as it is, Carol comes to the brink of it and
retreats, and her feelings of superiority prevail. Thus the formal pronoun ‘vi’ remains
the only possible one for their interaction. Was the situation to take a different turn,
there may be justification to switch at a particular moment to ‘ti’, but that is not the case
here. The translation also keeps the pronoun ‘vi’ when it is Felix addressing Carol; it is
not unlikely that he might address her in the familiar, given several gestures of
familiarity he extends to Carol, and his apparent disregard for fine manners. Even so,
he addresses Carol with ‘Miss Frazier’ and makes a half-hearted attempt at hospitality
when she and Odile are in his room. To have him address her with ‘ti” while she
addresses him with ‘vi’ could easily seem too marked in the translation, since a large
social gap is implied if two people address each other with different forms; the reader
would likely interpret Felix’s behaviour as overtly disrespectfﬁl, which it is not in the
original.

For translating the title of the story, there were only two possibilities: ‘Drugi
Pariz’ and ‘Onaj drugi Pariz.” Croatian language does not employ articles; in
translating into it from the English language, articles are typically dropped but
occasionally need to be compensated for if they have semantic import. The title

suggests a particular ‘other Paris’ not ‘some other Paris’ or just ‘any other Paris.’
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Adding ‘onaj’ (that) to the title attends to this particularity, that is, to the specificity of
the constructed Paris built-up in Carol’s imagination (and, it is implied, in the

imagination of her compatriots), which is of central importance to this work.

Translating ‘In Transit’

This story centres around a newly-married couple, Philippe rPerrigny and his
wife Claire. Two other couples figure prominently in the story — an older American
couple, and Philippe Perrigny and his first wife Shirley. The story beginé at the
Helsinki vairport, while Perrigny and his new wife, on their honeymoon, are waiting to
depart, and goes back in time to the previous day they spent together. At the airport
Philippe observes the older American couple, the only ones left in the waiting room;
Philippe’s marriage to Shirley is discussed by Claire and him, and revisited in
Philippe’s memory. This story, too, is told from a third-person narrative perspective.
The narrator has insight into Philippe’s mind, as well as Claire’s, and, again
characteristically of Gallant, exercises a restrained omniscience, modified by hypothesis
and conjecture. For example, in regards to the older American couple, the narrator
sometimes speaks authoritatively: “Whichever door they take, they will see the circular
lanes of suburbs, and the family car outside each house, and in the back yard a blue
pool” (154), and other times conjectures: “The man had the habit of reading signs out
loud, though perhaps he did it only to madden his wife” (153). We view this couple
primarily through the eyes of Philippe, and it is an example of the narrator’s neutrality
that Philippe’s interpretation of them stands uncontested (an interpretation that tells the

reader as much about Philippe himself as about the American couple, perhaps): “The
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wild thoughts of the younger man were: They are chained for the rest of this life. Too
old to change? Only a brute would leave her now?” (154).

- The older couple and the younger couple; as well as Philippe’s first marriage
aﬂd his second marriage, are textually conflated (similar to the conflation between past
and present that is found in “A State of Affairs”), and implicitly compared. Consider
these beginnings of two consecutive paragraphs: “The old man took his wife’s hand”
(154), and “Perrigny’s new wife gently withdrew her hand from his” (155). In all three
relationships there is an instance of the husband ‘distracting’ his wife from something;
it is important to translate ‘distract’ uniformly so that the connection (on the surface
lexical, but also thematic) between the different instances can be preserved. So
‘distract” was translated with one common Croatian expression, ‘skrenuti paznju.” The
repetition of the expression in the original subtly encourages the reader to juxtapose and
compare the situations and the different couples, and the translation matches this effect.
The continued designation of Claire as ‘his new wife,” and Shirley as ‘his first wife’
stresses their reiationship to Philippe and their indirect relation to each other, and
suggests a view of them as ‘one of Philippe’s wives’ — in this way creating an
impression of circularity and repetition. Again, this significance of referring terms
needs to be attended to in translation and rendered accordingly; the translation refrained
from substituting terms where it may have seemed more natural for other reasons.
Images of circularity are in fact reinforced elsewhere in the story: all doors at the
airport, though marked differently, lead to the same place; this imagined place is a
uniform one, the elements of which are repetitious — circular lanes, cars in driveways,

and pools in the backyard; street names all over Northern Europe are named after acacia
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trees. This naming of trees is a variation on a theme, which is a kind of motif in the
story. The articles Philippe has written for his newspaper have been, for years,
variations on tﬁe theme of ‘the silent cry.” In this cbntext Wé can read all of the three
couples as Vériations on the theme of love, marriage, and the mutations of partnership
with the passage of time. Besner argues that the
most significant structural unity in Gallant’s fiction is her stories’ recurrent
evocations of returns — returns via juxtaposed details, repeated phrases with
opposed meanings, scenes set over against each other, characters’ attitudes and
situations reversed. These returns are structural figurations of Gallant’s
fundamental concern with time. They do not imply a ¢yclical repetition of
history; rather, they imply subtle alteration, variations within each repetition,
each return to a ‘locked situation.’ (Light 151)
In this story, then, there are several such returns to crucial moments: Claire’s question
to Philippe (“How do I know you won’t leave me?” (156)) returns us to the crucial
question asked by the older American woman of her husband at the beginning of the
story (“What I wonder is what I have been to you all these years” (153)); Philippe
returns in his mind to the honeymoon with his first wife, a parallel for his honeymoon
with his current wife; the distractions that both husbands perform for their wives return
to each other; the final moment in the story, in which Philippe observes Claire from a
kind of temporal distance returns us to a moment earlier when Claire was desiring to
both be the girl in the park whom Philippe was admiring and to ‘stand off and see it too’

(157).
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The use of alliteration is known to be difficult to carry through in translation, at
least if one aims to preserve the denotative and connotative meanings of the words in
question. In a dialogue bétween Philippe and Claire, Philippe says of his first wife,
“The mistake was that I married her. The mystery was why I ever married her” (156).

The translation reads, “Greska je bila u tome $to sam je oZenio. Zagonetka je zaSto sam

je uopce ozenio” (156). The alliteration is lost, but, the rhythmic parallel constructions
are preserved; assonance in ‘mistake’ and ‘mystery’ is replaced by an off-rhyme in
‘greSka’ and ‘zagonetka,” contributing to the rhythm of the consecutive sentences.
Schaub observes that the “parallel constructions [cited above]...with their alliterations,
assonances, and ironic echo in... ‘mistake’ and ‘mystery,” confirm the clash between
two worlds with different priorities — the old one favoring elegance, the new one
encouraging comfort” (152).

The title is rendered in an acceptable though perhaps not ideal way. The word
‘transit’ in English signifies traveling, and passage, and is closely related to both the
notion of transience and the notion of transition (all three words are from the Latin
‘transire’). The Croatian word ‘prolaz’ is fairly close; it typically refers to ‘passage’ or
‘passing’ (between, through, across something, etc.) and is also close to ‘prolaznost’
(transience). But it does not refer to traveling except as far as it can be used to say
‘passing through;’ nor can it imply transition/change the way ‘transit’ does. A more
obvious back-translation of ‘u prolazu’ would be ‘in passing,” a more common and
colloquial expression. The other possibility for rendering the title is ‘na putu,” meaning
‘on the way,” ‘on the road,” ‘traveling.” This expression refers more narrowly to

traveling, or generally to being ‘on the way’ to a particular something, and cannot
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encompass connotations of transience and change. Since ‘na putu’ carries fewer

relevant connotations, I chose ‘u prolazu’ as the better of two imperfect solutions.

Translating “From Cloud to Cloud”

This story is the third in the Carette sisters sequence, which follows the life of
two Montreal sisters, Berthe and Marie, from their childhood in the 1930s to their ripe
adulthood in the 1980s. ‘From Cloud to Cloud’ centres around the funeral of Marie’s
husband Louis, and the sudden departure of her son Raymond, who leaves Montreal to
enlist in the Marine Corps at the time of the Vietnam war. Like the other stories, this
one too is abundant with irony, and told by Gallant’s hallmark narrator. Her elliptical
and spare style does not tell more than is necessary: “His French vocabulary was drawn
from conversations with his mother and aunt, and should have been full of tenderness”
(41); we do not need to be told that it was not.

The occasional impossibility of translating a cultural reference with full
equivalence is evidenced by the reference to a “secohd-story walkup” (40), in which the
character of Berthe lives. The concept of the ‘walkup’ is context-specific, and no single
word or expression exists in the Croatian language for what is an apartment building
with no elevator, and usually few floors, or an apartment in such a building (“walk-up”).
A possible choice in translation might be ‘Ona je zZivjela u stanu na drugom katu zgrade
bez dizala,” which corresponds to ‘She lived in an apartment on the second floor of a
building with no elevator’ (longer and clunkier); another option is ‘Ona je Zivjela u

stanu na drugom katu,” which drops the ‘with no elevator,” and so drops the whole
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'‘walkup' concept. Either the concept is lost, or something of syntactical elegance is
sacrificed. This translation chose to sacrifice the concept, but partly compensated for it
by adding the adj ective ‘little’ to describe the building. |

In another instance, translation successfully preserved a subtle juxtaposition
created by lexical repetition. Near the beginning of the story, we are told that “Louis
couldn’t stand the sight of his son’s clothes” (40) (flashy rodeo outfits, mostly) and
gave some of them away while he was dying. The morning after Louis’ funeral,
Raymond leaves home without a word of warning, after which his mother and aunt
“scarcely had the sight of his handwriting,” (42) a sight which, in contrast to Louis’
earlier repulsion, would be more than welcome in the new context of his bewildering
abandonment. The translation uses a similarly accepted Croatian expression which
preserves the connection between the two instances, so that the second instance recalls
the first: ‘Louis ofima nije mogao vidjeti sinovu odjecu,” and ‘Nakon $to je otisao od
kuce, Berthe i Marie su jedva ikad imale njegov rukopis pred ofima.’

References to Montreal and Montreal concerns are many, in keeping with
Gallant’s attention to setting. Language issues, the boundaries and points of contact
between English and French, are often taken up or mentioned. Berthe works in an
office of English-Canadians (38); Louis wants his son Raymond to go to an English
commercial school so that he “might meet people who would be useful to him” (40);
Berthe, in a somewhat antagonistic relationship with her brother-in-law, makes a point
of mentioning that she speaks better English than he (40); Marie orders a bilingual
inscriptio‘n for her husband’s gravestone, “because he had spoken English at the office

and French to her” (41); Raymond speaks both languages but “with a crack in each”
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(41), and eventually his French grows infiltrated by English (42). What becomes of
these references in translation? The target audience is likely to have a relative
knowledge of Canada’é geography and linguistic make-up, though it is probably not
familiar with the finer distinctions of language and region. However, the nature of the
origihal writing is such that it was suited even to an audience with no first-hand
knowledge of such matters. The story’s first audience was an American one, the New
Yorker audience, likely unfamiliar with subtleties of language use in French Canada; it
is possible that Gallant chose to reveal these subtleties by telling about them rather than
rendering them linguistically in the text, in order to remain accessible to her readers,
without the risk of alienating them or losing their interest (Difnié, discussion). So, a
reader with minimal knowledge will nonetheless quickly infer that there is a French-
English tension, and that English is the ‘preferred’ language of the two. Individual
footnotes in the translation would not be of particular help here; in the event of
publication, an introduction that explains a part of Montreal’s history could be utilized
to clarify some points for the unfamiliar reader. But unfamiliarity of this sort will not

prevent the reader from engaging meaningfully with the story.

Translating ‘A State of Affairs’

The story centres around a M. Wroblewski, an aging Polish political refugee
who has lived in Paris for half a century. His wife is no longer of a lucid mind and
requires the help of an aid sent by the city’s social services just to get out of bed and get
dressed in the mornings. M. Wroblewski has received a letter from a friend in Poland,

whom he has not seen for decades, and since the arrival of the letter he continues to
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address this friend in his thoughts. M. Wroblewski’s life, it is suggested, is nearly all in
the past, in his memory. He cherishes the possession of his faculties, though the reader
(not M. Wroblewski) is made aware that these are not, after all, impeccable. M.
Wroblewski’s alienation takes place against the background of a changing Paris, and a
changing Montparnasse that is still the site of his outings. Nostalgic for a time past, M.
‘Wroblewski remains kind and optimistic in addressing his Warsaw friend, and polite
and considerate toward all the people he encounters in the coufse of the story.

M. Wroblewski’s alienation is textually paralleled by the depiction of the
alienation and dehumanization of an individual within ‘the system’ — the state and
institutional bureaucracy in which each individual is a digit in a game of numbers. The
encounters with bureaucracy include lining up for a box of chocolates distributed by the
mayor of Paris to senior citizens at Christmas-time; the government’s recall of the
Nansen passports, which were particularly precious to the Wroblewskis; and an enticing
letter from the bank, followed by a disappointing meeting of M. Wroblewski with a
bank official. Money, the measuring of human virtue or worth by monetary means,
enters the subtext of alienation as another way that a human life is dehistoricized and
decontextualized.

The narrator of the story is characteristically Gallantian — third-person, generally
detached and neutral, often employing a reportorial tone, alternately authoritative and
hypothesizing, with insight into Wroblewski’s mind and an omniscience that is
sometimes exercised and other times muted. The opening sentence of the story reads:
“Owing to his advanced age and a lack of close relatives, M. Wroblewski receives little

personal mail” (138). The official, documentary quality of using only the last name of
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the main character is established, as is the authority of the narrating voice, which easily
states a fact about the character, and the reasons contributing to that fact. Within this
narrative voice, a variety of other points of view are indirectly given voice, often
through indirect reported speech — which is textually unmarked, but distinguishable by
its style, tone, or diction as belonging to a voice other than the narrator’s. It is essential
to emulate in the translation this distinction between voices, since the multi-perspectival
nature of the work in large part depends on it; this is achieved by observing the markers
of each voice, its tone or ‘character.” Most often this is Wroblewski’s voice; the voice
of his Warsaw friend, and the voice of the German lawyer are also distinct. ‘Thus in the
clipped, pessimistic statements: “Everything costs too much. Young people are
ignorant and rude. The spoken language is debased,” (138), we recognize the voice of
M. Wroblewski’s Polish ‘correspondent;’ a straight-forward translation can capture
these voices. Wroblewski’s own voice emerges in passages such as:

Some people make a whole life out of trickery. They will even try to wrangle a

box of the chocolates that the mayor of Paris distributes at Christmastime.

These would-be swindlers may be in their fifties and sixties, too young to be put

on the mayor’s list....Actually, it is the rich who put on shabby clothes and
saunter into their local town hall, waving a gift voucher that wouldn’t fool a

child. And they could buy a ton of chocolates without feeling the squeeze! (144).

The passage relates Wroblewski’s thoughts, begun in the preceding paragraph (without
saying outright ‘he thought,” and without narratorial follow up that would interpret
those thoughts for the readers). Choice of diction and register are important;

expressions like ‘wrangle,” ‘trickery,” ‘would-be swindlers,” ‘saunter,” ‘a ton of

60

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



chocolates,” ‘feeling the squeeze,’ indicate a colloquial, even folksy way of speaking
(and with Iit a particular, rather familiar, attitude). The translation needs to select
expressions that evoke a similar regfster, tone and attitude:
Neki ljudi si cijeli Jivot izgrade na lopovluku. Cak ée se pokusati dokopati
bombonijere koju gradonacelnik Pariza dijeli za BoZzi¢. Ti lukavci su mozda
pédesetih, Sezdesetih godina, premladi da bi bili stavljeni na gradonaelnikovu
listu....A zapravo su bogati ti koji se otrcano obuku i uepure u zgradu lokalne
op¢ine, masuéi dokaznim papirom kojem ni dijete ne bi povjerovalo. A mogli bi

kupiti tonu bombonijera da uopée ne stegnu pojas!

The translation selected expressions that are appropriately informal and/or colloquial,
with a similar affectation as those in the original (definitely not neutral expressions),
revealing a judgment and a kind of familiar folk perception (according to which the
richest people are also the pettiest and the greediest, perhaps a universal typification).
‘Lopovluk’ is a colloquial expression for ‘thievery;’ ‘dokopati’ is similarly colloquial,
suggesting ‘to get something at any cost,” having the same association of grabiness as
does ‘wrangle;” ‘uSepure’ is as coloured as ‘saunter,” suggesting, and ridiculing at the
same time, an arrogant way of walking; finally, ‘feeling the squeeze’ is not rendered
literally, but with a similar type of phrase that colourfully refers to the phenomena of
experiencing a lack of money. A similar treatment can be observed in other passages
reflecting Wroblewski’s voice (for example, “Some people, he supposed, wbuld grab
the whole thing and dribble it away on nonsense, then feel downcast and remorseful as

they watched their current account dwindle, month after month” on p.149).
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In one ironic passage, sharply insightful about our attempts to measure, with
practical efficiency, what is actually beyond measure, we can hear the voice of the
German laWyer in charge of Wroblewski’s compensation for ten months in Dachau:
“...he was a grown man at the time. He had completed his education. He had a
profession....All he had to do when the war ended was carry on as before” (145). The
ten months M. Wroblewski spent in the concentration camp happened at a ‘convenient’
time in his life — according to the lawyer, and so the pension he receives from the
Germans is appropriately low, enough to cover “his modest telephone bill, with a bit
over” (145). The translation preserves the effect of the lawyer’s voice (emblematic of a
particular attitude) with the same short, concise sentences, the rhythmic effect of
enumeration, and the straight-forward language. The voice of the narrator retreats,
allowing the lawyer’s voice, to in effect, make fun of itself.

We do not, then, get a final, authoritative version of events from the narrator,
since the other voices are allowed to stand on their own and be judged independently by
the reader. Contrasts between what is said and what is shown, oscillation between
narrative certainty and narrative hypothesis, occasional uncertainty over where a
particular postulation has originated (is it the narrator, Wroblewski, etc.) and with what
degree of certainty we should accept it as reliable, unsettle the reader and undermine an
easy, unified reading. Wroblewski is eager to keep a close watch on his mental health,
and a neutral voice reports his fitness and good eyesight and hearing (145), yet several
slip-ups during his meeting with the bank official, Mme. Fournier, reveal the cracks in
his alertness and memory. Such contrasts, as well as alternations between perspectives

and voices also create ironic effects and enable Gallant’s sharp wit and critical stance.
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The title of this story appears within the story itself, in the following context:
“Then the letter came and he began addressing his friend. He avoids certain words,
such as “problem,” “difficulty,” “catastrophe,” and says instead; 4“A state of affairs™
(146). This dry passage suggests Wroblewski’s optimism, as well as the potential
‘catastrophe’ behind the unassuming ‘a state of affairs.” There are in my opinion two
possible translations of this title: ‘Kako stvari stoje,” and ‘Stanje stvari.” There is no
fitting equivalent in Crpatian that would carry the same variety of meanings as English
‘affair.” ‘Afera,” a loan word from English (as also noted above), has a narrower
meaning and almost always carries connotations of sordidness or sensationalism. The
neutrality of ‘a state of affairs’ is best represented by ‘stanje stvari,” where ‘stvari,’
meaning primarily ‘things,” is used to say things like ‘it’s my business’ or ‘my affairs.’
‘Kako stvari stoje,” has the same meaning and a similar neutral tone, but it is more
colloquial and does not match the original grammatically, while ‘stanje stvari’ does so.

In several passages attributable to the voice of Wroblewski, we find the
following words: ‘fraud,” ‘trickery,” ‘swindlers,’ to ‘fool,” (144) ‘schemers,” and
‘deceit’ (145). All of these relate to Wroblewski’s thoughts about people whom he
imagines trying to obtain the mayor’s box of chocolates even though they are not
officially entitled to it. This semantic richness, variety of signifiers for what is
essentially one common signified, needs to be matched in translation. Were the
translation to “contain fewer signifiers than the original” (Berman 283) it would suffer
from what Berman terms ‘quantitative impoverishment’ (283), a lexical loss that results
when a translation does not pay heed to “the lexical texture of the work” (Berman 283).

This proliferation of terms is relevant as it points toward how well-thought-out and
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complex this concept/idea is in Wroblewski’s mind, the idea of people’s dishonesty and
their desire “to gain benefit by fraud” (144). Something of his mindset and his Voic¢
would be lost were the trahslation to employ, for example, a single variant: ‘prevara’/
‘prevarant.’ I matched each signifier with a distinct signifier in fhe translated version;
thus in the TT, we hafze: prijevara, lopovluk, lukavci, povjerovati, spletkari, varka.

At another point in the story we have what appears to be a deliberate narrowing
of signifiers. In Wroblewski’s meeting with Mme; Fournier, the bank official who
signed the letter offering him a credit, she utters a proliferation of apologies. These are
remarkably repetitive, with only two variations: she says the words ‘I’'m sorry’ eight
times, and the words ‘excuse me’ three times. The repetitive apologizing signals Mme.
Fournier’s genuine discomfort at the situation; the translation aims to keep this
repetitive pattern. Each instance of ‘excuse me’ is translated as ‘oprostite;’ ‘I'm sorry’
is mostly translated as ‘ispricavam se,” except in two instances. In these, the sentence
context asked for a different construction, and ‘Zao mi je’ was the most fitting. Thus
two signifiers are replaced by three signifiers in the translation, but the effect of profuse
and awkward apologizing is nonetheless rendered.

As suggested above, the story reflects ironically on money, or rather on
monetary measures of meaning vs. the incalculable meaning of human existence. The
dehumanization of individuals in society’s systems, financial and other, surfaces
lexically as well. The language of money and bureaucracy crops up in unrelated
contexts, and a translation should preserve this subtle element, significant to the texture
of the whole. In the first sentence we find the word ‘owing’: “Owing to his advanced

age...M. Wroblewski receives little personal mail” (138); the word is not out of place
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here, but one of its primary associations is money, monetary debt. This association with
finances is preserved invtranslatic.)n, which reads: “Na racun svojih poodmaklih godina,”
a commoﬁ usage that can be back-translated as ‘on account of his advanced age.” Inthe
same paragraph we are told that M. Wroblewski keeps pictures of his wife’s relatives
“filed in large brown envelopes,” suggesting a bureaucratic kind of organization, which
undercuts the personal nature of the thing in question, familial relations. It is recalled in
a later reference to ‘the system,” with Paris suggested as a place‘in which “the entire life
of every authorized immigrant is lodged inside a computer or crammed between the

cardboard covers of a dossier” (145).
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,,Onaj drugi Pariz"

Dok su one odludile $to ¢e Carol obuci na svom vjencanju (bijelo sa bijelim
cvjetovima), bio je kraj poslijepodneva. Madame Germaine je odstranila biljeznice sa
skicama, komadiée mreZice i1 satena, naslage (“:asopié.a Vogue; ve¢ je imala profesionalni
izgled zabrinutosti, kao da to sve nikako ne moZe iza¢i na dobro. Mogli su se
predvidjeti raskinuti Savovi, dodatna isprobavanja, ¢ak i Caroline suze.

Carolina se prijateljica, Odile, doimala razo¢aranom. ,,Bijelo nije originalno,*
rekla je. ,,Da sam to ja, sasvim sigurno se ne bi udala u svoj toj glupoj gomili od ¢ipke,
kao za prvu pri¢est.“ Ona je skidala koncice sa svoje suknje, s pretjeranom precizno$éu,
kao da se Zeli potpuno izdvojiti od Carol i njezinih neoriginalnih planova.

Pitam se da li je itko ikad zaprosio Odile, razmisljala je Carol, gledajuéi mirno
kroz prozor. Kako se priblizavalo njeno vjencanje, sve vise je imala onaj neprisutan
stav zaruCenih djevojaka: do vjencanja nista nije bilo vazno, a dalje od njega nije mogla
bistro razmi$ljati. Bilo joj je Zao svih neudanih djevojaka svijeta, pogotovo onih koje
su, kao Odile, presle tridesetu. Odile je izgledala blijedo i jadno, $¢ucurena u dZemper i
kaput, dok je sa stavom neodobravanja prebirala po primjercima &ipke. Cinila se u
skladu sa vremenom tog dana i prohladnim stanom krojacice. Vani je ulica jo§ bila

vlazna od ki$e koja je pala ranije tog dana. Na vidiku nije bilo drveéa, ni cvijeca, ni
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utje$nog tracka nekog parka. Nitko u ovom dijelu Pariza nije mogao znati da je
proljece.

~,,Cak plavo,“ rekla je Odile. Ali sa Carol, koja je potela pjevusiti, razgovora
odito nije bilo, te je Odile rekla krojacici, ,,Samo zamislite! Gospodica Frazier je dosla
raditi u Pariz prosle jeseni, i zaljubila se u Sefa svog odjela!*

,,Non!* ustuknula je Madame Germaine, kao da nijedna druga klijentkinja nikad
nije postigla tako izvanrednu stvar.

»Zaljubila se u gospodina Mitchella,” rekla je Odile, kimajuéi glavom. ,,Na prvi
pogled, le coup de foudre.

,»Na prvi pogled?* rekla je krojacica i s drago$éu pogledala u Carol.

»Nesto §to nitko ne bih ocekivao,” rekla je Odile. ,,lako, gospodin Mitchell je
Sarmantan. Ba§ Sarmantan.“

,Mislim da bi trebale krenuti,” rekla je Carol.

Odile je izgledala Zalosna, kao da je imala jos toga za re¢i. Carol je zakazala
termin za slijedeéi dan, i njih dvije su zajedno iza$le iz stana, Odiline ¢vrste pete
klopotajuéi dok su silazile niz stepenice.

,»Zasto si bila tako cudna maloprije?* rekla je Odile. ,,Nisam rekla ni$ta $to nije
istina, a zna§ kako takve Zene vole sluSati o vjen¢anjima i ljubavi i svemu tome. A pri¢a
o tebi i gospodinu Mitchellu je tako krasna. Svima ju pri¢am.*

To ne mozZe biti istina, pomislila je Carol, jer Odile je rijetko bila zainteresirana
za ikoga osim sebe, te nikad nije pokazala in najmanju znatizelju prema Carolinim

planovima, osim §to joj je ponudila naéi krojacicu.
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,» 10 je bilo straSno romanticno, rekla je Odile, ,,priznala ti to ili ne. Tii
gospodin Mitchell. Na§ gospon Mitchell.“ |

Konacno je doprlo do Carol da joj se Odile izruguje.

Toliko su puta ljudi uvjeravali Carol da su njene zaruke romantiéne, i toliko se
bila navikla na tu rije¢, da joj je Odilina blaga ironija bila zbunjujuc¢a. Da je itko pitao
Carol u to¢no koji trenutak se zaljubila, ili gdje ju je Howard Mitchell zaprosio, ona bi,
sasvim iskreno, zamislila prizor u kojem bi se istodobno nalazili rijeka Seine, bagremi u
cvatu, mjesecina, tacke pune ljubicica, i zbrkana, maglovita pozadina sa Eiffelovim
tornjem i krivudavim uli¢icama. To je bilo ono §to su svi ocekivali, te je ona sama
umalo u to povjerovala.

Zapravo, zaprosio ju je za vrijeme rucka, uz salatu od tunjevine. Bili su se
poznavali manje od tri tjedna, i razgovori su im dotad bili ogranieni na njihov ured —
Americku vladinu agenciju — i ljude u njemu. Carol je imala dvadeset i dvije godine.
Nitko ju do tada nije zaprosio, osim jednog neprikladnog studenta medicine, bez novaca
i sa osam godina $kolovanja pred sobom. Bila je pod iluzijom da ¢e za kratko vrijeme
biti toliko stara da ju nitko vi$e nece pitati. Prihvatila je odmah, a Howard je proslavio
narucivsi jo§ jednu bocu vina. Oboje bi bili voljeli piti Sampanjac, kao naglaseniji
simbol neuobicajenosti, ali i jedno i drugo je bilo previse plaho da ga predlozi.

Cinjenica da nije zaljubljena u Howarda Mitchella Carol nije nimalo
obeshrabrivala. Naucila je, kroz niz korisnih sveucili$nih predavanja o braku, da je
zajedni¢ki interes (kao naprimjer simpatije prema irskim seterima) pravi temelj sreée, te
da je iluzija o ljubavi Steto€ina nametnuta filmskom industrijom, i skoro u potpunosti

odgovorna za visoke stope razvoda. Sli¢ne ekonomske podloge, financijska sigurnost,
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pripadanje istoj crkvi — to su bili stupovi bra¢ne zajednice. Oc¢evi Carol i Howarda su,
kroz zapanjujucu sluéajnost, oba bili odvjetnici, i oba su ostala poraiena u jedinom
pokusaju da postanu suci. Carol i Howard su oboje bili protestanti neodredene vrste,
iako bi ih ozbiljna rasprava o vjerskim uvj erenjima dobro posramila. A Howard jé,
najbolje od svega, bio trezven, dovoljno star da pozna samoga sebe, te u potpunosti
pouzdan. Bio je ekonomista sa dovoljno razuma da se pridruZi korporaciji koja mu je
nastavila isplacivati placu i kad ga je posudila na rad vladi. Nije bilo razloga da zaruke
ili brak propadnu.

Carol se, sa velikom efikasno$¢u, skoro momentalno dala na posao
zaljubljivanja. Ljubav je, kao geranija, iziskivala samo prave uvjete. Uvela bi izloZena
lo$em vremenu ili u turobnoj okolini. Dapace, Carol je $anse za ljubav u kolibi ili
podstanarskoj sobi ocijenila nulom. Pod uvjetom dobre klime, dovoljno novea, te sa
parom inteligentnih (ovo su njena sveuciliSna predavanja naglasila) ljudi dobrog
karaktera, bilo je dovoljno opustiti se i gledati ljubav kako raste. Cijele zime je, tako, u
Parizu ona trazila te prave uvjete. Kad se isprve nista nije dogodilo, okrivila je vrijeme.
Bila je ¢esto uvjerena da bi se duboko zaljubila u Howarda samo kad bi kisa prestala
padati. NeustraSena, ¢ekala je bolja vremena.

Howard o ovome nije imao nikakvu predodZzbu. Njegova je iznenadna ponuda
Carol bila poprili¢no nekarakteristi¢na — on je bio rijetko oprezan Covjek — te se
naizmjeni¢no nalazio u stanju tuposti te stanju samohvale. Prije zaruka je ponekad bio
usamljen, slabost koju je pripisivao prevelikom radu, te je bio nezadovoljan svojim
samackim kuéanstvom, posto nije uzivao u skupljanju starog lon¢arskog posuda niti u

pripremanju jela u malim vatrostalnim zdjelama. Osim kad bih nabasao na sposobnu
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kuénu spremacicu, nista se nije napravilo. To ga ne bi, samo po sebi, ponukalo u brak,
da ga nije ozbiljno uznemirila posjeta jedne od njegovih sestara. Ona ga je savjetovala
da oZeni neku finu djevojku dok ne postane prekasno. ,,Uskoro,” rekla mu je, ,,bit ¢e§
tek netko koga ljudi zovu na veceru da popune mjesto za stolom.*

Howard je smjesta zamislio taj prizor, i ostao duboko dirnut. Povladeéi se u
in¢ima, rekao je da ne pozna nikog tko bi zadovoljio.

Gluposti, rekla je njegova sestra. Finih djevojaka ima svuda, u izobilju. Onda
ga je upozorila da ne oZeni Francuskinju, koja bi mogla praviti probleme kad ju jednom
dovede kuci u Chicago, niti katolkinju, zbog djece, te da izbjegava sve hitre, nervozne,
razvedene, ili djevojke starije od dvadeset i Cetiri godine. Howard je u Parizu znao
dosta djevojaka, vecina kojih je radila u njegovom uredu ili sliénim poslovnicama.
Dojmile su ga se kao vesele i marljive, ali agresivne — niposto nesto $to je Zelio u kuéi.
Upravo kad je postajao ozbiljno smeten ovom rupom u svom Zivotu, pojavila se Carol
Frazier.

'Bio je ganut njenom stidljivom pristojno$¢u, marljivim francuskim govorom sa
koledZza. Svidala se njegovim prijateljima, te, jo§ vaznije, i Zenama njegovih prijatelja.
On je nekoliko puta bio ozbiljno zaljubljen, te ljubav nije smatrao pouzdanom
emocijom. On i Carol su se dobro slagali, §to mu se ¢inilo zadovoljavaju¢im pocetkom.
Prijatelji su mu, pak, rekli da je ona o€ito zaljubljena u njega i da je to lijepo za vidjeti.
On je to i ocekivao, fle zato §to je bio uobrazen, ve¢ zato §to se uzimalo zdravo za
gotovo da je ljubav, kao bezazleni kuéni duh, uvijek prisutna kod mladih Zena u
prijateljstvima ove vrste. Carol mu je svakako bila draga i pazio je na njenu udobnost.

Da se pozalila na zubobolju, on bi se pobrinuo da ode kod zubara. Carol su prebacili na
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drugi odjel, no njih dvoje su se sastajali svaki dan za rucak i1 ve€eru, i vodili razgovore
bez ikakvih nesuglasica. Pri¢ali su o poslu u Chicagu kojem se Howard vracao; o
vjencanju, koje se trebalo odrzati u proljece; i o filmovima koje su Zajedno gledali. I8k
su ¢esto na zabave, a onda pricali o svima koji su bili prisutni, iako ¢e ve¢inu njih
vidjeti sutradan na poslu.

Bio je to pun Zivot, ali Carol nije mogla potisnuti osje¢aj da je nesto promaseno.
Vrijeme se nastavilo bez poboljsanja. Dijelila je stan u naselju Passy sa dvije
Amerikanke, privremeni ménage koji je mogao postojati bilo gdje. Kad se vozila na
Métrou, ljudi su se gurali i bili isto neotesani kao i u New Yorku. Restoranska hrana je
bila dosadna, a kafe-barovi su bili puni reklama Coca-cole. Nije ¢udo $to nije
zaljubljena, pomi$ljala bi. Gdje je bio Pariz o kojem je ¢itala? Gdje su bile one
elegantne Zene skupog izgleda? Gdje su, iznad svega, bili muskarci, oni zgodni,
raspoloZeni muskarci sa Zivahnim pjesmama, taj uZitak Zenskih engleskih
romanopisaca? Putujuéi kroz Pariz do posla i natrag, vidala je jedino otrcane djevojke
umotane u kabanice, kako Zure na kisi, te muskarce koje bi trebalo osisati. U ¢uvenim
parkovima, pod vlaznim drvec¢em, djeca su svadljivo cvilila i bila Samarana. Mislila je
ponekad da moZda kad bi ona i Howard imali prijatelje Francuze... To mu je i
predlozila.

,Ima3 francusku prijateljicu,” rekao je Howard. ,,Sta je s Odile?“

Ali to nije bilo ono §to je htjela re¢i. Odile Pontmoret je bila Howardova
sekretarica, mr8ava, crnomanjasta Zena koja je bila (tako su ljudi govorili) ne¢akinja
jednog/nekog grofa koji je ostao bez novaca. Rijetko se smijesila, te ¢esto, zato §to joj

je govor na engleskom bio istovremeno precizan a netocan, zvucala sarkasti¢no. Cijelu
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zimu je na posao nosila istu tamnu suknju i ljubicasti pulover. Nikad nikom nije palo
na pamet da ju uklju¢i u zabave sastavljene od ljudi iz ureda, a ionako nije ni bilo
sigurnb da bi doéla. Odile i Carol su bile druZeljubive jedna s drugom na bezli¢an
nacin. Ponekad su, ako je Howard bio zauzet, rucale zajedno. Carol je uvijek pazila da
se ne Zali na Pariz, posto su je upozorili da vanjska politika njene drZave ovisi o
sluéajnim primjedbama. No njena suzdrzanost nije nai$la na odgovarajuc¢u delikatnost
kod Odile; glavno Odilino sjecanje na jedinu posjetu New Yorku, prije rata, je bilo da
su njenom ocu naplatili dvadedeset i Cetiri dolara za voznju taksijem koja je, kako su
kasnije izracunali, morala stajati dva dolara i Cetrdeset centi. Ponavljajuci to, Odile bi
ogoréeno pogledala Carol, kao da je Carol vozila taj taksi. ,,A u hotelu nije bilo usluge,
bas$ nikakve usluge,” rekla bi Odile. ,,Mogao si ostaviti spavacicu na podu i oni bi
pomeli oko nje. I jos ocekivali napojnicu.”

Ova njena jedina zapaZanja o Americi, Odile je ponavljala do krajnjih granica
Caroline dobrodusne prirode. Odile nikad nije pricala o svom‘iivotu izvan ureda, o
kojem je Carol Zudjela Cuti, i doticala se sada$njosti samo da bi se sa Zaljenjem osvrtala
na proslost. ,,Prije rata smo putovali, i§li smo posvuda,” pri¢ala bi. ,,Sad, s na§im
jadnim malim frankom, sve je gotovo. Radim da bi pomogla porodici. Brat mi
promovira vina — Spanjolska vina. Radimo 1 radimo da nasi roditelji ne bi osjetili
promjenu i da Martine, nasa sestra, moZe studirati glazbu.*

Govoredi to, izgledala bi zapanjeno i ljutito, te bi Carol imala osjecaj da Odile
nekako nju optuzuje. Obicno su jele u restoranu Odilinog izbora — Carol je imala takta
Sto se tog tice, jer je Odile zaradivala manje od nje — u kojem je hrana bila grudava i

nedovoljna, a flourescentno svjetlo svima davalo bolestan izgled. Carol bi bacila
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pogled na susjedne stolove, za kojima su sjedili zlovoljni i bu€ni pariski uredski radnici
i trgovci, i primijetila da su kaputi svima predugi ili prekratki, da su im krzna neukusna.

Mora tu postojati nesto vise, pomislila bi. Jel' bilo moguce da ove lose dotjerane
djevojke vole Zivjeti u Parizu? Sentimentalne pjesme o tom gradu za njih sasvim
sigurno nisu imale zna¢enja. Da li je puno njih bilo zaljubljeno, ili — jo$ manje
vjerovatno — da li je iti jedan muSkarac mogao biti zaljubljen u iti jednu od njih?

Svake Vgéeri, odlazec¢i iz zgrade u kojoj su ona i Howard radili, Carol bi zastala
na terasi stubista izmedu prvog i drugog kata da bi kroz prozor gledala u tmuran zimski
sumrak, razmisljajuci da se vecer, jedna vecer posebne vrste sad stvara svuda po gradu,
i da ona u njoj nema nikakve uloge. U taj isti sat, ljudi su se izlijevali iz stare kuce
preko puta koja je sad bila muzej, i Carol bi ih gledala kako uZurbano odlaze pod svojim
kiSobranima. Pitala se kuda idu i gdje Zive i $to ¢e veerati. Njeno zanimanje za njih
nije bilo odredeno; nije imala nagon da izleti na ulicu i predstavi im se. Stvar je
jednostavno bila u tome da je Carol vjerovala da oni znaju u ¢emu je tajna; kad bi samo
razgovarala s pravom osobom, ili otvorila prava vrata, ili skrenula u neku skrivenu
ulicu, grad bi se rastvorio pred njom i ona bi se zaljubila. Nakon ove pauze na stubistu
zaboravila bi sva svoja razoc¢aranja (one Parma ljubicice koje su bilo nepravilno rezane i
svezane, tako da su u minuti uvenule), i tr€ala niz ostale stepenice, namjeravajuci sve
re¢i Howardu i vidjeti da li on dijeli njezin kratkotrajni optimizam.

Jedno od tih veceri, nedugo nakon pocetka hladnog vremena, primijetila je
mladeg muskarca kako sjedi na jednoj iz negostoljubivog reda stolica, stavljenih u
predvorje za one koji traZe posao. Izgledao je blijedo i bolesno, a rukavi od kaputa su

mu bili kratki, kao da jos raste. Gleadao je u nju s izrazom pametnog djeteta,
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istovremeno drskim i povuc¢enim. Imala je dojam da ju je vidio kako zastaje kod
prozora na stubistu, te da ga je to iz nekog razloga zabavljalo. Nije niposto izgledao
kao da tu pripada. Spomenuia ga je Howardu. |

| ,»10 mora da je bio Felix,” rekao je Howard. ,,Odilin prijatelj.“ Toliko je
naglasio rije¢ ,,prijatelj* da je Carol osjetila da tu ima vise, daleko vise, te da Howardu,
ikao je volio tra¢ kao i svako drugi, Odilina posla nisu dovoljno zanimljiva da bi ih
raspravljao. ,,Obicavao ju je svako veCe ¢ekati vani. Sad se valjda skloni unutra od
kise.”

,»Ali nikad ga nije spominjala,” pobunila se Carol. ,,I mora biti mladi od nje, i
jos tako blijed i smijesnog izgleda. Odakle je do§ao?*

Howard nije znao. Felix je Austrijanac, mislio je, ili Ceh. Nesto oko njega je
bilo ¢udno, jer iako o€ito nije imao dovoljno za pojesti, uvijek je imao obilje americkih
cigareta. To je bio los znak. ,,Zasto te toliko zanima? pitao je. Ali Carol nije uopée
zanimalo.

Poslije toga, Carol je vidala Felixa svake veceri. Bio je uvijek pristojan i
ponekad promrmljao mehanicki pozdrav kad bi pro§la pored njegove stolice. I dalje je
izgledao umorno i nezdravo, i Carol se pitala da li je istina da nema dovoljno za pojesti.
Spomenula ga je Odili, koja je bila iznenadujuée voljna pri¢ati o svom prijatelju. Imao
je dvadeset jednu godinu, 1 bio je bez rodbine. Svi su poginuli na kraju rata, u zadnjim
bombardiranjima. U Parizu je stanovao ilegalno, bez vaZeée putovnice ili papira za rad.
Policiji je dugo trebalo da to isprave, a u meduvremenu, posto mu nije bilo dozvoljeno
raditi, Felix se bavio drugim stvarima. Odile nije rekla koje su to druge stvari bile, i

Carol je ostala pomalo Sokirana.
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Te vederi prije spavanja, mislila je na Felixa, i na to da mu je samo dvadeset i
jedna godina. Ona i Felix su, znadi, bili blizi po godinama nego on i Odile ili ona i
Howard. Kad sam ja iSla u Skolu, on je iSao u kolu, pomislila je. Kad je rat prestao,
bilo nam je Cetrnaest i petnaest godina . . . Ali tu je izgubila nit, jer dok je Carol bila na
praznicima, Felixu su poginuli roditelji. Njihova bliskost u godinama ju je neocekivano
utjesila, kao da ipak netko u ovom razo€aravaju¢em gradu ima neku povezanost s njom.
Ujutro se stidila svojih nevjernih misli — najbliza veza u Parizu joj je na kraju krajeva
ipak bio Howard — i odludila je ignorirati Felixa kad ga ponovo vidi. Te veceri, kad je
prosla kraj njegove stolice, rekao je ,,Dobro vece,” a ona je najednom postala izrazito
svjesna svakog djeli¢a svoje odjece: pritiska remena na struku, ustipa nausnica, teZine
haljine, ¢ak i rukavica, koje su grebale kao platno za vrece. Bio je to uznemiravajuéi
osjecaj; nije bila sigurna da joj se svida.

»Ne vidim zasto Felix mora stalno sjediti u tom prolazu,* Zalila se Howardu.
»Zar ne moZe ¢ekati Odile negdje drugdje?*

Howard je bio suvise zauzet da bi se zamarao Felixom. Palo mu je na pamet da
se Carol ponasSa zamorno, te da je ovo kukanje o tome tko sjedi u prolazu samo jedan
primjer njenog novog ponasanja. Pocela se Zaliti i o njihovim prijateljima, te govorila
da Zeli upoznati nove ljude i vidjeti vise Pariza. Ponekad je gledala u njega Zeljno i
bespomocno, kao da postoji nesto Sto bi on trebao re€i ili u€initi. On je bio istinski
zbunjen; njemu se ¢inilo da se dobro slazu i da su, umjereno, sretni zajedno. Ali Carol
se mijenjala. Iskopavala je neobiCne, jeftine restorane. Tjerala ga je u $etnje po kisi.
Rekla je da bi trebali i¢i gledati izlazak sunca sa stepenica od Sacré-Coeur, i ¢ak ga je

uspjela odvuéi tamo, gotovo iznemoglog od hladnoc€e. I, kao §to bi on mozda
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predvidjeo, taj izlet se sveo na nista jer je bila kisna zora 1 sumnji¢av Zandar ih je oboje
poslao kuéi.

- Za Bozié, Carol ga je molila da ju odvede na pjevanje bozi¢nih pjesama na Place
Vendome. Zaini§1jala je da bi tamo, s lagano padajuc¢im snijegom i-zborom malih,
rume;lih djecaka koji pjevaju medu osvjetljenim borovima, pronasla ne§to — neko toplo
sje¢anje koje bi ju, kasnije, zbliZilo s Howardom, neki tra¢ak onog Pariza kojeg su drugi
ljudi \}oljeli. Ali snijega, naravno, nije bilo. Howard i Carol su stajali pod kiSobranom
dok je fina, maglicasta kiSa padala po malim pjevac¢ima zbora, koji su, isprobavajuci
razinu glasova za emitiranje, stalno iznova ponavljali pocetne taktove pjesme ,,I1 est né,
le Divin Enfant. Na rubovima gomile su se motali fotografi za novine, a rakete, koje
su osvjetljavale prizor za kamere dnevnika, su im puhale u lice jedak dim. Howard je
poceo kasljati. Oko trga, pomolili su se na svojim malim balkonima stanari Place
Venddma. Neki su imali ¢aSe pjenusca u rukama, kao da su prekinuli ugodnu zabavu da
bi na trenutak izasli na zrak. Carol je pogledala gore u osvjetljene, otvorene prolaze od
vrata, kroz koje se mogao vidjeti obojani strop, osvjetljeni luster. No nista se nije
dogodilo. Cinilo se da nitko od tih ljudi nije niti lijep niti izuzetan. Niti je itko od njih
rekao, ,,Pa tko je Sarmantna djevojka tamo dolje? Hajdemo ju pozvati kod nas!“

Howard je ispirio nos i rekao da mu je hladno nogama; promuvali su se preko
trga do izloga modnog krojacda, u kojem je maleni Isus nosio bro$ od umjetnog
dijamanta, a klanjajuéi andeo od Zbuke nudio poznatu marku parfema. ,,Pa to li¢i na
New York ili tako nesto,” rekla je Carol, pla¢na od razocarenja. Kad je zastala da
zatvori kiSobran, vjetar joj pod noge donio komadi¢ imele, te je, pogledavsi prema gore,

vidjela da su na uli¢ne lampe od trga zavezane jeftine, $ljokaste ledene svjeice i
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buketi¢i imele. To je izgledalo lijepo, i prili€no siromasno, i pomislila je na ogroman
bor u newyorskom centru Rockefeller. Odjednom joj je bilo Zao Pariza; kao §to joj je
bilo a0 Felixa jer muje bila tek dvadeset i jedna godina i jer je izgledao gladan. U grlu
joj je nastala toplina, kao uvod u navalu suza. Sagnuvsi se, pokupila je gran€icu imele i
stavila ju u dZep.

»Jel' to sve? rekao je Howard. ,,Jel' to ono $to si htjela vidjeti?“ Osjecao se
hladno i neprijatno, no, posto je bio BoZié, nije rekao nista nestrpljivo, nego je nastojao
sjetiti se da je njoj ipak samo dvadeset i jedna godina. |

»Valjda.*

Nasli su taksi i priveli ve€er kraju s prijateljima s posla. Howard je iz njihove
avanture u Place Vendome izveo zabavnu pri¢u. Carol je po prvi put shvatila da nesto
mozZe biti savrSeno to¢no, ali neistinito — jer njima niti jedan dio te Veéeri‘nije bio
smijeSan — te da se to mozda odnosi i na viSe grana Zivotnog iskustva od poneke
zabavne price. Pazljivo je gledala u Howarda, kao da je naucila vrijednu stvar.

Howard je dan poslije BoZi¢a dobio gadnu prehladu, rezultat stajanja na kisi.
Cijelu preostalu zimu ju nije mogao otresti, te Carol, grizno osjecajuéi da je ona tomu
kriva, nije predlagala druge izlete. Pitanje zaljubljenosti je, privremeno, odloZila na
stranu. Pariz nije bio mjesto za to; mozda je bio, prije pedesetak godina, ili kad god su
ve¢ bile napisane sve one pjesme. Da raskine zaruke nije joj palo na pamet.

Zimu je istrosila radeéi, njegujuc¢i Howarda i njegovu prehladu, zabavljajuéi se
uredskim tracevima, te, tu i tamo, ru¢ajuci sa Odile, koja je bila isto nezadovoljavajuca
kao i uvijek. Bilo je skoro proljece kad je Odile, zastajuci kod Carolinog radnog stola,

rekla da Martine sljedeée nedjelje odrzava svoj debitantni koncert. Bilo je to privatno
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okupljanje, koncert po preplati. Odile je zvucala neodredeno. Bacila je dvije karte na
Carolin stol i rekla, leazeéi, ,2Ako ti se ide.*

,,Ako mi se ide!*

Carol je odletila smjesta re¢i Howardu. ,,To je neka privatna stvar, s glazbom,*
rekla je. ,, Trebalo bi biti vaznih glazbenika, posto je debi, i biti ¢e cijela Odilina obitelj.
I stari grof —svi.* Ona je skoro od Odilinog osiromaSenog ujaka ocekivala da se pojavi
u kostimu iz osamnaestog stoljeca, s rukama sklopljenim na vrhu $tapa.

Howard je rekao da\ moZe §to se njega tice, pod uvjetom da neée morati stajati na
kisi. |

,Naravno da ne! Pato je koncert.” Pogledale je u karte; bile su to ru¢no
ispisane ceduljice, s brojevima otiskanim strojem za umnoZavanje. ,,Vjerovatno je kod
nekog u kuéi,*“ rekla je. ,,U jednom od onih starih, ljupkih salona. Ili u malom,
oli¢enom kazalistu. Kazu da po cijelom Parizu ima malenih kazaliita u obiteljskom
vlasni$tvu, koja stranci nikad ne vide.“

Bila je izvan sebe od uzbudenja. I $to ako je Parizu trebala cijela zima da ozivi?
Neki stranci tu Zive vjecno i nikad ga ne dozive. PotroSila je skoro cijelu tjednu plac¢u
na bijeli pernati Sesir, te uvjeZbavala nekoliko elegantnih francuskih izraza. ,,0Oui, elle
est charmante,” govorila je ogledalu. ,,La petit Martine est tout a fait ravissante. Je
connais trés bien Odile. Une coupe de champagne? Mais oui, merci bien. Ah, voici
mon fiancé! Monsieur Mitchell, le Baron de . . .* i tako dalje.

Osjecala se bliska Odili, kao da su dugo bile dobre prijateljice. Kad je Odile,
dva dana prije koncerta, zijevajuci rekla da Martine place dan i no¢ jer nema prikladnu

haljinu, Carol je pitala, ,,Da li bi dala meni da joj posudim haljinu?“
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Odile je najednom prestala zijevati 1 pocela zavrtati rukave pulovera kao da‘ jeto
posao koji iziskuje svu njenu paznju. Konacno je rekla, ,,To bi bilo jako ljubazno od
tebe.”

,»Hocu reéi,” pocela je Carol, osjecajuéi se nespretno, ,,da li bi to bilo u redu?
Imam zgodnu blijedo-zelenu haljinu od tila koju sam donijela iz New Yorka. Samo sam
ju dvaput obukla.*

,Jako lijepo zvuci,” rekla je Odile.

Carol je sljededi dan istresla haljinu iz $ustavog papira i donijela ju na posao.
Odile joj se zahvalila bez Zara, ali Carol je ve¢ znala da je to jednostavno njen nacin.

,»Jdemo na privatni glazbeni debi,” napisala je majci i ocu. ,,Najmlada necakinja
grofa od Quelquechose . . . posudila sam joj svoju haljinu od zelenog tila.“ Vise od
toga nije rekla, ne bi li ispalo doli¢no leZerno. Pisma joj, do tada, nisu sadrZavala puno

zanimljivosti.

Ispostavilo se da se na adresi koju je Odile dala Carol nalazi obi¢no, otrcano
kazaliSte u drugom Arrondissementu. Bila je to zabita ulica, i taksist je toliko puta
morao stajati da bi pogledao u uli¢ni vodi¢, da su zakasnili pola sata. Glazba ih je
docekala u praznom predvorju, gdje je na plakatu pisalo samo ,,J.S.Bach.“ Vratar ih je,
zlovoljno, na prstima odveo do sjedala, i rekao Carol da molim lijepo ima maio obzira
za ljude iza sebe te da skine SeSir. Carol ga je skinula dok se Howard pretresao za sitni$
za vratarevu napojnicu. Bacila je pogled oko sebe: kazaliste je bilo manje od upola
puno, a glazba koja je stizala iz pravca malog orkestra na pozornici je imala tanki,

odzvanjajuci zvuk, kao da kruzi praznom komorom. Odile nije bilo nigdje na vidiku.
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Za trenutak je ugledala Felixa kako sjedi sam par redova od njih. Nasmije$io joj se —
isuviSe prisno, pomislila je Carol. Izgledao je blijede nego inade, i skoro kao da je
namjerno neuredan. Barem za koncert si je mogao uzeti truda. Osjetila je trzaj iritacije
a istovremeno joj je srce pocelo tako brzo udarati da joj se ¢inilo da ta radnja svakako
mora biti vidljiva.

Pa‘éto je sa mnom, pomislila je. Ako su sve proto prie na tu temu bile za
vjerovati, ovako nesto je spadalo u tradiciju za buduce nevjeste. MoZda se, u ovom
neobeéavajué¢em trenutku, ﬁoéela zaljubljivati. Okrenula se u stolici i pogledala u
Howarda; izgledao je ba$ kao i inae. Ponovo se namjestila u sjedalu, te u glavi pocela
namjestati stan koji ¢e njih dvoje imati u Chicagu. Tu i tamo bi se upalila kazalisna
svjetla, i trgnula ju iz nekog problema oko zastora ili Zaluzina; jednom je Howard izaSao
van da zapali. Kad je Martine iza$la na pozornicu, sa svojom violinom, Carol je taman
bila zavrSila tapetiranje spavace sobe bijelo-zelenim tonovima. U taj isti trenutak,
komad gipsa, koji je bio podrzavao bucmastu i oli¢enu nogu kipa nimfe, se odvojio od
stropa 1 stropostao izmedu sjedala, tek promas$ivsi Howardovu glavu. Svi su se ustali da
vide, a Martine i dirigent su ljutito gledali u Howarda i Carol, kao da su oni krivi.
KomeSanje je bilo strasno. Carol se spustila u sjedalu, s rukom preko o¢iju. U glavi joj
je, pored svih tih muka, ostao Martinein lik — u plavoj haljini koja joj je lo3e stajala, i
jaknici. Nije obukla Carolinu lijepu til haljinu; vjerovatno ju nije ni namjeravala obuéi.

Carol se s jadom pitala zasto su dosli. Primijetila je po prvi put da su svi ljudi
oko njih ¢udni i otrcani. Neprozraceno kazaliSte je bilo ispunjeno mirisom ustajalih
zimskih kaputa; pocela ju je boliti glava, a Martineina violina joj je cvilila u uhu kao

zvizdaljka. Konacno je sviranje prestalo i upalila se svjetla. Koncert je zavrSio. Bilo je
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malo aplauza, ali ljudi su bili zauzeti dovikivanjem izmedu redova i navlatenjem
kaputa. Martine se rukovala sa dirigentom te, nakon zbunjenog osvrtanja po dvorani,
odlutala.

»Jel' to sve? rekao je Howard. Ustao je i protegnuo se. Carol nije odgovorila.
Upravo je bila vidjela Feliksa i Odilu zajedno. Odile mu je nesto brzo govorila i
izgledala nezadovoljno. Nosila je istu suknju i pulover koje je Carola gledala cijele
zime, a kaput je drZala preko ruke.

,»Odile!* viknula je Carol. No Odile je mahnula i probila si put kroz red sjedala
do druge strane kazalista, gdje se pridruzila nekim starijim ljudima i jednom mladom
¢ovjeku. Zajedﬁo su otisli iza pozornice.

Njena obitelj, pomislila je Carol, zgadena od uvrede. Nije nas ni upoznala, ni
dosla popricati. Sad je postala sigurna da ju je Odile pozvala Samo da napuni dvoranu,
ili zato §to je imala par karata s kojima nije znala §ta bi.

»Ajmo,* rekao je Howard. Sjedala su im bila blizu proéelja. Dok su dosli do
predvorja, bilo je skoro prazno. Pod ravnodu$nim o¢ima vratara, Howard je usmjerio
Carol u kaput. ,,Bome i nisu napravili nekakav spektakl za Martine,* rekao je.

,,Ne, nisu.

,.Nikakvog cvijeca,” rekao je. ,,Ni ime joj nije bilo na programu. Niko ne bi niti
znao.*

Vani se smracilo, a s ruba krova kisa se slivala kao vodena plo¢a. ,,Ti ostani tu,“

rekao je Howard. ,,Ja ¢u na¢i taksi.“
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»Ne,” rekla je Carol. ,,Ostani sa mnom. KiSa nece potrajati.“ Nije se mogla
prisiliti da mu kaze koliko je povrijedena i poniZena, kakva propast je bilo ovo
poslijepodne. Poveo ju je da se sakriju iza plakatne ploce.

,Ona haljina,” nastavio je. ,,Mislio sam da si joj ne$to bila posudila.“

,Jesam. Nije obukla. Ne znam zasto.“

,Pitaj Odile.

,Ne zanima me. Radije bih to pustila.“

Slozio se. Vjerovao je da se Carol s tom haljinom skoro svjesno izvrgnula
nedostojnosti, te je shvacao ponos takve vrste. Da bi joj skrenuo paZnju pric¢ao je o
poslu koji ga ¢eka u Chicagu, o svojim prijateljima, o bratovoj jedrilici.

Bez da je to htio, zvucao je, u sklopu kise i Carolinog razocarenja, kao da
pomalo ¢ezne za domom. To raspoloZenje je preslo na Carol. Pogledala je u bijeli
pernati Sesir, kojeg ju je vratar natjerao da skine, i najednom fekla, »Voljela bih da sam
kod kuée. Voljela bih da sam u svojoj zemlji, sa svojim prijateljima.

,,Biti ées,” rekao je, ,,za nekoliko mjeséci.“ Nadao se da nece poceti plakati.

,Dosta mi je toga kakvo je sve ovdje — staro i trulo i raspadajuée.”

,,Misli§ onaj komad stropa?“

Okrenula se od njega, o¢ajna od toga kako on uporno ne shvaca bit stvari, i
ugledala Felixa nedaleko od njih. Bio je naslonjen na budicu za karte, prepusteno
gledaju¢i u kisu. Kad je primijetio da ga Carol gleda rekao je, ignoriraju¢i Howarda,

o

,Odile je sa svojima iza pozornice.“ Napravio je grimasu i nastavio, ,,Nema pristupa za

nas strance.‘
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Odilina obitelj nije prihvacala Felixa; Carol je jedva provarila ovu misao, koja
Joj je dala neocekivani i uvrijedeni Sok, kad je shvatila $ta je mislio sa ,,nas strance.*
Bilo je bezobrazno od Odile dopustiti svojoj obitelji da vrijedaju njenog prijételja;
istovremeno, bilo je jos manjé ljubazno od njih ukljugiti Carol u tu istu kategoriju
stranaca. Pa svakako je Odile mogla vidjeti razliku izmedu Carol i ovog blijedog
mladi¢a koji se ,,bavio drugim stvarima.“ Imala je osjecaj da su Felixa i nju spojili na
nepodoban nacin, te da pluta daleko od svega §to joj je znano i pouzdano. Bez
odgovora, pognula je glavu i okrenula se, uljudno ali i odluéno.

»Smijesan klinac,” primijetio je Howard kad se Felix polako odSetao pod ki3u, s
rukama u dZepovima.

,»(Grozan je,” rekla je Carol, toliko naprasito da se Howard zapiljio u nju. ,,On
nije smijean. On je parazit. Zivi od Odile. Ni ne radi, samo visi okolo i bulji u ljude.
Odile kaZe da nema putovnice. Pa za$to ju ne nabavi? Svaki ¢ovjek koji to hoée, moze
raditi. ZaSto ima takvih [judi? Svi decki koje sam ikad poznavala kod kuée su bili
dobro odgojeni i muzevni. Nikad nisam poznavala nekog kao Felix.“

Stala je, zadihana, a Howard je rekao, ,,Pa pusti Odili tu brigu.*

,»Qdile!* uskliknula je Carol. ,,Odile mora da je luda. Sto ona misli? Njezina
obitelj bi trebala tome stati na kraj. Cijela stvar je grozna. LoSe je i za ured. Treba to
zaustaviti. Pa zaboga, on ju nikad nec¢e oZeniti. On je samo djecak, siro¢e. Njemu
trebaju prijatelji, i poznanstva, i netko njegovih godina. Zasto bi oZenio Odile? Sta mu
treba jedna usidjelica iz stare, raspadnute obitelji? Njemu treba Cestit obrok, 1 —i

pomod¢.” Stala je, zapanjena. Umalo je bila rekla ,,i ljubav.*
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Howard, sad ve¢ s one strane iznenadenosti, je osje¢ao samo rastuéi val iritacije.
Nije volio histeri¢ne Zene. Njegove sestre se nikad nisu tako ponaSale.

,»I8la bih kuci,” rekla je, skoro zavijajuci.

Howard je otiSao na¢i taksi, sretan da se moze maknuti. Mislio je da ,kuéi
znai stan u Passyu koji dijeli sa dvije Amerikanke.

Za Carol, koncert je bio kranji clou. Prestalo ju je biti briga za Pariz, za Odile,
ili za svoje osjecaje prema Howardu. Kad joj je Odile vratila zelenu haljinu, lijepo
ispeglanu 1 sloZzenu u kartonsku kutiju, rekla je samo, ,,Ostavi ju na mom stolu.“ Kako
se ¢inilo, svi su smatrali normalnim da joj sad jedina zanimacija bude kroj vjen€anice.
Poceli su davati zabave u njenu ¢ast. Izljev paZnje je ublazavao njene strahove. Bila je
dobre volje i nije trazila od Howarda da ju vodi na umarajué¢a mjesta. On je sad, opet,
smatrao da je napravio ispravnu odluku, i pripisao njenu kratkotrajnu ¢udljivost
ziveima. Carol je nakon nekog vremena opet pocela rucavati sa Odile, ali nije
spominjala koncert.

Sto se ti¢e Felixa, potpuno ga je izbjegavala. Ponekad je &ekala da Odile ode iz
ureda prije nego $to bi sama otisla. Ili bi se pripravila i hitro prosla kraj njega,
ignorirajuéi njegovo ,,Dobro vede. Vise nije zastajala na stepenicama da bi gledala u
sumrak; bila je drugacijeg raspoloZenja. Vjerovala je da se nedto povoljno dogodilo
njenoj dusi, i da je postala nedodirljiva. Uskoro je postala sposobna pro¢i pored Felixa

bez ijednog drhtaja, i nakon nekog vremena ga je prestala uopée primjecivati.
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,Jel' si primijetila da je zima gotova?“ rekla je Odile. Ona i Carol su izasle iz
ulice od krojacice i skrenule u §iroku, kosu aveniju. ,,KiSa nije padala ve¢ satima. Ovo
je bila najduZa zima koje se sjec¢am, iako mi se ¢ini da €ovjek to kaZe svake godine.*

.1 meni je bila dugacka,” rekla je Carol. Bilo je istina da je gotova. Krakata
drveca avenije su bila pokrivena zelenilom, kao omotom od papira. Nekoliko ljudi je
sjedilo isf)red trgovina, upijajuci sunce. Sve je najednom bilo kao kad izades iz tunela.

Odile se okrenula prema Carol 1 nasmijesila, za nju rijedak izraz lica. ,,Oprosti
$to sam bila nepristojna kod Madame Germaine maloprije,” rekla je. ,,Ne znam $to mi
je ovih dana — prema svima sam odvratna. Ali nisam smjela biti prema tebi.*

»Nema veze,” rekla je Carol. Malo se zarumenila, jer je od Howarda naucila da
se srami neceg toliko izravnog kao $to je isprika. ,,Zaboravila sam na to. Zapravo,
nisam ni primijetila.“

»dad se pravi$ fina,” rekla je Odile nesretno. ,,Ali stvarno, nesto nije u redu sa
mnom. Stalno se brinem — oko novaca, Martine, oko Felixa. Mislim da nije zdravo.“
Carol je nesto promrljala, utjesno ali nerazgovijetno. Pogledavsi ju, Odile je rekla,
,.Kud sad ide§?*

»Nigdje. Ku¢i, valjda. Ovih dana stalno imam ne§to raditi.*

,,Sto ne bi isla sa mnom?* Odile je zastala na ulici i uzela ju za ruku. ,,Ja idem
kod Felixa. On Zivi tu blizu. Bio bi tako iznenaden!*

LFelix?“ Carol je automatski pogledala na sat. Pa mora da je imala nes$to za
obaviti, neki dogovor? No Odile ju je poZurivala za sobom. Carol je pomislila, Ovo
nikako ne valja. No stigle su do bulevara de Grenelle, iznad kojeg je iSao Métro, u

cijevriom oklopu od crvene cigle. Ispod njega je svjetlo padalo u uzorcima; bulevarom
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su se redale ruZzne male trgovine, i mra¢ni, Zu¢kasto-obojeni kafi¢i. To je bilo nesto
sasvim drugo od uredne ulice udaljene jedan blok kuca, gdje je bio stan od krojadice.
,Je li daleko? rekla je Carol nervozno. Nije joj se svidao izgled ovog kvarta. Odile je
odmahnula glavom. Presle su preko bulevara i nekoliko uskih, krivudavih uliéica koje
se bile pune trznickih gomila i tacki uz stazu. Bio je to dio Pariza koji Carol jo§ nije.
bila vidjela; iako se nalazio na Lijevoj Obali, nije bio lijep, nije bio slikovit. Nije bilo
malenih restorana, ni studentskih hotela. Bio je jednostavno zapusten i prljav, i svi su
se €inili loSe volje. Arapi, ljencareéi u vezama, gledali li su u ove dvije djevojke i
dozivali ih, smijuéi se.

,»(ledaj ravno naprijed,” rekla je Odile. ,,Ako gleda$ u njih, dodu i uzmu te za
ruku. Kad sama dolazim gore je.“

Carol je pomislila, kako grozno od Felixa pustiti Odile da sama hoda ovakvim
ulicama.

»1u, rekla je Odile. Stala je ispred zgrade na kojoj je bojom napisana rije¢
,,Hotel* bila skoro izbrisana. Popele su se uz stepeniste koje je zaudaralo po plijesni,
Carol paze¢i da joj se suknja ne oéeSe o zid. S nervozom se pitala $ta ¢e Howard reéi
kad ¢uje da je posjetila Felixa u njegovoj hotelskoj sobi. Na katu, Odile je pokucala na
jedna od nekoliko vrata. Felix ih je pustio unutra. To mu je uzelo par dobrih
momenata, posto je spavao. Nije izgledao ni najmanje iznenaden ve¢ ih je pozvao
unutra s blagim naklonom, kao da ¢esto prima goste u sobi.

Soba je bila toliko zatrpana, krevet toliko neuredan, da je Carol zbunjeno stajala,
pitajudi se gdje tu Covjek moZe sjesti. Odile se iz istih stopa bacila na krevet,

ostavljajuci torbicu na podu koji je bio od betona, i hrapav od prljavstine.
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,Umorna sam," rekla je. ,,Birale smo Carolinu vjenéanicu. Bijela je, i jako
lijepa.“ Felixu je koSulja bila otkop&ana i lice bez imalo boje. Pogledao je u Carol
postraﬁce, smijeSeci se. Na stolu je stajala alkoholna pe¢, neke Sarene plasti¢ne zdjele i
karton sa $e¢erom. U malecnom lavoru, nad kojim je visjela slavina s hladnim vodom,
bili su tanjur i Zlica, i tu i tamo sa strane Felixov brij adi pribor i jedna namucena Cetkica
za zube.

. ,,Slobodno sjedite na tu stolicu,“ rekao je Carol, no nije se pokrenuo da makne
kosulju i dZemper i kabanicu koji su na njoj bili naslagani. Sve ostalo §to ‘posjeduje je,
¢inilo se, bilo na podu. Soba je gledala na dvoriste i bila dosta mra¢na. ,,Ugrija¢u onu
kavu,” rekao je Felix, kao da se trudi naci nesto $to bi kao domacin mogao napraviti.

,,Gospodice Frazier, sjedite.“ Prinijeo je Sibicu pe¢i i plavi plamen je poskocio
uz zid. Zagledao se u lonac s kavom, pomirisao ju, i dodao hladne vode. ,,Novi PX se
taman otvorio,” rekao je Odili. Stavio je lonac na vatru, o¢ito time zadovoljen. ,,Bio
sam tamo vidjeti §to ima,” rekao je. ,,Nista posebno. Stvarno je to Zalosno. Sad je sve
organizirano u takvim razmjerima da nema mjesta za male ljude kao ja. Cekao sam
vani i kona¢no pokupio nesto cigareta — dvije Steke samo — od jednog vojnika.*

Nastavio je pri¢ati, a Carol, nenaviknuta na njegovu konverzaciju, nije mogla
prepoznati da li je ozbiljan ili se zeza. Bila se kona¢no odluéila ipak sjesti na kabanicu.
Namrsteno je gledala u ruke, pitajuci se zasto ga Odile nije naucila praviti kavu kako
treba i za§to pri¢a kao kriminalac. Carol je ideja da ¢ovjeku mozda nije dozvoljeno
raditi bila besmislena. Gajila je nepokolebljivo uvjerenje da svatko tko je iskreno
voljan raditi to i moZe. Brati jabuke, razmisljala je neodredeno, ili dolje u rudnicima,

gdje uvijek trebaju ljude.
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Odile je pogledala u Carol, kao da zna $ta ova misli. ,,JJadni Felix ne pripada na
ovaj svijet,” rekla je. ,,Trebao je poginuti na kraju rata. Ovako, svake godine postaje
staﬂji. Za mjeséc dana biti ée mu dvadeset i dvije.”

Al Odili je bilo preko trideset. Carol je smatrala njihovu razliku u godinama
neukusnom, te pomislila da je indiskretno od Odile tako ju naglasavati. Felix, koji je
dotad neucinkovito u hladnoj vodi ispirao one plasti¢ne zdjele, je sad usipao kavu.
Gurnuo je jednu posudu prema Odili; onda je najednom uzeo njenu ruku, okrenuo ju i
poljubio joj dlan. ,,Zasto sam trebao poginuti?* rekao je.

Carol, kojoj je od neugodnosti nestalo zraka, se zagledala u ciglu od dvori$nog
zida. Motala je prstima dok je nisu zaboljeli. Kako se mogu preda mnom tako ponasati,
mislila je, i jo$ u tako prljavoj sobi? Pomisao da su mozda zaljubljeni joj je po prvi put
dosla u glavu, i pozlilo joj je od nje. Felix joj je, smijeSeci se, dao posudu s kavom, i
ona ju je uzela bez susretanja njegovog pogleda. Sjeo je na krevet pored Odile i, sretan,
rekao, ,,Drago mi je da ste dosle. Obe izgledate prelijepo.“ |

Carol je pogledala u Odile i pomislila, nije ona lijepa pa kako god ti nategnuo
kavalirske manire. Pristojno je odgovorila, ,,Sve Fran(;uskinje su zgodne.“

»Vecina su strasila,” rekao je Felix. Nijedna mu to nije osporila, i jedino je
Carol izgledala zbunjena naglim svrSetkom razgovora. Tragala je za ne¢im $to bi mogla
reéi, no Odile je svoju posudu stavila na pod, ponovila da je umorna, ispruZila se, i —
¢inilo se najednom — zaspala.

Felix ju je pogledao. ,,Stvarno moze iskljuditi svijet kad god pozeli,” rekao je,
ukazujuéi Carolinim zapanjenim uSima da je bio sasvim naviknut vidjeti Odile kako

spava. Naravno da je to mogla sama pogoditi, ali za$to je Felix to morao napraviti
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o¢itim? Bilo ju je sramota toga koliko je bila zabrinuta za Felixa i koliko je tr¢ala za
Odile, zeljna da joj upozna porodicu. Sve se svelo na ovo, na ovu prljavu sobu.
Howard je bio u pravu, pomislila je. Ne isplati se.

U isto vrijeme, bila je smetena intimno$¢u u kojoj su se njih dvoje sad nasli.
Bila bi 0pu§t¢nija sama u sobi s njim, nego ovako, sa Odile pored njega, usnutom na
njegovom krevetu.

»Moram i¢i,” rekla je nervozno.

-,.Da,” rekao je Felix, ne zaustavljajuci ju.

,»All ne znam se sama vratiti.“ Osjecala je da bi mogla zaplakati.

»Ima taksija,” neodredeno je rekao. ,,Ali ja vas mogu otpratiti do Métroa, ako
hoces.“ Zakopcao je kosulju i pogledom trazio jaknu, bez o€ite namjere da probudi
Odile.

,Hoéemo ju ostaviti tu?* rekla je Carol. ,,Zar se ne bi trebala pozdraviti?“

Izgledao je iznenaden. ,,Ne bi ni pomislio uznemiravati ju,” rekao je. ,,Ako
spava, znaci da je umorna.“ I Carol na ovo nije imala $to reci.

[za%ao je za njom niz stepenice i na ulicu, sada mra¢nu, sa neonskim prugama za
prepoznavanje kafi¢a. Nisu puno pricali, a posto se bojala mraka i Arapa, Carol se
drzala blizu Felixa. Felix je stao, na bulevaru de Grenelle, kod ulaza za Métro.

»Tu,’ rekao je. ,,Onim stepenicama gore. Vodi vas ravno na Passy.*

Pogledala ga je, osjecajuci da ovakav oprostaj nije dovoljan. Kritizirala ga je
Howardu i naucila sebe da ga ignorira, ali tu, u dijelu grada u kojem se nije mogla ni
orijentirati, viSe ve¢ ikad se osjecala zarobljenom u zidovima vlastite sramezljivosti,

nesposobna redi, ,,Hvala,* ili, ,,Hvala za kavu,” niti bilo $to drugo pristojno i normalno.

89

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Imala je neobjasnjiv i neugodan osjecaj da je nesto doslo kraju, i da Felixa, pa ¢ak i
Odile, vise nikad nece vidjeti.

Felix jé uhvatio njen pogled, ili se barem tako éinil‘o.‘ Rastreseno je bacio pogled
na Bar des Sportifs, te na 'sportaSe' u njemu, i rekao, ,,Kad bi mi posudili malo novaca,
mogao bi vam kupiti pice prije nego odete.*

Njegovo besramno Zicanje ju je u trenutku oporavilo. ,,Nemam vremena za
pice, rekla je, najednom sva uZurbana, kao da je s malenim $kljocem on upao u pravu
ladicu. ,,Ali ako obeéate odvesti Odile na ve€eru, posuditi éu vam dvije tisuée franaka.

,»U redu,” rekao je Felix. Gledao ju je kako uzima novac iz torbice, prihvatio ga
bez srama i stavio u dZep jakne.

,»Odvedite ju na finu ve€eru negdje,” ponovila je Carol.

,,Naravno.*

»J0j!“ Dovodio ju je u o¢aj. ,,Zasto se ne ponasate kao ostali ljudi? Ne mozZete
stalno ovako Zivjeti. Mogli bi oti¢i u Ameriku. Gospodin Mitchell bi vam pomogao.
Znam da bi. Garantirao bi za vas, za vizu, ako bi ga ja zamolila.“

»A Odile? Jel' bi gospodin Mitchell garantirao i za Odile?*

Pogledala ga je zaprepasteno. Kad Felix bude imao dvadeset i pet godina, Odili
¢e biti skoro cetrdeset. Pa mora da je na to ve¢ pomislio? ,,I ona bi mogla oti¢i,” rekla
je idodala, ,pretpostavljam.*

,,1 Sta bi radili u Americi?* Ljuljao se naprijed-nazad na petama, smijeseci se.

»Mogli bi raditi,” rekla je o§tro. Nije mogla a da ne doda, kao da ga ukorava,

,»bar jednom u zivotu.“
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,,Kao kuhar 1 sluga,” rekao je Felix pomno, i poceo se smijati. ,,Ne, nemojte se
ljutiti,“ rekao je, pruzajuéi joj ruku. ,,Americki papiri se tako dugo ¢ekaju. Znam, radio
sam to. Sjediti i ¢ekati tamo po cijeli dan, ili stajati u redu — kako bi to Odile mogla?
Ima svoj posao na koji mora paziti. Mora pomagati porodici.*

,,U Americi,” rekla je Carol, ,, bi viSe zaradivala, jo§ viSe bi im mogla pomoéi.*
No nije si mogla jasno predoéiti sliku Felixa i Odile kako u urednom stanc¢i¢u spajaju
svoje dvije place i vjerno predaju jedan dio u Francusku. Nije mogla zamisliti Sto bi to
na ovom svijetu Felix mogao raditi. MozZda bi se njih dvoje vjencali; nesto joj je
govorilo da ne bi. ,,Ispricavam se,” rekla je. ,,To je stvarno va$a osobna stvar. Nisam
trebala nista re¢i.“ Odmaknula se, no Felix joj je uzeo ruku i drzao ju.

,Imate tako dobre namjere,” rekao je. ,,Odile je u pravu, da znate. Trebao sam
poginuti, ili makar nestati. Nitko ne zna $ta bi sa mnom, niti gdje pripadam. Sto se ti¢e
QOdile, njenoj cijeloj porodici je prosao rok. Ali mi nismo — kako ono pise u Ameri¢kim
novinama, ispod slika? — 'Sretni Europljani pronasli novi Zivot daleko od starih briga.'
Nismo mi to.*

»Pa valjda. Ne znam.“ Odjednom je shvatila kako apsurdno mora da izgledaju,
stojeci ispod pruge Métroa, drze¢i se za ruke. Prolaznici su ih‘ pogledavali sa
simpatijama.

»Nije dobro da ovako odete, dok izgledate tako povrijedeno i ozbiljno,” rekao je.
., Tako ste dobri. Imate tako dobre namjere. Odile vas voli.*

Srce joj je skocilo kao da je rekao da ju on, Felix, voli. Ali ne, ispravila se. Ne

on ve¢ neki drugi muskarac, neka divna osoba koja ne postoji.
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Odile ju voli. Sa svojom rukom u njegovoj, sjetila se kako je poljubio Odilin
dlan i osjetila na vlastitom dlanu pritisak poljupca; ali ne od Felixa. Pomislila je da je
mozZda to §to je osjetila bila teZina Felixove ljubavi za Odile, iz koje je ona sama bila
isklju¢ena i prerha kojoj ju je Felix sad uljudno i s dobrotom htio privuéi, kao da je
njegova i Odilina sposobnost da vole bila i njihova jedina gostoljubivost, jedini na¢in
pla¢anja dugova. Na trenutak, stojeéi ispod bu¢nih vlakova na mra¢nom, pra$njavom
bulevaru, osjetila je da je kona¢no otvorila prava vrata, skrenula u pravu ulicu, privirila
dio vizije za kojom je patila u zimskim vederima kada je, stojeci na stubistu, Zeljela biti
o¢arana Parizom i zaljubljena u Howarda.

Ali da je ta vizija mogla poteci od Felixa i Odile je bilo nemoguée. Na trenutak
je bila blizu suzama, kao one boZi¢ne vederi kad je nasla gran¢icu imele. No, na
vrijeme se sjetila $to je Felix — beznadni parazit. A Qdile je bila smije$na i nemoralna i
dovoljno stara da bi imala viSe pameti. [ nisu bili ni vjenéani, niti ¢e ikada biti, i
provodili su Bog sam zna koliko sati u toj groznoj sobi u kloSarskom dijelu Pariza.

Ne, pomislila je. To §to imaju ona i Howard je bolje. U njih nitko nije mogao
uperiti prst, ili ih kritizirati, ili ih poniziti nude¢i im pomo¢.

Povukla je rukuis hladnom srameZljivosc¢u rekla, ,,Hvala za kavu Felixe.“

»A t0.“ Promatrao ju je kako se penje stepenicama do Métroa, i onda je otiSao.

Gore, prosla je kraj prodavaca cvijeca i stala kupiti kiticu ljubi¢ica, makar je
znala da ée uvenuti i prije nego stigne kuéi. Zeljela je imati nesto lijepo u ruci da time
udalji sje¢anje na onu sobu i Arape i sumorne kafiée i Felixov i Odilin neuredan zivot.
Platila je za ljubicice i primijetila dok je to radila da taj mali prizor — prihvaéanje

cvijeca, placanje za njega — ima onaj njezan, nostalgic¢an obris necega iz proslosti.
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Predosjetila je da ¢e se ona utjeSna vizija Pariza kakvim ga je jednom zamisljala
uskoro preklopiti sa stvarno§¢u. To $to je tamo upoznala i udala se za Howarda ¢e s
vremenom zvudati sve vi§e i vise interesantno i romanti¢no. Zaboraviti ¢e kiSu i svojus -
nikim' podijeljenu zbunjénost 1 usamljenost, i umjesto toga sjecati ¢e se Pariza iz
filmova, uli¢nih svjetiljki sa blistavim ledenicama, smijeSne koncertne dvorane u kojoj
se srusio strop, i kona¢no ¢e postojati jedna suvisla slika, to¢na ali neistinita. Sjecanje
na Felixa i Odile i svu njihovu neugodnu ¢udnost ¢e se odsuljati; ponovo ¢e kad pomisli
"ljubav' pomisliti na Pariz, i, nakon odredenog doba, sretno udana, milostivo udaljena od
tog vremena, sjecat Ce se 1 opisivati ga, i na kraju i vjerovati, da je onakvo kakvo nikad

nije bilo.
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,,U prolazu®

Kad je Cookova grupa od dvadeset i pet japanskih turista otputovala za Oslo, u
¢ekaonici Helsinkijeve zra¢ne luke ostalo je samo &etvoro ljudi — mladi francuski par
imena Perrigny, tek kratko vrijeme u braku, i stariji par, o¢iti Amerikanci. Starci su,
kad su se uvjerili da ih mladi ljudi dvije klupe ispred njih ne mogu razumjeti, nastavili
sa stalnom, teku¢om prepirkom. Muskarac je imao naviku naglas ¢itati znakove, iako
je moguce da je to ¢inio samo da bi izludivao Zenu. Proditao je znakove iznad troja
vrata koja su vodila van na poljanu: ,,'Oslo.' 'Amsterdam.' 'Kopenhagen.'...Ne vidim
'Stokholm."

Ona je uzvratila, ,,Mene zanima $to sam ja tebi znadila sve ove godine.*

Philippe Perrigny, koji je razumio Engleski, se okrenuo i pravio da gleda u
Finsko lonéarsko posude izloZeno njima s desna. Vidio je da muskarac proucava
redove voZnje, neprestano mrmljajuéi ,,Stokholm, Stokholm,* dok Zena odvraéa pogled.
Ona je skinula naocale te brisala o¢i. Kako je dosla do tog pitanja tu, u zra¢noj luci
Helsinkija, i kako on moZe odgovoriti? Odgovoriti se mora rije¢ju: sve / nista. Bilo je
to kao naci se u seoskoj crkvi kad mjesni svec¢enik najednom postavi pitanje koje nikom
nije stalo da razmotri, o grijehu ili duznosti ili BoZjem prisustvu, te izdahnuti s
olakSanjem kad svrsi s tim i prede na molitvu.

»Na drugom svijetu ¢emo drugacije birati,” rekao je muskarac. ,,Barem znam da
ti hoces.*

Uzburkane misli mladog muskarca su bile: okovani su do kraja ovog Zivota.

Prestari da bi se promijenili? Samo necovjek bi ju sada ostavio? Hodaju prema vratima
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oznaéenima ,,Amsterdam® i ona Sepa. Zato se ne mogu raziéi; ona je invalid. On se
godinama brine o njoj. Sta god da im pi$e na kartama, oni prolaze kroz vrata za
Amsterdam. Bez obzira kroz koja vrata izasli, ugledati ¢e kruzeée ﬁlice predgrada,
obiteljski auto ispred svake kuce,a u sfrainjem dvoristu plavi bazen. Sirom cijele
Sj everne Europe ulice su dobile imena‘po drve¢ima bagrema, no oni to mozda ne znaju.
- Perrigny je bio na bratnom putovanju, ali i na zadatku za svoje pariSke novine,
teje u glavi sklapao serijal o Skandinaviji. Jedan ¢lanak, naslovljen ,,Nijemi krik,* je
ponavljao sad Veé‘ Cetiri godine, no ni on sam niti njegove novine nisu uvidjeli da se
ponavlja. Opet je poGeo smisljati, u stilu pariskih tjednika: ,,Bio je to mu&an, nijemi
krik i§¢upan iz grld i srca...“ Ne. ,,Bila je to nijema pjesma, ugusena...”“ ,,Bila je to
zarka, nijema himna za...“ Ovaj put e se taj pocetak pridruZiti plavookom,
puritanskom Sjeveru; a bio se odnosio na Bretonske poljoprivrednike kad nisu mogli
dobiti dobru cijenu za svoje arti¢oke, na Bozi¢nu gomilu kod Berlinskog zida, na
Grcéku, oskvrnutu turistima, na glazbenike, crnce, koji nastupaju u glazbenoj dvorani
Olympia, na nesretne ribare Portugalce, prokrijum¢arene u Francusku 1 istovarene na
trziste rada, na pjesnike koji piSu pod utjecajem droga.

Starac je uzeo svoju Zenu za ruku. Jo$ uvijek je bila okrenuta od njega, no sada
suhih o¢iju, i pod zastitom naocala. Da bi joj skrenuo paznju dok su im pregledavali
karte, hitro je rekao, ,,Pogledaj ovaj fini restoran, zgodan restoran. Dijelom je unutra, a
dijelom vani, vidi§? [ unutra je i vani.“

Perrignyijeva nova Zena je njezno povukla svoju ruku iz njegove i rekla, ,,Zasto

si ju ostavio?“
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On je ovo vec bio is¢ekivao, i rekao, ,,Zato §to se nije mogla skoncentrirati na
jednu osobu. Prema svima je bila dobra, ali se nije mogla dovoljno skoncentrirati za
brak.*

.,Bila je nevjerna.®

I to. To je bilo od tog istog manjka koncentracije. Veé¢ j;i bila udavana.*

,Da? Bila je stara?*

»Sada joj je dvadeset i sedam. Bojala se imati dvadeset i sedam. Imala je obicaj
citirati nesto od Jane Austen — Engleske spisateljice,” rekao je kad se Claire namrstila.
,,Nesto kako se Zena te dobi ni¢emu viSe nece imati nadati. Pitam se ¢emu se ona
nadala.”

.1 prvi muz ju je ostavio?*

,Ne, umro je. Nisu bili dugo u braku.*

,»11ju jesi ostavio?” rekla je djevojka, iz straha od moguceg poniZenja — iz
straha da se mozda udala za ¢ovjeka kojega je neka druga Zena odbacila.

Itekako da jesam. Bez objaSnjavanja. Jednu nedjelju u jutro, ustao sam se,
obukao i otiSao. Vratio sam se kad nje nije bilo i odnijeo svoje stvari — magnetofon,
plo¢e. Dva puta sam se vracao po knjige. Nisam ju ni jednom vise vidio, osim da bi
razgovarali o rastavi.®

,Zar nisi bio nesretan, od3etatavsi samo na takav nac¢in? Po tebi to ispada tako
jednostavno.*

,Ne divim se patnji,” rekao je, i prepoznao da je to odjek njegove prve Zene.
Njoj je patnja bila odvratna; obiljezje prostote je bio netko kao Kafka, sam u sobi, kako

pretace strahove i udarce.
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,.Nitko se ne divi patnji,” rekla je djevojka, misleci na gréeve i bolove. ,,Imala j‘e
smije$no ime.*

,.Da, grozno. Shirley. Uvijek ga je morala slovkati preko telefona. Suzanne
Henri Irma Robeft Louise Emile Yvonne. Ne izgovara se kako se piée.“

,»Da li si stvarno bio zaljubljen u nju?“

Jesam kad samv ju prvi put vidio. Greska je bila u tome $to sam je oZenio.
Zagonetka je zaSto sam je uopce oZenio.

»Je 1i bila lijepa?*

»imala je lijepu kosu, kao sve Amerikanke, ali ju je stalno $iala i poruznjavala.
Imala je dobre noge, ali je nosila ravne cipele. Kao i svi Amerikanci, nosila je odjecu
tek malkice predugacku, te s tim ravnim cipelama. . .nikad nije izgledala spremljeno.
Bila je slijepa kao krtica i nosila tamne nao€ale jer je druge izgubila. Ponekad, kad bi
skinula naocale, izgledala bi okrutno. No bila je nagla, i puna brige, i smatrala je da su
je muskarci uvijek iskoriStavali.”

Claire je rekla, ,,Otkud ja znam da neée$ i mene ostaviti?“ no po njenom tonu je
znao da ne ocekuje da joj na to odgovori.

Prozvali su njihov let. 1zasli su pod ,,Kopenhagenom,* nose¢i svoje foto aparate
i kabanice. Bilo mu je drago §to je ovaj prvi dio putovanja zavr$en. On i Claire su
proveli cijela dvadeset i Cetiri sata zajedno. Bilo je u redu ako bi joj rekao da radi, no
kad je ¢itao bila je zbunjena i uvrijedena. Grijesio je u ukazanim joj paZznjama. U
Helsinkiju je iSao s njom u kupovinu odjece. Izmedu izvjeSenih haljina vidio joj je noge
i bosa stopala. Izasla je smijeSeci se, drze¢i pred sobom Zarku haljinu pokrivenu

suncima. ,,Ne mozZe$ to nositi u Parizu,” rekao je, 1 vidio kako joj se lice promijenilo,
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kao da je zasjenio neku njenu ideju o samoj sebi. Juder, u parku, pored visokog mlaza
vode, nasao se zagledan u drugu djevojku, koja je sjedila hraneéi vjeverice. Divio se
nj eﬁom zatiljku, mekom razdj eljku njene kose, smederﬁ ramenﬁ i ruci. Bespdslenosti
ove vrste nikad nije bilo u onome $to je on odabrao smatrati stvarnim Zivotom - kao da
su ljubav i putovanje bili suprotni Zivotu, bili san. PribliZio se svojoj novoj Zeni, tom
plavom ljetnom djetetu, misle¢i na medeni mjesec, pé zimi, sa Ssvojom prvom Zenom.
Citao joj iz dlana da joj skrene paZnju od hladnoce i kiSe; drZao je dlan-list, pratio
iznimno plitku liniju glave (neddstatak prosudivanja, obavijestio ju je) i isprekidanu
zivotnu liniju — Americki Zivot, bio je rekao, slozivsi list. Sada je podario paznju
Claire, jer se bio divio drugoj djevojci i sjetio neceg lijepog sa svojom prvom Zenom,
sve to u minuti. Da li bi Claire voljela pomo¢i mu u radu, rekao je. Zajedno su gledali
u izloge koliko stvari kostaju, te mu je ona zapisala koliko su platili za obrok od przene
ribe 1 lakog piva. Svaki dan se morao ispuniti kao nikad kod kuce. Imati prazninu od
dva sata u nepoznatom gradu, u prolazu, bilo je kao biti zatvoren u zaglavljenom dizalu
i ne imati nista za Citati.

Claire bi bila dala sve da mozZe biti ta djevojka u parku, da ima taj vrat i tu kosu,
te da se, istovremeno, moZe odmaknuti i vidjeti to sa distance. Opazila je Stovanje koje
je on ukazao njezinim malim u$ima, prilijepljenim resicama. Osvetu je dobila u luci,
kasnije, kad ju je velika grupa turista zamijenila za nekog slavnog — za glumicu,
pretpostavljala je. Ljudi su joj inace govorili da 1i¢i na Catherine Deneuve. Pruzali su
joj razglednice i papire, a ona je potpisivala svoje novo ime, ,,Claire Perrigny,* ,,Claire

Perrigny, osvréuéi se prema njemu sa sretnim pobjedni¢kim o¢ima. Sve oko njih je
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letilo i skri¢alo — galebovi, vjetar, stranci koji su vikali na nepoznatom jeziku nesto $to
!66

je ona uzela da znaci ,,Vase ime, vase ime

doviknula je, kroz svoju gustu leteé¢u kosu.

fec

,,Oni misle da sam slavna
Smijesila se $iroko i zavjerni&ki, jer uopée nije bila slavna, samo jedna lijepa djevojka
udana tek osam dana. Jezik joj je bio taman od borovnica koje je pojela na trznici — dok
joj Philippe nije rekao, nije znala §to su borovnice. Smijesila se svojim obojanim
smijeékofn i pokusavala uhvatiti svoju lete¢u suknju izmedu koljena. On je, pak,
osje¢ao sazZaljenje, ponos, njeznost, l[jubomoru, i ostar, mucan jad. Sad je vidio kako je
izgledala njegova prva Zena, prije nego $to ju je on ikad poznavao, kad je bila mlada i

zaljubljena.
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,.S oblaka na oblak*

Raymonda je njegova porodica dozivljavala kao dugacko putovanje
zelj ezﬁicom, sa neprestano mijenjaju¢im uglom promatranja. | Mama i tetka su mu bile
od generacijé za koju su putovanja predstavljala vlakove — spore puteve tamo i nazad,
preokupiranost jelom, ili partijom karata sa neznancima, koju bi prekinuo bijesak
nebeskog svjetla sa smrznute i suncem obasjane rijeke Saint Lawrénce. Onda, s
prilazom Montrealu, tamno-smede sirotinjske Cetvrti, signal da se prtljaga skine s
polica.

Da se kratka prica skrati, njegova tetka Berthe (ona je radila u uredu punom
engleskih Kanadana) bi rekla da je Raymond raj i pakao. Majka i tetka, te dvije sestre
su mislile da nikad ne bi mogle nekog voljeti vise od Raymonda; onda se, najednom, on
svojoj tetki ucinio toliko dosljedno nesavrsen, toliko nepokolebljiv u svojim
promasajima, da su promjenljive mogucénosti njegovih raspoloZenja, odluka, potreba,
Zivota, sve prestale privladiti njezinu paznju.

Oca je imao, naravno — imao ga do osamnaeste godine, iako je Raymondov
obi¢aj bio gundati da su ga — loSe — odgojile Zene. Posljednje sjecanje na oca mu je
svakako moralo biti Louis kako umire od emfizeme, uspravan u bijelo-obojanoj pletenoj
stolici, dok na Zareem i zabranjenom mu suncu mrcvari zabranjenu mu cigaru.
Djelomi¢no poploceno straznje dvoriste nije imalo hlada — samo dva Zuto-obrubljena
suncobrana koja su filtrirala srpanjsko plavetnilo i ¢inila ga Zu¢ljivim. Louis nije
mogao sjediti u njihovoj laznoj sjeni, govorio je da se od nje znoji. Iza tih kiSobrana je
bio kuhinjski ulaz u dvojno prebivaliste od Zbuke i cigle, u stilu kasnih ¢etrdesetih —

kocka sa lakiranim vratima — na sjevernom kraju bulevara Pija Devetog. Louis je rekao,
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~Zapamti da je tvoj otac posjedovao svoju vlastitu kuéu;“ kao i, ,,Kad smo se tek tu
doselili, jo$ su se mogla vidjeti prazna zemljista. To je deptimiralo tvoju majku. Nije
bila naviknuta na otvoren pogled.* |

| Tamo gdje je nekad bio Raymondov sanduk za pijesak stajala je granitna pticja
fontana sa tri aluminijske ptice veli¢ine golubova napréene na rubu — poklon od
Louisove firme kad je morao, jer je bio toliko bolestan, oti¢i u ranu mirovinu. Zlatni sat
je ve¢ imao. Raymondu je rekao to¢no gdje u njegovom radnom stolu ¢e naéi sat — u
kojoj ladici. Raymond je sjedio na travi prekriZzenih nogu i vjezbao prevrtanje u zraku
noZza za povrée; komando bodeZ mu je mama bila pronasla i uklonila. Njegov otac je
mogao udahnuti zrak ali je morao napraviti stanku prije nego $to ¢e progovoriti.
Cekajuéi da mu dode snaga, pogledao je gore prema nebu, prema mjesecu, blijedom i
prozirnom, u sun¢evom svjetlu — sje¢anje na desetke drugih iééezavajuéihvmjeseca.
(Bilo je to ljeto prve 3etnje po mjesecu. Raymondova mama to jo§ uvijek spominje, kao
da je izvrsilo valni utjecaj na dogadaje u njenom zivotu).

Nijeme stanke, gore upiljen pogled, ostavili su dojam da Louis priziva boZju
pomo¢. U stvari, znao je §to sve Zeli re¢i. Kao i Raymond. Raymond mu je — ni
njegova tetka to nece poreéi — ukazao posStovanje. Nijednom nije napomenuo, ,,Ovo
sam ve¢ ¢uo," niti izgovorio onaj vjean, uzurban odbrus mladih, ,,Znam, znam, znam.*

[13

Njegov otac je rekao, ,,U Bostonu je uvijek bilo dobrih poslova,” ,,Nikad nemoj

13

zaboraviti francuski, to bi tvojoj mami slomilo srce,” ,,Jednog od ovih dana Ces se

[13

morati oSiSati,” ,,OZeni katolkinju, ali ne bilo koju,” ,,S imenom kakvo je Raymond

[13

Joseph Driscoll mozZes oti¢i bilo gdje u svijetu,” ,,Onaj moj album autografa vrijedi

zlata. Cuvaj ga. Uvijek Ce te izvuéi iz Skripca.”
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Za svog Zivota, Louis je pisao hokejasima i filmskim zvjezdama i lokalnim
politi¢arima, te vrlo ¢esto primio odgovor na uzvrat. Raymond ga je kao dijete gledao
kako izrezuje potpis 1 lijepi ga u duboko-plavu, koiorﬁ okori¢enu knjigu. Sad kad je
Raymond nastanjen u Floridi i pokuSava izgraditi karijeru u poslovanju motelima, ¢itav
zivot mu je Skripac. Te$ko mu je povjerovati da album nista ne vrijedi. NaZalost, tako
je. Vecina potpisa su bile kopije, ili ih je na brzinu naskrabala sekretarica. Onih
nekoliko autenti¢nih autografa je bilo od imena suviSe nepoznatih da bi vrijedila. Pola
tuceta kojé je Louis kupio od specijaliziranog Qbrtnika na Peel Streetu, koji je od onda
bio prisiljen zatvoriti, su bile ovjerene krivotvorine. Louis je drzao »Joseph Stalin® i
»Harry S. Truman* u zaklju€anoj ladici, govore¢i Marie, svojoj Zeni, da ako jedna od te
dvije velike sile, ili obe odjednom, ikad okupiraju Kanadu, ona ¢e trampom moc¢i doéi
do sigurnosti.

Raymond je imao tanku grivu crvenosmede kose koja mu je pokrila profil kad se
sagnuo da pokupi noZ. Nosio je cirkusnu rodeo opremu, srebrno i bijelo. Louis o¢ima
nije mogao vidjeti sinovu odjecu; u mrzovolji umiranja nesto od nje je razdijelio.
Raymond je svoje omiljene kombinacije odje¢e ¢uvao kod tetke. Ona je Zivjela u stanu
na drugom katu male zgrade — s balkonima sprijeda i odozada, dugackim, prohladnim
hodnikom, tri spavace sobe — na zapadnoj strani parka Lafontaine. Bila je neudana i
nije joj trebao sav taj prostor; uZivala je samo Setajuci iz sobe u sobu. Louis je s
Raymondom pri¢ao engleski, da bi ovaj bio sposoban probiti se u svijetu. Zelio je da
Raymond ide u englesku komercijalnu $kolu, gdje bi mogao upoznati ljude koji bi mu
poslije koristili. Raymondova tetka je rekla da je njen engleski bolji od Louisovog:

njegovo ,,th* se ponekad odkliznulo u,,d.“ Louis je, dahtajuéi, spomenuo Raymondu da
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Berthe, uz sve njezine pretenzije, nije toliko dobrostojeéa po pitanju nekretnina kao
sestra joj 1 Surjak, iako se ¢inilo da ima viSe novaca za razbacivanje. ,,Niska stanarina u
makar kojem bijednom kvartu — to je njen kredo,* rekao je Raymondov otac. U svojim
zadnjim, gadnim, gorkim danima, kao da se prepustio mraénim mislima o Berthi;
‘usporedivao je njenu karijeru sa svojom, rekao da ona ima urodenu Zudnju da spava s
oZenjenim muskarcima. Ali prije nego $to ¢e umrijeti porekao je svaku rije¢, rekao da
mu je bila dobar prijatelj 1 da je primjer drugim Zenama, iako ne u svakom slu¢aju i
udanim Zenama. Zelio je da pazi na Marie i Raymonda — rekao je da ima osjeéaj kao da
iza sebe ostavlja, zajedno sa dva auta, vrijednim albumom autografa, zlatnim satom, i
isplaéenom kuc¢om, dvoje bespomoéne djece, jedno od osamnaest godina, drugo u
Cetrdesetima.

Louis je takoder ostavio ru¢no ispisan nezgodan zahtjev da bude pokopan u New
Brunswicku, odakle je potekao, umjesto u Montrealu. Raymondova mama je poruku
sakrila iza naslonja¢a od divana, da bude otkrivena za vrijeme nekog buduéeg opseZnog
¢is¢enja. Da ju podere se nije mogla natjerati. Louisa su pokopali na groblju Notre
Dame des Neiges, gdje mu se Marie namjeravala pridruZiti, ne tako skoro. Za
nadgrobnu plo¢u je naruéila dvojezi¢ni natpis, jer je on u uredu govorio engleski a s
njom francuski.

Raymond je u tim danima isto govorio i francuski i engleski, oba napuknuto.
Njegov tip engleskog je spadao u pod-diviziju katoli¢kog Montreala — zvucao je malo
kao Irski ali je bio tanji od bilo kojeg naglaska koji bi se mogao ¢uti u Dublinu. Njegov
rje¢nik na francuskom je potekao iz razgovora s mamom i s tetkom, te je trebao biti pun

njeznosti. Nije znao §to Zeli biti. ,,Ako ikada budem pisao, napisati ¢u knjigu o
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obitelji,” rekao je svojoj tetki na dan Louisovog sprovoda, gledajuéi rodake u crnoj
neprirodnoj odjeéi kako upijaju vruéinu. Bio je to prvi put da je to rekao, i
najvjerovatnije zadnji. Jadni Raymond je jedva znao nacr¢kati slovo, nije znao
spelovati. Nije mﬁ smetalo da nesto naudi, ali je mrzio da ga se podu¢ava. Nakon $to je
oti§a6 od kuée, Berthe i Marie su jedva ikad imale njegov rukopis pred o¢ima. Imale su
njegov glas preko telefona, kad je zvao iz raznih mjesta u Americi (o Vijetnamu su
mislile kao o mj‘estu u Americi), sa postepeno promijenjenim naglaskom. Francuski mu
se napunio engleskim, kao talogom od kamencica i pijeska, a na engleskom jo$ nije
postao potpuni stranac: ¢ak godinama kasnije je i dalje izgovarao ,,palm* da se rimuje

sa ,,jam.“

Raymond se na sprovodu ponasao korektno, drzao je maminu ruku, i brinuo se da svako
s njom poprica, poti¢uéi tako one rodake koji ga nisu dobro poznavali da komentiraju da
je isti otac. Bio je obucen u tamno odijelo, kupljeno na brzinu, 1 u jednu od Louisovih
kravata. Kravatu nije bio nosio od zadnjeg porodi¢nog sprovoda; Berthe mu je morala
pri¢vrstiti ¢vor. Dao joj je da mu blago podsisa kosu, tako da mu ne dodiruje ramena.
Marie nije htjela drZati primanje: oZalo$¢eni su se morali zadovoljiti poljupcem
ili rukovanjem pored otvorene grobnice. Tako su se Louisove relacije, od kojih su neki
presli velik put, vracale ku¢i sa krhotinama preloma bez moguénosti pomirenja. Marie
to nije bilo briga: njeni porodi¢ni osjecaji su se suzili na Raymonda i Berthe. Raymond
je, nakon sprovoda, odvezao te dvije sestre u Berthin stan. Sjedio je s mamom za
kuhinjskim stolom i gledao Berthe kako reze hladnu piletinu. Marie je ostala u svom

SeSiru sa sahrane, niskoj okrugloj kapi od crne slame sa pramenom od vela. Nitko nije
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puno pri¢ao. Raymondu piletina nije bila dovoljna pa je Berthe izvadila Sunku koju je
priredila no¢ prije u slu¢aju da se Marie predomisli o pozivanju rodbine. Stavila ju je
cijelu ispred njega, a on je cijepao komade i jeo ih prstima. Marie je rekla, jer je nesto
morala reéi, ,,Ne bi se usudio to raditi da te otac moZe vidjeti.“ Tonai Berthe su znale
da se ’Raymond loSe provodi.

Kad je zavrsio, premjestili su se niz hodnik u Berthinu dnevnu sobu. Ona je
otvorila vrata od oba balkona, da bi do$ao propuh. Ugrijani zrak je dotakao zadignutu
bijelu zavjesu ne pomutiv§i na njoj ijedan nabor. Raymond je skinuo jaknu i kravatu.
Zene su veé bile skinule svoje crne najlon ¢arape. Postovanje prema Louisu ih je
sprecavalo da se do kraja raskomote. Nisu imale niSta posebno raditi u ostatku dana.
Berthe je uzela slobodno u uredu, a Marie se bojala i¢i kuéi. Vjerovala je, da se ne ba§
duh ali neka Louisova srZ, nalazi u njihovoj kuéi na bulevaru Pijata devetog, da
isprobava brave, okrec¢e rucke od vrata, klizom otvara ladice, barata jadnim, zbrkanim
raéunima koje je Marie vodila za kucéanstvo, i utvrduje jednom i zauvijek toan iznos
novca koji je Marie duzna Berthi. (Na Berthe se uvijek moglo racunati za mali zajam
pri kraju mjeseca. Pokazala je Marie kako da zapetlja raune, tako da Louis nikad ne
sazna.)

Raymond se ispruZio na Berthinoj blijedozelenoj sofi, sa gomilom jastuci¢a pod
glavom. ,,Raymonde, pazi gdje stavljas$ noge,” rekla mu je mama.

.Nema veze,” rekla je Berthe. ,,Ne danas.“

»Necu da pozeli§ da nismo tu,” rekla je Marie. ,,Mislim, nakon $to se uselimo.
Neces ni znati da smo tu. Raymonde, zamoli tetku Berthe za pepeljaru.*

»Ima jednu kraj sebe,” rekla je Berthe.
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»Necu dati Raymondu da stavlja noge svuda po namjestaju,” rekla je Marie.
,»INe poslije danas. Ako nas ne Zeli§, ima§ samo da kazes.

» vec rekoh,” rekla je Berthe, na ega je Raymond okrenuo glavu i paZlj ivo ju
pogledao.

Suze su preplavile Marieine o¢i pri nevjerojatnoj viziji Berthe kako nareduje
svojoj najblizoj rodbini, novo-oialoéc’e'noj, da se spakuje i pokupi. ,,Bit ¢emo sretni, jer
volimo jedno drugo,” rekla je.

,Jel' si pitala Raymonda gdje on Zeli Zivjeti?* rekla je Berthe.

»Raymond Zeli ono $to Zeli njegova mama,* rekla je Marie. ,,Bit ¢e dobar.
Obecajem. Iznosit ¢e smece. Jel' da da hoces? Svako vede CeS iznositi smece za svoju
tetku Berthe?*

»Ne svako vece,” rekla je njegova tetka. ,,Dva put tjedno. Nemoj plakati. Louis
te ne bi volio vidjeti u suzama.*

Trnak sramezljivosti je dotakao svih troje. Louis im se vratio u sje¢anje u ruhu
superiornosti, nude¢i vodstvo, savjete. ,,Papi ne bi smetalo da gledamo vijesti,” rekao je
Raymond.

Bili su zagledani kra¢e od minute u ljuljajuéi tepih dzunglovskog zelenila,
snimljen iz helikoptera, i sluSali glas na francuskom sa Montrealskim naglaskom, kako
opisuje zbivanja u mjestu koje sestre nisu namjeravale ikad posjetiti. Raymond je
preskocio na engleski kanal, bez pitanja da li kome smeta. On je sad bio muska glava
kuée; uostalom, uvijek su mu popustale. Na engleskom se Vijetnam doimao ¢vrsto

prizemljenim, sa kanadskim narednikom u mornarici - o$triganim, podsisanim,
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sivookim, opustenim. Obrac¢ao se Raymondu, govore¢i da se Kanadanin mozZe prijaviti
u stranu vojsku.

,,Koga briga?* rekla je, sudbonosno, Marie. Engleski na televiziji ju je uvijek
uspavljivao. IspruZzila se u fotelji i pocela vrlo blago hrkati. Berthe joj je skinula
naocale i Sedir, i ¢ipkanim pokrivacem joj pokrila gole noge. I u najtoplijem vremenu,
Marie se znala probuditi nahladena i nevoljena. Lako je padala u nesvijest; po njenom
shvacanju, krv joj se zgru$avala u rukama i nogama, te ostavljjala mozak nezbrinutim.
Cinila se zadovoljna ovim objanjenjem i drugo nije traZila.

Raymond se ustao, srusivsi hrpu jastu¢i¢a. Skupio je kosu na vrhu glave i tako
jﬁ drzao. ,,Pogalju te u San Diego.“ rekao je. Sto je on, zapravo, zamisljao? Pacifitki
surf? Paradu na suncu? Berthe ga je trebala pitati.

Kad je Marie do$la sebi, zijevajudi i uzdisuci, Berthe je lakirala nokte (boju je
bila skinula za sahranu), a Raymond je jeo tortu od ¢okolade, i gledao Roda Lavera.
Skinuo je kosulju, cipele, i ¢arape. ,,Laver je najveci ovjek modernog doba,” rekao je.

,Joj, Raymonde,* rekla mu je mama. ,,Ve¢ si zaboravio svog oca.*

Kako je Marie i obecala, iznijeo je smece, ostavivsi dobar dojam na portugalsku
obitelj koja je Zivjela ispod Berthe. (Louis, koji je odbijao razgovarati sa strancima, nije
uopce ostavio dojam.) Sljedeceg jutra u pet sati, Berthin je susjed, na nogama jer je
imao ranu dostavu u svojoj vocarni, vidio Raymonda kako ubacuje veliku platnenu
torbu u mamin auto, i odlazi. Kosa mu je bila zavezana bijelim koZnim remenom.
Nosio je bijele ¢izme i (imao na sebi) jedno od svojih rodeo odijela.

Prije nego $to ée oti¢i iz Berthinog stana prevrpao je njenu torbicu, zaboravljenu

na kuhinjskoj stolici — cijelo stoljeée ranije, kad su se okupili za pogrebnu gozbu. Prije
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nego $to ¢e oti¢i iz Montreala, napravio je dugi obilazak da bi se oprostio sa svojom
starom kuc¢om. Nije se bojao duhova, i ve¢ je bio izumio oca koji ¢e mu odobravati sve
Sto napravi. U Louisovom radnom stolu je naao zlatni sat i jedan ili dva dokumenta za
koje je znao da ¢e mu tfebati — medu njima 1 rodni list koji pokazuje da mu je osamnaest
godina. Kao zadnji dojam ponijeo je sa sobom poZutjelu travu u straZnjem dvoristu.
Nista nije bilo zalivano od Louisove smrti. |

- Berthe se Cesto pitala §to su Marinci u uredu za novacenje dolje u Plattsburghu
mislili o Raymondu, svom u bijelom i srebru, sa onom vise¢om kosom boje prasine od
cigle, i tankim, napuknutim engleskim govorom. Vjerovatno, nista: sigurno su i
oc¢ekivali od civila da sli¢e laZznim izvoda¢ima. Uvijek se netko iz Montreala dovlacio
dolje. Bilo je to kao prijaviti se u Legiju Stranaca. Kad se prvi put javio telefonom,
Berthe je rekla Marie, ,,Bar znamo gdje je,” no nije bilo tako; nikada nisu zapravo znale.
Nije otiSao u San Diego: vojno pravilo o zemljopisu dijeli kontinent. Prijavio se s
isto¢ne strane rijeke Mississippi, tako da su ga na obuku poslali na otok Parris. Onaj
kanadski Marinac je tu mogu¢nost zaboravio spomenuti. Berthe je nakupovala
cestovnih mapa da bi mogla pronaci ove nove nazive. Kako se €inilo, rijeka Mississippi
je kao ukopana prestajala te¢i u Minneapolisu. S Kanadom nije imala nikakve veze.
Raymond je trebao okrenuti auto i do¢i kuéi. (Umjesto toga, ostavio ga je parkiranog u

Plattsburghu. Kasnije se nije mogao sjetiti imena ulice.)

Nikad se viSe nije vratio. Izgovor mu je prije bio da nema gdje prespavati u Montrealu.

Marie je bila prodala dvojnu kucu i uselila se kod Berthe. Standardna motelska soba je
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bila zadnje §to je Zelio vidjeti na godi$njem odmoru, a znao je da ga Berthe ne bi drzala
u kudéi.

Unovacio se na Cetiri godine, onda na jo§ tri.‘ Marie je na njega gledala kao na
zatvorenika, kao da ¢e s vremenom biti puSten. Pusten ¢asno? Da, jer inate mu ne bi
dali da se nastani na Floridi: sedamdeset i Seste je jo$ uvijek bio Kanadanin; lako su ga
mogli deportirati. Kad je postao americki drzavljanin i nazvao Marie, o¢ekujuci
Cestitke, ona mu je rekla da Amerikanci zapoc€inju devedeset i osam posto svjetskih
Sumskih poZara. To je bilo jedino ¢ega se mogla sjetiti. On je od onda tamo ostao,
krecuéi se kao klatno izmedu sjevernog Hollywooda i Hollywood Beacha, izmedu Fort
Lauderdala i poteza Miamija poznatog kao Mali Quebec, po broju francuskih Kanadana
koji tamo provode godis$nji odmor. Imaju svoje novine, svoju radio postaju i televizijski
kanal, i uvoze montrealski rostilj. Ponekad ga zvuk njihovih glasova iritira; ponekad
mu stvara nostalgiju za domom i za ljetom Sezdeset i devete, za lako¢om s kojom je
preskakao s oblaka na oblak.

Marie jo$ uvijek vjeruje da je ,,otok Parris“ bila jedna od Raymdndovih ¢uvenih
greSaka u pisanju. Mora da je dio svoje rane mladosti, onaj najmanje poznat, proveo u
mjestu koje se zove Paris, Juzna Karolina. Cesto se pita o drugim majkama i sinovima,
te da li djeca ikad osjete ista od boli koju nanose. Berthe misli o tome kako lako mora
da je Raymondu bilo oti¢i — tek-izasSlo sunce je uko3eno sjalo po sporednim ulicama, tu
i tamo kuéne stepenice su bile tamne, poSkropljene vodom, a nebo joS nije postalo
usijano staklo. Mora da je pretpostavljao da ¢e mu i ostatak Zivota biti takav. Kad su

ona i Marie izvrnule kuéu na bulevaru Pijata devetog, trazeéi neki trag, zamisljaju¢i da
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je ostavio pismo, ostavio malo ljubavi, zavjese su ostavile zagrnute, kao da je u tim

sobama jo$ necija prisutnost, umorna od svjetla.
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»tanje stvari®

Na racun svojih poodmaklih godina te manjka bliske rodbine, M. Wroblewski prima
malo osobne poste. Vecina njegovih prijatelja iz mladosti u Var$avi su umrli, a
prezivjeli nemaju puno za ispricati, osim o svojim unucima — a pisu¢i o potpunim
neznancima se ne moze dugo dopisivati. I sami bake i djedovi ih poznaju jedino po
fotografijama u boji, ili po kri¢avim, stidljivim glasovima preko telefona. Jedva nesto
progovore na Poljskom, i imaju imena engleskog zvuka: roditelji su im emigrirali §to
su prije mogli. Zena M. Wroblewskog ima neéakinju u Canberri: Teresa, Zena od
Stanleya, majka Fione i Tima. Njihove slike drzi pohranjene u velikim smedim
kuvertama. Ako se Teresa i njezina obitelj ikad odluce posjetiti Pariz, on ¢e njihova
vedra lica raSiriti po cijelom stanu.

Moglo bi se pomisliti da ¢e promijenjeni uvjeti u Isto¢noj Europi uzburkati malo
nade u novosti iz Var$ave, no njegovi dopisnici, tih par §to ih je ostalo, zvuce
obeshrabreno, sumnji¢avo. Sve je preskupo. MladeZ je neobrazovana i nepristojna.
Govorni jezik je unakaZen. Torbice se otimaju pred crkvama. Nema knjiga vrijednih
Citanja — nista do pornografije i Zapadnog smeca u prevodu. Nedavno, prijatelj kojeg
nije vidio pedeset godina ali s kojim je ostao u kontaktu, mu je poslao dugatko pismo. |
Taj prijatelj je bio pozvan u radio emisiju da opiSe svoje iskustvo u ratnom getou.
Rezultat je bio da su mu slane poruke s psovkama i uvredama. Bila je ¢ak i jedna
prijetnja smréu. On je starac. Sto je previse previse je. ,,Po tom pitanju, niita se nije
promijenilo,* napisao je. ,,To je u glavi, u krvi i kostima. Time ne mislim na tebe. Ti si

uvijek bio drugaciji.
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Kompliment, da, no nitko ne zeli biti izdvojen, testiran, pregledan, proglasen
iznimkom. ,,Time ne mislim na tebe* vodi do neugodnosti i bolnih osjecaja. Mozda je
M. Wroblewski, davno, kao mladié, neiskusan 1 iskren, istu stvar bio rekao svom
prijatelju: ,,Naravno, ti si sasvim nesto drugo. Pri¢am o svima ostalima.* Je li moguce
da je to rekao? Voljeo bi da prijatelju moZe poslati zrakoplovnu kartu za Pariz, naé¢i mu
udobnu sobu i diskretno se pobrinuti za racun, te ga pozvati na ve¢eru: M. Wroblewski,
njegov prijatelj i Magda, oko stoli¢a u dnevnoj sobi, sa blistajuéom zelenom svjetiljkom
1 navu€enim zelenim zastorima; ili kod Chez Marcela, gdje je obi¢avao i¢i s Magdom.
Vlasnik bi ih se sjetio, ponudio besplatan konjak uz kavu: veseo, velikodusan, susretljiv
— Jedna Europa, Jedan Svijet.

Eto, vidis, rekao bi M. Wroblewski svom prijatelju. Kroz pukotine se nazire
svjetlo.

Ova jesén je mlaka, blaga i vlazna. U stankama izmedu pljuskova $iroki
bulevari se napune ljudima u Setnji, kao da je ljeto. On sjedi u Atelieru, novom mjestu
odmah pored Selecta, sastavljajuéi pa odbacujuéi odgovor svome prijatelju. Stap i esir
su mu na stolict; pod njom lezi njegov poslusan pas. Atelier se otvorio u osamdesetim
godinama, no on jo$ o njemu misli kao o ,,onom novom mjestu.” Izgleda kao da se u
Montparnasseu nalazilo oduvijek. Stolni prostira¢i prikazuju modela u zrelim
godinama, kako pozira u¢enicima ljudske forme prije otprilike tri generacije. Novine
vise na drvenim drSkama, po starinski na¢in. Konobari su strpljivi, osim kad
musterijinu reakciju na kavu prolivenu u tanjuri¢u protumace kao uvredu. Preko puta,
zidovi od ogledala od zgrade koja se sada uzdiZe iznad Coupole, odrazavaju nebo regije

fle-de-France: vodeno plavetnilo sa tankom gazom od oblaka. Ako sjednete za stol u
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prednjem redu, moguce je da ¢e vas gnjaviti prosjact, stranci, neki od njih djeca. M.
Wroblewski u dZepovima drZi sitni$ koji dijeli dok ga ne nestane. Mnogi novinski
¢lanci su ga upozorili da to ne ¢ini: taj novac se skuplja za neovjeéne i cini¢ne
muskarce koji su tu djecu poslali na ulicu.

| Njegov prijatelj u Var$avi je potpuno svjestan, sa zapanjujué¢im paméenjem za
dogadaje — rasvrstane, po redu. Da je ovog trenutka tu, za sve bi naao povijesni
kontekst: za novu zgradu i njena ogledala, za golog modela, za djevojcicu prosjakinju
sa/s njenom dugackom pletenicom i to¢kicom od dijamanta u nosnici. Tko bi mogao,
nakon $to na radiju ¢uje glas jednog starca, sjesti 1 sastaviti prijetece pismo? M.
Wroblewski si moze predociti samo zgurena ramena tog ¢ovjeka, potiljak njegovog
debelog vrata. Ali, ne, mozda bi rekao njegov prijatelj: vidio sam mu lice, tanko je i
elegantno. Cemu da se jos nada3? Sta jo§ moZe$ oéekivati? Toliko o tvom svjetlu kroz
pukotine.

I tako bi razmjenjivali vizije, preko poslijepodneva pa u no¢, dok bi svjetla u
kafféu sjala sve jaCe i jaCe, a vani se drveca stapala s no¢u. Mozda bi njegovom
prijatelju bilo drago upoznati nekog sasvim novog, udaljenog od mra¢ne zagonetke
onog Covjeka i prijeteCeg pisma. NaZalost, ve¢ina M. Wroblewskijevih poznanika u
Parizu je nestala, ili se odselila u udaljene gradove i predgrada (sve se €ini daleko), ili se
povukla u dio uma koji mora da je poput iskrivljene, Suplje Cahure. Kad Zeni ¢ita pismo
iz Canberre, pazi da prevede engleske izraze koje Teresa redovno ubacuje. Magda je
prije razumjela engleski, no sada joj se ¢ak i francuski gubi. Prije nego on dode do
kraja pisma, ona Ce Cetiri ili pet puta pitati, ,,Od koga je? — iako joj je pokazao i potpis,

i vesele australske markice. Ili ¢e ga mozda iznenaditi umjesnim pitanjem: ,,Hoce li
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doéi kuéi za Bozié?“ Sto za Magdu znaéi kuéa, ne moZe se razaznati. Ona ga moZe
pitati ,,Da li se ti svida§ mome ocu?“ ili, ¢ak, ,,Gdje ‘ti Z1vi§?«

Koristi njégovo ime od milja, kaZe ,,Maciek i ja,” ali o njemu ne zna nista.
Moze odigrati partiju karata, napisati pismo — kome, to nikad nije jasno — ali on se pravi
da mu lijepi markice i nosi ga na poStu. Dok on izmisli prihvétlj ivu adresu, ta situacija
se otopila. Ona bulji u kuvertu. O ¢emu on to pri€a? Uhvacena je u trenutku izmedu
svjetla i tame, kad se zadnji san zore brzo raspada, a svijest o jutru se tek primila. U
tom djeli¢u sekunde ona Zivi cijeli dan.

Ovog jutra, kad joj je na posluzavniku donijeo dorucak, nasao je novo pismo

zalutalo na tepihu. Rukopis joj je krupniji nego prije, lako se Cita:

Moja najdraza draga!

Maciek je ucitelj a i ja sam isto! U poljskoj srednjoj Skoli u Parizu! On
predaje francuski. Je predajem algebru i glazbeni. Na3i u€enici se lijepo
ponasaju. Imamo Nansen putovnice! Otvaraju se $iroko, kao harmonike. Samo
nekoliko sretnika smije imati Nansen putovnice! J ako‘ su stare! Samo ih

nekoliko ljudi moZe imati. Maciek predaje francuski.

Voli te tvoja

Magda

Sve u pismu je istina, ako zamisli§ da se dana$nji dan odvija prije nekih

Cetrdeset i pet godina. Rekao je, ,,Bas fino pismo. Dali je za Teresu?*
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Ispravila se u krevetu, prihvatila &aj. ,,Sto je Prusija?“

Pitanje o Prusiji je novo. Mozda je u jednom raspadnutom snu netko viknuo
,Prusija!“ glasom iz snova koji rije¢i i imena pretvara u dramati¢ne potvrde. Pogledala
je prema prozoru, pijuckala ¢aj. Mogla je vidjeti (ako je upijala stvari) veliku garazu na
uglu i barem jedno od drveca na Bulevaru Raspail.

»Posjekli su neka drveca,” primijetila je nedavnb, Setajuéi s njim po susjedstvu.
Bila je u pravu: on je bio taj kojemu se promakle novonastale rupe, iako tim bulevarom
prolazi svakog dana svog Zivota.

Ako ne pokusavas s njom odrzati Ziv razgovor, nista se ne primjecuje. Kad ju
popodne izvede na ¢aj i kriSku voéne torte, izgleda bolje i samopouzdanije od veéine
starica za drugim stolovima. One prave nered od mrvica, korama od pite hrane svoje
neposlusne pse, gnjave konobare pitanjima koja se isto toliko dosadno ponavljaju koliko
i Magdina: Zasto su ta vrata otvorena? Zasto netko ne zatvori vrata? Pa zaSto ih netko
ne popravi? Problem s Magdom je jedino $to ju ni minutu ne moZze§ ostaviti samu, jer
¢e$ ju nadi na ulici, kako pokusava uéi u autobus, da bi i$la predavati glazbene ljestvice
uéenicima poljske $kole koja vise ne postoji.

Jutro je usporeno vrijeme, kad nece da shvati osnovne stvari o dugmadima,
Slicevima, Cetkicama za zube, ¢eSljevima. Marie-Louise, koja je rodena u Martiniquei,
stize u devet sati, pet dana u tjednu. Ona zna kako Magdu izmamiti iz kreveta, pa u
odje¢u. (Kupanje moZe potrajati tri-Cetvrtine sata.) Kona¢no, uredno obuéena, drzeci
Marie-Louise za ruku, gledati ée crtane filmove, ili kuharsku emisiju, ili muskarca u
kapulja¢i dok vrsi prepad na ameri¢ku banku. Mozda ¢e reéi, jo§ uvijek drze¢i Marie-

Louise za ruku, ,,Tko je ova zena? Ne svida mi se. Reci joj da ode.”
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Marie-Louise je poslala gradska socijalna skrb i ne kosta ih niSta. Pravila su

stroga: kuéni poslovi su zabranjeni, no moze, kao uslugu im, pokrenuti periliqu ili
Magdi za rucak napraviti kompot od krusaka i jabuka. On u meduvremenu odlazi u
kupovinu, Seta psé. Ako Marie-Louise kaze da moZe ostati do podneva, on se odSeta na
Montparnasse i Cita novine. Bijela tenda i suncobrani u Atelieru mu navode misli na

jug, na dane kad su Nice i Mdnacko jo§ uvijek bili u granicama nj egbvih moguénosti, 1
ne prenatrpani. On i Magda su i8li tamo svakog Uskrsa, putujuéi tre¢com klasom. Svaki
korak u kruznom toku njihovog odmora on moZe u mislima ponovo preci: ujutro plaza,
¢ak i ako je Uskrs pao u ozujku i more je prehladno za gacanje; za ru¢ak piknik od
kruha, sira, i voca, kojeg su jeli u leZaljkama na obali; odmor; duga Setnja, a onda
presvlacenje u ispeglanu, besprijekornu odje¢u — krem, i tonovi bjelokosti za Magdu, za
njega bez, ili lagana odje¢a mornarskog motiva. Aperitif pod bijelom tendom; ve€era u
pansionu. (Wroblewskijevi su se u blagovaonici drzali za sebe.) Poslije velere, posjeta
kasinu - ne kockati se, ve¢ gledati naj civilizirariije ljude Zapadne Europe kako

razbacuju svoj novac. Da bi sada tako Zivio, €ovjek bi morao biti milijuna$.

Neki dan u Montparnesse, Zena sama za stolom je upalila mali radio. Glazba je li¢ila na
ranog Mozarta ili kasnog Haydna. Nitko se nije Zalio, pa su i konobari $utili. Uz tu
glazbu, on je pokuSao izracunati, u svotama sasvim nepovezanim s novcem, $to to¢no
njemu pripada. Zakleo bi se pred svakim sudom, zemaljskim ili bozanskim, da nikad
nije puzao. Glazba je stala, i jedan monoton, kultiviran glas je po¢eo opisivati §to je
malodas sviralo. Zena je brekinula glas i vratila radio u torbicu. Na nekoliko se -

trenutaka café u¢inio zamrlim; onda su do njega doprli razgovori, koraci, zveckanje
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Zlica, auta koja prolaze: zvuci toliko poznati da zbrojeni €ine tiéinu. Naravno da je
preklinjao. Molio je za hranu, olak$anje od boli, za putovnicu, posao. Djeli¢i dogadaja,
otreSeni, ostavljéni za sobom, leZali su rasuti po cesti. Samo osoba posvecena sivim
svitanjima, bi se vratila unazad da ih pregleda. Po tome bi mogao pokupiti svako
prljavo pismo koje vidis$ kako leZi u kanalu, i prozvati tu zbirku autobiografijom.

No svakako je moralo biti i vrlina. Na primjer, nikad nije prij evarombpokuéao
do¢i do koristi.‘ Neki ljudi si cijeli Zivot izgrade na lopovluku. Cak ée se pokusati
dokopati bombonijere koju gradonacelnik Pariza dijeli za Bozi¢. Ti lukavei su mozda
pedesetih, Sezdesetih godina, premladi da bi bili stavljeni na gradonacelnikovu listu. Ili
pak imaju visoke prihode te bi stvarno za svoje uZitke trebali placati sami. A zapravo su
bogati ti koji se otrcano obuku i uepure u zgradu lokalne opéine, masuéi dokaznim
papirom kojem ni dijete ne bi povjerovalo. A mogli bi kupiti tonu bombonijera da to ni
ne osjete!

Wroblewskijevi, niti jako dobro stojeci niti Zeljni, svoj godisnji poklon primaju
na ispravan i zakonit na¢in. Prije otprilike éetiri godine, stigla je obavijest da Magda
Zaleska, udana Wroblewski, ima pravo na gradonacelnikov poklon. Taman je bila
pocela pokazivati znakove uzbune oko sasvim jednostavnih stvari, pa je on otiSao
umjesto nje, ponijevsi sa sobom njenu putovnicu, stanarski ugovor s njezinim potpisom,
te obja$njavajuée pismo koje je on napisao te ona potvrdila. (Nitko ga nije htio
procitati.) Sjeca se kako je kaskao gore pa dolje prije nego Sto je naiSao na ru¢no
ispisan znak, ,,Bombonijere — pokazite dokazni papir i identifikaciju.*

Kako je ispalo, bombonijera je bila zapanjujuce veli€ine, prevelika za ladicu ili

kuhinjsku policu. Tjednima je stajala na televizoru. (Ni on ni ona nisu marili za
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¢okolade, osim ponekad za kockicu gorke vrste s jakom crnom kavom.) Konaéno je
pola njih premjestio u kutiju u kojoj su mu jedni prijatelji, Poljaci, iz Engleske poslali

~ poklon kolaca i probavnih keksi, te ih otpremio Magdinoj daljnjoj sestri¢ni. Sestri¢na je
odgovorila da ¢okolade ima i u Var$avi, ali da bi joj dobro dosla kutija deterdZenta, ili
sapuna koji ¢ovjeku ne odere kozu.

Nesto proslogodisnjih ¢okolada je iskoristio za dar pazikuéiteljici, privla¢no ih
spakuvsi u pletenu koSaricu koju je bio dobio sa paketiéem sugenih kajsija. Ona je
skinula vrpcu i ukrasni papir, slozila ih te uskliknula, ,,Aha! Cokoléde od
gradonacelnika!“ On se 1 danas pita kako je znala: te Cokolade su odli¢ne kvalitete i
izgledaju kao bilo koje ¢okolade koje se mogu vidjeti u izlozima bofnbonj erija. Mozda
je i ona na listi, pa svoje $alje rodbini u Portugalu. No to je skoro pa nemoguce:
bombonijera je namijenjena starijima i zasluznima, a njoj je jedva Cetrdeset. MozZda je
ona jedna od spletkara koji su se koristili varkom - krivotvorenim rodnim listom. Pa,
Sto s tim? Ona je vrijedna Zena, marljiva 1 uljudna. Za jednog ¢ovjeka za kojeg zna,
kazZu da je podnijeo zahtjev da isuvise loSe stoji da bi placao godisnji porez na
televiziju, i uspjelo mu je: tu u Parizu, gdje bi svaki gradanin trebao biti izbrojan; gdje
je cijeli zivot svakog legalnog imigranta pohranjen u kompjuteru ili nabijen izmedu
kartonskih korica dosjea koje zajedno drZi pohabana platnena vrpca.

Kad Magdi donosi doruc¢ak na posluZavniku, izgleda kao da ide na vazan
sastanak — sa menadzerom banke, recimo, ili samim gradonacelnikom. DrZi se sa svoje
strane granice izmedu spavanja i budenja, motri vlastito ponasanje da bi uo€io
simptome zaraze — smusenost o vremenu, zaboravljanje imena, udaljavanje od poante u

razgovoru. U dobroj je formi, ima dobar vid, jo§ mozZe ¢uti kako pisma klize po podu
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kad ih pazikuditeljica gurne ispod vrata. Bio je u Dachau deset mjeseci, zadnje zime i -
proljeéa rata, i izgubio po jedan zub za svaki mjesec. Zamijenj eni su mu na jeftin,
neﬁman nadin: bolje nego nista. Nijemci mu daju mjesenu mirovinu, koja pokriva, sa
malo viska, njegov skroman telefonski ra¢un. Na niskoj je stepenicibljlestvice

iskupljenj a. Kao prvo, kao §to mu je ukazao Njemacki odvjetnik koji se bavio njegovim
zahtjevom, bio je tada odrastao ¢ovjek. Zavrsio je Skolu. Imao je zanimanje. Strani
jezik ovjek moze predavati bilo gdje u svijetu. Kad je rat zavrSio, imao je samo
nastaviti kao i prije. Ne moZe se pravdati da su tih deset mjeseci bili nepremostiv lom,
razdvajajuéi prije od poslije, niti ¢ak gubitak zivota. Kad je njemacku mirovinu
objasnjavao poreznom sluzbeniku, ovaj ga je pitao da li je sluZio u njemackoj vojsci.
Vrti mu se kad sagne glavu — nad rairene novine, naprimjer — i svaki dan pije bijelo-
zelenu kapsulu, da umiri srce.

Cim Marie-Louise pozvoni na vrata, pas dovude uzicu iz njenog mjesta u
predvorju i stavi ju njemu pod noge. Hector je mladi $naucer ¢ekinjave dlake i
razigrane naravi, kojeg su nabavili po savjetu svog lije¢nika, kao sredi$nu tocku za
Magdinu koncentraciju. Na putu je da nadZivi svog vlasnika. M. Wroblewski se
pripremio za to: preuzeti ¢e ga pazikuditeljica. Ona to jedva eka. Ponekad kaze
Hectoru, ,,Eto nas, samo nas dvoje,“ kao da je M. Wroblewski ve¢ medu nestalima.
Setati Hectora se &ini sve teZim i teZim. PariZani auta ostavljaju na rubovima plo¢nika
bez inda slobodnog prostora; iza njih promet leti kao olujna tu¢a. Kad je bas Magda, od
svih ljudi, primijetila da nedostaje onih nekoliko drveéa, osjetio je nerazuman o€aj, kao
da je sve $to je njemu vazno, do zadnjeg, posjeceno. §to nas ne ostave na miru,

pomislio je? Ve¢ je duZe vrijeme u sebi vodio razgovore, s nikim posebno. Onda je
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stiglo pismo i poéeo se obracéati svom prijatelju. 1zbjegava odredene rijeci, poput
»problem,“ poteskoca,” , katastrofa,” te umjesto njih kaZe ,,Stanje stvari.”

Opozvane su Nansen putovnice. Troje ljudi koje pozna, u godinama od
osamedeset i jedne do osamdeset i osme, su primili pisma od Francuskog Ministarstva
za Vaﬁj ske Poslove: zavod koji se bavi tim rijetkim i posebnim putovnicama se zatvara.
Poljske politicke izbjeglice vise ne postoje. Pretvorili su se u Poljske gradane (prvi put
da oni to &uju) te trebaju podnijeti molbu za shodne dokumente vlastitoj ambasadi.
Dvoje od tih novih gradana su rezbar, koji jo$ uvijek radi u negrijanom ateljeu sa
krajnje strane Montmartre, i drugi umjetnik, Zena, koja je jednom oblikovala Magdin lik
s jakom, zapanjujucom sli¢no$¢u. Nije mogla priustiti da ga da na lijevanje, a original
se ili razbio ili izgubio — ne sje¢a se. Tek kroz umjetni¢ko djelo je shvatio ljepotu svoje
Zene. Dotada se ponosio njezinim $armom i osobno$¢u. Voljeo ju je gledati za
klavirom; vise je, moZda, gledao nego slusao. Treca osoba je bivsi kriticar isto¢no
Europske knjiZevnosti koji je u jednom trenutku pao u depresiju i prestao se truditi oko
pisama.

.- - . 1 tako, ipso facto, Poljski gradani,” rekao je rezbar M. Wroblewskiju preko
telefona. ,.Sto ¢e s nama? Otkreati nas nazad u Poljsku? U na$im godinama, bolje nam
je bez drzave.“ Mozda je tako. Nikada ne putuju i putovnice im ne trebaju. Svi imaju
gdje stanovati, prihode neke vrste. Dvoje od tih troje ¢ak jo$ uvijek zaraduje. Brinu se,
na neki nacin, jedno za drugo.

Nitko ne pravi potez. Kako kaze rezbar, kad imas posla sa birokracijom svjetske

klase, pametnije je sjediti i $utiti. Dok se ti odluci$ kako reagirati, sva su se pravila

mogla ve¢ promijeniti.
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To ije inije istina. Pijuna se moZe tiho pomaknuti bez da se digne pobuna.
Stav M. Wroblewskog naginje obrambenim linijama. Neki sluzbenik u ministarstvu
vjerovatno kriza .imena po abecednom redu, i nije ni blizu slova ,,w.* Nakon nekolicine
nevazecih pocetaka, napisao je i poslao pismo na Quai d'Orsay u kojem traZi francusko
eravljanstvo. Mogao je, naravno, predati zahtjev jo§ godinama ranije, no u starim
danima odbijanje je bilo toliko redovno da je ¢ovjek ostao obeshrabren veé na pocetku.
Dok su on i Magda dobili posao, stan, svoje dragocjene putovnice, zadnje $to su htjeli je
bilo ispuniti jo§ jedan formular, stajati u jo§ jednom redu. U pismu nije spominjao
izbjeglice, status, ni drzavljanstvo — osim ono francusko — ve¢ skrenuo paznju na broj
godina koje Zivi u Francuskoj, na te¢no znanje jezika, i koliko cijeni francusku kulturu.
Govorio je o prastarim povijesnim vezama izmedu Poljske i Francuske, kratko se
dotakao price o Napoleonu i Mme. Waleskoj, te podsjetio Ministarstvo da nikad nije
kasnio sa stanarinom niti prekoracio bankovni racun.

(Poslao je pismo prije vise od mjesec dana. Za sada nije bilo obavijesti iz Quai
d'Orsaya: odli¢an znak. Na sluZbenoj Sutnji se moZe ploviti sa savr§enom sigurno$céu.)

U meduvremenu, iskrslo je nesto novo. Prije otprilike tri tjedna primio je od
banke osobno pismo, napisano na pravoj pisac¢oj masini, potpisano pravom tintom: bez
brosura, bez prospekata, bez slika sijedih parova koji uZivaju u Veneciji ili gledaju
Sfinksi u o¢i. Tu je bila samo osobna poruka 1 jo§ jedna stvar, potvrda. ,,Potvrda® j'e
bilo od$tampano debelim crnim slovima, zajedno s njegovim imenom, to¢no napisanim.
Mme. Carole Fournier, iz Sluzbe za savjetovanje korisnika, ga je molila da potpise
potvrdu, zatraZi sastanak i donese ju u njen ured. (Njezin potpis mu se uinio otvorenim

i pouzdanim, ali jo§ Zivotno neiskuSanim.) Po rije¢ima Mme. Fournier, te iz
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nerazja$njenih razloga, on se nalazio medu pregritom StediSa — svojevrsnih aristokrata —
kojima je banka nudila kredit gotovine od petnaest tisuéa franaka. Taj kredit nije bio
zajam, niti prekoracenje racuna, nego rezerva u koju mbie posegnuti, bez placanja
kamata, kad god ﬁu zatreba gotov novac a ne Zeli dirati ustedevinu. Svote dignute iz
tog fonda bi bile zamijenjene u ratama od dvije tisuée franaka mjeseéno, prebacene s
njegovog tekuéeg ra¢una. Nije bilo kamata niti nadoplate: taj dio je pro¢itao dva puta.

Za petnaest tisu¢a franaka, pretpostavljao je, mogao bi letiti do Australije, ili
oti¢i na krstarenje po Karibima. Mogao bi Magdi kupiti raskoSnu bundu. Nista od toga
on neée udiniti, no ponuda je velikodu$na i nije za odbaciti bez razmisljanja. Racun je
otvorio sa ¢ekom od prve pla¢e u Francuskoj: moZda mu je banka htjela iskazati
zahvalnost za godine odanosti. Osim tekuéeg racuna, posjedovao je i dva StediSna
rauna. Jedan od njih je slobodan od poreza, zakonom ograni¢en na polog od petnaest
tisuca franaka — igrom slucaja, upravo iznos koji mu sada nude. Neki ljudi,
pretpostavljao je, bi sve zgrabili i profuckali na bezvezarije, onda bili potisteni i kajali
se dok bi gledali od mjeseca do mjeseca kako im tekuci racun nestaje. Taj poklon je bio
vedar balon sa duga¢kom uzicom. Uzica se mogla dodavati iz ruke u ruku — do banke i
nazad. On je sebe vidio kako se ¢vrsto drzi za uzicu.

Prije nego $to je imao Sansu iSta oko toga poduzeti, dobio je napad vrtoglavice
na ulici i morao u¢i u privatnu galeriju umjetnina i zamoliti ih da sjedne. (Nisu bili vrlo
ljubazni. Bila je samo jedna stolica, zauzeta Zenom koja je adresirala kuverte.) Lije¢nik
mu je naredio da si uzme tjedan dana odmora, poZeljno miljama daleko od kuce.
Pripreme koje su bile potrebne — na¢i nekoga da spava u stanu, jo§ dvoje njih da dodu

poslijepodne i preko vikenda — su bile napornije nego jednostavno nastaviti; no on je

122

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



poslusao, nista nije ostavio nedovrSeno, Hectora je predao pazikuéiteljici i uhvatio vlak
za Saint-Malo. Prije puno godina, u doba sporih vlakova i prohladnih hotela, bio je tu
odveo neke svoje ucenike. Oni sﬁ, ne prigovarajuc’i, jéli suhe sendviée ijabuké, i
kostice bacali sa bedema. Ovog puta je bio sam, u ki$noj sezoni. Pod liju¢im
kiSobranom $etao je opet po bedemima i kad se nebo razvedrilo posj etio grob
Chateaubrianda; s ruba groba pogledom je odmjerio ocean. 1 ovdje je bio vodio svoje
ucenike, i ispri¢ao im sve o Chateaubriandu (sve $to su mogli upiti), ali im nije rekao da
je Sartre urinirao na njegov grob. To im je moglo biti smije$no.

Ostavio je grob i more i krenuo natrag prema gradu u zidinama. Pomislio je i na
druga oskvrnuéa, i na necisto¢u koja se moze preliti po tihim Zivotima. U tamnom
poslijepodnevu, osvijetljeni prozori su izgledali nepristupa¢ni, nemareéi i ravnodusni.
Napisati ¢e svom prijatelju, ,,Pitao sam se $to ja tu trazim, gledam u tude prozore, kad
imam sam svoj dom.“ Sljede¢i dan je promijenio rezervaciju i vratio se u Pariz prije
nego $to je tjednu dosao kraj.

Magda ga je prepoznala ali nije znala da ga nije bilo. Pitala ga je da li mu je
smetao susjed koji je cijele noéi na klaviru svirao Schuberta. (MoZda je i postojao taj
glazbenik, ponekad je mislio, i samo ga je Magda mogla ¢uti.) ,,Mora$ mu reci da

prestane,” rekla je. Obecao je da hoce.

Mme. Carole Fournier, Sluzba za Savjetovanje Korisnika, se pokazala privlatnom
mladom Zenom, moZda malkice mr§avom u licu. Njeni usukani obrazi su joj davali
pti¢ji izgled, no kad se okrenula prema ekranu kompjutera pored stola, njezin profil ga

je podsjetio na glumicu, Elzbietu Barszczewsku. Kad je Barszczewska umrla, u svojoj
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bijeloj vjen€anici, na kraju filma koji se zvao Gubavac, cijela Var$ava je pala u Zalost.
Pored Barszczewske, Pola Negri je bila nista.

| Plvastiéni. okviri na naogalima Mme. Fournier su se slagali sa dvima crvenim
ukosnicama u njenjoj kosi. Njen ured je bio bijeli predgradak sa velikim prozorom i
bez vrata. Njezin kompjuter, kao i svi koje je primijetio u banci, je imao ekran boje
plavetnila. To je izazivalo predodZbu beskonaénosti. Na toj azurnoj povr§ini je mogao,
bez naprezanja, procitati ¢injenice o samom sebi: datum rodenja, za primjer. Kroz
bijele popre¢ne Zaluzine na prozoru, primijetio je pekaru i postu gdje je kupovao
markice i slao pisma. Hector, zavezan za Zeljezni stup izmedu biciklova, okovanih
lancima i pod lokotom, bio je taman izvan vidika. Da je prozor bio otvoren, mozda bi
se ¢ulo njegovo tugaljivo lajanje. M. Wroblewski je htio ustati i uvjeriti se da psa netko
nije kidnapirao, no to bi znadilo prekinuti $armantnu Mme. Fournier.

Jos jednom je bacila pogled na plavi ekran, pa vratila paznju upitniku od Cetiri
stranice na stolu. Oc¢ekivao je dobrodos$licu. Do sada je to bilo ispitivanje. ,,Ispri€avam
se,“ rekla je. ,,Posao mi je. Moram vas ovo pitati. Dali ste stériji od Sezdeset i Sest
godina?*

,.[Polaskan sam da bi uopée mogli u to posumnjati,“ po&eo je. Cinila se tako
mlada; glas mu je imao notu Sale. Mogla mu je biti unuka, da generacije teku kako bi to
statistike htjele. MoZda bi poslao njezinu sliku prijatelju u VarSavi: crvene ukosnice,
male ruke, privjesak horoskopskog znaka (Blizanci) na lan&iéu. Preko puta, iz pekare je
izaSao djecak, noseci vise dugackih kruhova, moZda za restoran. Ona je ¢ekala. Koliko

dugo ve¢ ¢eka? Penkalo joj je visilo nad upitnikom.
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,»Svoj Sezdeset i $esti rodendan sam slavio na dan kad je umro General de
Gaulle,” rekao je. ,,Ne Zelim re¢i da sam slavio smrt tog izvarirednog ¢ovjeka. Bilo mi
je jako Zao. Bio sam u kaialiﬁtu, sa Zzenom. 'Predstava je bila Ondine, sa Isabellom
Adjani. To joj je bila prva vazna uloga. Mora da joj je bilo sedamnaest godina. Bila je |
ljubimica Pariza. Krasna. Nimfa. Nakon spuStanja zastora, iza%ao je direktor kazalista,
okrenuo se gledalistu, i rekao da je predsjednik mrtav. Cinilo se da ona i dalje &eka.
Nastavio je, ,,Gledaliste je zinulo. Iza$li smo u koloni bez pri¢e. Moja Zena je kona¢no
rekla, 'Jadan éovj ek. I kako tuzno, na tvoj rodendan.' Ja sam rekao, 'To je povijest.' I3li
smo kuéi pjeske, po kisi. U onim danima moglo se i¢i ulicom poslije pono¢i. Nije bilo
opasnosti.*

Razaznanje joj se na licu ocrtalo samo pri spomenu Isabelle Adjani. Osjecao se
duzan dodati, ,,Mislim da sam pogrijesio. To ipak nije bio predsjednik de Gaulle.
Predsjednik Georges Pompidou je bio taj ¢ija je smrt objavljena u svim kazali$tima u
Parizu. Nisam siguran za Adjanijevu. Moja Zena je uvijek ¢uvala kazali$ne programe.
Mogu to provjeriti, ako vas zanima.*

,Oko toga da li imate preko Sezdeset i $est godina,” rekla je. ,,Morati Cete
izvaditi posebnu policu osiguranja. To je da se banka zastiti, vidite. Ne kosta puno.*

,,Ja jesam osiguran.*

»Znam. Ovo je za banku.“ Okrenula je upitnik da bi on mogao procitati pitanje
u jednoj kocki: ,,Da li pijete lijekove na dnevnoj bazi?*

,»Svi mojih godina nesto piju.“

,,Oprostite. Moram pitati. Da li ste ozbiljno bolesni?*

»Kroni¢na prituzba. Nista opasno.” Stavio je ruku preko srca.
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Uzela je upitnik, ispri¢ala se joS jednom, i ostavila ga samog. Na ekranu je
proditao brojeve od svoja tri racuna, i datume kada je svaki otvorio. Sjetio se Hectora,
ustao, no prije nego §td je mogao do¢i do prozora, Mme. Fournicr se vratila.

LIspriavam se,” rekla je. ,,Ispriavam se §to toliko dugo traje. Molim vas,
sjednite. Jo3 nesto vas moram pitati.”

»PokuSavao sam vidjeti svog psa.*

,»O vasoj kroni¢noj bolesti. Da li bi mogli iznenada umrijeti?*

,.Nadam se da ne.*

,»Razgovarala sam sam sa M. Giroudom. Morati éete napraviti lijeCni¢ki
pregled. Ne, ne kod vaseg lije¢nika,” preduhitrila ga je. ,,Kod lije¢nika od
osiguravaju¢e kompanije. To nije za banku. To je za njih — za osiguranje.” Bila je
starija nego $to je on pretpostavio. Neugoda i njene krinke su joj stegnule lice, dale joj
oko trideset i pet. Mladenacki potpis je bio varka. ,,M. Wroblewski,” rekla je, sa
dobrim pokus$ajem da izgovori suglasnike, ,,da li je vrijedno svega ovoga, petneast
tisuca franaka? Mi bi odobrili prekoracenje, ako bi vam zatrebalo. No, naravno, bilo bi
kamata na to.*

,Zelio sam taj fond iz bag tog razloga kojeg ste upravo spomenuli — u slutaju da
iznenada umrem. Kad umrem, ra¢uni ¢e mi biti zamrznuti, zar ne? Volio bih malo
gotovine za moju Zenu. Mislio sam da bi mogao svog lije¢nika uciniti odgovornim. On
bi mogao potpisati — §to god. Moja Zena je suvise bolesna da bi povela brigu o
sprovodu, ili platila ljude koji se za nju brinu. Proéi ¢e vremena dok oporuka bude

sredena.“
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»Zao mi je.“ rekla je. ,,Iskreno mi je Zao. To nije radun. To je rezerva gotovine.
Ako vi umrete, ona prestaje postojati.®

»Rezerva gotovine, koju drZi banka, pod mojim imenom, je racun, rgkao je.
,,Ja to ne bih ni koristio ni dirao za svog Zivota.

., To nije vas novac,” rekla je. ,,Ne na taj nacin kako vi mislite. Ispri¢avam se.
Oprostite. To pismo vam ubpc’e nije trebalo biti poslano.*

,Banka zna moje godine. Tu su, na ekranu.*

»Znam. Ispriavam se. Ja nisam ta koja Salje te stvari.*

,Ali ih potpisujete?*

,»Ne Saljem ih.“

Rukovali su se. Namjestio je SeSir u drazestan kut. Sve §to je imao na sebi taj
dan je izgledalo novo, ¢ak i svileni $al, siv sa sitnom Zutom mustrom, kojeg je Magda
kupila u butiku Arnys, na Rue de Sévres — pa, prije nekih petnaest godina. Nista nije
bilo izlizano ili izblijedjelo. Kao da nikad nista nije iznosio. Nokti su mu bili
podrezani, ruke bez mrlja. Jo$ uvijek je pusio tri Craven A na dan, no suzdrZao se u
prisustvu Mme. Fournier, po$to nije vidio pepeljaru na njenom stolu. Na njemu,
zapravo, nije bilo niSta osim upitnika. Trebao joj je donijeti neku bombonijeru; smetalo
ga je §to je propustio tu ljubaznost. Nije joj nista zamjerao. Cinila se sposobna, obzirna
u svom ponasanju.

,,Vasi racuni su u izvrsnom stanju,” rekla je. ,,To mora da vam je jedna briga
manje. Mi bi mogli dozvoliti. . .U svakom slucaju, dodite i obratite mi se ako budete
imali neki problem.*

,Moj problem je moja vlastita smrt,” rekao je, smijeseci se.
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,Ne smijete tako razmisljati.” Dotakla je svoj talisman, Blizance, kao da bi joj
on stvarno mogao ostvariti dupli Zivot: jedan sa neprilikama i jedan bez. ,,Molim vas

oprostite nam. M. Giroud se ispri¢ava. Ja takode.“

Nakon onog posla s pismom i pitanja o Prusiji ovog jutra, Magda je bila tiha. Pustio ju
je da popije ¢aj (zna zaboraviti da drzi Salicu) i pokusao ju uvuéi u razgovor o pogledu s
prozora.

Ona je rekla, ,,Susjed i dalje svira Schuberta cijelu no¢. Drzi me budnom. Tuzno
je kad prestane.*

Njihovi susjedi su par koji ide na posao. Televiziju gase u deset i nema
nikakvog zvuka do pola sedam u jutro, kad slusaju vijesti. U petneast do osam
zakljucavaju vrata i zovu dizalo, i stan je opet tih do doba vecere. Nitko ne svira
Schuberta.

Uzeo je posluZzavnik. Kad je stigao do vrata ona je rekla prijaznim, jednoli¢nim
glasom, ,,Klavir me drzao budnom.*

»Znam,” rekao je. ,,Muskarac koji svira Schuberta.“

,,Koji muskarac? MusSkarci nista ne znaju svirati.*

,Zena? Netko koga pozna§?“

Stajao je mirno, i ¢ekao. Rekao je svom prijatelju, Ako dobijem odgovor, znaci
da je ozdravila. No ona ¢e se ukopati pod pokrivace i jastuke dok ne dode Marie-
Louise. Kad Marie-Louise bude tu, ja ¢u izaéi susresti se s tobom, ili s mi$lju o tebi,
koja me sada nikad ne napusta. Gledati ¢emo u one zidove od ogledala preko puta

bulevara i ocijeniti dan po bojama: svijetlo-zlatna, siva, bijelo-plava. Pusti mi da
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objasnim. Daj mi vremena. Sa te udaljenosti tmina nema nikakvu mo¢. Nema sama
svoj Zivot. Ona je samo odraz.

Danas ¢éu ponijeti blok papira za pisanje i adresiranu kuvertu sa po§tanskom
markom. MozZe§ me zamisliti, za stolom iza prozora. (Postaje malo prohladno za
ulicu.) Imam mladog psa. Kao Sto vidi$, jo§ uvijek sam dosadno optimistian. Magda
je dobro. Jutros smo razgovarali o Schubertu. Steta je $to si loSeg zdravlja i ne mozes
putovati. Inace bi mogao doéi tu i unajmili bi auto i VQZili se negdje — ti, Magda, pas, i
ja. Zao mi je za emisiju na radiju i njen u¢inak na neke niske ljude. I ovdje ima
izopaCenih umova — ne bi vjerovao §to se dogada. Netko je na sastanku rekao, ,,Hitler
zivil“ — tako su mi rekli. Valjda policija ne moze biti svuda. Molim te dobro pazi na
sebe. Tvoja pisma su mi dragocjena. Imamo toliko sjecanja. Da li se sje¢a§ Gubavca, i
scene u kojoj ona umre na svom vjenc¢anju? Bila je daleko ljep$a od Garbove ili
Dietrichove — zar nije? Voljeo bih da ti imam viSe za reéi, ali zivot mi je kao mackino
predenje. Da ti ga opiSem, uspavao bi te. Mozda ¢u ti imati Viﬁe reéi sutra. U

meduvremenu, $aljem ti naklonost Bozju.
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