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Child and Play. Imagination — Expression — Education

Play as a phenomenon of culture is primarily associated with imagination - thus
also with fantasy, inspiration, and expression. It refers to the extensive exploration
of reality by association, analogy, similarity, contrast or contact. Furthermore, im-
agination and creative self-expression also become a way to understand oneself, as
well as a means to recognize one’s identity. Expression, due to the identification of
the emotional content of a work of art with the experience of both the creator and
the recipient, allows one to go beyond the text, it shows the ways of freeing the art-
ist's emotions and presents specific “pictures” of self-expression.

The theories of play and games have been well described by researchers of
culture: Roger Caillois and Johan Huizinga (Huizinga 1967). The cultural de-
terminants of play - free participation, separation, and closure within a defined
space time, uncertainty, unproductiveness, conformity to norms or fictionality —
focus on the following vital elements: agon (competition), alea (destiny), mimi-
cra (imitation), and linx (stupefaction) (Caillois 1967).

In this volume, we invite you to join a discussion on the phenomenon of chil-
dren’s play and children’s folklore as we try to answer the following question: Are
these elements also reflected in children’s play and its literary renderings?

It seems that a child participant plays a significant role in these considerations
because it is her natural and spontaneous world of play and the rich imagination
reinforced with curiosity and desire to explore the world that cause a creative
type of behavior and expression of thoughts. According to Swiss psychologist
Edouard Claparede (1873-1940), the child exists to play. To paraphrase this
statement, does the child exist to read or to be read to? Does literature addressed
to children fulfil their ludic expectations? Does it compete with toys, computer
games and other kinds of entertainment that do not demand fluent reading skills
or the ability to interpret texts? How does it function within the economies and
consumption of children’s culture?

Many of the aforementioned aspects of play and its cultural, anthropologi-
cal, and educational entanglements, found in the articles included in this vol-
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14 Ryszard Waksmund, Dorota Michutka, Hans-Heino Ewers

ume, correspond with the vision of children’s folklore as a collection of works,
games, and language games that take the form of specific, useful texts. They
take on different cultural categories. Nowadays, the classification of children’s
folklore introduces several of its varieties: language games (e.g., ‘name-calling;
‘hypocorism, ‘garbling’), literary games (e.g., legends, fairy tales, riddles, an-
ecdotes, proverbs), movement games (e.g., skipping, counting), fun melodies
(e.g., lullabies), manual games (e.g.,coloring books, stickers) — in the case of
countless texts, the genological border is blurred and the genre structure be-
comes unfixed (Cieslikowski 1975; Simonides 1976).

Researchers of children’s folklore also pay attention to its fate: transforma-
tions, alterations, changeability, changes from oral to written forms (e.g., chil-
dren’s diaries). Joanna Papuzinska in Folklor dziecigcy i jego losy (Children’s
folklore and its fate) notes that scholars have been “fascinated [...] [with] these
aspects of children’s character that have been associated with art: freshness and
unconventionality of view, simplicity, and honesty in expressing feelings, the
ability to be in the world of fantasy and fabrication, greater sensitivity than
adults. Taking them into account, an analogy was made between the child’s psy-
che and the psyche of the artist as the one who did not lose the gifts of child-
hood. One of the research trends that influenced the development of childhood
interest was the theory of cultural survival of Edward Burnett Tylor, the British
anthropologist of the turn of the 20" century, the main representative of evo-
lution (Antropologia, Polish edition 1910). The theory of relics investigated the
remnants of old behaviors that lost their social functions and remained in the
customs and culture only in the form of relics. There are relatively many such
relics preserved in children’s behavior: the study of children’s games or the ac-
companying verbal texts allowed them to come across traces of ancient rituals
and beliefs that have already lost their functionality and are still practiced by
children’s collectibles in the form of dance tricks, games or texts they produce”
(Papuzinska 2010). Papuzinska also emphasizes the expansion of electronic
means of social communication, which generated new forms of media current-
ly also in the formula of children’s folklore (e.g., blog entries, the language of
text messages, photos collected in mobile phones, the child as an active partici-
pant in the virtual world and the child as a player of computer games).

We should not forget about the achievements of Janusz Korczak, an out-
standing researcher of the culture of childhood with particular emphasis on
children’s morality. Korczak based his research on his own experiences (e.g.,
he used the method of participant observation, which he strengthened by, for
example, measuring and analyzing children’s quarrels and disputes, discussed
collected children’s life documents, analyzed items collected by children, etc.),
as well as on ethnography and anthropology, using the following sections: eve-
ryday life, beliefs and superstitions, social norms, gathering, exchange.

“In Korczak’s views — writes Papuzifiska — one can notice the treatment of
children’s communities as autonomous, separate constructs about their own
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Child and Play. Imagination — Expression — Education 15

system of life and values, add much higher adults than [...] societies... he was
primarily interested in the social behavior of children [...] beliefs and supersti-
tions children’s dreams and life plans, game scenarios and [...] children’s passion
for gambling” (Papuzinska 2010).

An essential role of literary inspirations that flow from the children’s subcul-
ture is also played by the carnival of the world, the poetics of absurdity, nonsense,
mischievous threads and the vision of averted reality — the world upside down.
These elements fit in the children’s counterculture area: “In the child’s psyche
and morality the motifs [...] occupy [...] a special place” — writes Papuzinska —
“firstly, they perform multiple compensatory functions, secondly, they subject
logical verification to the reality of the child, thirdly, which results from the first
two premises — a source of fun and humor” (Papuziniska 2010; Simonides 1967).

Such considerations on the cultural roots of play and the role and function
of childrens folklore can also be found in this volume. Moreover, readers may
find articles concerning cultural realization of the image of the child and play
in a wider perspective: in the context of imagination, expression, and educa-
tion. The main themes of the publications are as follows: children’s games and
children’s literature between the Enlightenment and Romanticism - histori-
cal perspective (Hans Heino Ewers); ludic adaptations and children’s literature
from the ludological aspect (Alicja Ungeheuer-Golab and Bozena Olszewska);
what to play and how to play in the 21* century - diagnoses and prescriptions
(Krystyna Zabawa); intertextual strategies and paraphrases of children’s lit-
erature classics in the context of gamification or the ludic expectations of lit-
eracy (Maria Alcantud-Diaz, Andrea Marquez-Gdémez); play in pop-culture,
play in literacy education in the context of children’s play with pets — from lin-
guistic perspective (Bernadetta Niesporek-Szamburska); children’s literature
and art as an experience (e.g., play and imagination in picture books and toy
books), the phenomenon of subversive play (Katarzyna Slany); playing with
reading (based on the notion of the child as a flaneur and a voyeur: an im-
aginative space of streets and museums - Olga Bukhina); play with the recep-
tion of reading, linguistic playfulness as a stylistic device in children’s litera-
ture, the child - reading and imagination (e.g., humorous and playful maps in
childrens books — Bjorn Sundmark); play in new media (e.g., children’s reac-
tion to war in the video game This War of Mine - Michal Wolski); the child -
play and the consumption of childrens culture (e.g., toy as a historical arti-
fact in children’s culture - Angela Bajorek); children’s poetry and play (Tzina
Kalogirou); the child and play in the context of embodiments of the fool fig-
ure (Anna Czernow); dance as a play and its manners of depiction and func-
tions (Emilya Ohar, Bogumila Staniéw, Dorota Michutka); literary motifs of
playing computer and video games in fantasy novels for children and young
adults (Weronika Kostecka); play in political and historical context based on
the theme of depicting communism for children in Soviet era picture books
1920s-1930s (Marina Balina); play in childrens world with merry pictures of
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16 Ryszard Waksmund, Dorota Michutka, Hans-Heino Ewers

the little folk based on the cartoon magazine Veselye kartinki (Christine Goltz);
play from educational perspective: little big fun with good manners and select-
ed examples of contemporary etiquette guides for children (Magdalena Jonca);
paidia and paideia, play and ethics in children’ literature (Malgorzata Wojcik-
-Dudek); main topoi in children’s subculture and ,,great play” in children’s folk-
lore (Jolanta Lugowska, Alicja Baluchowa and Maciej Skowera); play and im-
agination in Polish language education (Barbara Myrdzik).

To commemorate the 100™ birthday of Jerzy Cieslikowski, the great explorer
of children’s folklore, children’s subculture and “great play”, a separate group of
texts included in this volume are devoted to Cieslikowski who as a pioneer of
research on the culture of the child and childhood and literature for children in
Poland was a researcher and a provocateur.

Professor Jerzy Cieslikowski has become the pride of Polish literary studies.
He is known mainly as a scholar of children’ folklore and literature. The subject
matter of this part of introduction is a reflection on Cieslikowski’s academic ca-
reer, especially an attempt to answer the question why the world of children’s
literature and subculture became the focus of his interests. When in the late
1950s Cieslikowski published his first academic article on that matter, he en-
tered a field that in Poland had been dominated by women, who were tradition-
ally more interested in such texts. In our country it was women who had been
the most thorough critics, who had pioneered research studies in that field, run
the first departments at universities, and written first textbooks for university
students. Men, professors and scholars, appeared in that field later, for instance
as part of teaching staff at universities of education, but remained a minor-
ity. At that time, literature for children and youth were treated as a proverbial
Cinderella when compared to national or international classics, still waiting for
proper academic recognition. Cieslikowski’s achievement is the fact that chil-
dren’s literature became a legitimate object of literary studies not only due to
its didactic functions, but also because of its aesthetic and ludic values - such
a change of perspective must have taken a novel approach to the source mate-
rial. As a historian of Polish literature, Cieslikowski could have contented him-
self with literature of the Positivist period, appointed to him by the department,
and its praiseworthy representatives, including Henryk Sienkiewicz (winner of
the literary Nobel prize) and Eliza Orzeszkowa (Nobel candidate). But what
made Cieslikowski the best suited person to study this period was his papers on
Positivist writers for children: Walery Przyborowski (master thesis) and Maria
Konopnicka (PhD dissertation), which we will discuss in more detail later on.
When Cieslikowski was appointed an assistant professor and could lecture on
the history of Polish literature of the second half of the 19" c., he continued his
research adjusting the focus to folklore as a part of children’s subculture and its
influence on literary works both for children and adults. This approach was ex-
pressed in Cieslikowski’s postdoctoral book titled Wielka zabawa (trans. Great
Fun, 1967), written when he was almost 50, and the book that brought him the
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Child and Play. Imagination — Expression — Education 17

professorial degree — Literatura i podkultura dziecigca (trans. Childrens Litera-
ture and Subculture, 1974), published three years before his death.

Jerzy Cieslikowski was born in 1916 during the First World War, in Minsk
which later became the capital city of Belarus. We do not know how his fam-
ily got there, what his upbringing look liked or what he read and how he
played as a child. He spent his youth in central Poland - in Jedrzejéw in the
Kielce province, where he attended school and passed the final exams just one
year before the Second World War broke out. His literary interests manifest-
ed themselves as early as in secondary school, as prove Cieslikowski’s letters
that he sent to Warsaw periodical Kuznia Mtodych (trans. Forge of the Youth)
between 1934 and 1935. The letters were poems and feature letters “from the
province”. However, Cieslikowski followed his parents’ advice and started
studying veterinary medicine at the University of Warsaw - after one year
the Second World War interrupted his education. As a twenty-three-year-old
man he joined the resistance and became an officer of the Polish Home Army
in Jedrzejow district responsible first for propaganda, and later for air-drops.
He was fortunate enough to avoid the hecatomb of the Warsaw Uprising and
Stalinist repressions.

When the war ended, Cieglikowski joined the Polish Socialist Party and un-
dertook studies at the Jagiellonian University, but soon he and a group of stu-
dents were transferred to Wroctaw, where he married and started a family. At
that time Cieslikowski undertook Polish studies at the University of Wroctaw,
meaning to become a journalist. During the studies he was active in students’
organizations and was a contributor of a number of periodicals. He still pub-
lished mainly poems and feature articles, but his satirical skills already started
to show. Before communist censorship closed down independent magazines,
between 1946-1947 Cieslikowski published humorous cartoons in “Horyzont
Kulturalny” (trans. The Cultural Horizon) - a Sunday supplement to Naprzod
Dolnoslgski (a local paper of the Polish Socialist party). His cartoons were
a covert critique of the political regime. When the communists were forcing
the Polish Socialist Party to join them, Cieslikowski drew a man hanging on
a hook and a passerby asking “Do you still waver, sir?”. Cieslikowski’s humour
was sharp and mocked many different subjects, including social conventions.
For other magazines, he wrote epigrams, fake letters from readers, book re-
views and - increasingly more often — reviews of fine arts exhibitions.

Jerzy Cieslikowski’s satirical works (signed with the acronym “jotce”,
i.e. J.C.), similarly as his — printed out in fragments — occupation-themed nov-
el Rozowe migdaty (trans. Pink Almonds), prove his passion for writing. These
literary experiences undoubtedly influenced the style of his university lectures
and academic publications. Obligated to work on literary history of Polish Pos-
itivism and modernism, he wrote essays consistent with his interests, for in-
stance about the artistic circle in Henryk Sienkiewicz’s short story “Ta trzecia”
(trans. “The Third One”) or the presence of religious myths in the structure of
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18 Ryszard Waksmund, Dorota Michutka, Hans-Heino Ewers

Eliza Orzeszkowa’s novel Nad Niemnem (On the Niemen). This indisputable
national epic depicts the extraordinary hardship of Polish gentry to survive
under Russian rule after the defeat of the January Uprising (1863-64) and pre-
sents the story of a young gentry woman without a life purpose, who matures
to marry a hard-working young man representing the impoverished gentry.
The novel was included in the obligatory school reading lists during the com-
munist period as the most prominent work of literary realism. It stood not so
much for eastern borderlands gentry’s heroism, but was rather a glorification
of hard work on the land and simple life of common people. Yet, Cieslikowski
was arguably the first Polish literary scholar who, using Eliade’s research meth-
ods, found in the novel’s structure similarities to religious myths or even folk
fairy tales. In that sense, he became the precursor of archetypal criticism, long
before Polish readers could familiarize themselves with the works of Carl Gus-
tav Jung or Northrop Frye. Cieslikowski’s concept was so ground-breaking, or
perhaps we can even say “roguish’, that it was not properly received in academ-
ic literature or school education. Looking for sacrum in tendentious literature
was not in high regard at that time.

Jerzy Cieslikowski was also innovative in his attempt to interpret fable
“About Janek who made shoes for dogs”, a story included Juliusz Stowacki’s
Romantic drama Kordian, which itself is the first part of an intended trilogy to
be titled Spisek koronacyjny (trans. The Coronation Plot). The story of a village
boy who against the world’s opinion becomes a royal minister, which sounds
similar to English Dick Whittington, is for Cieslikowski a key for understand-
ing Kordian's nonconformist attitude, who wants to assassinate in Warsaw the
despotic tsar to be crowned the king of Poland in 1825. Other scholars (M. Bi-
zan and P. Hertz) interpreted Janek’s story in a different way - as an abbreviat-
ed biography of pre-Romantic (that is before the November Uprising of 1830)
heroes when “cunning, resourcefulness, compromise, loyalism and above all
a well-learned and useful skill could provide a calm and prosperous life”. In
the real world of a Lithuanian parish living according to teachings of a local
priest and a provincial teacher, Janek is a dunce, scamp, and outcast. In the fa-
ble world, he becomes a successful lord. This fable — within the drama told to
Kordian by a tutor and veteran of the Napoleonic Wars — has become a sepa-
rate reading for children. In the interwar education of Polish language and
culture, when Cieslikowski was still a schoolboy, the fable was only known as
a fragment of Kordian, but since then has been published separately and illus-
trated. After the war, it had many editions with illustrations by Wisniewski,
Szancer, and others. “These iconic images co-exist with the memory of mean-
ings and sounds” writes Cieslikowski. As a dramatic and rhymed fable, in time
it started to be “sung”. Modern antipedagogy (mainly works by Schoenbeck
and Blusz) - which emphasizes new, eclectic upbringing, paidocentrism, belief
in inborn developmental dynamism - could surely perceive Janek’s turbulent
life as a role model for individuals who want to control their fate without the
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irritating supervision of adults. However, if we were to accept such a perspec-
tive, which is consistent with characteristic changes in the post modern world,
we should also change the canon of school readings.

Cieslikowski’s unconventional approach to classics could be seen as early
as in his Master thesis on Walery Przyborowski’s historical novels for children.
According to the thesis, Przyborowski, who was ten years younger than Mark
Twain and was inspired by Henryk Sienkiewicz’s Trilogy, modelled his stories
not according to educational goals but rather ludic ones, especially in the case
of a battle adventure of a young protagonist, which resembled playing with tin
soldiers.

In his PhD dissertation on Maria Konopnicka’s poems and fairy tales for chil-
dren, Cieslikowski indicated issues related to the tradition of didactic poetry and
children’s folklore, such as adaptation of foreign texts or semiotics of illustrated
books and original fairy tales. Research on Stanistaw Jachowicz’s rhymed tale,
who initiated the development of children’s poetry in Poland, supposedly led
Cieslikowski to a bold argument that the works of this 19" century poet and edu-
cationalist belong not to the Romanticism but to a contemporary cultural trend
- the Biedermeier period. It was meant to question the then accepted periodiza-
tion of Polish literature for children, which was not consistent with the periodi-
zation of literature in general.

Another Cieslikowskis bold move was to include obscene folklore of rural
children in his postdoctoral book Great Fun, which had so far been ignored in
both Romantic and modernist folklore studies. The discovery of this phenom-
enon was possible only to Cieslikowski’s personal preliminary research of writ-
ten sources, usually of contributory character and without an opportunity to
compare them with foreign publications - if there were any. Driven by the spirit
of contrariness or perhaps academic diligence, Cieslikowski emphasized works
that proved the separate identity of children’s subculture. These included mostly
shepherds’ sayings and jokes, or rhymed name calling that worked as rites of ini-
tiation for a new playmate. However, Cieslikowski found also parodies of adult
conversations (dialog of the deaf) or even sermons, which can be seen as antici-
pations of typically urban forms of entertainment, like for instance political or
literary cabaret, clearly contesting social norms of the urban life. Cieslikowski
noticed analogous forms of contestation in works of 20" century poets loved by
Polish children: Julian Tuwim and Jan Brzechwa. Cieslikowski saw the lyrical
subjects in their poems as a kind of an “uncle”, who uses topics and forms based
not on didactic poetry saturated with paternalistic authority by rather inspired
by cabaret and comedic works. Recognizing the poet as a primal man and myth-
ical thinking as a source of metaphors, he considered children’s imagination and
folklore the key to understanding the avant-garde trends in poetry and painting
of the 20" century. Thus, he researched paraphrases of classic texts for children,
and grotesque presentations of historical figures and religious beliefs. He said
“This free, in a sense even chummy, reshuftle of what is important in the world,
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the liberation of concepts and images from their true or assumed solemnity is
a crucial aspect of being a child, with the reservation that the child means it as
a form of fun, not an attempt to revolutionize the world” (WZ, 394).

Taking it all into account, it is not surprising that in a circle of children’s
literary scholars dominated in Poland by women, Jerzy Cieslikowski was seen
as an intruder at first, and later as enfant terrible who goes his own ways. Yet,
slowly he convinced more and more scholars, especially from the younger gen-
eration. On top of typical monographs titled “Works of John/Jane Doe for chil-
dren and youth’, there was an increasing number of detailed analytical studies
of genological and interdisciplinary character which used the latest methodo-
logical trends. The area of research on children’s folklore, childhood anthro-
pology and childhood experience is expanding and shows that the heritage of
scientific research of Jerzy Cieslikowski is still needed, relevant and up to date,
and that it is the basis for further research on children’s studies.

* % %

We hope that this extensive volume devoted to children’s folklore, play, ex-
pression, imagination and education, a collection in which many articles are
rooted in the research of Jerzy Cieslikowski and the heritage of his scientific
discoveries, meet the expectations of the readers, set in the title of this volume
and show the readers a few significant — new scientific paths of exploration of
literature and culture of a child and childhood.
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Dziecko i zabawa: wyobraznia — ekspresja — edukacja

Zabawa jako zjawisko kultury zakorzeniona jest przede wszystkim w sferze wy-
obrazni, a co za tym idzie - takze w obszarze badan zwigzanych z fantazjg, inspi-
racja i ekspresja. Odwotuje si¢ do szerokiej eksploracji rzeczywisto$ci na zasadzie
asocjacji, analogii, podobienstw, kontrastu czy stycznosci. Ponadto wyobraznia
i ekspresja poprzez tworcze ,ja~ stajg si¢ takze sposobem na zrozumienie in-
dywidualnych i prywatnych potrzeb autora (w tym jego twdrczej osobowosci)
oraz artystyczng drogg dotarcia do wlasnej tozsamosci. Ekspresja natomiast, ze
wzgledu na identyfikacje tresci uczuciowych dzieta sztuki z przezyciami twoércy
i odbiorcy, pozwala na ,wyjscie poza tekst’, ukazuje sposoby uwalniania emocji
artysty oraz przedstawia swoiste ,,obrazy” wyrazenia siebie.

Teorie gier i zabaw znakomicie opisali juz badacze kultury: Roger Caillois i Jo-
han Huizinga (Huizinga 1967; Caillois 1967), konstatujac m.in., iz kulturowe
uwarunkowania zabawy, np. dobrowolne uczestnictwo, separacja i zamknie-
cie w okreslonej czasoprzestrzeni, niepewno$¢ uzyskania przewidywanych
wynikéw, nieproduktywno$¢, zgodnoé¢ z okreslonymi zasadami i fikcyjnoéé
dzialan - koncentruja sie na nastepujacych istotnych kategoriach: agon (rywa-
lizacja), alea (przeznaczenie), mimikra (nasladowanie) i linx (oszolomienie)
(Caillois 1967).

W niniejszym tomie zapraszamy do dyskusji nad zjawiskiem dzieciecej
zabawy, dzieciecej wyobrazni oraz dzieciecego folkloru i prébujemy odpo-
wiedzie¢ na pytanie, w jaki sposob owe zagadnienia zostalty odzwierciedlone
w roznych tekstach kultury (np. w literaturze i w kulturze popularnej), w no-
wych mediach, w edukacji i w percepcji dzieci.

Znaczacy role w rozwazaniach autoréw artykuléw odgrywa w sposéb
szczegolny dzieciecy uczestnik, poniewaz to jego naturalny i spontaniczny
$wiat zabaw oraz bogata wyobraznia - wzmacniana ciekawo$cia i pragnieniem
poznawania $wiata — pozwalaja na twdrczy rodzaj zachowan i ekspresji mysli
(Cieslikowski 1975).

Wedlug szwajcarskiego psychologa Edouarda Claparéde (1873-1940) dziec-
ko istnieje, aby si¢ bawi¢. Czy literatura skierowana do dzieci spetnia ich lu-
dyczne oczekiwania? Czy konkuruje z zabawkami, grami komputerowymi i in-
nymi rodzajami rozrywki, ktore nie wymagaja plynnych umiejetnosci czytania
lub umiejetnosci interpretowania tekstow? Jak to dziala w strukturze dziecigce-
go $wiata i konsumpcji kultury dziecigcej?

Wiele z powyzej wymienionych aspektéw zabawy i jej kulturowych, antro-
pologicznych i edukacyjnych uwiklan, obecnych w artykutach zamieszczonych
w naszym tomie koresponduje z wizjg dziecigcego folkloru jako zbioru utwo-
réw, gier i zabaw jezykowych, ktore przyjmuja forme swoistych tekstow uzytko-
wych. Odwotuja sie one do réznych kulturowych kategorii, w przypadku wielu
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tekstow zaciera sie jednak ich granica genologiczna. Pomimo wyraznej nie-
okreslonosci ich struktury gatunkowej, wspoélczesna klasyfikacja folkloru dzie-
cigcego wprowadza kilka jego odmian: zabawy jezykowe (np. wyzywanki, prze-
drzeznianki, zamawianki, przekrecanki), zabawy literackie (np. klechdy, bajki,
zagadki, anegdoty, przystowia), zabawy ruchowe (np. skakanki, wyliczanki), za-
bawy meliczne (np. kotysanki czy mruczanki), manualne (np. malowanki, wy-
klejanki) (Cieslikowski 1975).

Badacze folkloru dzieciecego zwracaja jednak uwage na jego przemiane,
ktéra dokonala si¢ na przestrzeni ostatniego stulecia, podkreslaja jego ewolucje,
transformacje, zmienno$¢ czy przeksztalcenia od form oralnych do pisanych
(np. dziecigcych pamietnikow).

Joanna Papuzinska w artykule Folklor dziecigcy i jego losy zauwaza, ze bada-
czy »fascynowaly [...] te aspekty osobowosci dziecigcej, ktdre kojarzyly sie ze
sztuka: $wiezos¢ i niekonwencjonalnos¢ widzenia, prostota i szczeros¢ w wy-
razaniu uczud, zdolno$¢ do przebywania w $wiecie fantazji i zmyslenia, wiek-
sza niz u dorostych wrazliwos¢. Biorac je pod uwage, przeprowadzono ana-
logie miedzy psychika dziecka a psychika artysty jako tego, ktory nie utracit
daréw dziecinstwa. Jednym z nurtéw badawczych, ktéry mial wptyw na roz-
woj zainteresowania dziecinstwem, byla teoria przezytkow kulturowych bry-
tyjskiego antropologa przetomu XIX i XX stulecia Edwarda Burnetta Tylora,
gléwnego przedstawiciela ewolucjonizmu (Antropologia, wyd. polskie 1910).
Teoria przezytkdw zajmowala si¢ badaniem pozostalosci dawnych zachowan,
ktdre utracily swoje funkcje spoteczne i pozostaly w obyczajowosci oraz kultu-
rze jedynie w formie reliktéw. Takich reliktéw zachowalo sie stosunkowo wiele
w behawiorze dzieciecym: badanie zabaw dzieci czy towarzyszacych im tek-
stow stownych pozwalalo natkna¢ sie na slady dawnych obrzedéw i wierzen,
ktore zatracily juz funkcjonalnos¢, a praktykowane sa w dalszym ciagu przez
dzieciece zbiorowos$ci w formie plaséw, gier czy tekstow przez nich wypowia-
danych” (Papuzinska 2010).

Badaczka podkresla takze ekspansje elektronicznych $rodkéw komunika-
cji spotecznej, ktéra wygenerowala nowe formy medialne mieszczace si¢ obec-
nie takze w formule dziecigcego folkloru (np. wpisy na blogach, jezyk SMS-6w,
zdjecia gromadzone w telefonach mobilnych, dziecko jako aktywny uczestnik
wirtualnego $wiata i dziecko jako gracz gier komputerowych itp.).

Nie nalezy zapomina¢ w tym miejscu réwniez o dokonaniach Janusza Kor-
czaka - jako wybitnego badacza kultury dziecka i dziecinstwa, ze szczegdlnym
uwzglednieniem obyczajowosci dzieciecej. Korczak opieral si¢ w swych bada-
niach na doswiadczeniach wlasnych (np. wykorzystywal metode obserwacji
uczestniczacej, ktérag wzmacnial pomiarem, analizujac np. tematy dziecigcych
ki6tni i sporéw, obiekty zakltadéw, omawial zgromadzone dokumenty Zycia
dziecigcego, analizowal zbierane przez dzieci przedmioty itd.) oraz o dziedzi-
ne etnografii czy antropologii, wykorzystujac nastepujace ich dzialy: zycie co-
dzienne, wierzenia i przesady, normy spoteczne, zbieractwo, handel, wymiane.
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~W pogladach Korczaka - pisze Papuzinska — daje si¢ zauwazy¢ traktowanie
spolecznosci dziecigcych jako samoistnych, odrebnych konstruktéw o wlasnym
systemie prawidet Zycia i wartosci, dodajmy zdecydowanie wyzej stojacych od
spoleczenstw dorostych [...] przede wszystkim interesowaty go spoleczne za-
chowania dzieci [...] wierzenia i przesady dziecigce, marzenia i plany zyciowe,
scenariusze gier i [...] dziecieca namigtnos¢ do hazardu” (Papuzinska 2010).

Bardzo istotna role literackich inspiracji, ktore ptyna z podkultury dziecie-
cej, bedzie odgrywac takze karnawalizacja $wiata, poetyka absurdu, nonsensu,
watki sowizdrzalskie i wizja odwrdconej rzeczywistosci — $wiata na opak. Wpi-
sujg si¢ one niejako w obszar dziecigcej kontrkultury: ,W psychice i obyczajo-
wosci dziecka motywy [te] zajmuja [...] miejsce szczegdlne — pisze dalej Pa-
puzinska — po pierwsze, pelnig wielorakie funkcje kompensacyjne, po drugie,
poddaja weryfikacji logicznej poczucie rzeczywistosci dziecka, po trzecie, co
wynika z pierwszych dwoch przestanek - stanowig zrédlo zabawy i humoru”
(Papuzinska 2010; Simonides 1967).

Powyzsze rozwazania na temat kulturowego zakorzenienia zabawy oraz
roli i funkgji dzieciecego folkloru mozna odnalez¢ réwniez w niniejszym zbio-
rze. Pojawily sie w nim artykuly dotyczace kulturowej realizacji wizerunku
dziecka i zabawy w szerszej perspektywie: w kontekscie wyobrazni, ekspresji
i edukacji. Gléwne tematy wybranych do publikacji tekstow to: gry i zabawy
dziecigce oraz literatura dla dzieci w okresie miedzy o$wieceniem a roman-
tyzmem - zagadnienie ukazane w perspektywie historycznej (Hans-Heino
Ewers), adaptacje ludyczne i literatura dziecigca w ujeciu ludologicznym (Ali-
cja Ungeheuer-Golab i Bozena Olszewska), w co sie bawi¢ i w co gra¢ w XXI
wieku - diagnozy i recepty (Krystyna Zabawa), strategie intertekstualne i pa-
rafrazy klasyki literatury dziecigcej w kontekscie grywalizacji oraz ludyczne
»oczekiwania i nadzieje” (Maria Alcantud-Diaz and Andrea Marquez-Go-
mez), gra i zabawa w popkulturze, zabawy w edukacji, alfabet w kontekscie
zabawy dzieci ze zwierzetami - zagadnienia przedstawione z perspektywy je-
zykowej (Bernadetta Niesporek-Szamburska), literatura dziecieca i sztuka jako
doswiadczenie, gra i wyobraznia w ksigzkach obrazkowych i ksigzkach - za-
bawkach, fenomen gry i zabawy przewrotnej (Katarzyna Slany), zabawy z czy-
taniem (na podstawie tematu dziecka jako flaneur’a i podgladacza: wyobraznia
przestrzeni, ulica i muzea (Olga Bukhina), zabawa w perspektywie odbioru
czytania, jezykowe zarty w literaturze dziecigcej, dzieciece czytanie i wyobraz-
nia, humorystyczne mapy w ksigzkach dla dzieci (Bjorn Sundmark), gra i za-
bawa w nowych mediach, dziecieca recepcja w kontekscie zagadnienia wojny
w grze komputerowej (This War of Mine — Michal Wolski), dziecieca zabawa
i konsumpcja kultury dziecigcej, zabawka jako artefakt historyczny w kultu-
rze dzieciecej (Angela Bajorek), zabawa w poezji dla dzieci (Tzina Kalogirou),
dziecko i zabawa w kontekscie zagadnienia ,,fool figure” (Anna Czernow), ta-
niec jako sztuka i zabawa, sposoby jego przedstawiania i funkcje (Emilya Ohar,
Bogumita Staniéw, Dorota Michutka), motywy literackie w grach kompute-
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rowych i gry wideo w perspektywie powiesci fantasy dla dzieci i mlodziezy
(Weronika Kostecka), obrazy gier i zabaw w perspektywie politycznej i histo-
rycznej w oparciu o temat przedstawiajacy komunizm w ksigzkach obrazko-
wych wydanych w latach 1920-1930 (Marina Balina), zabawa w $wiecie dzieci
na podstawie zdje¢ z czasopisma ,,Veselye Kartinki” (Christine G6ltz), zabawa
z perspektywy edukacyjnej, dobre maniery na wybranych przyktadach wspot-
czesnych przewodnikow savoir-vivreu (Magdalena Jonca), paidia i paideia,
zabawa i etyka w literaturze dziecigcej (Malgorzata Wéjcik-Dudek), gtéwne
toposy w subkulturze dziecigcej i zabawa w folklorze dzieciecym (Jolanta Lu-
gowska, Alicja Baluchowa i Maciej Skowera), zabawa i wyobraznia w ksztalce-
niu polonistycznym (Barbara Myrdzik).

Z okazji 100-lecia urodzin wielkiego badacza dzieciecego folkloru, dzie-
ciecej podkultury i ,wielkiej zabawy” osobna grupe tekstéw zamieszczonych
w tym tomie poswiecilismy Jerzemu Cieslikowskiemu, ktéry jako pionier ba-
dan nad kulturg dziecka i dziecinistwa oraz prekursor badan nad literaturg
dla dzieci w Polsce stat si¢ jednoczes$nie niejako badaczem-prowokatorem.
Profesor Jerzy Cieslikowski stal si¢ niewatpliwa chlubg polskiego literatu-
roznawstwa, a zastynal przede wszystkim jako badacz folkloru dziecigcego
i literatury dziececej. Przedmiotem niniejszych rozwazan jest refleksja nad
droga naukowy tego badacza, a zwlaszcza proba odpowiedzi na pytanie, dla-
czego wlasnie $wiat dzieciecej literatury i podkultury znalazt si¢ w centrum
jego zainteresowan. Wszak, kiedy u schytku lat 50. ubiegtego wieku zadebiu-
towat artykulem naukowym na ten temat, wkraczat na pole uprawiane do tej
pory u nas przez kobiety, tradycyjnie zainteresowane tg dziedzing twoérczosci
przez powinnos¢ wychowawczg lub literacka. One bywaly u nas najbardziej
wytrwalymi krytykami, one zainicjowaly badania naukowe na ten temat, one
tez kierowaly na uczelniach pierwszymi katedrami w tym zakresie i napisaly
pierwsze podreczniki dla studentéow. Badacze i profesorowie pici meskiej po-
jawili sie pozniej, m.in. jako kadra wyzszych szkoét pedagogicznych, stanowiac
jednak wyrazng mniejszo$¢. Literatura dla niedorostych uchodzita bowiem
w owym czasie wzgledem klasyki narodowej i $wiatowej za przystowiowego
Kopciuszka, czekajacego dopiero na swe akademickie wyniesienie. Fakt, ze
doczekala si¢ wysokiej rangi pelnoprawnego przedmiotu badan naukowych,
nie tylko z uwagi na funkcje wychowawcze, ale réwniez wartosci estetyczne
i ludyczne, co wymagalo nowatorskiego podejscia do materiatu badawczego,
jest niezaprzeczalng zastuga prof. Jerzego Cieslikowskiego. Wszak jako histo-
ryk literatury polskiej mégt poprzesta¢ na zainteresowaniu przypisang mu
przez katedre tworczoscia pisarzy doby pozytywizmu, ktérymi polska litera-
tura si¢ chlubila, jak np. Henryk Sienkiewicz (noblista) czy Eliza Orzeszkowa
(kandydatka do literackiego Nobla). Jednak legitymacjg akademicka do zaje-
cia sie ta epoka staly sie jego prace poswiecone pisarzom dziecigcym zwigza-
nym z tg epoka literacka: Waleremu Przyborowskiemu (praca magisterska)
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i Marii Konopnickiej (rozprawa doktorska), o czym bedzie jeszcze mowa. Zy-
skawszy stanowisko adiunkta, w pelni uprawnionego do wyktadania historii
literatury polskiej drugiej polowy XIX wieku, uporczywie kontynuowal ob-
rang droge, kierujac teraz swa uwage w strone folkloru jako dziedziny sub-
kultury dzieciecej oraz jego wplywu na twdérczos¢ dla dzieci - i nie tylko dla
dzieci. Wyrazem tego nastawienia stala si¢ jego ksigzka habilitacyjna Wielka
zabawa (1967), napisana u progu piecdziesigtego roku zycia oraz ksigzka na
tytul profesora Literatura i podkultura dziecigca (1974), wydana na trzy lata
przed $miercig.

Jerzy Cieslikowski urodzil si¢ w 1916 roku podczas pierwszej wojny $wia-
towej. Miejscem jego urodzenia byl Minsk Litewski na ziemiach dawnej Rze-
czypospolitej, ktory miat sta¢ si¢ w przyszlosci stolicg Bialorusi. Nie wiemy,
w jakich okoliczno$ciach znalazta si¢ tam jego rodzina, jak przebiegalo jego
wychowanie domowe, jakie byly jego dziecigce zabawy i lektury. Dziecinstwo
i mlodos$¢ spedzil w centralnej Polsce — na Kielecczyznie, w Jedrzejowie, gdzie
chodzit do szkoly i gdzie na rok przed wybuchem drugiej wojny $§wiatowej zdat
egzamin maturalny. Jeszcze w okresie gimnazjalnym ujawnil zainteresowania
literackie, o czym $wiadcza jego teksty nadsylane w latach 1934-1935 do war-
szawskiego periodyku ,,Kuznia Mlodych”. Byly to wiersze oraz publicystycz-
ne listy ,,z prowingcji”. Jednak za namowg rodzicéw podjat studia weterynaryj-
ne na Uniwersytecie Warszawskim, przerwane po roku wybuchem II wojny
swiatowej. Jako 23-letni mezczyzna wstapil do ruchu oporu, dziatat jako ofi-
cer Armii Krajowej w powiecie jedrzejowskim, odpowiadajac za propagande,
a nastepnie zrzuty powietrzne. Szcze$liwie omineta go hekatomba powstania
warszawskiego i stalinowskie represje.

Zaraz po wojnie wstapil w szeregi Polskiej Partii Socjalistycznej i podjal
studia na Uniwersytecie Jagielloniskim, ale niebawem zostal wraz z grupa stu-
dentéw oddelegowany do Wroclawia, gdzie si¢ ozenil i zatozyl rodzine. Jedno-
cze$nie podjal studia polonistyczne na Uniwersytecie Wroctawskim, pragnat
bowiem zosta¢ dziennikarzem. Edukacje taczyl z dziatalnosciag w organiza-
cjach studenckich i wspolpraca z czasopismami. Nadal drukowal wiersze i ar-
tykuty publicystyczne, ale coraz czgsciej zaczely ujawniac si¢ jego uzdolnienia
satyryczne. Zanim komunistyczna cenzura zamkneta niezalezne pisma, pu-
blikowat w latach 1946-1947 na tamach ,,Naprzodu Dolnoslaskiego”, lokalne-
go organu Polskiej Partii Socjalistycznej, w dodatku niedzielnym, ,,Horyzont
Kulturalny”, dowcipy rysunkowe z tekstem, bedace zamaskowang krytyka na-
rastajacego ucisku politycznego. W sytuacji, gdy wladza komunistyczna coraz
jawniej i brutalniej usitowala przecigga¢ PPS na swa strone, rysowal mezczy-
zn¢ dyndajacego na haku, ktéremu przechodzien zadawal pytanie: ,,Pan sie
jeszcze waha, panie Karolu?” oraz tkwigcego na wieszaku jegomoscia, ktéry na
pytanie: ,,Co pan robi?” replikowal: ,, Plaszcze si¢”. Swym dowcipom na rézne
tematy, takze obyczajowe, nadawatl szydercza formule: ,,Dostownie”, ,, Humor
wisielczy i murzynski” etc. Do innych czasopism pisywat fraszki, fikcyjne listy
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czytelnikéw do redakcji, recenzje ksigzek i — w coraz wiekszym zakresie - re-
cenzje z wystaw plastycznych.

Tworczos¢ satyryczna Jerzego Cieslikowskiego byla sygnowana kryptoni-
mem ,jotce”, podobnie jak drukowana we fragmentach powies¢ o tematyce
okupacyjnej Rézowe migdaty udowadniaja jego pisarska pasje. Doswiadczenia
literackie wplynely za to niewatpliwie na styl jego wykladéw uniwersyteckich
i publikacji naukowych. Zobligowany do zajmowania si¢ historig literatury pol-
skiego pozytywizmu i modernizmu pozostawil po sobie elaboraty zgodne z jego
zainteresowaniami, jak np. na temat srodowiska artystycznego w opowiadaniu
Henryka Sienkiewicza Ta trzecia czy obecnosci mitéw religijnych w strukturze
powiesci Elizy Orzeszkowej Nad Niemnem. Powies¢ owa, prezentujaca nieby-
waly trud polskiego ziemianstwa w walce o przetrwanie w zaborze rosyjskim
po stlumieniu przez wojska cara powstania styczniowego (1863-1964), eks-
ponujaca watek dorastania mlodej, lecz pozbawionej celu zyciowego, kobiety
z ziemianskiego dworu do malzenstwa z pracowitym miodziencem, reprezen-
tujacym schlopialg szlachte, juz dawno zostala uznana za przyktad narodowego
eposu. Wlaczono ja réwniez do kanonu lektur szkolnych, by w okresie PRL-u,
jako sztandarowe dzieto realizmu, $wiadczyla nie tyle o heroizmie ziemianstwa
kresowego, ile gloryfikowata trud pracy na roli i Zycie prostego ludu. Cieslikow-
ski byt jednak bodaj pierwszym u nas literaturoznawca, ktéry wykorzystujac
instrumentarium badawcze Eliadego, doszukal sie w strukturze jej fabuty i ob-
razowania podobienstwa do mitéw religijnych a nawet basni ludowej. W tym
sensie stal si¢ jak gdyby prekursorem krytyki archetypowej, zanim jeszcze do
rak polskich czytelnikow trafily prace Carla Gustawa Junga i Northopa Fry-
ea. Koncepcja Cieslikowskiego byla do tego stopnia nowatorska, by nie powie-
dzie¢: ,tobuzerska’, ze nie doczekala si¢ wlasciwej recepcji zaréwno w literatu-
rze naukowej, jak i praktyce szkolnej. Doszukiwanie si¢ sacrum w literaturze
tendencyjnej nie bylo wowczas dobrze widziane.

Rewelatorski charakter miata réwniez podjeta przez Jerzego Cieslikowskiego
proba odczytania bajki o Janku, co psom szyl buty, zawartej w romantycznym
dramacie Juliusza Stowackiego Kordian, stanowigcym pierwsza czes¢ zamierzo-
nej trylogii Spisek koronacyjny. Fabula bajki o wiejskim chlopcu awansujacym
wbrew opinii $wiata na krolewskiego ministra, przypominajaca histori¢ angiel-
skiego Dicka Whittingtona, stala si¢ kluczem do analizy nonkonformistycznej
postawy Kordiana jako spiskowca zamierzajacego targna¢ si¢ na zycie cara-de-
spoty, ktory w 1825 r. przybyl do Warszawy, aby koronowac si¢ na kréla Polski.
Przez innych badaczy (M. Bizana i P. Hertza) historia Janka zostata odczytana
nieco inaczej - jako skrocona wersja biografii bohateréw przedromantycznych,
tzn. sprzed powstania listopadowego 1830 roku, gdy ,,spryt, zaradnos$¢, sklon-
no$¢ do kompromisu i lojalizmu, a nade wszystko jakas praktyczna umiejetnosé,
ktorg zna si¢ doskonale, zapewnia spokojne i dostatnie istnienie”. W $wiecie rze-
czywistym - litewskiej parafii Zyjacej wedlug nauk wiejskiego ksiedza i bakatarza
— Janek jest nieukiem i nicponiem, odmiencem; w $wiecie bajki — robi kariere
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wielkiego pana. Bajka owa, opowiadana Kordianowi przez domowego opieku-
na — weterana napoleonskiego, zyskala poza strukturg dramatu status tekstu dla
dzieci, tekstu czytankowego. W edukacji polonistycznej dwudziestolecia mig-
dzywojennego, gdy Cieslikowski jeszcze chodzil do szkoly, bajka ta znana byla
jako fragment Kordiana, ale przedrukowywano ja takze samodzielnie, z ilustra-
cjami. Po wojnie miata wiele wydan z ilustracjami Wisniewskiego, Szancera i in.
»Ten wyglad ikoniczny wspoélistnieje z pamigcia sensu i brzmien” — pisze Ciesli-
kowski. Jako bajka dramatyczna i zrytmizowana stala si¢ tez bajka ,,$piewang’”.
Wspdlczesna antypedagogika (gtéwnie prace H. von Schoenbecka i K. Blusza)
(Schonebeck 2005), w ktorych zwraca sie uwage na eklektyczne nowe wycho-
wanie, pajdocentryzm, wiar¢ we wrodzony dynamizm rozwojowy, zapewne
odnalaziaby w burzliwym zyciorysie chlopca wzér dla jednostek pragnacych
samodzielnie pokierowa¢ swym losem bez dokuczliwego nadzoru dorostych
preceptorow. Gdyby jednak zaakceptowac taki stan rzeczy, zgodnie z przemia-
nami znamiennymi dla ponowoczesnego $wiata, nalezaloby zmieni¢ takze ka-
non lektur szkolnych.

Niekonwencjonalne podejscie do klasyki zaznaczyto si¢ w badaniach Jerze-
go Cieslikowskiego juz w pracy magisterskiej poswieconej powiesciom histo-
rycznym Walerego Przyborowskiego dla dzieci. Pisarz 6w, mlodszy o dziesig¢
lat od Marka Twaina, inspirowany nie tyle Krélewiczem i zebrakiem, ile Trylogig
Henryka Sienkiewicza, modelowal swe fabuly, zdaniem autora pracy, nie tyle
z uwagi na cele edukacyjne, ile ludyczne, zwlaszcza w przygodzie batalistycz-
nej z udzialem miodocianego bohatera, przypominajacej zabawe ofowianymi
zolnierzykami.

W rozprawie doktorskiej o twdrczosci Marii Konopnickiej dla dzieci, gdzie
wzigl pod uwage jej wiersze i basnie, zainicjowal Cieslikowski watki proble-
mowe zwigzane tak z tradycja poezji dydaktycznej i folklorem dziecigcym, jak
adaptacja tekstow obcojezycznych i semiotyka ksigzek z obrazkami oraz basnia
autorsky. Badania nad wierszowang powiastka Stanistawa Jachowicza, ktéry
zapoczatkowal u nas rozwdj poezji dla dzieci, mialy doprowadzi¢ Cieslikow-
skiego do $mialej tezy, ze tworczo$¢ tego pedagoga i poety z pierwszej potowy
XIX w. nalezy nie do romantyzmu, lecz wspdlczesnego tej epoce pradu kultu-
rowego — biedermeieru. Mialo to si¢ okaza¢ owocne przy probie podwazenia
dotychczasowej periodyzacji dziejow polskiej literatury dla dzieci, niepokrywa-
jacej sie co do joty z periodyzacja literatury ogdlne;.

Za zdecydowanie $miale posuniecie nalezy uzna¢ uwzglednienie w ksigz-
ce habilitacyjnej Wielka zabawa folkloru obscenicznego dzieci wiejskich, igno-
rowanego zaréwno przez folklorystyke romantyczng, jak i modernistyczng.
Odkrycie tego zjawiska stato sie mozliwe dzieki osobistej kwerendzie badacza
w zrodlach pisanych, przewaznie przyczynkarskich, bez mozliwosci skonfron-
towania tego materiatu z pracami zagranicznymi, o ile w owym czasie takie ist-
niaty. Nie ulega watpliwosci, ze to on, kierowany duchem przekory czy nauko-
wej rzetelno$ci, wydobyt z cienia przekazy swiadczace o odrebnosci dziecigcej
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subkultury. Dotyczylo to zwlaszcza powiedzen i kawaléw pasterskich, rymowa-
nych przezwisk do imion, majacych wyprobowa¢ nowicjusza jako przyszlego
towarzysza zabawy. Znalazly sie¢ tu takze teksty parodiujace rozmowy dorostych
(dialog gtuchych), a nawet kazan koscielnych, stanowigcych antycypacje juz ty-
powo miejskich rozrywek, z kabaretem wlacznie, nacechowanym, jak wiado-
mo, kontestacyjnie wobec norm obyczajowych $wiata mieszczanskiego. Analo-
giczne przejawy kontestacji dostrzegt Cieslikowski w twérczosci XX-wiecznych
poetéw uwielbianych przez polskie dzieci: Juliana Tuwima i Jana Brzechwy,
przypisujac wykreowanemu przez nich podmiotowi lirycznemu role ,wujka’,
ktéry tematy i formy podawcze czerpie nie z poezji dydaktycznej zakazonej
paternalistyczym autorytetem, lecz tworczosci kabaretowej. Uznajac poete za
czlowieka pierwotnego, a myslenie mityczne za zrédlo metafor, uznat wyobraz-
nie dziecieca i folklor dziecigcy za klucz do zrozumienia nurtéw awangardo-
wych XX wieku zaréwno w malarstwie, jak i poezji. Bierze pod uwage zatem
parafrazy kanonicznych tekstow dla dzieci, groteskowe prezentacje postaci hi-
storycznych, a nawet wyobrazen religijnych. Jak twierdzi: ,To wlagnie swobod-
ne, pelne poufatego stosunku przetasowanie waznosci §wiata, wyzwolenie po-
je¢ 1 obrazéw z ich prawdziwego czy urojonego cigzaru powagi jest wlasciwe
dziecku, z zastrzezeniem, ze dla dziecka jest to celem czystej zabawy i dzialania
bez $swiadomosci aktu rewolucjonizujacego $wiat” (Cieslikowski 1975).

Nic wigc dziwnego, ze w srodowisku badaczy literatury dziecigcej, zdomi-
nowanej u nas przez kobiety, Jerzy Cieslikowski uchodzit poczatkowo za intru-
za, a nastepnie enfant terrible, chodzacego wlasnymi drogami, ktéry stopniowo
przeciagnat na swoja strong innych badaczy, zwlaszcza z mlodego pokolenia.
Obok rutynowych monografii w formule: ,,zycie i tworczo$¢ NN dla dzieci
i mlodziezy” coraz czesciej pojawiac sie zaczely szczegdtowe studia analityczne
o charakterze genologicznym i interdyscyplinarnym, uwzgledniajace najnow-
sze trendy metodologiczne. Obszar badan nad folklorem dziecigcym, antropo-
logia dziecinstwa oraz jego do$wiadczaniem — poszerza si¢ i pokazuje, ze dzie-
dzictwo naukowych eksploracji Jerzego Cieslikowskiego jest wcigz aktualne.

* % %

Mamy nadzieje, ze ten obszerny tom pos$wigcony dziecigcemu folklorowi, za-
bawie, ekspresji, wyobrazni i edukacji, zbiér, w ktérym problematyka wielu
artykutéw zakorzeniona jest takze w teoriach i praktykach badan Jerzego Cie-
slikowskiego oraz dziedzictwie jego naukowych odkry¢, spelni oczekiwania
postawione w tytule i wskaze czytelnikom kilka znaczacych — nowych drég
naukowych eksploracji literatury i kultury dziecka i dziecinstwa.
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Topika w badaniach literatury i podkultury dzieciece;

Abstrakt: Toposy, czyli miejsca wspolne to state, utrwalone stowa, formuly ini-
cjalne i finalne, postaci, zdarzenia i calo$ciowe obrazy $wiatow przedstawio-
nych, ktdre skladajg sie na dziecigca wizje $wiata obecng w literaturze dla dzieci.
Topike obecna w literaturze osobnej badat prof. Jerzy Cieslikowski a uporzad-
kowat jg prof. Ryszard Waksmund, bioragc pod uwage porzadki genologiczne.
Opis i analiza toposéw obecnych w literaturze i podkulturze dzieciecej pojawia
sie tez w tej rozprawie.

Abstract: Topoi, or common places, are fixed, fixed words, initial and final for-
mulas, figures, events and holistic images of the worlds presented, which make-
up the children’s vision of the world present in children’s literature. The current
topic in separate literature was studied by prof. Jerzy Cieslikowski and ordered
it by prof. Ryszard Waksmund, considering the genological order. Description
and analysis of topoi present in children’ literature and subculture appears also
in this treatise.

Stowa kluczowe: toposy stowne i obrazowe, miejsca wspdlne, wedrujace moty-
wy, komiczna i tragiczna wizja $wiata

Keywords: word and image topoi, common places, wandering motifs, comic
and tragic vision of the world

Powtarzajace si¢ sformulowania stowne lub obrazy w literaturze i podkultu-
rze dzieciecej to ,toposy’, czyli ,miejsca wspdlne” (topoi, loci communes). To
stale, utrwalone stowa, formuly inicjalne i finalne, tematy, postaci i zdarzenia,
calo$ciowe obrazy $wiatow przedstawionych, ktére pojawiaja si¢ w mitach, ba-
$niach, klechdach, eposach, ale takze w utworach dla dzieci jako wyraz dziecie-
cej wizji $wiata. Podobne sg one w duzej mierze do topicznych wzorcéw kultury
srédziemnomorskiej, ktore wyodrebnit i opisal Ernst Robert Curtius, nalezg do
nich obrazy: Elizjum, Arkadii, Wysp szczesliwych, Idealnego pejzazu, Wygna-
nia z raju, Powrotu wiosny. W dziecigcej uproszczonej wizji §wiata toposy prze-
strzenne pojawiaja si¢ w obrazach: norki, czterech mil za piec, pod stotem, pod
choinka, w krainie zabawek lub czaréw, w Nibylandii, Fantazjanie.

Definicje toposu najtrafniej sformutowat Curtius w artykule Topika. Punk-
tem wyjscia dla zrozumienia toposu jest dla niego retoryka, w ktorej miesci
sie jezykowy zbiér argumentow — kopalnia pomystéw dla wybranego toku ro-
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zumowania. Topos to skrétowa, nacechowana aksjologicznie formuta myslo-
wa lub obrazowa, przedmiot o bogatym polu skojarzeniowym. W obrebie po-
wtarzajacych si¢ tematow stanowi swoisty repertuar np. literatury europejskiej
(takze ,,0sobnej” literatury dla dzieci). W ramach tak ograniczonego pola Cur-
tius dzieli toposy na jezykowe i stylistyczno-obrazowe. Do tych pierwszych
nalezy np. topika mowy powitalnej, konsolacyjnej, powolujacej si¢ na mitycz-
ne postaci np. Titonosa zamienionego w cykade (Curtius 1972). Podobnie Je-
rzy Cieslikowski, badajac subkulture dziecieca w dziele Literatura i podkultura
dziecigca, opisal m.in. typowe imionniki, a takze powtarzajace si¢ epitafia na-
grobne oraz inne topiczne ujecia (Cieslikowski 1974).

Do Curtiusowskiej topiki obrazowej nalezg przede wszystkim wspomnia-
ne juz wczesniej opisy, w ktérych na plan pierwszy wysuwa si¢ pigkno natury:
rajski ogrdd, zloty wiek.-W swiecie dziecka bedzie to liryka pejzazu ojczystego,
dzieciecy zwierzyniec, kwietnik, wiersze pastusze, piosenki, kalendarz dziec-
ka (pory roku), wiersze kolednicze, ,szara godzina’, bajanie. Uporzadkowat
je Ryszard Waksmund w ksiazce Poezja dla dzieci. Antologia form i tematow
(Waksmund 1987).

Szczegbtowe badania nad toposami wystepujacymi w ,,dzieciosferze” rozpo-
czely sie od zainteresowan Cieslikowskiego motywami obecnymi w bajeczkach
dla najmiodszych. Te ,wedrujace motywy” to krétkie opowiesci typu ,,ple¢ ple-
ciugo’, ptasie pogwarki i $piewy, przygody niedzwiedzia i sprawy stonia, kaczka-
-dziwaczka i inne dziwne zwierzeta, niedobrane pary (uparty koziotek i rycerski
kogut, biedronka i §limak), wreszcie ,,nowoczesne” lokomotywy oraz zwierzeta,
ktorych nie ma (pimper lub kanapon). Ich ,katalog” z nazwami i objasnieniami
znajduje si¢ w Literaturze osobnej Cieslikowskiego (Cieslikowski 1975). Wyniki
jego pracy mozna poréwnac z klasycznym zbiorem motywoéw Curtiusa, o ktd-
rym byla mowa. Widoczne, ale niezamierzone podobienstwa swiadcza o glebi
i warto$ci tych wspolnych wzorcow.

I tak w literaturze ,,osobnej’, a takze w ludowej i popularnej, czgsto wystepu-
ja wazne dla autora i odbiorcy miejsca wspdlne, fopoi. Sg one charakterystycz-
ne dla tych wlasnie form prostych literatury, czyli mitéw, basni, tekstow bruko-
wych, dziecigcych bajeczek. Czytelnicy, takze dzieci stuchajace utworéw dla nich
przeznaczonych, z fatwoscia wychwytuja te miejsca wspdlne, czyli powtarzajace
sie stowa, tematy i obrazy. Sg to najczesciej zwroty jezykowe, podobne sytuacje,
utrzymane w tej samej formie jezykowej i semantycznej. Na przyklad formuly
poczatku i konica basni: Za lasami za gérami albo Dawno dawno temu albo Byt
sobie krol i krélowa, a w zakonczeniu: I Zyli dlugo i szczesliwie, albo: I ja tam by-
tem miod i wino pitem...

Takze w dziecigcych wierszykach istniejg ,,miejsca wspolne”, na przykiad
w postaci refrenu. W bajeczkach czgsto ,,powtarzajg si¢” znaczace postaci i zdarze-
nia, np. w konstrukejach typu ,,do trzech razy sztuka”. Do zbioru topicznych po-
staci z dziecigcej literatury nalezg ,,straszydla’, wystepujace w utworach dla dzieci,
a wywodzace si¢ z ludowej demonologii: Baba Jaga, smok, krasnal (raczej zlosli-
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wy skrzat) i strzyga (Wréblewska 2003). Obejmujace je zdarzenia tez s3 podob-
ne i dlatego sg tatwe do uchwycenia i zapamietania, ot chocby takie: zamienic sie
w zwierze, obdarowac potrzebujacego, uwolni¢ krélewne, pokonac wilka.

Na podobnej podstawie, tj. uwaznej obserwacji, mozna tez wymodelowac
inne figury topiczne obecne w basniach, beda to: dobra wrézka lub zta macocha,
krolewna, gluptasek, zlota ges. Sa one punktem wyjscia dla typowych schema-
tow fabularnych, w ktérych wyrdznione sg zdarzenia o charakterze topicznym:
schowac si¢ do norki, kreci¢ si¢ w kotko, is¢ jeden za drugim, skakac i skakac,
znalez¢ lub ukry¢ skarb, raczke da¢, biec z gorki na pazurki, podzieli¢ si¢ jablusz-
kiem, pogoni¢ napastnika, tupna¢ noga...

Pojedyncze motywy basniowe o charakterze symbolicznym: drzewo, zwie-
rzg, woda, gora, droga, chleb - uparcie powtarzajace si¢ w utworach, nabieraja
w koncu cech topicznych.

I wlasnie w systemie topicznym majg swoja wyktadnie. W Grimmowskiej ba-
$ni Pani Zima dziewczynki, coreczka i sierota, ida ta samg drogg do pani Zimy —
wielkiej matki. Po drodze zatrzymuja sie¢ przy drzewie, na ktérym rosng owo-
ce — jabtka. W piecu piecze si¢ — chleb, w domu czekajg - zwierzatka. Kazdy gest
sie liczy. Za ich czyny przychodzi nagroda lub kara. W innych bagniach: Janiny
Porazinskiej, Dwie Dorotki i Ewy Szelburg-Zarembiny, Dary czterech wrozek tez
mamy do czynienia z podobnymi loci communes. Takze topiczne tematy, nieraz
nalezace do wielkich tematow literatury, pojawiajg si¢ w szeregu ,,od poematu
w zalazku do arcydzieta” Naleza do nich takie schematy fabularne o kaprysnej
kroélewnie, ktora odrzucala zalotnikéw, o dziewczynce, ktora uratowata bracisz-
ka, o dobrej krélowej, ktora obdarowuje swoj lud...

W dzieciecej literaturze XX wieku pojawil sie nowy topos: puer aeternus -
chiopca niedojrzalego). Jest nim na przyklad bohater ksigzek Jamesa Matthew
Barriego Przygody Piotrusia Pana i Przygody Piotrusia i Wendy, chlopiec, ktdry nie
chce dorosnac i ktéry sprowadza réwiesnikow, zagubionych chiopcéw do Niby-
landii, krainy wiecznej zabawy. Wtoski slawista, Francesco M. Cataluccio, w swo-
im eseju Niedojrzatos¢. Choroba naszych czasow, opisujac syndrom Piotrusia Pana,
odwoluje sie do ksiazek, ktore wspieraja jego teze: Maly ksigze, Mary Poppins,
Chtopcy z Placu Broni, Wladca Much, Blaszany bebenek (Cataluccio, 2006).

Topos w doswiadczeniu lektury jest fatwo rozpoznawalny w tekscie — wigk-
szy od stowa, moze by¢ zdaniem lub kilkuzdaniowym segmentem wypowiedzi.
Czegsto sprowadza sie do tropu lub figury, upodabnia do sentencji, apostrofy lub
metafory, ale si¢ z nimi nie identyfikuje (Martuszewska 1997). W literaturze
dawnej rozkwitowi topiki sprzyjaly silne, uswiadomione i aprobowane zwigzki
z retoryka, przede wszystkim za$ zasada nasladownictwa, ktora stanowi jedna
z gtéwnych dyrektyw tej fazy rozwoju literatury. Juz w okresie przelomu roman-
tycznego zmienilo sie zasadniczo pojecie oryginalnosci, a w XX wieku przymus
nowatorstwa obejmowal nie tylko nurty awangardowe, ale calg literature, co
sprawilo, ze postugiwanie sie topika stalo sie czyms wstydliwym (Stownik lite-
ratury polskiej XX w. 1993, 1085). Dlatego nietypowym przykladem ,,nowego”
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toposu moga by¢ niektdre zwroty jezykowe w wierszach Brzechwy z pouczajaca
lub rozbawiajaca sentencja: Na tapczanie siedzi leni, nic nie robi caly dzien...; Pa-
nie chrzanie, niech pan przestanie...; Jak pan moze, panie pomidorze...; Pewna
kwoka traktowata swiat z wysoka. Te i podobne zwroty mozna cytowa¢ wielo-
krotnie w odpowiednich sytuacjach kontaktu z dzie¢mi. W przestrzeni utworu
zdarza si¢ tez, ze niektore figury jezykowe (frazeologizmy o charakterze ludycz-
nym) pelnig funkcje otwierajaca i zamykajaca wiersz (jak w ludowych basniach),
w ten sposob nabierajg cech topicznych:

Entliczek-pentliczek, czerwony stoliczek
A na tym stoliczku pleciony koszyczek,
[...]

W koszyczku jabluszko, w jabtuszku robaczek
A na tym robaczku zielony kubraczek

[...]

No, widzisz, robaczku! I gdzie twdj befsztyczek?
Entliczek-pentliczek, czerwony stoliczek.

Wyliczankowy zwrot entliczek pentliczek, powtarzajacy sie w dzieciecej za-
bawie, tu pojawia si¢ tez jako dobry poczatek i zamkniecie wiersza.

Szersze ujecia dziecigcego $wiata przedstawionego to toposy $wiata na opak
oraz ogromu i miniaturki, wystepujace niemalze w kazdej basni (tez literackiej).
Taki obraz $wiata najmtodszym odbiorcom sprawia wielka przyjemno$¢. Bo na-
wet male dziecko wie, ze kaczka dziwaczka Brzechwy wszystko robi na opak —
kupita raz maczku paczke, by pisa¢ list drobnym maczkiem, a Gabrys Tuwima jest
glupi, bo czerpie wodg sitem. Dlatego takie przewrotne sytuacje, kiedy swiat staje
na glowie, wywoluja $miech i dajg dziecku poczucie pewnosci siebie.

Zkolei topos ogromu i miniaturki pozwala na wprowadzenie topicznych, ale
opozycyjnych postaci do utworu dla dzieci — wielkiego smoka i malego szew-
czyka Dratewke, olbrzymiego ducha w butelce i nieduzego chlopca, syna drwa-
la, wilka i Tomcia Palucha... (Bachelard 1972). Ten ukfad rozbudza w dziecku
poczucie bezpieczenstwa, zwlaszcza wtedy, kiedy mikrus zwycieza, a olbrzym
ponosi kleske. Dziecko to lubi, poniewaz samo czuje si¢ mikrusem w stosunku
do dorostego i pragnie chocby przez chwile poczué przewage.

Posrednicy lektury, a wiec osoby doroste, sa w stanie wychwyci¢ i pokazaé pod-
opiecznemu jeszcze inne miejsca wspolne, topoi obecne w literaturze dla dzieci,
a bliskie topice Curtiusa: Przyzywanie natury (Co sfonko widziato Konopnickiej),
Koncert ptakow (Ptasie radio Tuwima), Powitanie wiosny (Krasnoludki na balu
u krélowej wiosny Dudzianki). I tak toposy o charakterze retorycznym i obrazo-
wym porzadkujg $wiat przedstawiony, dostarczajg klucza interpretacyjnego oczy-
tanemu czytelnikowi, ktory potrafi poréwnac¢ znane mu dziela, znalez¢ w nich
podobne ujecia stylistyczne i obrazowe, zapewniajac mu poczucie zadomowienia
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wlekturze'. W dziecku otwiera si¢ potrzeba ,,rozpoznania” w mniejszym lub wigk-
szym stopniu tego, co podobne w utworach dla nich przeznaczonych.

Topos moze by¢ wiec traktowany jako tradycyjny temat obiegowy (w mitach,
basniach, klechdach, eposach) albo jako wyraz dzieciecej i uproszczonej wizji
$wiata. Jezykowe i obrazowe toposy w literaturze dziecigcej objawiaja sie nie tyl-
ko w topice w ujeciu Curtiusa, mozna je takze odnies¢ do koncepcji $wiatow we-
dtug Northropa Frye'a — w wizji komicznej i tragicznej (Frye 1973).

W wizji komicznej dominuje obraz uczty, wspolnoty, tadu i mitosci. Pojawiaja
sie w niej oswojone zwierzeta, owce i gotebie. Swiat roglinny to ogréd, gaj lub park,
gdzie obecne jest takze drzewo zycia. Mineraly to miasto, $wigtynia, drogocenny
kamien. Swiat nieuformowany jawi sie jako rzeka, ptynaca czterema nurtami.

W wizji tragicznej $wiat ludzki to tyrania albo samotny cztowiek, zdradzony
lub opuszczony. Swiat zwierzat to dzikie bestie i drapiezne ptaki. Roéliny tworzg
wrzosowisko lub pustkowie, gdzie pojawia si¢ drzewo $mierci. W $wiecie mine-
ratéw skaly, ruiny, pustynie z ksztaltem geometrycznym krzyza. Swiat nieufor-
mowany to morze (obraz ten wiaze si¢ z potopem).

Wizyjne obrazy mozna odnalez¢ niespodziewanie w formie prostej piosenki
o Dorotce autorstwa Janiny Porazinskiej:

Ta Dorotka ta malusia, ta malusia
Tancowata dokolusia, dokolusia
Tancowala rankiem rosg, rankiem rosg
I tupata nézka bosg, ndzka bosa

Tancowata i w poludnie, i w poludnie
Kiedy stonko grzeje cudnie, grzeje cudnie
Tancowala wieczorami, wieczorami
Kiedy stonko za gérami, za lasami

A teraz $pi w kolebusi, w kolebusi

Na rézowej swej podusi, swej podusi
Chodzi kotek koto plotka, koto ptotka
Cicho dzieci $pi Dorotka, $pi Dorotka...

Liryczng arkadie w tej piosence budujg liczne powtdrzenia i znaczace sto-
wa: taniec, dokolusia, ranek, rosa, potudnie, stonice, w kolebusi, na podusi, ko-

! Dorosli znawcy literatury i kultury dostrzegaja ujecia topiczne obecne tez w obrazach
zwlaszcza tych, ktérych tematem jest dziecko. W obrazach klasycznych jest ono przed-
stawione z owockiem w reku (z winogronkiem albo jabluszkiem), z kwiatuszkiem, ze
zwierzatkiem (pieskiem lub kotkiem) albo z zabawka (drewnianym konikiem). Orygi-
nalnym, wrecz szokujacym ujeciem postaci dziecka (na pewno nie topicznym) jest jego
portret z czaszka w rece, zamieszczony w ksigzce Alfreda i Francoise Brauneréw Dziecko
zagubione w rzeczywistosci. Historia autyzmu od czasow basni o wrézkach. Tu dziecko
trzymajace w rece czaszke, zaprzecza atmosferze spokoju i bezpieczenistwa, wprowadza
cien niepokoju, przeczucie zaglady.
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tek, plotek, cicho, §pi... W ten sposob stowa owe porzadkuja przestrzen i po-
stac szczesliwej dziewczynki.

Z kolei w opowiesci Lato Garmanna Stiana Hole wida¢ pelne, cho¢ troche
smutne porozumienie pomiedzy staruszkami i dzieckiem?.

Ciotka Ruth si¢ zamygla. - Ja tez si¢ boje — szepcze. — Niediugo bede musiata
chodzi¢ z balkonikiem. Moge pozyczy¢ ci deskorolke - proponuje Garmann
i oczami wyobrazni widzi, jak ciotka Ruth pedzi po chodniku.

Porozumienie to tworza obrazy: deskorolki dla babci oraz $niegu, zamarz-
nietej ziemi, wody, balkonika-podpoérki oraz scena koncowa, w ktdrej babcie
odplywaja stateczkiem, topicznym obrazem $mierci, coraz dalej i dalej, a za-
niepokojony chtopczyk wchodzi za nimi do wody w czerwonych zarekawkach,
coraz glebiej i glebiej. ..

Obie opisane tu przestrzenie tworzg toposy — locus amoenus i locus horridus
utrwalone w kulturze literackiej i fatwo rozpoznawalne.

Siegajac jeszcze glebiej w struktury dziela literackiego (takze tego dla dzie-
ci), mozna si¢ przekonac, ze obrazy i motywy, a takze postaci basniowe i lite-
rackie wywodzg si¢ z mitéw. Latwo to udowodni¢, w ramach literaturotwor-
czego ,,przemieszczenia” i zgodzic si¢ na to, Ze to tez pewna forma topicznego
zwiazku. I tak:

Piotrus Pan to Dionizos, wieczne dziecko.

Sierotka Marysia, co stracita gaski, to ptaczaca po stracie dzieci Niobe.
Maly Ksigze i jego Réza to Orfeusz i Eurydyka.

Koziotek Matotek i jego podrdze to powroty Odyseusza do domu.
Nemeczek i jego ofiara zycia to Prometeusz, ktory sie poswiecit za ludzi.
Gludz i jego porwanie to zemsta Orestesa.

Kubus$ Puchatek i jego bohaterskie czyny przypominaja dzieta Heraklesa.
Pippi, ktora zyje w $wiecie na opak, to artystka ktdra opiekuja si¢ muzy.
Kopciuszek potrzebujacy pomocy od chrzestnej to Kora i Demeter.
Gucio zamieniony w muche to Arachne przemieniona w pajaka.
Ferdynand Wspanialy to Narcyz.

Stefek Burczymucha walczy z malg myszka jak Tezeusz z Minotaurem.
Ston Trabalski z wada pamieci to Edyp z wadg wzroku.

Sucharek i Jonatan w Krainie Wi$ni jak w Hadesie.

2 Punktem wyjscia dla wskazanych tu rozwazan dotyczacych literacko-topicznych ujec jest
(moze by¢) curtiusowski topos starca mlodzienca, staruszki dziewczyny, ktérego zasieg
pola semantycznego laczy doswiadczenie starczej madrosci z mlodziencza sila i werwa.
Wida¢ to na znanym obrazie Diirera Kopf eines bdrtigen Kindes, gdzie mloda, dziecieca
twarz okolona jest silnym, siwym zarostem (paidogeron). Obraz ten ,,dopelniajg” ilustracje
z ksigzki Stiana Hole Lato Garmanna. Tu pomarszczone staruszki majace metlik w glowie
towarzysza szesciolatkowi, przywozac mu za kazdym razem welniang czapke...
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Marysia ratujaca dziadka do orzechéw przypomina Alkestis, ktora ocalita
przed $miercig meza.

Zwierzatka i ich dzieje w Stumilowym Lesie ewokuje watki trojanskie.
Wyslanie oka na ksiezyc i relacja z tej wyprawy w Akademii Pana Kleksa to
proroctwa Kasandry.

Cynowy zolnierzyk, ktéry wpadt do pieca, zginat jak Ikar, ktéry spadt na
ziemie.

Gerda ratujgca Kaja z rgk Krélowej Sniegu — to Alkestis, ktéra po$wiecita
sie dla meza.

Analogie zdarzen i postaci prowadzg tym razem w kierunku doswiadczenia
lektury od ksigzeczki dla dzieci do dziejow mitycznego bohatera, przy czym dla
dorostych znawcéw literatury kierunek rozpoznania jest odwrotny: od starozyt-
nego arcydzieta do dzieciecych, oswojonych form prostych literatury.
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,Wielka zabawa” jako odpowiedz
na ,kompleks Kopciuszka”

Abstrakt: Okreslenie ,kompleks Kopciuszka” pojawito sie¢ w rozprawach po-
$wieconych literaturze dzieciecej gléwnie za sprawg krytykow a takze history-
koéw literatury starajacych sie podnies¢ refleksje nad tym typem literatury do
rangi dyscypliny akademickiej, przeciwdziata¢ protekcjonalnemu (a nawet lek-
cewazacemu) traktowaniu tworczosci dla najmlodszych przez przedstawicie-
li profesjonalnego literaturoznawstwa. Nalezata do nich Krystyna Kuliczkow-
ska podkreslajaca w swych rozprawach zespolenie w utworach dla mlodego
odbiorcy treéci dydaktycznych z artyzmem, w najwybitniejszych dokonaniach
tego typu twdrczoéci wrecz zacieranie sie granicy miedzy literaturg dziecie-
cg a uniwersalng, adresowang przede wszystkim do dorostych. Najpetniejsza,
spojna i konsekwentng odpowiedzig na ,kompleks Kopciuszka” okazata si¢
zaproponowana przez Jerzego Cieslikowskiego koncepcja ,wielkiej zabawy”
wykraczajaca w istocie poza granice tradycyjnego literaturoznawstwa, w no-
watorski sposdb rozszerzajaca obszar badawczy o dziedziny kulturoznawstwa,
antropologii i folklorystyki. Swiat wielkiej zabawy stat sie w rozwazaniach tego
uczonego kulturowym paradygmatem, w ktérym usytuowat najwazniejsze zja-
wiska i gatunki literatury adresowanej do mtodego odbiorcy, dokonujac przy
tym waznego rozroznienia ,literatury dla dzieci’, w tradycyjnym tego stowa
rozumieniu, oraz literatury ,dzieciecej” - a wigc tworzonej z uwzglednieniem
dziecigcego sposobu widzenia $wiata, poczucia humoru, niekiedy tez kompe-
tencji jezykowych dziecka. Dowarto$ciowal wigc w swych badaniach folklor
dziecigcy a takze dostrzegt istote podobienistwa miedzy bawiacym sie dziec-
kiem a metrykalnie dorostym poeta ,dzieckiem podszytym” (zachowujacym
w sobie pamie¢ wlasnego dziecinstwa) w twérczym dziataniu czlowieka poj-
mowanego jako ,homo ludens”

Abstract: The term “Cinderella complex” appeared in scholarship devoted to
children’s literature mainly because of critics and literary historians who were
trying to raise research on this type of writing to the rank of academic discipline,
as well as to prevent the patronizing (or even disrespectful) treatment of chil-
dren’s works by representatives of professional literary studies. One of them was
Krystyna Kuliczkowska, who emphasized the combination of the educational
content with artistry in books young readers, in the greatest works of this type
of literature even the blurring of the border between childrens literature and
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universal literature addressed primarily to adults. The most comprehensive, co-
herent, and consistent response to the “Cinderella complex” turned out to be the
concept of “great play” proposed by Jerzy Cieslikowski, an idea going beyond the
boundaries of traditional literary studies, in an innovative way expanding the
research area into the field of cultural studies, anthropology, and folklore. The
world of great play became a cultural paradigm in Cie$likowski’s considerations
where he placed the most important phenomena and genres of literature addres-
sed to the young reader, making an important distinction between “literature for
children” in the traditional meaning of this term, and “children’s literature” cre-
ated with the child’s view of the world, sense of humor, and sometimes language
skills of the child. Thus, in his research Cieslikowski valued children’s folklore
and also saw the essence of the similarity between a playful child and a metrical
adult - yet “childlike” (preserving the memory of his childhood) - poet in the
creative process of a man understood as “homo ludens”

Stowa kluczowe: kompleks Kopciuszka, wielka zabawa, folklor dzieciecy, ga-
tunki literatury dzieciecej, ustno$¢ i pismienno$¢ w twdrczosci przeznaczonej
dla mlodego odbiorcy.

Keywords: Cinderella complex, great play, children’s folklore, genres in litera-
ture for children, orality and literacy in literary production for young recipient

Symbolika zwigzana z imieniem bohaterki jednej z najbardziej znanych ba-
$ni pojawita si¢ w jezyku refleksji naukowej poswieconej literaturze dziecigcej
w latach szes¢dziesigtych XX wieku, czego potwierdzeniem wydaja sie tytu-
ty eseju Krystyny Kuliczkowskiej ,,Kopciuszek” i kompleksy (zob. Kuliczkow-
ska 1970a), a takze tomu zbiorowego Kim jestes Kopciuszku czyli o problemach
wspolczesnej literatury dla dzieci i mtodziezy (zob. Aleksandrzak 1968). Haslo
tytutowe wymienionych publikacji wyrazalo wyraznie odczuwang przez kryty-
kow i badaczy literatury dzieciecej potrzebe dookreslenia statusu przedmiotu
swych badan, a takze usytuowania go wobec literatury ,,wysokoartystycznej” —
klasycznej i wspoltczesnej. Asumpt do tego typu refleksji, jak wspomina Kulicz-
kowska, dat opublikowany w roku 1948 felieton Kazimierza Wyki, w ktérym
ten wybitny krytyk i historyk literatury postuzyl si¢ — w odniesieniu do litera-
tury dzieciecej — figura ,,szklanej kuli” odbijajacej w odpowiednio dla miodego
czytelnika pomniejszonej skali ,,problemy ogélnoludzkie”. Niezbedne w przy-
padku dziecka uproszczenia nie musza jednak, zdaniem tego badacza, ska-
zywac pisarstwa dla najmiodszych na los ,ubogiego krewnego” ,,prawdziwej”
tzn. dorostej literatury. Po osiggnieciu bowiem przez twérce odpowiedniego
poziomu artyzmu, a zarazem uwzglednieniu przez niego wskazan psychologii
wieku dziecigcego, méwic przeciez mozna o w pelni wartosciowym typie pi-
sarstwa, gdzie ,,rados¢ tworcy” udatnie sprzegnieta zostaje z ,,potrzebami jego
odbiorcy” (Kuliczkowska 1970b: 12). Dokonane przez Wyke rozpoznanie od-
nosi Kuliczkowska do caloksztaltu relacji miedzy literaturg ,,dziecigcg” a ,,bez-
przymiotnikowq” i - podajac w watpliwos¢ sama mozliwos¢ przeprowadzenia
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ostatecznej linii demarkacyjnej miedzy oboma rodzajami twoérczosci — docho-
dzi do znaczacej konstatacji: ,,Literatura dla dzieci - jesli umie czynniki wy-
chowawcze i psychologiczne zespoli¢ z artyzmenm, jest literaturg pigckna takze
dla dorostego czytelnika i odwrotnie — pewne utwory dla doroslych staja sie
wlasnoscig dzieci, jesli nie w zamierzeniu wprawdzie, lecz w wynikach odpo-
wiadaja ich potrzebom” (Kuliczkowska 1970b: 12). Warto przy tym podkreslic,
iz refleksja nad miejscem tworczosci dla najmlodszych w systemie literatury
stanowila zazwyczaj immanentny skladnik warsztatowej swiadomosci bada-
cza literatury dziecigcej, zobowigzujacej go niejako do okreslenia relacji mie-
dzy warsztatem literaturoznawczym, wypracowanym przez uczonych i wcigz
przez nich wzbogacanym z mysla o literaturze ,,dla dorostych’, a metodami
i narzedziami stuzacymi badaniu fenomenu pisarstwa adresowanego do mto-
dego i najmlodszego odbiorcy. Badanie literatury dla dzieci i mlodziezy postu-
lowane (i realizowane) przez wspomniang juz Kuliczkowska, a takze Izabele
Lewanska, Haline Skrobiszewska, Jozefa Bialka czy Stanistawa Fryciego, ozna-
czalo wiec przede wszystkim kontynuacje tradycyjnych metod uzywanych
przez historykow literatury, ze szczeg6lnym uwzglednieniem refleksji o cha-
rakterze aksjologicznym. W tym stylu rozwazan nad interesujagcym nas zjawi-
skiem rozpozna¢ czgsto mozna ton swoistego dowartosciowania przedmiotu
badan, przede wszystkim przez ,,uwolnienie” go od tradycyjnych powinnosci
dydaktycznych i nieuchronnych koneksji z literaturg popularng oraz wyrazna
intencje¢ usytuowania wsrdd dziet literatury sensu stricto. Intencja ta uzasad-
niona wydaje si¢ przede wszystkim w przypadku arcydziet literatury dziecie-
cej, ale zrozumiala jest takze, na pewnym przynajmniej etapie refleksji, jako
metodologiczna dyrektywa krytyki literackiej, majacej na celu ksztaltowanie
wsrod publicznosci czytajacej (filologéw, nauczycieli, bibliotekarzy i ogélnie
dorostych posredniczacych w procesie komunikacji literackiej z dzieciecym
odbiorcg) postawy akceptacji sensu tego rodzaju dociekan, jak réwniez ak-
tywne przeciwdzialanie czestemu przeciez lekcewazacemu stosunkowi wy-
ksztalconych czytelnikéow (niekiedy nawet profesjonalnych humanistéw) do
»dziecinnych” wierszykow i bajeczek jako utworéw niegodnych powaznego
namyslu i profesjonalnej analizy.

Przywotany pokrétce kontekst akademickich debat nad statusem literatury
dzieciecej, a takze, co rdwnie istotne, subdyscypliny naukowej poswieconej jej
badaniu (wkrotce sta¢ si¢ ona miata przedmiotem uniwersyteckiej edukacji
polonistycznej), wydaje sie potrzebny przy probie zblizenia si¢ do istoty pro-
pozycji badawczej Jerzego Cieslikowskiego zawartej w opublikowanej przez
niego w roku 1967 Wielkiej zabawie (zob. Cieslikowski 1967), rozwinigtej
i wzbogaconej w wydanej osiem lat pdzniej Literaturze i podkulturze dziecigcej
(zob. Cieslikowski 1975). Zgloszona przez uczonego - znanego literaturo-
znawce, badacza literatury pozytywistycznej, koncepcja — zawierajaca bliskie
autorowi pojmowanie literatury dzieciecej i kryteria jej oceny — wykracza
w istocie, co nalezy wyraznie podkresli¢, poza granice tradycyjnego literaturo-
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znawstwa, w nowatorski sposob poszerzajac obszar badawczy o dziedziny kul-
turoznawstwa, antropologii i folklorystyki, umozliwiajac przez to postawienie
nowych pytan i otwarcie wcze$niej nie dostrzeganych perspektyw badawczych.
Modernizujac warsztat naukowy i wzbogacajac konteksty prezentowanych
rozwazan $wiadomie ogranicza przy tym autor problematyke swych zaintere-
sowan badawczych do kwestii zwigzanych z pierwszym czlonem ,,krytycznoli-
terackiej” formuty: ,literatura dla dzieci i mlodziezy”. Zasadniczym przedmio-
tem zainteresowania badacza staje si¢ wiec, niezaleznie od niedogodnosci
zwigzanych z ustaleniem przedziatéw wiekowych, dziecko (a nie nastolatek!),
za$ jako gorna granice jego , literackiego dziecinstwa” przyjmuje uczony 8-9 lat
(Cieslikowski 1975: 221). Jest ono przy tym pojmowane w sposob, powiedzie¢
mozna, ,funkcjonalny” jako twérca i uzytkownik swoistej ,,podkultury’,
w centrum ktorej odnajdziemy zabawe. Zabawa stanowi wiec gléwna zasade
i rodzaj aksjologicznego osrodka, wokot ktérego organizuja sie wszelkie dzia-
tania kilkulatka. Idea zabawy, jak dowodzi Cieslikowski, przyswieca wszelkim
zachowaniom dzieci dazacych poprzez spontanicznie przez siebie podejmo-
wane czynnosci o charakterze ludycznym do poznawczego opanowania $wia-
ta, a ponadto decyduje o ich zainteresowaniach i gustach estetycznych. Upodo-
banie do zachowan ludycznych wyraza si¢ takze w intuicyjnym niejako
preferowaniu przez najmtodszych odbiorcéw okreslonego typu przeznaczo-
nych dla nich tekstow, ktére w najpelniejszy sposob spelniaja ,,zabawowe”
oczekiwania mlodocianego odbiorcy. Powiada wigc Cieslikowski: ,Wszystko,
co dzieci wziely od dorostych, co dla nich dorosli stworzyli, co same wymyslity
i wreszcie co dorodli dla nich napisali najlepszego, stuzy przede wszystkim
i w pierwszym rzedzie zabawie. To jest wielkie hasto i emblemat, pod ktérym
dziecko bawi si¢ a wiec tworzy, reprodukuje, upaja si¢ i igra stowem” (Ciesli-
kowski 1975: 7). Tak rozumiany $wiat wielkiej zabawy staje sie wiec w refleksji
naukowej Cieslikowskiego kulturowym paradygmatem, w ktérym sytuuje
uczony najwazniejsze zjawiska i gatunki literatury adresowanej do dziecka,
precyzyjnie rozrézniajac przy tym ,literature dla dzieci” — pisang niejako z po-
zycji doroslego, ze swiadomoscig rangi dydaktycznego przestania oraz poczu-
ciem intelektualnej przewagi nad odbiorca od ,literatury dziecigcej’, ,,zrobio-
nej” jak powiada uczony ,w etologii dziecka’, z uwzglednieniem dzieciecego
widzenia $wiata, jego poczucia humoru. Przy§wieca mu przy tym zamyst spo-
rzadzenia syntezy interesujacego go typu tworczosci, ktorej swoistym zaczy-
nem staje sie proba rekonstrukcji poetyki wierszy dla najmtodszych. Wybor tej
odmiany literatury nie jest oczywiscie sprawa przypadku. We wstepie do przy-
gotowanej przez siebie Antologii poezji dziecigcej stwierdza wiec Cieslikowski:
»Teksty rymowane, »do wiersza, byty najbardziej naturalne dziecku, a i moé-
wi¢ do dziecka - aby je pouczy¢, zabawié, wzruszy¢ — wierszem wydawalo sie
najbardziej wlasciwe - literatura dla dzieci, w ogromnej swej wigkszosci —
wierszem byla pisana” (Cieslikowski 1991: VII). W ten sposéb ,wiersz dla
dziecka” w refleksji autora Wielkiej zabawy okazuje si¢ swoistg pra-formga lite-
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ratury przeznaczonej dla najmlodszego odbiorcy, a odstoniecie jej zasad kon-
strukcyjnych doprowadzi¢ moze do istotnych wnioskéw odnoszacych sie do
sposobu istnienia i funkcjonowania literatury dziecigcej ,w ogoéle”. Jego bada-
nie nie ogranicza si¢ w rozprawach Cieslikowskiego do tradycyjnej problema-
tyki literaturoznawczej, jak na przyklad analizy wzorcéw wersyfikacyjnych,
budowy strofy czy rodzaju wyzyskanych ryméw; pytajac o sposéb istnienia
wiersza dzieciecego sytuuje go bowiem badacz w paradygmacie zywego stowa,
antycypujac w ten sposob szczegélnie dzi$ atrakcyjng pod wzgledem poznaw-
czym problematyke oralnosci, spopularyzowana na naszym gruncie, juz po
$mierci autora Wielkiej zabawy przez polskie przeklady rozpraw Waltera Onga,
Alberta Lorda czy Erica Havelocka, a takze polskich autoréw - przede wszyst-
kim Jerzego Bartminskiego. Na przykladzie wierszowanej bajeczki prezentuje
na przyklad uczony rézne modele komunikacyjne, w jakich gatunek ten moze
funkcjonowac, proponujac przy tym szczegdlnego rodzaju typologie tych tek-
stow w zaleznosci od tego, czy skierowane sa ,,do ucha” czy ,,do oka” (zob. Cie-
slikowski 1975: 207 i n.). Zwraca przy tym szczegdlng uwage na fakt, iz utwory
adresowane do najmlodszych odbiorcéw przeznaczone sa do odczytania, a za-
tem ,,pomyslane” jako potencjalne komunikaty ustne, mogace sie ,,zmiesci¢”
w stosunkowo krotkim czasie, uwzgledniajacym mozliwosci percepcyjne dzie-
cigcego stuchacza. Mozna je zatem poréwnac do partytury, wymagajacej real-
nej obecnosci, glosu, mimiki i gestow ,,zywego” wykonawcy. ,,Chociaz dzieci
od lat 8 do 10 juz zupelnie dobrze radzg sobie ze stowem drukowanym, to jed-
nak wola stucha¢, gdyz wiersz — choc¢by podany nie najlepiej - styszany i ogla-
dany jednoczesnie staje si¢ bogatszy w $rodki ekspresji. Wigksza czgs$¢ tej naj-
lepszej artystycznie poezji dla dzieci pisana jest z przeznaczeniem do czytania
jej na glos” (Cieslikowski 1967: 221). Z problematyka oralnosci $cisle zwigzane
jest, w oryginalny sposob przez Cieslikowskiego podjete, zagadnienie folkloru
dzieciecego. Doceniajgc znaczenie badan typu etnograficznego, zrédlowego
(czego dowodem s3 erudycyjne, komparatystyczne rozwazania po$wiecone
grom, uwzgledniajace w szerokim zakresie material miedzynarodowy [Ciesli-
kowski 1967: 9-61]), znacznie wykracza jednak badacz poza tradycyjng pro-
blematyke folkloru pojmowanego gléwnie jako kontekst dla literatury, a takze
jako specyficzne zrédlo motywodw, tematow i form podawczych'. Siega zatem
do podstaw folklorystycznej tekstologii i genologii, pyta o sposéb istnienia
tekstow folkloru oraz o to, jak dzieci przekazéw tych uzywaja, traktujac je jako
wspoélng kulturowa wlasnos¢. ,,Doswiadczenie folklorystyczne” dziecka decy-
duje bowiem o sposobie postrzegania przez najmlodszego odbiorce tekstu lite-
rackiego dla niego przeznaczonego, powinno by¢ zatem uwzglednione przy
probie rozpoznania i opisu fenomenu literatury dzieciecej z punktu widzenia
odbiorcy, a wiec w sposob w znacznej mierze niezalezny od procedur wypra-

! Charakterystycznym przykladem tego typu poczynan wydaja si¢ Paralele. Studia

poréwnawcze z pogranicza literatury i folkloru, Juliana Krzyzanowskiego, wyd. III
rozszerzone — 1977 r.
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cowanych na gruncie literatury ogdlnej, bezprzymiotnikowej. Zauwaza wigc
na przyktad Cieslikowski, ze bajka - najpopularniejszy gatunek literacki koja-
rzony z dzie¢mi - Zyje w dzianiu si¢, w kazdorazowym akcie wykonania, a jego
istote stanowi nie tylko ,reprodukcja’ tresci artystycznego komunikatu, ale
réwniez odtworzenie okreslonego wzorca samego opowiadania, z wlasciwym
mu podziatem rél nadawczo-odbiorczych oraz, na co zwraca uwage uczony,
z nastawieniem na powtorzenie emocji towarzyszacych stuchaniu podobnych
narracji, z ktérymi mtody odbiorca miat szanse zapoznac sie wezedniej (Ciesli-
kowski 1975: 199). Schemat fabularny bajkowych opowiesci przyswojony
przez dziecko w postaci serii wariantéw opowiedzianych czy glosno odczyta-
nych, a takze zaadaptowany na przyktad do potrzeb bajki filmowej czy telewi-
zyjnej, moze by¢ wreszcie wykorzystany jako specyficzna podstawa scenariu-
sza dzieciecej zabawy potwierdzajac tym samym folklorystyczny (czy
folkloropodobny) model komunikacji, w ktérym obowiazuje zasada wymien-
nosci rél nadawcy i odbiorcy a sam komunikat ,,w naturalny sposéb” pozba-
wiony zostaje pamigci o pierwotnym - personalnym - autorze, stajac si¢ de
facto w $wiadomosci dzieciecego odbiorcy tekstem anonimowym?.

Jako podstawowa jednostka opisu a zarazem podstawa systematyki tekstow
folkloru dziecigcego pojawia si¢ w rozprawie Cieslikowskiego pojecie ,,twdr”
- bedace derywatem czasownika ,,tworzy¢”. Odnosi sie ono do przedmiotéw
i utworéw o charakterze werbalnym i niewerbalnym wykorzystywanych przez
dzieci w ich zorganizowanych dziataniach ludycznych i, jak méwi Cieslikow-
ski, ,obdzielanych” przez nie funkcjami znaczacymi czy symbolicznymi:

Mozna by je wszystkie nazwaé réwniez wytworami. Wytworami wyobraz-
ni, pomystowosci czy ekspresji dziecka. Ale wydaje si¢ nam, ze t w 6 r zawiera
w sobie mniej niz wytwor oficjalno$ci, mniej uczestniczy w skonwencjonalizo-
wanych kontekstach znaczeniowych, a brzmi zabawniej i pokraczniej. Twor jest
blizszy niz wytwdr potworowi. A znéw twor i potwor nalezg do tej samej rodzi-
ny wyobrazeniowej. Tyle tylko, ze twordw jest wiecej niz potwordw, sg bardziej
rozmaite i nie wszystkie straszg (Cieslikowski 1975: 93).

Przytoczony fragment rozwazan Cieslikowskiego, doprecyzowujacy zna-
czenie postulowanego przez niego terminu, godzien jest uwagi. Odstania bo-
wiem charakterystyczne wlasciwosci wypracowanego przez autora Wielkiej
zabawy idiolektu, sytuujacego si¢ miedzy wypowiedzia sensu stricto naukowa
a esejem, zachowujac przy tym cechy jezyka najzupelniej osobistego, wynika-
jace w znacznej mierze z postawy zajmowanej przez uczonego wobec przed-
miotu swych zainteresowan i pasji badawczych. Podejmujac fundamental-
ne dla interesujacej go odmiany pi§miennictwa kwestie, daleki jest przy tym
Cieslikowski od traktowania jej sine ira et studio. Widac to szczegélnie wy-
raznie w tych fragmentach narracji, w ktérych teoretyczny dyskurs przeplata

> Pisze o tym Cieslikowski przy okazji rozwazan nad bajka telewizyjna (Cieslikowski
1975: 237).
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sie z uzupelnieniami i wyjasnieniami dokonanymi metoda swoistych ,,przy-
blizen” do statusu opisywanego przedmiotu, gdzie jak gdyby nie dowierzajac
narzedziom i metodom teoretycznego opisu wypracowanym na gruncie pro-
fesjonalnego literaturoznawstwa siega autor do doswiadczen elementarnych,
niekiedy zmystowych, wspdlnych dorostemu i dziecku. Jako przyktad postu-
zy¢ tu moze podjeta przez Cieslikowskiego proba przyblizenia czytelnikowi
struktury narracyjnej tekstow bajkowych przez postuzenie si¢ zaskakujacym
poréwnaniem zaczerpnietym z dziedziny kulinariéw: ,,Bajka rozwija sie jak
czekoladowy cukierek. Najpierw szeleszczace opakowanie, potem drugie ko-
szulkowe lub z cynfolii. To drugie $cisle przylega do czekoladki, ale nie zawsze
odstania ja cala. Juz ja wida¢ i mozna dotkna¢ brazowego i stodkiego migz-
szu bajki” (Cieslikowski 1975: 201). W tego rodzaju swoistych ,wycieczkach”
w $wiat doznan i doswiadczen dziecka, dowarto$ciowujacych niejako punkt
widzenia i mozliwosci percepcyjne mlodego adresata odstania sie tez godny
podkreslenia aspekt ludyczny poczynan badawczych Cieslikowskiego, ktory
dystansujac si¢ wyraznie od naukowej rutyny i powagi akademickiego wykla-
du, wrecz bawi si¢ niekiedy uzywanymi nazwami, sprawdza ich funkcjonal-
no$¢ w nowych, czesto zaskakujacych kontekstach, a takze powotuje do zycia
neologizmy (,,skretacz jezyka” — jako jeden z gatunkéw folkloru dziecigcego).
Zachowuje si¢ wigc podobnie jak poeta, ktory bawi sie stowami konstruujac
poetycki komunikat. Profesjonalna terminologia i specjalistyczny dyskurs oka-
zujg sie wigc na warsztacie autora Wielkiej zabawy przedmiotem swoistej we-
ryfikacji na gruncie potocznego, dostepnego takze mlodemu odbiorcy, ogladu
$wiata. Pisanie o tworczodci przeznaczonej dla najmtodszych, jak przekonu-
je o tym przyklad Jerzego Cieslikowskiego, nie tracac powagi przedsigwzigcia
badawczego, a zarazem nie powielajac procedur wlasciwych ,literaturoznaw-
stwu akademickiemu”, moze wiec, jak wida¢, przyjac posta¢ formalnego a za-
razem jezykowego eksperymentu siegajac, by sparafrazowa¢ sformulowang
przez autora Wielkiej zabawy definicje ,,tworcy dziecigcego” (por. Cieslikowski
1983: 198), zaréwno do tradycji naukowego ,kaptanstwa’, jak i ,blazenstwa”
Takiemu pofaczeniu jezykow, stylow i sposobdw narracji uzywanych przez
Cieslikowskiego w konstruowaniu naukowych wywodéw poswieconych lite-
raturze dla najmiodszych sprzyjalo niewatpliwie uwzglednienie przez niego,
jako waznego skladnika szeroko zakrojonego programu badawczego sygno-
wanego hastem ,wielkiej zabawy”, takze pewnej charakterystycznej odmiany
poezji adresowanej ,,do dorostych”, ktéra odwolujac sie do jezyka i wyobraz-
ni dzieciecej, zdaje si¢ potwierdza¢ fenomen artysty ,,dzieckiem podszytego”
(por. Cieslikowski 1967: 335-357), egzemplifikowanej migdzy innymi twor-
czo$cig Grochowiaka, Bursy, Bialoszewskiego czy Harasymowicza.
Specyficzny a zarazem niepowtarzalny sposéb bycia Jerzego Cieslikowskie-
go w $wiecie literatury i podkultury dzieciecej jako jej badacza, krytyka a takze
niewatpliwego sympatyka, zdaje sie potwierdza¢ stynne rozpoznanie Johana
Huizingi, iz czlowiek — w réznych przejawach swego tworczego dziatania - to
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w istocie homo ludens (por. Ciedlikowski 1967: 12). Warto jednak szczegdl-
nie podkresli¢, iz w przypadku tego uczonego owo zadomowienie w $wiecie
wielkiej zabawy, jej widoczna akceptacja (chcialoby sie powiedzie¢: interiory-
zacja!) umozliwilo mu takze, juz w ,,$wiecie nauki’, przezwycigzenie swoiste-
go izolacjonizmu w pojmowaniu spraw literatury dzieciecej, otworzylto zatem
droge do jej ujecia w perspektywie zwiazkow i wzajemnych oddzialywan z li-
teraturg i kulturg ,,dla dorostych’, a przy okazji stworzylo szanse¢ pozbycia sie
przez jej badaczy ,, kompleksu Kopciuszka”
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Abstract: The paper focuses on theoretical concepts proposed by Professor Jerzy
Cieslikowski (1916-1977), one of the most renowned Polish figures in the field of
childrens literature studies. After providing a short outline of the theories of chil-
drenss literature in Poland (with the focus on two scholarly orientations towards
the subject of research: ‘universalism’ and ‘autonomisny’), the author of the article
presents Cieslikowski’s main ideas. The first one, introduced in a monograph on
childrens folklore and literature, Wielka zabawa (The Great Play, 1967), claims
that such writing is inextricably associated with play, while the second one, which
can be derived from essays included in the collection Literatura osobna (Separate
literature, 1985), indicates that children’s texts constitute a separate literary sys-
tem (the fourth’ one, alongside ‘highbrow’ literature, folk literature, and ‘pulp’ lit-
erature). As both theories were met with polemics, Polish scholarly debate about
Cieslikowski’s concepts is discussed in the paper as well. Finally, the author of the
article presents several examples of using or referring to Cieslikowski’s ideas by
contemporary Polish scholars, which, in a way, show his continuous impact on
childrens literature studies in Poland. Therefore, Cieslikowski’s prominence in
the country’s academic discourse about children’s texts, although his theories re-
main controversial, is indisputable.

Keywords: childrens literature, Jerzy Cieslikowski, the ‘fourth’ literature, history
of literary science, literary theory, play, Polish studies, ‘separate’ literature

INTRODUCTION

From the second half of the 19" century, in the Polish lands, children’s liter-
ature' “was being discussed by pedagogues, psychologists, and literary critics,
in essays and articles, [...] but these marginal comments were of a casual na-

! In Polish, there are two terms usually used in the context of works for young audiences:
‘literatura dla dzieci’/literatura dla dzieci i mlodziezy’ (‘literature for children’/literature
for children and youth) and literatura dziecieca’/literatura dziecieca i mlodziezowa’ (‘chil-
dren’s literature’/‘children’s and youth literature’); the latter one has also a following mor-
phologic variant: literatura dziecieco-mltodziezowa (Paprocka 2010: 61). There are two
issues related to this terminological discrepancy. Firstly, some authors state that the use of
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ture” (Kuliczkowska 1960: 64). What is important, those reflections constituted
the background for reviews, and for patriotic- or education-oriented thoughts
(Kaniowska-Lewanska 1973: 177). Moreover, this literature was usually treat-
ed as a pedagogical phenomenon rather than an artistic one (Aleksandrzak
1968: 5). Such an attitude was a logical consequence of the model of Polish chil-
dren literature in its beginnings — these works were predominantly didactic,
even moralistic (Adamczykowa 2004: 11, Baluch 1993: 6, Cieslikowski 1985a: 9,
Kuliczkowska 1945: 3).

In Poland, a proper scholarly discussion on the status, the range, and the
characteristics of children’s literature started in 1940s (Szymkowska-Ruszala
1990: 118, Zabawa 2013: 10). After the Second World War, favorable condi-
tions appeared for conducting systematic research in this field (the first doc-
torates about children’s books, the activities performed by publishing houses
and academic organizations, profound changes in university curricula, the en-
noblement of the subject of these studies, and the presence of institutions and
events devoted to children’s literature and art), which resulted in a concretiza-
tion of several coherent concepts of a programmatic character (Szymkowska-
-Ruszata 1990: 118).

One of the most renowned figures in children’ literature studies in Poland
is Jerzy Cieslikowski (1916-1977), Professor at the University of Wroclaw,
who - as Stanistaw Frycie (1996) puts it — “became a pioneer of a new type of
research in the field - the one which has been oriented to children and subor-
dinated to their needs” (74). The scholar was initially focused on studying the
works of Polish literature of the second half of the 19" century (to mention his
publications on writings of Henryk Sienkiewicz, Maria Konopnicka, Walery
Przyborowski, etc.), but later shifted to cultural anthropology of the 19" and
20" centuries, children’s literature (both written for and by children), and chil-
dren’s folklore (ibid.: 76).

the term with an adverb (‘dla’ - ‘for’) is linked with such categories of the text as its instru-
mentality, intentionality, teleology, and utilitarian functions, while the use of an adjectival
form (‘dziecieca’ — ‘children’s’) suggests focusing on literary and aesthetic characteristics
of a particular work (Adamczykowa 2004: 19); this conviction is present in the works by,
inter alia, Ryszard Waksmund (2000). Many other scholars, conversely, state that there is
no need to use and understand these forms as if they had different meanings (Adamczy-
kowa 2004: 19). Secondly, in some studies, the notion of ‘literatura dla dzieci’/literatura
dziecieca’ (‘literature for children’/‘children’s literature’) is used, and in the other ones, the
notion of literatura dla dzieci i mfodziezy’/literatura dziecigca i mlodziezowa’ (‘literature
for children and youth’/children’s and youth literature’) appears. Therefore, the use of a
particular term depends on whether the author decides to treat these as one literary system
or two distinct ones or not (Baluch 1993: 7). In this chapter, I use the notion of ‘children’s
literature, excluding the cases of quotations from the works in which the authors purposely
write literatura dla dzieci’/literatura dla dzieci i mlodziezy; which I translate as ‘literature
for children’/literature for children and youth’
> All translations into English, if not otherwise indicated, M. S.
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Cieslikowski is probably best known for his propositions of a theoretical
nature, of which the ones indicating that childrenss literature is inextricably as-
sociated with play and that it constitutes a separate literary system have been
particularly important for and repeated by many subsequent scholars in the
field. The aim of this paper is to introduce the international audience to the
elements of his research, as only a few of his works are available in English to
date (Cieslikowski 2010; 2011; 2015; 2017). This may be surprising in the con-
text of the scholar’s prominence in Poland. Therefore, in this article, I will pres-
ent Cieslikowski’s main theoretical concepts of children’s literature, as well as
the scholar’s impact on Polish studies in this field. However, in the first place,
I would like to present a short outline of the theories of children’s literature in
Poland.

FROM THE THEORIES OF CHILDREN’S LITERATURE IN POLAND:
‘UNIVERSALISM’ VERSUS AUTONOMISM’

Outside academia, the notion of ‘children’s literature’ has an unproblematic,
everyday meaning - it is “understood to refer to the materials written to be
read by children [...], published by children’s publishers and stocked and
shelved in the childrens [...] sections of libraries and bookshops” (Reynolds
2011: 1). However, when it comes to the field of literary studies, the term is
much more complicated - as are the implications of accepting a particular def-
inition (Douglas 2015, Minguez-Lépez 2015). As it is not possible to satisfy-
ingly comment on all approaches to children’s literature in this paper,’ let us
refer to two general, yet contradictory concepts.

The first one definitely negates the existence of children’ literature - Margari-
ta Slavova (2015) writes that: “It is not a coincidence that Jacqueline Rose’s book,
provokingly titled The Case of Peter Pan, or the Impossibility of Children’s Fiction
[...], is still being widely discussed. [...] Rose sees that the notion of ‘childrens
literature, and its definitions, are problematic, and argues that such literature
does not exist at all” (229). The thesis of the ‘impossibility” of children’s literature
(Rose 1984), which was met with both praise and criticism, remains an influen-
tial, yet controversial idea (Rudd 2013: 17) — not only for English and American
scholars (Douglas 2015: 107-109; Skowera 2017: 4, 10; Westin 2011: 16-17; Zan-
fabro 2015: 7). Nevertheless, the second concept, “which claims that children’s
literature constitutes a separate, specific kind of literature, is prevailing” (Slavova
2016: 230). Here we have, as I assume, two poles between which the theoretical
attitudes to the discussed type of writing seem to oscillate.

3 For more information see, for example, Adamczykowa (2004), Blazi¢, Stefan (2011),
Bottigheimer (1998), Douglas (2008), Ewers (2013), Lesnik-Oberstein (2005), Min-
guez-Lopez (2015), Nodelman (2008), Rudd (2005), Skowera (2017), Slavova (2016),
Szwagrzyk-Dalasiniska (2018), Westin (2011), Zanfabro (2015).
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In Poland, the ‘radical” idea, according to which children’s literature mostly
(or only) exists as nothing more than an adult construct, is not present in the
majority of theoretical concepts. However, this does not mean that Polish the-
ory of this kind of writing is a homogenic one. Two models of its concepts can
be indicated on the basis of the criterion of scholarly writings’ attitude towards
the subject of research, and they somehow, but not fully, correspond to the the-
ories indicated by Slavova. “The first one [...] consists of approaches [...] locat-
ing literature for children and youth [...] in the context of universal literature
(for adults). The second one considers it a specific and separate phenomenon”
(Szymkowska-Ruszata 1990: 119).

The ‘universalist’ orientation can be characterized as focusing on two ideas:
firstly, on the necessity of highlighting the role of fiterature for children and
youth’ in the so-called “general system of culture,” and, secondly, on the impor-
tance of proving that this subject of research is of an artistic nature and that it
has the same features that are highly appreciated in the official critique and aes-
thetics (ibid.: 121). The ‘universalists’ prefer studying history of literature rather
than its theory, and usually use traditional philological methods to indicate that
children’s writings constitute a part of general literature (ibid.: 119). Therefore,
in this model, children’s texts are perceived as similar to adult ones - this is why
the ‘universalists’ study works ‘intended” for young people using the same (but
slightly modified) methodologies that have been used in the research on ‘high-
brow’ books for adults (ibid.).

The ‘autonomist’ orientation, conversely, isolates the subject of research, for
which a specific conceptual apparatus and methods of studies are proposed
(ibid.: 120-121). Hence, children’s literature is being considered here not in the
context of adult (‘highbrow’) writings, but as a separate phenomenon, which has
its own genres, constituting a distinct genological system (ibid.: 122, 125). Ac-
cording to the ‘autonomists, children’s literature and youth literature should be
seen as two different kinds of books (ibid.: 124). What is more, this orientation
can occur in different forms, depending on with which the specificity of children’s
books is linked by a particular scholar — one can mention, for example, a folklor-
istic form of ‘autonomism’ (indicating relations between this literature and chil-
dren’s folklore), a ludic one (highlighting its connection to play), or an education-
al one (emphasizing its relationships with didactic and psychological conditions
of reception); there are also concepts of a mythographic and semiotic character
(ibid.: 122-123). A characteristic feature of this theoretical model is its compara-
tive attitude towards the subject of studies — children’s texts are being discussed in
the context of, for example, folk and popular literature (ibid.: 123).

The paradigmatic elements of the ‘universalist’ orientation can be found in
the works by Krystyna Kuliczkowska (1912-1986). Her essay O wspdiczesnej
literaturze dla dzieci (On Contemporary Literature for Children, 1945) makes
a symbolic start of Polish modern children’s literature studies (Zabawa 2013:
10). In this paper, inspired by Paul Hazard’s Les Livres, les enfants et les hom-
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mes (Books, Children and Men, 1932), the author presents a concept of evolution
and oscillation of children’s texts from ‘didacticism’ to ‘artistry’ In her view, such
works (diachronically and synchronically) occupy a space between two poles,
“moralistic rubbish for poor children” and “sophisticated artistry for the elite’s
descendants” (Kuliczkowska 1945: 3).

Several years later, when speaking about the status of children’s literature,
the scholar rejects the idea of perceiving this kind of writing as a cultural ‘Cin-
derella;, which was present in the discourse on children’s literature in Poland in
the 1960s. Kuliczkowska adheres rather to Kazimierz Wyka’s concept presented
in his article Pan Pickwick na tyzwach (Mr. Pickwick on Skates, 1982, originally
published in 1948), according to which children’s literature can be metaphori-
cally seen as a ‘crystal ball’ which ‘reflects’ all the issues of adult writings. There-
fore, it is not a coincidence that one of the scholar’s books, a collection of es-
says, is titled W szklanej kuli (In a Crystal Ball, 1970). She also argues that the
borders between these ‘types’ of literary production are blurred and fluid, and
to support such a thesis, she refers to young people’s reluctance to read ‘spe-
cial’ books that are addressed ‘only’ to them; their admiration for books writ-
ten ‘for adults’; ‘shifts’ in perceiving particular books - suffice to mention the
fact that Jules Vernes, James Fenimore Cooper’s, and Karl May’s works have
become children’s readings, and Lewis Carroll's novels about Alice are largely
read by adults (Kuliczkowska 1964: 8-9). Hence, the scholar indicates that the
(doubtful) intention of a writer or a way of modeling a work to meet the (imag-
ined) tastes of the children’s audience, cannot be seen as decisive factors when it
comes to determining whether a particular book is a children’s one or not, and
that such factors probably do not exist. Moreover, she perceives the way of re-
garding childrens literature as a specific one as “a noxious phenomenon, which
may result in alienating it from the actual social life” (ibid.: 8).

Kuliczkowska’s approach to children’s literature, the concept of its evolution
and oscillation ‘from didacticism to artistry’ in particular, was controversial
and triggered a long-term discussion in which Halina Skrobiszewska, Euge-
niusz Czaplejewicz, and Edward Balcerzan were engaged. However, it is Jerzy
Cieslikowski who seems to be her main polemist, and also the most renowned
‘autonomist. His reflections on children’ literature and its specificity, contra-
dictory to what was proposed by Kuliczkowska, have become fundamental
when it comes to Polish studies in the discussed field.

THE GREAT PLAY

Cieslikowski’s opus magnum, Wielka zabawa (The Great Play, 1985b, originally
published in 1967), focuses on different forms of children’s plays and games,
including the verbal ones, which the author finds in texts told to children (from
lullabies to nursery rhymes from all over the world), in their own folklore, in
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poetry, as well as in folk and fairy tales (also in their modern reworkings). All
these forms would represent different aspects of cultural production, the aim
of which would be to serve children’s ludus.

The decision to concentrate on the play was inspired by Johann Huizinga’s
famous book Homo Ludens (2008, originally published in 1938), to which the
scholar often refers in The Great Play. Cieslikowski (1985b: 409) indicates, inter
alia, that Huizinga’s ‘playing man’ is to be found mainly among children. What
is important, the author also argues that children do not play because they are
children but, conversely, that they exist predominantly to play (ibid.: 214); it
should be mentioned that, here, he clearly refers to Edouard Claparéde’s Psy-
chologie de 'Enfant et pédagogie experimentale (Experimental Pedagogy and the
Psychology of the Child, 1905). Cieslikowski (1985b) develops this statement as
follows:

It happens as in a tale: a fairy, using a magic wand, did not conjure up play,
which had existed before, [...] but she conjured up childhood itself, not only as
a period in human life, but also as a state of mind, in order to let people uncom-
promisingly immerse themselves in the element of play (214).

In the introduction to the book, the researcher indicates why the mono-
graph on children’s folklore and writings is titled The Great Play. This is be-
cause, as he puts it, “play is the purpose of all the best things that children have
taken from adults, what adults invent for them, what children create them-
selves, and what adults write for them” (ibid.: 6).* Therefore, the author con-
siders playfulness not only an inextricable element of children’s literature and
culture, but also one which should be highly appreciated (Kostecka 2016: 93).
It is worth noting that, here, in a way, we have a proto-definition of the no-
tion of children’s literature: it would consist of texts created by adults, but ‘tak-
en’ by children and treated as ‘their own, of works ‘intentionally’ aimed for
children and, finally, of pieces written by children themselves. What is more,
this constituted a basis for some dictionary definitions of children’s literature
(Leszczynski 2003).

The main conclusion that can be derived from the book, although not di-
rectly stated there, is that playfulness should be seen as a basic factor of chil-
dren’s writings. However, Cieslikowski is aware that this category is also often
present in adult literature and art. Therefore, he refers to, for example, contem-
porary Polish poetry for adults, which uses some elements of “the structures
of children’s imagination and poetics” (Cieslikowski 1985: 385), and to paint-
ings by Paul Klee, Pablo Picasso, and Joan Miré (ibid.: 222). This corresponds

* As translated in the call for papers for the conference The Child and the Book: Children’s
Literature and Play, which took place in Wroctaw, Poland, from 19" to 21* of May 2016
(Uniwersytet Wroctawski 2016). It is also worth mentioning that the call for papers
stated that the conference was “closely related to the celebration of the 100" anniversary
of the birth of Professor Jerzy Cieslikowski” (ibid.).
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to his later proposition, exposed in Literatura i podkultura dziecigca (Children’s
Literature and Subculture, 1975a), in which he states that the notion of “[...]
a children’s text applies [...] to a text which is not necessarily written for chil-
dren, but pursues a specific purpose, a structure of being ludic, and an inten-
tionally infantilized attitude” (5).

SEPARATE LITERATURE

The issue of ludicness as a dominant component of a children’s text — linked
with children’s culture or, as he calls it, “subculture” (ibid.: 6) and folklore —
was present in many other Cieslikowski’s scholarly writings, which led to his
later, programmatic concepts. Some of the most important papers written by
this researcher, selected by Ryszard Waksmund, were published after his death
in a collection Literatura osobna (Separate Literature, 1985a). In his essay Lite-
ratura czwarta (The Fourth Literature, originally published in 1976),” which
opens the volume, the author argues that the notions of ‘literature for children’
and ‘literature for children and youth’ for long served to indicate “literary or
para-literary texts which were intended only to fulfill didactic and educational
needs. Casual and practical instrumentality of this literature was an issue of
decisions and acceptance of writers and publishers” (Cieslikowski 1985a: 9).
Having taken this into account, he decides to describe, as he calls it, the ‘nature’
of the terms of ‘childishness’; define a space in which they function; and deter-
mine the ways of existing of the notion of literature for children’ (ibid.). Ac-
cording to the author, the space of ‘childishness’ consists of four spheres of a
semantic and functional concretization:

1. literary or para-literary writings in which a ‘child; ‘childhood, and ‘chil-
dren’s’ are a topic;

2. occasional works, created because of a child;

3. texts for adults’ but written ‘as ones for children’;

4. real children’s literature (ibid.).

The scholar is interested mainly in the last of these spheres, understood as
“works intended for and addressed to a child” (ibid.). However, Cie$likowski
(agreeing with Kuliczkowska in a way) clarifies that “the range of literature
written for children and youth does not correspond to what is read - espe-
cially by youth - because the range of it is much wider” (ibid.). The author
also indicates that the notion of ‘literature for children’ connotates disrespect
and pejorativeness, so its place in a general literary imagery is rather pe-

* Although Literatura czwarta is available in English (Cieslikowski 2017), I keep my own
translations of the quotations from this article. This is because Rafal Dubaniowski’s
translation of the essay was published after my manuscript had already been completed
and submitted for publication.
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ripheric (ibid.). This is why Cieslikowski decides to use and develop Czestaw
Hernas’s (1973) theory, according to which there exist the first literature —
the national, artistic, ‘high’ one; the second literature - the folk one; and the
third literature - the ‘pulp’ one, which nowadays would be called ‘popular
literature” Cieslikowski (1985a) pays attention to the following aspects of this
proposition:

Hernas negates such opinions towards this literature [the ‘pulp’ one - M. S.]
[...] that claim it is a worse or a graphomaniac one, because literariness, as
a criterion, cannot be measured with a corpus of aesthetic norms, exclusive
and universal for all the global literary creations. The right to be a separate
literature is to be derived from the texts’ accordance with their own poetics,
dictated by the internal rules of particular writings on the one hand, and
external requirements of literary communication on the other hand (11-12).

Inspired by Hernas’s reflections, Cieslikowski proposes to consider chil-
dren’s literature a separate one too, and to recognize that it is the fourth lit-
erature, which would be “governed by its own laws and has its own poetics [...]
and its own full circuit of communication: publishing houses, market, press,
criticism” (ibid.: 12). Therefore, it could be stated that the idea of ‘separateness’
of childrenss literature is derived by this scholar from the points of view of “the
theory of literature (‘separate’ poetics), the sociology of literature (a ‘separate’
circuit), and the theory of literary communication (visible modifications of the
communication scheme)” (Adamczykowa 2004: 18-19).

Cieslikowski writes more about these problems in another essay published
in the discussed volume, Przedmiot, sposoby istnienia i metody badania liter-
atury dla dzieci (The Object, Modes of Existence, and Methods of Studying Chil-
dren’s Literature,® originally published in 1981). In this paper, the author’s am-
bition is to prove that “literature for children is a specific and separate kind
of literature” (Cieslikowski 1985a: 32). The scholar tries to support such a
thesis by referring to the authorial and marketing strategies of concretization
of the fourth’ literature, different aspects of literary communication (includ-
ing the positions of adult senders and children’s recipients), various genres
of these writings and their poetics, and the roles of researchers. Importantly,
Cieslikowski is aware that the notion of ‘separateness, connected, inter alia, to
the ludic elements of literary works, suits little children’s literature rather than
writings intended for the older ones and for youth - but the latter ones, as he
argues, constitutes a distinct system too (ibid.: 52-53).

Apart from this, Cieslikowski once again highlights the ludic aspect of chil-
dren’s literature, therefore paying attention to the category of play — which is
not surprising in the context of his reflections included in Wielka zabawa. He
writes that:

¢ Although the title of this paper is the same as the title of another article by the scholar,
available in English (Cieslikowski 2011), these are, in fact, two distinct essays.
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Children, in their perception of art and literature, [...] identify themselves
with the [diegetic - M. S.] world of a particular work, with all the poetics of
its cognitive devices. They [...] sing words, which are not intended to be sung,
dance poems, paint a folktale and play a novel. [...] They disassemble a liter-
ary text like a toy; they derive characters, single words, phrases, and scenes
from a form that is not noticed by them, and for which they do not have re-
spect, therefore introducing [these phenomena — M. S.] into their own ‘liter-
ary’ circuit (ibid.: 50).

What is more, according to the scholar, the adults would experience a liter-
ary text in a ‘fake’ way: “When they adapt it for a scene or a screen, and when
they recite poetry, [...] they translate it to another kind of art, and create new
works, but they do it not for themselves, but for someone else - for the audi-
ence. Children, on the other hand, do it for themselves, gratuitously — and this
is play” (ibid.: 52).

SCHOLARLY DEBATE ON CIESLIKOWSKI’'S CONCEPTS

The main conclusion, in my assumption, that can be derived from Cieslikowski’s
research is that children’s literature was seen by him, as the title of my article
states, as a ‘separate domain of play. Jolanta Lugowska (2009) writes that:

The separateness of children’s literature was perceived by the author [...] asa ba-
sis for his specific remedial program and, practically, led to [...] exposing spe-
cial existential situation of children and linking them to the world of the ‘great
play’ which would constitute a primary (and often the only one) sphere of their
life activities [...] (229).

However, Cieslikowski’s theoretical concepts of children’s literature were
met with polemics. The issue of children’s literature’s ludicness was discussed
by Joanna Papuzinska in her book Inicjacje literackie (Literary Initiations,
1981). The author, both a scholar and a writer herself, complains about ste-
reotyping children’s writings as necessarily autotelic, ludic, absurd, ridiculous,
and afunctional (ibid.: 98). However, she points out that:

[...] the formula of the ‘great play; despite its seeming autotelicity, and the focus
on relax and temporariness, has some clear instrumental purposes, as [...] the
ludicness is linked to children’s natural motivation to self-development. There-
fore, play is rather a style, or a form of achieving some [...] goals (ibid.).

Elsewhere in the book, despite accepting Cieslikowski’s proto-definition of
children literature, Papuzinska argues that not every text that is referred to as a
children’s one can be characterized by the notion of playfulness, because many
writings are simply too pragmatic and utilitarian (ibid.: 125). She also indicates
that the act of communication (here: a text) can be treated playfully not only by
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children, but also by adults and, what is more, that ‘adult’ literary communica-
tion, as consciously accepting the rules of a certain convention, “matches the
definition of play better [than childrens one does - M. S.]” (ibid.).

The idea of childrens literature as a ‘separate’ or the ‘fourth’ one has become
much more discussed than the concept of the ‘great play. Antoni Smuszkiewicz
in his essay ‘Czwarta’ czy osobna’? (The ‘Fourth’ or a ‘Separate’ One?, 1998) ar-
gues that children’s literature cannot be added to ‘three literatures, extracted
by Hernas (the artistic one, the folk one, and the ‘pulp’ one), because it does
not have a fully closed circle of authors (as they often write for adults” too)
and readers (as these texts are read by both children and adults); there are no
children’s aesthetic values which would be different from the adult ones; the
“workshop rigors” are the same when it comes to childrens and adult texts
(as in both cases “the high level of artistic performance” is “priced”); the pub-
lishing institutions, libraries, bookshops are not always focused exclusively on
children (360-364). Therefore, Smuszkiewicz claims that “literature for chil-
dren and youth is not the fourth’ one,” and that “it is not located next to the
types indicated previously, but inside them” (ibid.: 364-365), so Cieslikowski’s
theory should belong to “a museum showcase” (ibid.: 370). However, the schol-
ar admits that it is, to a certain degree, a ‘separate’ literature, mostly because of
the age of the recipients (ibid.: 365-366), which has an impact on its functions
and genres (ibid.: 368). Finally, he argues that all the ‘three literatures’ — the
artistic one, the folk one, and the ‘pulp’ one — have their own age variants: for
adults, for youth, for older children, and for younger children, the latter one
being the most ‘separate’ (ibid.: 366).

Cieslikowskis theory was defended by Stanistaw Frycie, who critical-
ly responded to Smuszkiewicz’s thesis. In his article Czy literatura dla dzieci
i mtodziezy jest literaturg osobng’ (Is Literature for Children and Youth a Sepa-
rate’ One?, 1999), Frycie argues that the previous scholar’s opinion is arbitrary
and that it lacks arguments. He undermines all of Smuszkiewicz’s theses, using
direct examples (ibid.: 73-74), and, as a conclusion, writes that Cieslikowski’s
concepts are supported by the facts that children’s literature has “its distinct
features, its specific genres and literary topoi, its own, separate cultural cir-
cuit, its authors, who write exclusively for children, and its readers, who have
their own, specific interests and cultural needs” (ibid.: 74). This view was later
shared by Zofia Adamczykowa (2004: 19-20), although she notices that some
children’s texts can be seen as examples of the ‘third’ literature.

The issue of children’s writings’ links to other types of literature was also the
subject of Jolanta Lugowska’s essay Literatura dla mtodego odbiorcy - osobna’ czy
czwarta’? (Literature for Young Readers — a ‘Separate’ or the ‘Fourth’ one?, 2009).
Having presented Hernas’s theory about the existence of ‘three literatures’ and
Cieslikowski’s idea of children’s literature as the ‘fourth’ one, Lugowska decides
to check how the latter one is connected to, respectively, ‘high’ literature, folk
literature, and popular literature. She indicates that children’s writing is strongly
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linked with the other three types, and concludes that “It seems to be important
and necessary to see not a single (a ‘separate’) model of literary communication
in children’s and youth literature, but just one of many such models,” the con-
tent and the form of which should take “capabilities, interests, and preferences
of the expected reader” into account (ibid.: 238).

CIESLIKOWSKI’S CONTEMPORARY LEGACY IN POLAND

Despite the criticism, Cieslikowski’s concepts are still vividly present in Polish
research on children’s literature and culture, sometimes accompanying ana-
lyses conducted in accordance to contemporary methodologies. Let us look at
a couple of examples.

Katarzyna Slany in her book Groza w literaturze dziecigcej. Od Grimmoéw do
Gaimana (Horror in Children’s Literature: From Grimm to Gaiman, 2016) dis-
cusses the presence of the title phenomenon in selected works: traditional fairy
tales, Hans Christian Andersen’s pieces, stories by E. T. A. Hoffmann, Lewis
Carroll, J. M. Barrie, and in childrens horror novels by, for example, Roald
Dabhl, Lemony Snicket (Daniel Handler), and Neil Gaiman. Although the main
perspective here is the point of view of archetypal criticism, in the introduc-
tion to the book, Slany states that her work

[...] falls within the framework of research on children’s literature, which was
discovered for contemporary literary studies by Jerzy Cieslikowski who added
the fourth literature (children’s one), also called ‘separate’ literature, to the ones
extracted by Czestaw Hernas [...]. This monograph is accompanied by the con-
viction that literature for children is separate, which allows discussing the [...]
texts, thematically and genolocically, in a special way (ibid.: 13).

Therefore, one can read this book as a study on a specific, ‘separate’ horror -
the children’s one, different from what is present in similar works for adults
because of its existence in a text as closely related to the child and his or her
imagination. In Slany’s work, there is also a place dedicated to the issue of play.
The author points out that studies in children’s folklore indicate that “from pre-
school age, horror, grotesque, macabre, freneticness, as well as scatological,
obscene, and sadistic themes play a great role in children’s culture” (ibid.: 195).
She notes that this manifests in children’s playing in ‘frightening the others’
and in ‘being frightened, which leads her to deriving a category of the ‘great
subversive play” from Cieslikowski’s concept of the ‘great play’ In the ‘great sub-
versive play; as she puts it, “every fear has a deformed and ridiculed face”: bo-
geys, werewolves, witches, Death, or living dead are “parodied, mocked, cari-
caturized” and, as such, are no longer scary (ibid.: 196-197). This also applies
to childrenss literature - especially horror novels in which “the compositional
dominant rests on a rule derived from children’s ‘great subversive play, which

Filoteknos 9.indb 58 2019-09-20 12:46:42



A Separate Domain of Play: On Jerzy Cieslikowski’'s Theoretical Concepts... 59

is to build a horror-creating diegetic world and, subsequently, ‘exorcize’ it by
inserting the element of laugh” (ibid.: 201).”

Another contemporary attempt to exploit Cieslikowski’s theories is Ewe-
lina Rabkowska’s paper Dzieci, zwierzeta i wielka zabawa (Children, Animals,
and the Great Play, 2017). In this article, the author analyzes and interprets
several examples from childrens literature and folklore in the light of cultural
animal studies. Rgbkowska focuses on such aspects of Cieslikowski’s research
that “tell us how real and cultural relations between animals and children, in-
scribed in folklore, later became a part of literature for children and youth”
(ibid.: 86). Therefore, the scholar seeks animals-oriented fragments in Wielka
zabawa. What is important, she finds a lot of passages on plays and games in
which a symbolic animal suffers, is being tormented or even killed. Rgbkowska
points out that such children’s ritual activities, specific echoes of old-time sac-
rificial rites, changed in the course of their transferring into children’s litera-
ture, becoming mitigated and less drastic (ibid.: 88). The other themes dis-
cussed by the author are, inter alia, the presence of animals in lullabies and
nursery rhymes, play in the context of animal and children’s work for an adult
human, realistic representations of animals in children’ folklore, and the issue
of playing with an animal as a source of children’s empathy.

Rabkowska’s article can be seen as an attempt to merge Cieslikowski’s con-
cepts with postmodern, non-anthropocentric perspective. One may be sur-
prised to see how many animal-related issues are present in The Great Play, and
how Cieslikowski’s work in fact precedes some key problems of contemporary
thought. In the final subsection of the paper, Rgbkowska gives some methodical
propositions on how to teach about animals using literature inspired by folk-
lore and concludes that such writings “can be useful materials to educate chil-
dren, especially younger ones, by playing. [...] This is a consequence of [...] the
processes of development of literature for children, in which a turn to folklore
played a vital role, being connected to [...] the rejection of ‘unsophisticated di-
dacticism’ [...]” (ibid.: 99). Finally, Rabkowska comes back to the issue of the
‘great play’ and writes that such play itself “makes it possible to weaken didactic
and colonial tendencies in the works inspired by folklore” (ibid.).

These are only two of many more contemporary studies inspired by
Cieslikowski’s concepts of children’ literature. In the other ones, such differ-
ent issues are discussed as the ludic aspects of therapeutic short stories and
fairy tales (Bolinska 2008) and the carnivalesque, jester’s laugh in children’s lit-
erature and culture (Kostecka 2016). Moreover, the notions of the ‘fourth’ and
‘separate’ literature have become so often referred to that many authors treat
them as almost ‘natural” adjectives when it comes to children’s texts. Hence, it
is not coincidental that some scholars even use these terms in the titles of their

7 It is worth noting that Slany discusses similar issues in another work, Karnawalizacja
grozy w folklorze dziecigcym (Carnivalization of Fear in Children’s Folklore, 2017).
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works (Urbanczyk 2014). All of this shows Cieslikowski’s continuous impact
on Polish studies in childrenss literature.

Many scholars in the field, including the ones who do not fully agree with
his concepts, perceive Cieslikowski as a discoverer of such research in Poland.
Alicja Baluch (1993: 5) argues that he “discovered” and “extracted” children’s
writing as an area of modern literary research in Poland, having formulated
its methodological assumptions and proposing modes of studying books for
the youngest, while Jolanta Lugowska (2009: 229) writes that he discovered
“a special kind of children’s anthropology” and revaluated childhood, not per-
ceived by him as a preparation for adult life, but as a significant period itself.
All of this was summarized by Joanna Papuzinska-Beksiak (2013) who calls
The Great Play “a breakthrough in the way of thinking about both writing for
children and about childhood,” and writes that

[...] emphasizing the formative function of games in culture, Cieslikowski dis-
covered and delineated a massive area of the ‘despised land, that is, children’s
own literary activity manifested in children’s folklore texts, permeating chil-
dren’s environment and inextricably connected with games. He was the first
Polish scholar who included folklore texts within children’s literature, made it
a subject of literary theory, and took it into account when editing anthologies of
childrenss literature. Therefore, he did not only redefine that kind of literature,
but also changed the formula of a child’s participation in the process of literary
communication. Thereby a child, instead of being an object of the persuasive
mechanics of literature, became an equally vital being who transformed given
literary impulses, making them its own (296).

From today’s perspective, especially from the point of view of children and
childhood studies, some of Cieslikowski’s concepts seem dated. The author can
be accused of universalizing and homogenizing children; of symbolically sep-
arating them in a ludic ‘enclave’ far away from adults; or of non-intentional
divorcing childhood “from other variables such as class, gender, or ethnicity”
(Prout, James 2005: 8). Karolina Szymborska (2014: 24) points out that how-
ever Cieslikowski’s theoretical propositions were paidocentric, the scope of his
research was limited by pedagogical and literary inspirations. Nevertheless,
Cieslikowski’s main achievement was probably that of being a pioneer in Pol-
ish literary studies oriented towards children’s literature and culture. There-
fore, it should be stated that his prominence in Poland, although his theories
remain controversial, is indisputable, and that his works, written years ago, are
still inspiring.
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Abstract: The article raises a question of research on children’s literature led
in Poland and stemmed from Jerzy Cieslikowski’s conception that refers to the
theory of fun acivities by French culture expert Roger Caillois. The authoress
considers particularly useful Caillois’s essey entitled Ludzie a gry i zabawy (Le
jeux et les hommes, 1958, polish translation 1973), in which he set out the ty-
pology of different kinds of jollity and provided polish researchers with a very
wide questioning context. She also itroduces Cieslikowski’s concept as well as
analyses the akin thoughts. Furthermore, she acquaints the reader with the ef-
fect of her own study on literature for children which is based on Caillois’s ty-
pology. She comes with her own proposals of archetypal perceptive models de-
rived fromludic functions of literature for children.
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In my paper I focused on presenting the research concepts based upon the Ro-
ger Caillois theory, that use play as one of the forms of culture and have deve-
loped in the Polish surveys on the children’s literature, owing to the research
works of Jerzy Cieslikowski. According to the Polish researcher, play is a struc-
ture of some literary masterpieces addressed to kids, and the majority of the
children’s literature has its roots in the folklore. The concepts, that have been
discussed here, stem from this very reflection. Therefore, this work contains
the review of Polish studies on the childrens literature, that are inspired by the
ludological context to some extent, yet they also use affinity of the children’s
literature for the play issue. The final section of the text comprises my own re-
search, where I have applied Caillois typology, the theory of archetypes by Carl
Gustav Jung, a wide array of reflections of the Polish researchers, originating
from the Cieslikowski’s study school as well as my private thoughts on the mo-
bile and emotional spheres of the child’s play.

Child development psychologists and educationalists generally consider
playing to be a fundamental activity during childhood. Indeed, play is the main
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expressive activity during early and late childhood. Psychologists contend that
its most commonly associated forms are manipulative, physical, theme, con-
structive, didactic and sensory in nature (Przetacznik-Gierowska 1993: 34-40) .

However, play is not just a research area in psychology or pedagogy. In the
1930s it became a subject of interest to cultural theorists. A well-known work
by Johan Huizinga entitled Homo Ludens. A Study of the Play Element in Cul-
ture (1937) enabled researchers to perceive human culture from a new perspec-
tive. The work of French cultural theorist Roger Caillois expanded Huizinga’s
theory. In particular, his essay Man, Play and Games (Le jeux et les hommes,
1958, Polish transl. 1973), in which he presents a typology of play, created a par-
ticularly broad research context for Polish researchers. Caillois classified games
and play according to rules grouping them into four categories: alea (play and
games of chance), agon (based on competition), mimicry (based on imitation),
and ilinx (altering perception). Even though this researcher did not transpose
his theory into the field of literary studies, it became a subject of interest to lit-
erary scholars, mainly in children’s literature because play is naturally associ-
ated with childhood. However, neither Huizinga nor Caillois treated children
as the primary reference point for their criticism. Thus, the idea put forward by
Jerzy Cieslikowski, the first Polish researcher in the field of literary science to
research children’s literature attracted significant attention. Cieslikowski treat-
ed children’s folklore as a source of literature for the youngest children and ex-
amined the oldest poetry genres (lullabies and nursery rhymes) as elementary
forms of literary expression in the world of children; in this way he delineated
one of the fundamental directions of Polish research that is currently being de-
veloped in literary studies in children’s literature. Cieslikowski presented the
connection between children’s folklore, children’s literature and play in his work
Great Party (1967) in which he discussed the features of a text containing chil-
dren’s poetry on children’s verbal folklore. At the same time, he depicted the
merger of the phenomena of play and literary structures.

The multitude and variety of literary and quasi-literary forms available to
children have long underlined the need for their classification and organiza-
tion. The first attempt at addressing this problem in Poland was Cieslikowski’s
work entitled Children’s literature and subculture (1975) in which the author
dealt with creations (as he called them) of children’s folklore. Their function-
al aspect highlighted by this researcher emerges from detailed descriptions
of properly selected and classified examples. His intention of illustrating the
function discharged by various forms of ludic expression prompted a need to
refer their content and language to children’s mentality and imagination and
the literary phenomena present in children’s verbal systems (Simonides 1976;
Papuzinska 1988). He subsequently noted that linguistic creations are usually
conveyed aloud with the aid of gestures (Cieslikowski 1975), making them
easy to remember. Rhymes, dialogues and dramatization play an important
role. Cieslikowski indicated the existence of a union between children’s play
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and the accompanying text. A perfect example would be games played in a
circle whose characteristics are reflected by works’ structure, tune and story-
line. The researcher cites the following games as examples: The bird is flying
up, The handkerchief, The Old Bear. Dynamism is an essential element of texts
intended for children. It is often focused on childrens bodily movements. In
this case Cieslikowski meant playing with an infant when ‘the body is the play-
ing matter’ (Cieslikowski 1975: 110). He meant games/play in which children’s
hands, fingers, face and entire body are used with contact being made through
touch while simultaneously uttering a given text. Rich verbal material of this
type helped create a framework for communicating creations that also apply to
adult-child play. The chart given below includes activities of an adult addressed
to the child’s body over the course of infant games and plays, accompanied
with the verbal formula, often being a reflection of a short “plot” carried out

through touching.
Table 1
Framework for communicating adult-child creations/play (Cieslikowski: 1975: 113)
<— tickling, B > —> | ‘beating’ —>
<—| touching, A—> —> | tickling, —>
imitating
children’s | «— walkinge.g, C|—> | naming, —> | pinching, —> | children’s
body ‘crayfish, fictionalizing body
—> | clapping, D> —> | clapping, —>
> | bouncing —> —> | ‘horse riding’ —>
on an adult’s lap

The outcomes of these activities are temporal; they are not fixed but are
connected to a certain instance of playing or an instructional situation, where-
by ‘creations emerge from their implementation’ (Cieslikowski 1976: 25). This
discovery prompted the researcher to take a new view on verbal text used in
play and its socializing role in children’s community. It also led to another pos-
tulate concerning the intersemiotic nature of literary communication address-
ing children as a feature conditioned by the creations of children’s folklore.
A live performance is possible mainly because the text intended for children
to hear contains words, images and gestures (Cieslikowski 1985B: 171-179).
These signals merge eliciting a perception/performance interaction that is typ-
ical during childhood. This concept is based on the assumption that ‘a great
amount of literature addressed to children, and above all the literature that is
believed to be the best for various reasons, mainly esthetic in nature, originat-
ed from play and is aimed for playing’ (Cieslikowski 1985A: 66). Thus, diverse
demonstrations of children’s folklore are particularly significant: counting
games, nursery-rhymes, skipping rope rhymes etc. They are usually accompa-
nied by motor-auditory-melic behavior.
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At the end of his argument, Cieslikowski ofthandedly mentions a work he
considers to be important written by Caillois and entitled Les jeux des hommes.
This digression formed the basis for several theories concerning research into
children’s literature in Poland in recent decades. The classification of games
and play presented by Caillois does not strictly apply to childhood. However,
the primary phenomena of paidia and ludus strongly reflect children’s activity.
Cieslikowski cited these relationships in devising his concept that is equally
applicable to adults and children alike (Cieslikowski 1985A: 52).

Table 2
Framework of J. Cie$likowski’s concept incorporating R. Caillois’ theory

Paidia Agon Alea Mimicry llinx

noise, races, eeny, meeny, role playing ‘spinning

movement competition miny, moe, games,
etc.— not rule- heads or tails, 3. merry-go-

1. bound betting illusionism round,

laughing, swinging

flying a kite, 2. playing

solitaire, with dolls,

crossword various

puzzles disguises,

masks

Ludus athletics, roulette, costumes, waltz,
boxing, various types of | theater, voladores ritual
fencing, lotteries generally, dance,
football, performing arts | fairs,
billiard, skiing,
checkers, mountain
chess, climbing,
generally, trapeze
all sporting exercises
competitions

Note: games and playing are arranged in ascending order in each vertical column with the
content of paidia declining and the content of ludus rising.

Cieslikowski draws a distinct division between children’s and adults” play-
ing and games. The numbers stated in the table refer to the researcher’s more
detailed comments:

1. ‘Movement’ and ‘laughing’ include a wide range of frolicking and playful
behavior, as well as all behavior characteristic of children when being enterta-
ined by adults.

2. Most children’s games with instruments should be included here: wal-
king on stilts, serso, flying a kite, playing tag, hide-and-seek, blind man’s bluff.
All these games contain a prominent element of overcoming clumsiness, for
instance walking on stilts. Similarly, these games entail strictly defined rules
of conduct.

3. ‘Role-playing” involves manual, theatrical and narrative constructions
such as painting, pasting, gluing and cutting (this also includes book illustra-
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tions used as a means of exiting deadlocks in arranged play situations) (Ciesli-
kowski 1975: 156-157).

In 1978, in his article entitled The play as a structure of some texts for chil-
dren, Cieslikowski explicitly refers to play as a specific instance of literary
perception. This stance treats perception as a process transpiring according
to defined rules, just like a game. In parallel, it presents literature mainly as
source of pleasure, i.e. entertainment or for leisure. In this work Cieslikowski
formulated one of his most important views that led to subsequent genera-
tions of literary scholars embarking on new research. He wrote: ‘»the game-
like nature« of literature is not only related to how it is perceived, as it can
run contrary to the work’s underlying idea and poetic sentiment. Rather, it is
an empirically verifiable phenomenon; »its game-like nature« can also be an
inherent rule of the work itself, its own construction produced in the form
of a plaything. It may also embody the author’s proposal for its reader: let’s
play together’(Cieslikowski 1985A: 65). According to Cieslikowski, ‘all litera-
ture with entertainment-ludic leaning is structured according to this classifica-
tion [meaning Caillois’ typology - AUG]’ (Cieslikowski 1985A: 69). There are
certain types of literary expression, e.g. novels in which the story or character
construction is based on the structure of a certain type of play. For example, for
pedagogy it might be important that related behavior is particularly visible in
how children’s literature is perceived. How children perceive is a creative and
active manifestation full of expression allowing us to observe the four basic
play tendencies (alea, mimicry, agon, ilinx).

Despite his interest in the sources of children’s literature and its roots in
folklore, Jerzy Cieslikowski abandoned further attempts at expounding on
Caillois’ thinking. In his research work he usually emphasized the ludic and
paidia aspects of children’s texts and literary texts. He did not provide any de-
tailed description of these relations. However, the short paragraph he wrote on
Caillois’ work in these articles marked the beginning of extensive research into
children’s literature in Poland.

The use of play in researching children’s literature coincided with the vi-
brant interest in this research problem in general literature. In this way ludic
value was found in adult literature. The book by Michal Glowinski bearing the
typecast title of Novel games (1973) was one of the first works on this subject.
The author delves into the novel’s linguistic material (Glowinski 1973). Moreo-
ver, CieSlikowski’s Children’s literature and subculture ... coincided with the
publication of Glowinski’s Proofs and styles of reception (1975) in which he dis-
tinguished perception styles: mimetic, allegorical, symbolic, instrumental, ex-
pressive and aesthetic. According to Ryszard Waksmund, the ludic style should
be added to this group as it is typical of how children perceive literature (Waks-
mund 1987). This ludic aspect is also present in adult literature. Gltowinski
considered this aspect in his work into literature in the age of mass culture. In
his analysis of Kazimierz Wierzynski’s poems, Krzysztof Dybciak referred to
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Caillois’ theory because he noticed ‘mechanisms of play’ in the language and
content of this poet’s work, in particular ilinx in ‘states of joyful intoxication’
(Dybciak 1980: 41-56). In turn, Jolanta Lugowska, a researcher focusing on
literature and folklore, isolated the ludic model in genres of children’s poetry
when considering situations outside literature that affect the primal role played
by the ludic function. These situations include ‘all forms of contact between
adults and children that are devoid of any explicit or conscious instructional
intention (lulling children to sleep or entertaining them) and diverse forms of
mutual contact between children mainly for ludic or self-educational purpo-
ses’ (Martuszewska 2007).

The renewed interest in games/play as a field of cultural research in the se-
cond half of the 20™ century was probably caused by the new attitude taken to-
wards children and childhood. The book written by Philippe Ariés and entitled
The childhood story (French edition 1960, Polish transl. 1995) was particularly
significant because it showed children and childhood in an entirely different li-
ght. In recent years, especially since the 1990s, many authors have expressed gre-
ater interest in children’s literature and children in post-conference publications.
For instance, The worlds in a play - ‘Playing with the world’. Ludic connections
of literature (2001) edited by Danuta Ossowska and The game with the reader
(2001) by Anna Rzymska, Between the convention and the strategy (2001), edited
by Maria Jakimowicz and Rafal Moczkodan and Games in the language, literatu-
re and culture (1997), edited by Ewa Jedrzejko and Urszula Zydek-Bednarczuk.
These researchers focused mainly on understanding literature as a game being
played with readers or as a game/play in general. Most researchers disregarded
Caillois’ typology and its consistent application in the interpretation of literary
texts. Anna Martuszewska in her book entitled Funny games. About literary ga-
mes/plays presents a particularly interesting summary. She discusses the pheno-
mena of ‘constant game/play’ in literature in a thorough and erudite way, while
showing how some aspects are related to Caillois’ theory.

The research themes Cieslikowski first investigated concerning the aspects
of play in a literary work and how it is perceived were studied further in chil-
dren’s literature. Some of the researchers who thought in a similar vein in-
cluded Bogustaw Zurakowski who concentrated on paidia in children’s poems
(Zurakowski 1979), Urszula Checinska who identified manifestations of paidia
in Joanna Kulmowa’s poems (Checiniska 2006), Maria Ostasz who proposed a
model paidia poem (Ostasz 2008), Maciej Wroblewski who characterized agon
in his research in novels based on sports themes (Wrdblewski 2011). However,
Alicja Baluch, a literary researcher and poet played the most important role
in applying Caillois’ concept to research in childrens literature. In her semi-
nal work whose title refers to the theory of play - From ludus to agora (2003)
Alicja Baluch uses Caillois’ concept as a research method and context for un-
derstanding literature written for non-adults. In accordance with Cieslikowski’s
concept, she considers play and children’s folklore to represent one of the two
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genological systems of children’s works. Just as Cie$likowski and Zurakowski
do, Baluch emphasizes the importance of children’s paidia-type behaviors that
accompany reading in accordance with Caillois’ typology. His theory is em-
ployed to present the specific behaviors of literary characters as reflections of
children’s behavior in the real world. Thus, agon, alea, mimicry and ilinx are not
just types of play. They also determine certain characteristic conditions in the
text’s structure and realm. By incorporating Caillois’ theory, Baluch claims that
some works for children incorporate paidia behavior patterns in which children
manifest their own attitudes in their conversation with their role model. These
works are known as agora novels to mirror debates in an agora located in At-
tic Greece. However, the reference is actually to a contest of knowledge (agon)
as both parties, whether children or adults, espouse their own truth and art to
reach mutual agreement. According to Baluch, in a literary agora one can come
across initiation novels (mimicry), fantasy and horror stories (alea) and fantas-
mic stories (ilinx). The last group derives from Maria Janion’s theory concern-
ing fantasms Janion 1991). Fantasms have appeared in people’s imagination
since the dawn of time from the time of childhood. The notional world created
by children has all the hallmarks of a fantasm. All the types of novels intended
for young people constitute a specific type of literary dialogue in which adoles-
cents participate. Baluch’s work shows that for children to make a judicious use
of literature a guide-master must lead them ‘from play to a serious conversa-
tion’ (Baluch 2003). However, for the conversation to be fruitful it is indispens-
able for the master to understand the fundamentals of aesthetics, psychology,
pedagogy and sociology. These conclusions point to learning by reading. Thus,
they combine knowledge from cultural studies and literary theory. As a conse-
quence, they broaden the field for applying Caillois’ theory in the research in
how to perceive young adult literature.

Baluch’s suggestion led to another, though somewhat different, approach to
applying the concept of games and play proposed by Maria Ostasz in her book
entitled From Konopnicka to Kern. A study of the pajdia poemo (2008). She tries
to craft a model paidia poem. The author builds an algorithm consisting of eight
types of paidia to describe a poem in a formal manner. She employs Caillois’
merged types. The genological aspect of a work (model) hinges on paidia, poet-
ic measure, viewpoint, means of cohesion, etc. According to Ostasz, the clearer
a poem’s paidia is, the better a work is. It satisfies children because it entertains
and instructs. Her work analyzes one hundred contemporary children’s poems
‘from Konopnicka to Kern’ from the turn of the 19th and 20th centuries un-
til the end of the 20" century. It spans a wide sampling of paidia. The research
methodology it pursued made it possible to prepare a detailed and consistent
description of the means of cohesion examined using the linguistic, formal and
semantic planes in all types of paidia poems.

The forms of play distinguished by Caillois evince certain emotional states
because playing induces players to assume a certain psychological state. This
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feature interests me in the relationship between playing and literature. I pub-
lished my research on childrens literature in a work entitled Motor patterns of
the pieces for children. About children’s literature as a trip, fight, mystery, safe
place and fun (2009). I was inspired to tap into the description of movements in
literary works by dance and body language and by the theories advanced by re-
searchers such as Cieslikowski, Baluch, Papuzinska and Lugowska. In my work
I linked the role of movement and emotional states to how children perceive
literature. Thus the work’s title refers to the role of movement and emotions
in children’s cognitive acts and play (Papuzinska 1996). My purpose is to draw
attention to action-based perception of the world as one of the main means
for small children to broaden their knowledge and to develop their emotional
states accompanying this process. Kinesthetic activity such as jumping, spin-
ning, bustling, dancing, running and racing, climbing and whirling are par-
ticularly important in children’s lives as they support their psychological, so-
cial and emotional condition. Mental movement provoked by literary works
and streaked with emotion has a similar significance. The emotional reaction
to a poem or a fairy tale signifies the existence of an emotional/emotive style
of perception (Martuszewska 2007: 63 70 )', typical for children’s contact with
literature.

In order to ascertain what patterns of movement are taking place, which I
assume constitute the internal rules of children’s literature, I applied Caillois’
theory to cultural anthropology, psychology and pedagogy. His description of
play defines the patterns of play involving movement. Its genology provides an
archetypal basis for people (in this case children) to follow an internal model
to reflect reality. A. Baluch's transfer of methods of archetypal literary criticism
to children’s literature has given us tools of archetypal criticism to incorporate
in methodology (Baluch 1993). I have assumed that certain texts set a certain
perception aptitude. Thus, children experience texts based on their aptitude. A
literary text probably activates a model or perception of a work. If we treat the
aesthetics of children’s literature as a function of unconscious mental processes,
we will be able to uncover how many great and diverse possibilities children’s
literature offers for perception.

Alea, agon, mimicry and ilinx are connected with the emotional settings they
accompany: peace, harmony, aggressiveness and stupefaction/elation. Associa-
tions such as ‘line — going ahead - resignation — peace; ‘circle — circular move-
ment - imitation — harmony, ‘chain - fighting - competition — aggressiveness,
‘twirl — whirl - stupefaction - ecstasy, result from the characteristic features of
notional thinking (typical for children); moreover, they compel one to accept
a reference to extensive interdisciplinary references. They also provide possi-
bilities for the development of further stages in children’ literary paths. They

! According to A. Martuszewska, emotional reaction to the world depicted in a work sig-
nifies an emotional style of perception.
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build archetypal models for the perception of literature in which works evince
feelings of wandering, contesting for position, finding a safe place or engaging
in stupefying play. These in turn lead to instilling in children a desire to read
adventure novels, fantasy stories, historical stories, prose detailing social prob-

lems, crime stories and agora stories, phantasmal stories and lyric novels.

Table 3
Archetypal perception models (Ungeheuer-Gotab 2009: 203)
Archetypal perception models
Children’s Play types | Literary Cognitive | Literary Perceptive | Perception
spontaneous characteris- | purposes | features predisposi- | model
behavior and tics used in tion
feelings? the work
wandering | ‘train; wander- the purpose | chainand | tendency reading as
‘snake; ing—going | proceeds fictional ele- | tolistento | ‘wandering’
‘thread, ahead, ments stories
lines, following
processions, | (somebody),
cavalcades |internal
peace wandering
curiosity
imitation playingina |returnto the purpo- | didacticism, | tendency reading as‘a
circle, mother, seistostay |adventure |[tobeinthe |safeplace’
concentric | character- | inthe same centerand
circles, -exemplary | place imitate
circle games | figure,
including dangerous
role-perso- | places,
nalization, | ‘warm pla-
themega- |ces
mes,
imitation
games
harmony
joy
rivalry competi- resolvinga |the purpose | sensation tendency reading as a
tion-based | puzzle,un- |isto com- touncover | mysteryora
games covering pete mysteries field of con-
a mystery, and com- | test
overcoming pete
difficulties
aggression
fear
spinning ecstatic being lost, |the purpose | nonsense, |tendencyto |readingasa
games games, the need for |is to lose lyric, fantasize, form of in-
mesaround | risky dreamsand | touch with toxication
stupefaction, | behavior imagina- reality fantasy tendency
ecstasy tion, getting to meditate
aname and imagine

? Feelings dominating in certain behavior are distinguished here. However, a range of feel-

ings may be found that differentiates, strengthens or weakens these feelings.
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The incorporation of Caillois’ theory in my research and the reference to
Carl Gustaw Jung’s archetypes and cultural anthropology form the basis for my
contention that the archetypal matrix present in human consciousness from
infancy to adulthood makes it possible for various generations to transfer va-
lues®. As T have endeavored to prove in this paper, children’s literature also acts
as a conduit.

The research motifs presented in this paper stem directly from the interest
shown by literary scholars in literature’s ludic function. The resulting multi-
tude of theories proves that Roger Caillois” original typology laid an excellent
groundwork for subsequent research. The endeavor to define how children’s
literary works should be understood and interpreted in related topics and di-
sciplines may lead to much more profound research in children’s literature.
Caillois’ typology seems to be particularly suitable because of its ludic focus.
Moreover, researchers and educators continue to express interest in the emo-
tions children’s literature evinces. In his work as a cultural studies researcher,
Caillois demonstrated the clear, vivid and spontaneous connection between
playing and human feeling during childhood.

To sum up, the theory presented here proves, that literary pieces dedicated
to children are efficient in terms of reception whilst both the work and the re-
cipient are predisposed to this very reception. They are shown in an emotio-
nal aspect, expressed in the child’s attitude towards art. Emotion-based mobile
patterns are some sort of a “map’, that allows for describing more thoroughly
the characteristics of the children’ literature and pointing out reception mo-
dels, according to which the child-recipient operates. This knowledge enables
to clarify the methodology of work with the literary texts in the childhood pe-
riod. Additionally, it leads to a conclusion that the literature corresponds to
the child’s needs to a larger extent than expected. Highlighting the reception
categories, presented here, occurring in the Polish childrens literary education
would allow for changing some, sometimes old-fashioned, views on the child
and his/her demands.
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Diagnoses and Prescriptions in Contemporary
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Abstract: The paper presents the results of the analysis of about a hundred Po-
lish books for younger children (3-10 year-olds) written in the 21st century.
During the research special attention was paid to the depiction of children’s
play in the analysed literature. The author compared the character of play in
Polish children’s classics (M. Konopnicka, M. Kownacka, Cz. Janczarski) with
recent stories and novels (written by G. Kasdepke, R. Jedrzejewska-Wrobel,
R. Witek, A. Tyszka and others). Some sociological research is referenced in
order to assess whether writers present actual situations of play (diagnostic)
or try to influence play by giving advice on how to play and what to play (pre-
scriptive). The main conclusions of the research are: in contemporary literature
for young readers, children’s play is not presented as often as it was in the pre-
vious century; children characters need adults’ help, advice or company to play,
they rarely play outside with their friends without adult supervision. Instead,
children’s play now often takes place in cyberspace and kids become addicted
to their computers and other electronic devices; children are often bored and
expect help in finding interesting and involving forms of play.

Keywords: children’s play, Polish children’s literature, contemporary culture
and society, social changes, 21* century

... the changes in a children’s book during the last 200 years and
new phenomena from the past two decades connected with
them, can say absolutely everything about our culture (...). Chil-
dren’s books are highly symptomatic and reveal our assumption-
sas well as delusions we have about ourselves and our surroun-
ding, constantly changing world”

(Czabanowska-Wrdbel 2016: 10).

The aim of this article is to show an important part of our culture, that is childre-
n’s play, presented in Polish children’s literature of the last 15 years. According to
the opening quote, the article is about our adult beliefs, opinions, and perhaps
delusions. While reading books for children and tracing play motives, I was try-

Filoteknos 9.indb 75

2019-09-20 12:46:45



76 Krystyna Zabawa

ing to identify the diagnoses and prescriptions included in them about children’s
way of play. What do writers actually know about today children’s play, what do
they believe they know? What do they wish children would play?

Jenny Holt, writing about play motives in literature, claims: “It is generally
acknowledged that children are in need of play and that if they are deprived of
play, disastrous consequences may ensue” (Holt 2010:34). Everyday observa-
tion confirms that children’s play nowadays is endangered. Psychologists and
pedagogues write about children being overwhelmed by after-school activities
(or even “after-kindergarten” activities), thus having no time for actual, sponta-
neous play. What is the image of children playing in contemporary literature?
Do the writers see the problem and try to propose solutions? — These are the
main questions this research addresses.

It’s good to start with a definition of play as there are so many of them in
scientific literature. According to Danuta WaloszeK’s entry in Encyklopedia pe-
dagogiczna XXI wieku (Pedagogical Encyclopedia of the 21" Century), in most
cultures play in general is separated from children’s play. In the author’s opi-
nion it shows underestimation of the latter (Waloszek 2008: 643). For sure,
children’s play definitely is different than play in general (e.g. defined by J. Hu-
izinga). Its main features, I would say its sine qua non are: it has to be volun-
tary and intrinsically motivated, certainly not obligatory (although there are
also definitions that treat required “play” as play, too). As the classic Johann
Huizinga wrote: “Play to order is no longer play: it could at best be but a for-
cible imitation of it. (...) It is an activity connected with no material interest,
and no profit can be gained by it” (Huizinga 1980: 7, 13).This is why the phrase
“educational play” sounds to me like an oxymoron. It does not mean that one
does not learn by playing but it cannot be its main purpose.

WaloszeK’s entry contains numerous terms ascribed to play by different
scholars, among those: spontaneity, voluntarism, joy, laughter, imagination,
fiction (Waloszek 2008: 643). I will draw on those in my analyses.

In Polish children’s literature written in the 21* century I was looking for
such play and children characters playing without any external motives, just for
the love of it. I focused on fiction, i.e., short stories and mini novels for younger
children (3-10 years old). I analyzed the texts as well as any illustrations accor-
ding to the current vogue that investigates children’ literature as “the body of
written text and accompanying illustrations™ (as the Encyclopedia Britannica
suggests).

The framework of the analyses is the corpus of classical children’s literature
tull of play motives that has been already noticed and analyzed in research, e.g.,
by Jenny Holt. She analyzes “British children’s literature from the late eighteenth
to the early twentieth century, ranging from Thomas Day’s Sandford and Mer-

' C. Fadiman, Childrens literature, https://www.britannica.com/art/childrens-literature
(20.09.2017).
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ton (1783-9) to Frances Hodgson Burnett’s The Secret Garden (1909)” (Holt
2010: 34). One of the first books about children’s play in Polish literature is Ma-
ria Konopnicka’s story Jak si¢ dzieci w Bronowie bawity (How children played in
Bronéw) from 1895. The eminent poet and writer (and mother of six) described
children’s daily activities, paying special attention to their play: “After breakfast
children went to play various games: hide-and-seek, heaven and hell, little go-
ose” (Konopnicka 1911: 14). “After dinner one needed to run a little. So Tadzio
bestrode a nice stick, which he had made out of a branch, Stas got on another
stick, only a little shorter (...) and let’s go — around the lawn in front of the ho-
use” (Konopnicka 1911: 27). In the illustrations (by Stanistaw Debicki) the chil-
dren are running, dancing, playing on the grass. The pictures are very dynamic.
The children have smiles on their faces, some of them look deeply engaged in
play. They organize it themselves. It is emphasized that the basic toys, the stick
that “pretends” to be a horse, are of their own making. They are together - girls
and boys. There are no adults with them (in the first picture there is a person
with her back turned, sitting with a baby; it is Rozalka, the children’s nanny
from a village who takes care of the youngest child, sometimes sings songs but
doesn't interfere in the older children’s play).

The history of children at play in Polish children literature has not yet been
written, and it is beyond the aim of this paper to do so. But I treat it as the broad
context of my research. A few names should be mentioned from the classics of
children literature, important for the subject. Polish classical children’s writ-
ers frequently included the motives of play in their stories. Among the most
popular is Maria Kownacka (the author of the stories about Plastu$ - a plas-
ticine creature) and Czestaw Janczarski (“father” of Teddy Floppy Ear - Mi$
Uszatek). Both characters are animated toys that Joanna Papuzinskadescribed
as “one of the basic storyline devices in children’s literature (...)", so-called “sub-
children’s characters or narrators” because they seem to know less than their
child addressees (Papuzinska 2002: 287). If we look at the pictures by Zbigniew
Rychlicki® from a book Nowi przyjaciele Misia Uszatka (Teddy Floppy Ear’s New
Friends) we see that in the chapter Zabawa karnawatowa (Carnival party) the
teddy bear is disguised as a snowman. All animated toys are disguised and sing
their own songs about their new identities. The next chapter is entitled Sklep
(A Shop) and starts with a puppet clown’s proposal: “Let’s play shop™ (Janczar-
ski 1971: 12) - a suggestion that the narrator comments on by saying “[a]nd
a really merry play started” (Janczarski 1971: 13).The same scheme repeats it-
self in the chapter Puff, puff, puff! whose first sentence is, “’Let’s play train to-
day, Teddy Bear proposed. I will be a train driver” (Janczarski 1971: 18). The
animated toys play ball and ride a merry-go-round, too. Play is their natural

> Zbigniew Rychlicki (1922-1989) - an eminent Polish graphic artist and illustrator, awar-
ded with the Hans Christian Andersen Award (1982).

* This seem to be one of the oldest recorded plays. It is mentioned by Rabelais and painted
by Bruegel the Elder in his picture Children’s Games (1560).
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and everyday activity. It is usually initiated by one of them. There is no adult
interfering. Actually, in Janczarski’s stories there are few adults at all, mostly in
the background. The play here is fully “self-directed, enjoyable and instinctive”.
It corresponds to the contemporary British definition that is the closest to my
understanding of children’s play, formulated by Playwork Principles Scrutiny
Group in 2005 it as follows: Play is a process that is freely chosen, personally
directed and intrinsically motivated. That is, children and young people deter-
mine and control the content and intent of their play, by following their own
instincts, ideas and interests, in their own way for their own reasons*.

A different situation can be noticed in children’s books created in Poland
in the 21* century. “Zabawa” (“Play”; can be translated also as “fun”) is not a
keyword for children’s literature any more. If it appears in the titles at all, it is
used with different meanings than defined above. It is apparently and most
frequently used in an educational context. For example: in Roger Rougier’s
Liczenie w pamigci to zabawa [Doing arithmetics in your head is fun] (it seems
to be a kind of a manual) or W co si¢ bawig dzieci na calym $wiecie? [What do
children all over the world play?] (by A. Massasso, L. Pollastri; one of dozens
of guidebooks). The authors of such books (and adults who buy them) assume
that children need their assistance, their help in finding proper games to play
and - that one of the main goals of play is to teach.

Josie Gleave and Issy Cole-Hamilton in their report from 2012 wrote:

By understanding play only as a tool for achieving other outcomes, such as le-
arning or fitness, we are in danger of losing sight of the essence of play itself,
with the result that ‘play’ becomes transformed into structured activities with
clear goals and aims rather than something that is self-directed, enjoyable and
instinctive. It is only by following their own rules, in their own time, can chil-
dren fully reap the benefits of playing®.

Such play was described in classical stories presented earlier. Nowadays
the role of adults in play is almost always emphasized in books for children.
Grzegorz Kasdepke’s work is a good examplehere. One of the most popular
contemporary children’s writers in Poland, he wrote many educational, and
at the same time humorous, involving stories with interesting plots. Play in
them is usually seen simply as a means to an end. And, what is more, children
have to learn some rules before they start to play, as the title of the book sug-
gests: Ostroznie! Wszystko, co powinno wiedziec dziecko, zeby moglo bezpiecz-
nie bawic si¢ w domu [Be careful! Everything a child should know to be able to
play safely at home]. This is a book of short stories, not a classical guidebook.
It is a good piece of childrenss literature. But its didacticism, although skillfully

* J. Gleave and I. Cole-Hamilton, A world without play’ - a literature review; revised Janu-
ary 2012, http://www.playengland.org.uk/media/371031/a-world-without-play-literature-
review-2012.pdf (5.05.2016).

° Ibidem.
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hidden in funny texts, is obvious. The idea expressed in the title is: you can-
not play (safely) without learning rules. The adverb “safely” is interesting and
meaningful here. Are/were spontaneous children’s games safe? There is a lot of
evidence (also literary evidence) that favourite children’s activities often can-
not be described as safe.

A key insight into the situation of children’s play in the 21st century is this:
children need adults to play. Such a belief stands even behind the title of a po-
etry anthology for children: Poeci bawig dzieci (Poets entertain kids).Adults
should entertain children, teach them the rules or simply accompany them,
as happens in many of Kasdepke’s stories, where the protagonist Kacper’s fa-
ther (who is often the narrator and can be identified with the writer Grzegorz
Kasdepke himself) likes to play with his son. Maybe the increasingly frequent
involvement of adults happens because nowadays there are more only children
without siblings so that they have to play with adults. They also spend less time
outside creating their own peer groups. Another insight: if not playing with
adults, children spend their time on their own; there are no (or only few) com-
munal games that are essential for a child’s development. This has to do with
the problem of space: the characters of a series mini novels by Rafat Witek, Ga-
brysia and Nilson can’t play on a playground:

The worst thing is to be ten. No attractions for people at our age! Apparently,
ten-year-olds are unpopular in the world, Nilson complained, when we were
again chased away from a little playground in our estate (...).

Little children’s mums didn’t like that we use swings, take seats on a merry-go-
-round, run around and make noise. We suppose that they resented also our
breathing the same air as their pampered babies.

We are too old for a playground, and too young for wandering in shopping
galleries. Everywhere in the estate there are signs “Playing ball forbidden” and
the schoolyard is closed during holiday, Nilson continued (Witek 2014 b: 16).

The same statements are repeated in other novels and stories by Matgorza-
ta Strekowska-Zaremba and Agnieszka Tyszka. The only author I have found
that writes optimistically about children’s play is Roksana Jedrzejewska-Wrdbel
(to some extent also Zofia Stanecka in one story from the series about Basia -
Basia i plac zabaw [Basia and the playground]). However, the author of Florka
also notices children’s loneliness in play, their difficulties in finding friends to
play with, and describes adults playing with children and giving them advice.
But at the same time she puts many images of children’s spontaneous plays into
her stories, too. There is only a slight doubt if it is not so called “wishful thin-
king”. Maybe the writer describes the situation that is still true for little towns
and villages rather than big cities? Anyway, Roksana Jedrzejewska-Wrobel is
the 21 century Polish writer who certainly appreciates children’s plays. Her
stories (especially her series about Florka, Halinka the piggy, and about Plaste-
linek) deserve a separate article devoted to the role of play in them.
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Coming back to broader literary assessment of children’s play, there are at
least two additional areas of concern: children’s addiction to electronic devices
and - being bored. Both things affect children’s play. The first phenomenon
shows that play changes places — from the real to the virtual. Gabrysia from
R. Witek’s mini novel comments on Nilson’s behaviour: “Lately, he walks all the
time with his nose in a tablet. He plays a game where he rears virtual cows on a
virtual farm and then sells them to other players. Because of this farm our talks
started to be much shorter” (Witek 2014 a: 16).

The most powerful image of children’s computer addiction and its effects
appears in the short story Zarloczna gra [Voracious game] by Joanna Olech. It
is included in a volume about new adventures of Bolek and Lolek - popular
cartoon characters. This time Lolek finds himself in a computer game inside
a computer and cannot get out. Acting together, the brothers manage to free
the unfortunate player. In the end of the story they switch the computer off -
jointly, with determination and relief. This is, of course, a fantastic situation —
based on a play of words. “Wciagna¢” means “to drag or draw somebody into
something” but also “to absorb or to involve”.

A realistic situation of this kind is described in one of Tyszka’s stories about
Zosia from Kocia Street: Aru$§ knows only one kind of play — namely with dif-
ferent screens, such as in a mobile phone or a computer. His grandmother,
wanting to make him play with other children, takes his electronic devices
away and shuts them in a wardrobe. The result is the boy’s escape. Asked about
Arug§ friends, his grandma answers: “His only friends are a computer and a
mobile phone” (Tyszka 2013: 110).A little girl comments: “So he must feel ter-
ribly lonely when you have taken his friends away.” When children find Arus,
they try to engage him in a game. But he says he doesn't like to play! This
is commented on by the children’s aunt: “Probably he doesn’t know what it
means to play really well” (Tyszka 2013: 136). This illustrates again the prob-
lem stated above: some children cannot initiate play; they seem to have lost
their instinct and inner need. In Tyszka’s novel it is sometimes aunt Malina
who proposes different games; and a guidebook, “333 creative plays”, appears.
The diagnosis is followed by a prescription. Stories about Zosia are full of di-
dacticism disguised as autodidacticism: children themselves give wise advice
to their peers. Especially the main character and simultaneously the narra-
tor seems to be the voice of the adult writer, for example when she concludes
that®...people care little for their imagination, and the older they are, the worse
it is. Children are still OK - they play, invent whatever possible and run, racing
with the wind. But it doesn’t concern Arus. I think he is at my age but playing
and running are rather not his cup of tea.” (Tyszka 2013: 66).

Aru$ natural state without computer games is a boredom that seems to
be commonplace, a kind of children’s disease of civilization. Surprisingly, so-
ciological and pedagogical research show rather the “opposite” illness, one
shared with adults: a severe lack of time because of too many after school ac-
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tivities. In children’s literature this problem is generally not represented. In-
stead, child characters are bored (such motives can be found in books by R.
Witek, R. Jedrzejewska-Wrobel, A. Tyszka, R. Klimczak). The last author even
created fantastic characters who are to help children fighting against bore-
dom - “Nudzimisie”. The word is extremely difficult, in fact nearly impossible
to translate because of an internal play of words. The term consists actually
of three words which together create a phrase: nudzi mi si¢ (I am bored).
The last two words are pronounced as [misie] which means “bears”. Thus the
name of the fantastic creatures means at the same time: “I am bored” and
something like “bore bears”. These characters — Nudzimisie — help children
fight boredom. The author’s books have garnered many reviews on the Inter-
net and have been praised in several readers’ blogs they continue to receive
many comments, and they have their own website. The commercial success
of this series seems to be symptomatic. At least in the opinion of adults chil-
dren have problems with boredom, they can’t play on their own. Piles of toys
do not help.

Thus we can go from diagnosis to prescription: how to “save children’s
play”? (I am borrowing this slogan from the name of a campaign by the or-
ganization “Play England”). What to play and how to play? What are the an-
swers in 21st-century Polish children’s literature? The most common advice
is: return to the past, to tradition, ask your parents and grandparents and use
their ideas. There are more and more books that describe traditional Polish
children’s plays (e.g. Zabawy. Czy prababka grata w ciuciubabke? 2009; [Plays.
Did our great grandmother play “blind man’s bluff ’?]). Such advice is also hid-
den in autobiographical stories for children, written by authors of children’s
literature. They present their own plays and games. Sometimes even, like in J.
Papuzinska’s Krasnale i olbrzymy (Dwarfs and giants), the books contain de-
tailed instructions on how to play: on the last page a child can find a descrip-
tion of a “chlopek” (yokel). This play, also called “klasy” (classrooms), is one
of the most popular in children’s books and probably in Polish people’s col-
lective memories®.

One thing is striking when comparing children’s play described in short
stories and novels for the 21* century with childrens and autobiographical
prose where the writers recall plays from their own childhood, i.e., from the
time after the war until about the 1980’: the former category seems to be for
children with no adults. Parents and teachers were not initiated in children’s
activities and their favourite plays. Probably they would also say (if they knew)
that such play was not safe. Papuzinska writes: “Although parents did not allow
us to play in the street, we always could stop for a while on our way to school
and play classes or “chlopek” or “pustaklepka” or anything else that came into
our minds.” (Papuziniska 2015: 12).

¢ http://zabawy.zrodla.org/gra_chlopek/(7.05.2016).
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Spontaneous play in the streets and in backyards is the sign of old times.
According to British research, “90% of adults played out regularly in their stre-
et as children. 1 in 3 of today’s children say they don’t play out in their street
at all.”” (I haven’t found such research in Poland, but I think the situation is si-
milar, at least in towns and cities.) Whereas scientists claim that: “In the street,
particularly in the nooks and crannies of public space not under the watchful
gaze of adults, children may thus begin forming a public identity and esta-
blish their own selfhood and independence” (Spilsbury 2005: 81). In Grzegorz
Kasdepke’s memories in a book titled Kiedy bytem matly [When I was little]
such “nooks and crannies” are described as garages, mysterious bunkers, bu-
shes and trees in the yard of the already closed kindergarten... And the narra-
tor’s children’s play definitely was not safe! Remember that today Kasdepke is
the author of the book Ostroznie! [Be careful!], mentioned above! There were
two boys’ groups that were fighting, throwing stones at the members of the
enemy group! The catalogue of other plays is also interesting: preparing bows
for battles with boys from another backyard, classical hide-and-seek, telling
jokes from the series "Once upon a time there were - a Pole, a Russian and a
German’, catching spiders and torturing them, or teasing a caretaker from the
nearest kindergarten. These were boys’ plays. I think in the 1960’-80’s gender
roles were still well defined and practiced.

The book When I was little consists of two parts: one is written by a man
and another by a woman writer. Girls” plays were different, not as aggressive
and cruel but also “without any sense” (according to adults’ point of view).For
example, Anna Onichimowska recalls her favourite play with her friend: jum-
ping on a big bed while shouting “We are carrying a cow on a stick!!!” (Oni-
chimowska, Kasdepke 2009: 31). I couldn’t find in recent children’s literature
examples of similarly aimless, I would say even carnivalesque, children’s ga-
mes. Is it because most children as well as literary children’s characters play
with adults or according to adults” advice and rules?

Onichimowska also writes about her play with crayons, which involved
more than just drawing. The girl made “faces” on every crayon and gave them
names: “I especially liked Z6ttko (Yellow; in Polish this means also egg yolk);
together we played with yellow dogs in yellow forests, full of sun” (Onichi-
mowska, Kasdepke 2009: 58). She also loved playing with dolls which were
cut from paper (one could buy paper with dolls’ silhouettes and separate
sheets with dolls’ clothing. After cutting them out, a child could dress a doll
and changed her clothes). A few examples of such “creative plays,” as they are
called in A. Tyszka’s Zosia z ulicy Kociej na wakacjach [Zosia from Kocia street
on vacation], can be found in other stories for children. I suppose that the idea
of the series W lesie Marcina [In Marcin’s forest] could be connected with the

7 Play England: ICM UK-wide poll for Playday 2010, http://www.playday.org.uk/resourc-
es/research/ (7.05.2016).
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memories described by Onichimowska. This series consists of six books, writ-
ten by Onichimowska and illustrated by Joanna Sedlaczek, based on one idea:
an older brother and his sister are playing together, drawing their imaginary
worlds. Drawing, painting, and other artistic children’s activities are present-
ed in the series about Zosia from Kocia street, too. The title character’s aunt
is an artist and teaches children to use their imagination and artistic skills in
play. This strategy started to produce results in the (almost hopeless) case of
Arus$ (described above). The boy, interested only in computer games and ex-
tremely bored without them, gets involved in playing with a comic-book!®

One of the most original “creative plays” is described in Rafal Witek’s book
Julka Kulka, Fioletka i ja. Olaf, the narrator, is a schoolboy who has two young-
er sisters and invents a special play for them. It’s called “interviews”. “It consists
in pretending that you talk to interesting people, animals or things” (Witek
2009: 6) The play has its educational or even didactic aim but at the same time
it is really spontaneous. Some questions are funny and the choice of subjects
unexpected and surprising (e.g., a good princess, a black cat, a tv set, a moth
or a man in pyjamas appear as topics). Asking questions is real fun for all chil-
dren at the age of 3-5.

In drawing some conclusions, I want to look more closely at a special book
I already mentioned: Krolewna [Princess] by R. Jedrzejewska-Wrdbel. One of
the possible subjects of this illustrated story is the power of children’s play. The
list of outdoor plays turns out to be its most valuable treasure! The book was
published in three different publishing houses: the first time in GWP in 2004,
then in Literatura (2009), and with different illustrations in Bajka (2015). This
strongly supports the argument that the book is important, at least for adults
who buy books for children (although on the Internet one can also find re-
cords of positive responses by children’). The book provides a high praise and
justification for community outdoor play - so important for a child’s devel-
opment and future life'®. Unlike in most other children’s literature, analyzed

8 In 2015 an impressive monograph (almost 500 pages) was edited about play with comic-
books. Jaworski, M. 2015.Zabawa, $wigto, profanacja: potencjat kulturotworczy zabawy
w kulturze wspélczesnej. Studium socjokulturowe zabawy komiksem. Play, feast, desecra-
tion: the culture-making potential of play in modern culture. A social and cultural study of
playing with a comic book. Torun: Wydawnictwo Naukowe Uniwersytetu Mikotaja Ko-
pernika.

? http://juliaorzech.blogspot.com/2015/11/krolewna-roksana-jedrzejczak-wrobel.html
(7.05.2016).

12 “Children who play outside more, learn to navigate their immediate environments and
build their self- confidence (Open University 2011). Children who do not play outside
can have fewer social networks, can be less confident and be less involved in their local
community (Gleave 2010). When young children play freely in natural environments
they are more likely to enjoy nature as they grow up (Pretty and others 2009; HC Neth-
erlands 2004) - "http://www.playengland.org.uk/media/371031/a-world-without-play-
literature-review-2012.pdf (7.05.2016).
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formy research, kids are left alone in a backyard where they can set their own
rules, try their power of persuasion, feel the glory of victory, but also the bitter-
ness of loss. Princess Amelka, herself deprived of such experience, shows chil-
dren their “treasure”. She explains to them that winning all the time is boring,
especially when you know that somebody else loses especially for you because
you are a little princess. She is really happy when she loses! Asin autobiograph-
ical prose so here, too,is a catalogue of different plays: once again classes, hide-
and-seek, “pomidor” (a tomato), colours, throwing little stones, berek kucany
(tag or catch), guma (French skipping).

And the last personal remark connected with the book analyzed: a few pic-
tures in Krélewna contain one common element: a carpet beating rack (trz-
epak). If  wrote an essay or autobiographical story about the plays of my child-
hood, I would entitle it: “In Praise of the Carpet beating rack’. It is a special
thing, good for physical exercise and a special place where children gather to
play and talk about the most important matters. Carpet beating racks in front
of our block of flats guarded us against being couch potatoes (as 21%-century
children are often called). In my yard, the racks had one more advantage: situ-
ated in front of a short wall of the building where there were no windows, gath-
ering there protected us from adult eyes''.

Do the children of the 21% century also have their carpet beating racks?
I would love to think they have - like in a great Jedrzejewska-Wrdbel’s story!
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Abstract: Article is deeply rooted in the history of society, presents the histo-
rical and socio-cultural situation of phenomenon of playing, children’s games
and the role of children’s literature between the Enlightenment and Romanti-
cism and shows that especially the middle class does not occupy an outstanding
position. On the contrary, the middle class belongs to the most sceptical social
forces. The central values of the middle class — especially the puritan, Calvinist
und pietistic parts of it — are different: industriousness, diligence, asceticism,
the sacrifice of pleasure, efficiency and rationality. In the bourgeois use of time,
all idleness basically counts as suspicious, all playing as a useless waste of time.
This attitude is reinforced by the polemical delimitation from the noble and
courtly lifestyle, in which all kinds of games have a central place and which,
for this reason, is viewed as parasitic. Article pays attention also to the Ger-
man word for play or game (in German, there is just one word for this, “Spiel”),
which can be used for mental games, word play, but also the performance on
stage or in an orchestra. Beyond this, text emphasised how to classify genres
based on play with language, with sense and nonsense, as well as literary pat-
terns, and genres such as nonsense poetry and parody, as part of intellectual
culture rather than part of play culture.

Keywords: Children’s Games, Children’s Playing, Children’s Literature, Socio-
-cultural context, Enlightenment, Romanticism.

Historically, modern children’s literature is a product of the European Enlight-
enment of the 18" century, in which England and France played a leading role,
and with a certain delay, the German-speaking world. In sociological terms,
modern children’s literature is basically borne by the middle class, even though
parts of the aristocracy are amongst its supporters and customers. Even where
it turns to children of the lower urban class, such as the children of the peasan-
try, it remains a phenomenon of bourgeois culture. The development of a mid-
dle-class children’s game culture is tightly interwoven with the development
of modern children’s literature, whereby children’s literature represents a cen-
tral medium with regards to the implementation and distribution of children’s
game culture.
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The fact that a genuine game culture amongst the rising middle class devel-
oped at all - amongst children as well as adults — was not a matter of fact. In the
history of playing and games, the middle class does not occupyan outstanding
position. On the contrary, the middle class belongs to the most sceptical social
forces. The central values of the middle class — especially the puritan, Calvinist
und pietistic parts of it — are different: industriousness, diligence, asceticism, the
sacrifice of pleasure, efficiency and rationality. In the bourgeois use of time, all
idleness basically counts as suspicious, all playing as a useless waste of time. This
attitude is reinforced by the polemical delimitation from the noble and courtly
lifestyle, in which all kinds of games have a central place and which, for this rea-
son, is viewed as parasitic.

However, the grown-up bourgeois citizen can only sustain his or her rigid be-
haviour as long as compensation is provided. As Dorothea Kithme in her 1997
monograph Biirger und Spiel has shown, the middle class finds relaxation in a lim-
ited area of free time in which they devote themselves to games. Thereby, they are
striving to differentiate clearly between playing and all sorts of work, to clearly
mark the borders between the world of games and the reality and seriousness of
life. According to Dorothea Kiithme, the playing culture of the grown-up citizen,
which is already limited to very little free time, sets up an “asylum” for “behav-
iour, interaction models and thinking patterns, which do not belong to bourgeois
virtues”; it represents a “retreat for social creativity, for spontaneity, nonsense and
mischief, the bizarre, the immoral and taboos” (Kithme 1997: 15).

An asylum, a retreat for the divergent is, in a certain way, presented also by the
developing modern children’s culture in the course of the 18" century. Under
the guidance of their philosophers and pedagogues, the middle class learns to
cut back their demands on their children. Children, it was held, could not be
reached through philosophical discourse and educational treatises, but through
vivid exemplary stories; hence the need for a proper literature for children.
A bourgeois children’s culture, which only consists of studying, lessons and sit-
ting still on the one hand, and valuable work on the other hand, can only be en-
forced by pressure; in order to be successful, however, it needs to have a certain
attractiveness, which it only gains by including a diverse array of games. (Hauck
1935; Joppien 1981; Werner-Hervieu 1983) Children would not be capable of a
completely disciplined lifestyle, which is why the middle class should care about
a game culture especially for children.

That the middle class as a social stratum does not, after all, count among the
biggest inventors of games cannot be a surprise. It does not feel a need, as it can
draw upon an extensive tradition of games. It only needs to review this tradition
in terms of its usefulness for the adult’s sociable playing or for the new childlike
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playing. It also has to be tested for its accordance with one’s own moral code.
What we have here, again following Dorothea Kiithme, is a process of “acquisi-
tion and ‘bourgeois ification’ of a cultural tradition” (Kithme 1997: 15) First
and foremost, we would have to mention the game culture of the nobility or the
courtly society, which, together with dance, drama and opera, is anything but a
peripheral phenomenon. In the aristocracy and at court, one lived for playing,
dancing, going to the theatre or opera, and conducting politics alongside if at
all. This attitude was classified by the middle class as among the parasitic char-
acter traits of the reigning class and counted as disreputable.

In addition, we would have to mention the playing traditions of the peas-
antry, such as the early bourgeois urban lower classes, as they have been cap-
tured in the great painting of 1560 by Pieter Brueghel. Here we see toys such
as the gyroscope, the stick horse, dolls, wind mills, or items converted to toys,
such as barrels, hoops, pig’s bladders and ankles. Functional games, such as
walking on stilts and riding stick horses can be identified, as well as games such
as tug-of-wars and blindman’s buff; lastly even role plays like the bridal proces-
sion. (Hills 1957; Durantini 1979; Hoke 2011) Whilst the noble and courtly
game culture still is graspable in written records, such as memoirs, courtly
novels, but also in playing instructions, the traditional game culture of town
and country has only been recorded sporadically. For the latter, we can mainly
find only verbally recorded tradition, which seldom came to the attention of
academics before the 19" century.

While reading and writing, regular book and journal reading, and not least
reading a map had to be taught tediously to children, one did not need to wor-
ry about their ability to play. It was enough to send them out on the streets, to
the garden, to the meadows and fields, into the forests, to streams and lakes,
where they met children of different ages and quickly found games to play.
They learned to play on their own, or to be precise, from one another, espe-
cially from the older children, and in turn became carriers of oral tradition.

The children’s culture newly designed by the enlightened pedagogues did
not aim only at learning, lessons, or childhood at school but at the entire child-
hood. For the implementation of new children’s cultural behaviour and so-
cial manners, times outside the formal education, which was later called ‘spare
time, was far more important, which is why one had to employ it education-
ally. For this, the temporal restriction, or even better, the full avoidance of all
outdoor games and playing was needed, leading to a middle-class childhood
mostly spent indoors. (Zinnecker 1990: 142-162; Calvert 1992) A childhood
out in the streets would probably still have been of major appeal for the chil-
dren of the middle class for a long time; thus, one needed a skilful approach in
order to keep one’s own children away from that. There is no other way to ex-
plain why Enlightenment childrens literature reveals such an extensive degree
of playful elements and even features countless children’s street games — but
not without turning them into something useful and reasonable.
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There is no anthology, no children’s journal, no nonfiction book in the 18"
and early 19" century, which does not include a section on games - including
drawing games, word puzzles, charades, short scenes and instructions for story-
telling, dressing up or role play (Uphaus-Wehmeier 1984). At that time, a genre
emerged that continues to exist even today: the so called activity books, whose
guessing games, card games, crafts and cut outs are often synchronized with the
seasons. With these ideas, playing and free time indoors with the family was
supposed to appear even more attractive than playing out in the streets.

Some pedagogues of the enlightenment take this even a step further: fol-
lowing John Locke’s “Thoughts concerning education” in 1693, they suggest
that the entire instruction should be arranged playfully also. It would be nec-
essary, for example, to turn the learning of reading and writing into a game so
that the children would take up this unavoidable obligation with the same en-
joyment as they would usually play. As every game tiresin the long run, lessons
designed as a game should be of limited duration. Thus, the difference between
learning and free time would belevelled; children would only engage in play-
ful activities and still acquire skills and knowledge that would turn them into
reasonable citizens. Nothing of this should be experienced as tiresome duty,
which they only fulfil reluctantly.

Together with the creation of a special children’ literature, the enlightened
bourgeoisie — against their own values - finds itself constrained to accept a
childlike game culture. Here, they make a more or less strict selection from the
extensive game and play tradition. Central selection criteria include the ben-
efits of play for physical and intellectual development and the acquisition of
essential cultural techniques; for knowledge acquisition or the practice of en-
lightened social manners, and for the development of a moral sense. Tradition-
al games are therefore judged by their impact on children and young adults
and then rejected if they are not of psychological or educational use or if their
impact is seen as negative. Games which are not of pedagogical or develop-
mental value appear as a useless waste of time to some pedagogues and should
be avoided altogether. Other pedagogues appear more tolerant and support
the view of John Locke, who suggested that all play be allowed, even without a
recognisable benefit, as long as it is not harmful or condemnable.

II

In the course of the classic-idealistic philosophy that emerged around 1800,
there arises in Germany a completely different view of playing. Judging games
by their impact and their educational usefulness is considered inappropriate
and replaced by a players’-oriented point of view. Playing as a form of expres-
sion, as a self-development of the playing subject becomes the focus of atten-
tion. It is not supposed to only have an extrinsic purpose, to only promote
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the development of specific socially desirable skills. Instead, playing should be
about the free and enthusiastic activity and personal experience of the play-
ing subject. The experience of self, which takes place when playing, outdoes
all other forms of individual experience insofar as the human being manifests
himself, apparently in his entirety, in the totality of his physical, psychological
and intellectual faculties. This understanding of playing culminates in Schil-
ler’s thesis, according to which people only reveal their true selves when at
play. (Kowatzki 1973; Dode 1985; Neuenfeld 2005). Dorothea Kithme speaks
here of a “transition to an understanding of play which stresses the ideal, holis-
tic and pure character of playing” (Kuhme 1997: 70). Hence, play has not lost
its pedagogical importance in the slightest: It provides children, in the frame
of an unreal game, with the experience of a personal wholeness, which depicts
an ideal that is desirable and realisable in real life, too. Insofar as it presents the
educational goal of the multi-faceted development of a personality, play proves
to be a welcome element of a holistic human development.

As abstract and withdrawn as this idealistic philosophy of play may be,
around 1800 the thought of playas a free and enthusiastic manifestation of
the self gains popularity. However, according to the opinion of the contem-
poraneous Romantic Movement, the recently established play culture of the
enlightenment is far removed from that understanding. Accordingly, useful
games are devised by adults and are just forced on children; they are not in
the least spontaneous or authentic and should not count as free child-appro-
priate self-expression. Where, then, could real childish playing be seen? The
answer of the Romantics was short and sweet: out in the streets, outside where
children could play unsupervised and uncontrolled without any adult instruc-
tion! (Gotze 1872: 172-285)". The children in the streets, whatever social stra-
tum they may come from, appear to the Romantics as ideal subjects of play,
who enthusiastically act out when playing and do not care for what it is good
for. Thereby, they will also prove to be real poets, with an extensive treasure
of rhymes, nursery rhymes, jokes, satires and obscenities, which would make
Romantic poets swoon. Probably the most famous monument to this fascina-
tion are the children’s songs in the appendix of the third volume of “Des Kna-

! This abrupt turn continue storeverberate in a text from the second half of the nineteenth
century. Regarding the spontaneous games of children, we read: “Play ist he life of the
child, thus there is also to be found here such an abundance that it is amazing that one
could possibly think of inventing artificial games” In this later period, these words are
directed against Friedrich Frobel's pedagogy of play: “There are hundreds of excellent
games that are played everywhere and that completely correspond with the nature of
the child, but Frébel's school comes up with new ones, including those that aren’t games
at all [...] Or it tailors the old games according to ist own pattern [...], and why? Not, is
teems tome, out of a well-founded and just judgment of those old folk ways.” Gétze: Die
Volkspoesie und das Kind. In: Jahrbuch des Vereins fiir wissenschaftliche Pidagogik, 4. Jg.
(1872), pp. 172-285, here pp. 251 und 253. A rivalry between folklorists and pedagogues
comes clearly to light here.
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ben Wunderhorn”, published in 1806-1808 by the romantic poets Achim von
Arnim and Clemens Brentano.

This famous collection found numerous imitators in the course of the 19"
century, who collected traditional children’s rhymes and songs and afterwards
published them for the middle-class family’s use. Together with the collected
verses and poems, many street games for children have found their way into the
bourgeois familial childrens play culture. With this, the criterion according to
which games have to have a purpose in order to be acceptable, is increasingly
suspended in favour of an understanding of play in which free and enthusiastic
activity is central (Retter 2005: 259-271).2

The Romantic rediscovery of children’s street game culture in which, up until
far into the 20" century, bourgeois children could participate, has also had anoth-
er consequence: in countless autobiographical accounts the experience of a child-
hood in the streets was portrayed in the brightest colours. With pride and content-
ment, but partly also with nostalgia, a childhood was remembered that supposedly
was exciting and thrilling and full of adventures. It was popular to adorn oneself
with an anti-bourgeois, quasi-proletarian childhood of play, and to regret or dis-
count a protected familial childhood. Here we are facing one of the great embel-
lishments produced by the bourgeois culture of the 19" and 20™ centuries.

The Romantic idealisation of the traditional children’s culture became so
dominant that it became difficult to see the reality. Let us not fool ourselves:
a childhood on the streets usually implied nastiness, defamation, xenophobia,
racism, injuries, violence and abuse of all sorts; it could get out of control for
some children or some groups, and it could have traumatising consequences.
One could hardly speak of enjoying life freely and enthusiastically when play-
ing out in the streets in the 19" and early 20" century. Bourgeois children would
therefore rarely encounter a childhood in the streets in reality, but instead expe-
rience it in the white washing medium of children’s and young adults’ literature.
Erich Késtner’s “Emil und die Detektive”, published in 1928, would represent the
most famous example.

It is worth briefly noting that the record of traditional children’s rhymes
and games in family anthologies of the 19 and 20" century is based on rigor-
ous purification, comparable to the well-known bourgeois acquisition of tra-
ditional narratives, especially fairy tales. Even in collections that do not close
their eyes to the obscene, dirty and filthy parts of children’s street culture, we

2 Hein Retter speaks in this context of the “process of the subjective historicization where
by memory becomes transfigured” and cites as paradigmatic examples Theodor Fonta-
ne’s and Fritz Reuter’s depictions of their childhoods. “The transfiguration of memory
of the good old days in which children still, ‘really’ played has ist origin in Romanticism
and can be found throughout the 19" century” See Hein Retter: Spiel und Spielzeug.
Pidagogische Abwehrschlachten und neue Sinngebungen in der Mediensozialisation von
Kindern. In: Johannes Bilsteinetal. (eds.): Anthropologie und Pidagogik des Spiels. Wein-
heim, Basel: Beltz 2005, 259-271, here p. 262f.
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can still sense a secret admiration. As German examples, one can mention the
collections of Peter Rithmkorf (1969) and Ernst Bornemann (1973).

Despite all idealisation, whitewashing and delusions, it remains tothe credit
of the Romantic movement that, with its understanding of children’s play and
poetry, as well as its rediscovery of traditional children’s play culture, it has sig-
nificantly contributed to the enrichment of bourgeois children’s play culture. It
has loosened the ropes of the bourgeois understanding of play in so far as even
games without recognisable use for education and learning now count as ac-
ceptable, as long as children are enjoying themselves — a view that was already
supported by John Locke at the end of the 17" century.

However, the Romantic disparagement of educational and learning games
of all sorts that derived from the age of Enlightenment, as unreal, pseudo
games could not prevail. Even if the Romantic understanding of play was able
to gain the upper hand and increasingly turned into a general understanding
of play, the bourgeoisie still quietly continued to employ didactic games. In
game and activity books for bourgeois families, as well as in children’s jour-
nals, they remained an integral part. Many of those educational games have
also proven to be durable, such as categorisation games (as the German Stadt,
Land, Fluss). Guessing games — especially for adults - have also regained pop-
ularity and have made it to prime time TV shows. Free play as well as useful
play are both restricted to spare time, to children’s hours of rest. The popular
idea in the late 18thcentury of the playful arrangement of lessons was easier to
implement with private tutors. The idea vanished with the implementation of
compulsory education, to return just now and then in pedagogy.

III

In the second part of this article, I move from the historical to a systematic
perspective on the relation between children’ literature and playing and focus
on the different forms this relation can take. In a first constellation some single
pieces or works from childrens literature become part of a game or a playful act
in themselves. By analogy with the idea of “setting in life” that is common in
folklore research, one could speak of a “setting in game”. In some parts of cer-
tain games, specific verses need to be spoken: the verses belonging to hide and
seek games are the most famous examples. In several movement games, certa-
in verses that support the rhythm and illustrate it are recited as an accompani-
ment, for example, so-called knee rider games with matching rhymes. Lullabies
accompany the rocking of the cradle when the child or the doll is falling asleep.
Certain verses and rhymes belong to every game of hopscotch.

Along these lines, consider hiking songs, which were to be sung when hiking,
and usually helped to set the pace among larger hiking groups. Literary works
can also be included in popular games of forfeits. Usually some of the forfeits are:
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Recite a poem! Tell a joke or a fairy tale! The other players then have to decide
whether the pledge can be returned or not after the rendered performance. La-
stly, quiz games can relate to general as well as to childrens literature: Who is the
author of...? Who is the hero or the heroine of...?

There is a second constellation, in which the children’s book itself functions
as a toy. Think of the so-called “magic window books”, which began to appear
from the early 19 century onward, of the picture puzzle books, as well as of the
popup picture books of nowadays.

The third constellation of childrenss literature and games consists in modern
children’s literature functioning right from the beginning as a key medium of
the distribution and the deliverance of games. For this purpose, individual book
genres have been created. One would have to name, in the first place, a kind
of nonfiction book that has already been mentioned above: game and activity
books. Here we can find game instructions and rules, a list of needed tools, in-
formation on the duration of the game, on the difficulty, number and age of co-
-players, and so on. Often, sketches and drawings are also included. Instructions
of that kind can also be found in booklets that are enclosed with card games or
board games.

In the field of game and activity books, we can observe a fluent transition to
fictional books on several levels. Quiz books grow into literary anthologies if the
individual quizzes are in the form of a poem, a fable or a short narration. Literary
anthologies can generally serve as suppliers for forfeits and provide the playing
children a quick choice of renditions. Another form of transition between non-
fiction and fictional books is given wherever individual games cannot be expla-
ined factually in their general regularity, but where an exemplary performance
of the game by a concrete group is presented. For this, one draws upon the form
of one-acts: a group of children appear and decide to play a game and carrythis
out until the end of the game. Young readers take part in an imaginary round
of the game and vividly experience how the particular game is played and how
much joy it brings. An early German example of this are Gottlieb Schummels
“Kinderspiele und Gespriche” in three volumes from 1776-1778. These dialogues
are different from actual children’s drama insofar that they do not require to be
acted out; they are just meant to be read. I want to suggest that this forms a fourth
constellation of children’s literature and play, which one might term fictional or
literary game and activity books.

A fifth constellation of the relation between children’ literature and game
concerns the representation of playing children in poems, narratives or novels,
in drama, opera or other stage works. Some of these have a didactic purpose.
Hence, the children’s play is usually thematically depicted in exemplary stories,
which partly want to show ideal playing behaviour, and partly warn against ne-
gative excesses. In both cases, they do not focus on playing as such or on the
exchange of the games’ rules; we are not dealing with game instructions disgu-
ised as literature. Instead, the focus is on the general playing behaviour: Does the
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play of the depicted children take place in their free time? Does it affect learning
or other duties? Is the amount of play moderate? Do they gamble? Are they in
danger of addiction? Such texts demonstrate appropriate ways of including play
in the everyday life of children, and not least the containment of a possible pas-
sion for games, which is considered harmful. What we are dealing with here are
almost exclusively works addressed to children.

Another group of literary representations of playing children is free of such
educational intentions; it cannot only be found in works addressed to children,
but also in adult literature. Playing appears here as an integral part of children’s
living environment, represented in epic or dramatic form in which their funda-
mental characteristics and features can be shown particularly well. Not least, the
differences to the grownup world, where playing only takes up a rather marginal
role, make a striking appearance. Adult readers often feel transported to their
own childhood when reading such works and often remember with enthusiasm
or nostalgia the games they played themselves.

Some young readers may feel portrayed and acknowledged in such works,
while others may look back with yearning to a childhood full of games that mi-
ght have been denied to them or were out of reach for whatever reason, but
which they could at least experience in their imagination. Even though it is not
the work’s actual intention, numerous young readers feel an urge to imitate the
characters and their game and playing behaviour. Many children may have re-
-enacted the games presented in classics such as “Pippi Longstocking” or “Die
Kinder aus Bullerbii” and, for example, they might have turned their parents’ gar-
dens into a Villa Villekulla. Only too often, children’s favourite stories are then
used as instructions for play, which was not the original intention.

The playful imitation of the classics of children’s literature is not limited to the
games represented within them. In many cases, it is also about the childlike he-
roic figure as such, about their characteristics, and their adventures. With this, a
sixth constellation of children’s literature and games comes into view. Numerous
so-called fictional or role plays for children feature characters taken from chil-
dren’s favourite books. The scripts of children’s games range from Robinson Cru-
soe to Tom Sawyer and Huckleberry Finn, from Winnetou and Old Shatterhand
to Pippi Longstocking and Superman. Indeed, childrenss literature and other me-
dia frequently reflect this possibility, featuring young heroes who, in their games,
draw upon literary templates. The Neverland from Barrie’s “Peter Pan” represents
a theme park in which classic children’s books are re-enacted.

v

The role children’s literature played in the history of bourgeois children’s play-
ing culture cannot be overrated. For the culture of street games, which is in no
way extinct and still thriving on schoolyards and playgrounds, it has no fur-
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ther significance. Here, we are dealing with traditions of play that are passed
down orally and which evade parental control. Only folklorists still stalk them,
regularly publishing their findings, a portion of which makes it into children’s
anthologies. In such cases, children’s literature functions as a transmission belt
between the streets and the bourgeois family life.

We can assume that there was a tradition of playing in bourgeois fami-
lies which has also been passed down orally, usually by grandparents. Howe-
ver, the tendency towards an intra-familial tradition of play already began to
decline in the late 18thcentury. With growing interest in a new way of raising
children and a more modern way of keeping children busy, one rather drew
upon books: The bourgeois children’s play culture is the fruit of suggestions ta-
ken from game and activity books, as well as fictional books for children and
adults. To a large extent, it is conveyed by media, which means that they have
been adopted from outside the family. This became a necessity because the bo-
urgeois family, especially the urban family, has become incereasingly separated
from oral tradition or has consciously distanced itself from it, as they believed
it was the centre of pre-modern, irrational, superstitious phantasies. The lack
of tradition was hence filled by medial offerings. Consequently, the modern
bourgeois children’s play culture is unthinkable without a thriving bourgeois
children’s literature.

v

Finally, one fundamental question needs to be asked. Are producing and re-
ading fictional literature not already to be seen as a game? Is children’s re-
ading of children’s literature not already to be understood as a children’s game?
I want to bundle these questions and vote against the notion expressed in the
title of a famous monograph of German Literature, Alfred Liede’s “Dichtungals
Spiel” from 1963. In my opinion, the plain reading of a literary work does not
yet represent a game as such —nor doesreading it out loud in the form of an
oral performance. One can only speak of a game when the reader or the au-
dience starts to imitate the literary heroes and take over their roles for longer
or shorter periods of time.> We are, then, dealing with a fictional or role play.
The inner, imaginary realisation of an intra-literary, fictional world is not suf-
ficient to speak of a game. Additionally, acting out of the read text is needed.

* 1 am in agreement here with Volker Grassmuck: “A decisive difference between both
[i.e., games and media] lies in action. Play is action, whereas distribution media have
made us into universal viewers. They give us a global view, but at the price of limiting
us to seeing. [...] [Computer] games, however, make us into players in the sphere of
the media.” See Der elektronische Salon. Die Geburt des Tele-Sozialen aus dem Geist
des Computer-Games. In: Florian Rétzer (Hrsg.): Schone neue Welten? Auf dem Weg zu
einer neuen Spielkultur. Miinchen: Boer 1995, p. 43.
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Currently, this discrepancy becomes most visible in the genre of fantasy: the
plain reading of a fantasy novel is one thing; the widespread phenomenon of
fantasy role playing is another. The former belongs to the literary, the latter to
the current play culture.

What can be really confusing here is the varied use of the German word for
play or game (in German, there is just one word for this, “Spiel”), which can
be used for mental games, word play, but also the performanceon stage or in
an orchestra. Beyond this, I decided to classifygenres based on play with lan-
guage, with sense and nonsense, as well as literary patterns, and genres such
as nonsense poetry and parody, as part of intellectual culture rather than part
of play culture. This is why they are omitted from the present discussion even
though they exhibit more similarities with play proper than with other literary
forms.

When i t comes to professional or amateurish theatricalplay, the distinction
between literature and play fails. Structurally, there are no differences between
such play-acting and role playing, for example. Here one musttake into con-
sideration the individual institutional conditions. Role playingsubsequently
may turn into a theatre play, I propose, when it is performed for an audience.
Fictional and role plays, on the contrary, are solely played for the players them-
selves and not for others.
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Poiesis, in fact, is a play-function.
Johan Huizinga, Homo Ludens

Abstract: Poetry is heavily invested with playfulness. Drawing on the most recent
critical discourse on children’s poetry, the present study aims to showcase that the
significant form of play can be manifested in many ways in childrens poetry and
also be traced in poetic language as playful humor and intense verbalplay. For this
purpose, a cluster of poems are addressed, poems been found in poetic antholo-
gies for children (“Overheard on a Saltmarsh”), in the street (“Bam Chi Chi La La:
London, 1969”) in the playground (“I scream..”) and in single-poet collections
(“Jamie Dodgers aren't the only fruit’, “Skig the Warrior”). All poems reveal some
of the essential qualities of children’s poetry and most importantly its overall play-
ful character materialized both in linguistic and conceptual terms. The children’s
poem “Come on into my tropical garden” written by the British-Caribbean poet
Grace Nichols is closely analyzed as a manifestation of poetry’s playful spirit. The
exuberance of its rhetoric and sound, its rhythmical feeling and the rich texture
of its verses are conveyed through a well-embodied structure and form. What is
more, the poem is thoroughly permeated by play as a core element both in the-
matics and figurative language. The poet uses and reappropriates the “garden” as
a powerful metaphor for children’s poetry, placing the child at the very center of a
symbolic natural landscape to celebrate nature’s delights and to exercise her insa-
tiable appetite for play.

Keywords: childrens poetry, play, Huizinga, garden-as-metaphor, Grace Nichols

INTRODUCTION: ASKING THE QUESTION

What is poetry? There are as many definitions of poetry as there are people. It
might be argued that the most decisive aspect of poetry is its resistance to be de-
fined, labeled, or pinned down. We all know how poetry sounds and feels, and
we can recognize a poem when we hear one, reading it aloud or reading its lines
in the printed page. However, it might be difficult for us to explain, or to offer a
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detailed account of what exactly is poetry and what might be its meaning, its ef-
fect, or its significance in our lives. Very often, poetry is defined as a special kind
of language that does innovative things with words, sound, rhythm and pattern,
features that are a constant source of our pleasure and our understanding of the
poem. We might even understand a poem as much by feeling its rhythms and
hearing its sounds as by grasping its clusters of meanings, yet we may not be able
to express our understanding of it to others. Poems have various and different
effects on us. Some of them seem very compelling, perplexed, or even obscure,
prompting great chains of thoughts when we seek to communicate with them.
Some others have a mesmerizing effect and we just want to keep enjoying their
rhythms, listening to their sounds, and getting absorbed into the satisfying, sen-
sual and mental, experience they offer to us. At the same time, we have a recipro-
cal effect on the poem when reading it; we actually transform the poem in many
ways as we are responding to it in the same way the poem transforms us having
an impact on our thought. As Michel Charles has shown, a text acts on the reader,
and in turn, the reader acts on and within the text (Charles, 1977: 63). According
to this view, poems are neither autonomous and self-contained entities, nor ob-
jects completely constructed by the reader. Of course, the relationship between
the reader and the poem has been long and exhaustingly analyzed .There are var-
ious approaches in the field of reader-response /reading theory that differ from
each other, especially when it comes to deciding whether more weight should be
given to the reader or the text and to what extent one depends on the other. How-
ever, all theories emphasize the close, reciprocal relationship between text and
reader and their mutual synergy in the process of meaning-making. They also all
agree that neither the poem is a finished product, nor the reader is neutral and
stable. The poem is historically changing, contingent, and open to interpretation,
anticipating further action on the reader’s part; the reader, on the other hand, is
a complex figure that takes on various guises, including different interpretative
perspectives as well as different identities through and across time. As P.B. Shel-
ley famously suggested in A Defense of Poetry, poetry is defined every time a
poem is written, and every time a poem is read:

A great poem is a fountain forever overflowing with the waters of wisdom and
delight; and after one person and one age has exhausted of all its divine effluence
which their peculiar relations enable them to share, another and yet another suc-
ceeds, and new relations are ever developed, the source of an unforeseen and an
unconceived delight. (Shelley, 1840: 5; quoted by Williams, 2009: 6)

DEFINING CHILDREN’S POETRY

The question ‘What children’s poetry is’ might seem equally perplexing and
challenging to be easily and straightforwardly answered, although it might
be considered one of the most essential questions that could be asked in the
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field of children’ literature theory. Definitions of children’s poetry in them-
selves have generated debates with opposing views and considerations about
the nature of such poetry. It is undoubtedly true that it is difficult to offer a
once and for all definition of children’s poetry even more so that both child-
hood and poetry are socially constructed and therefore not static terms. Many
chapters in the volume Poetry and Childhood (Styles, Joy & Whitley, 2010:
1-44), for instance, ask fundamental questions about what might constitute
children’s poetry, its function or the features it might contain. More recent
scholarly contributions (Wakely-Mulroney and Joy, 2018) offer insightful ac-
counts to the nature and the aesthetics of children’s poetry. However, accord-
ing to some scholars like Pat Pinsent (2016: 90) the whole question of what
actually constitutes a children’s poem still remains an unresolved matter and
open to debate.

Despite the divergent views related to the nature and the suitability of po-
etry for children, common ground can —and has been found- towards the def-
inition of its fundamental structure and significance. Regarding to its limits,
Morag Styles (2010: xii) argues convincingly that children’s poetry includes
not only what is written for children but also “all those poems appropriated,
begged, borrowed or stolen from the adult canon for the pleasure of children’,
while the field can also be defined to “poems expressly written for children, or
published for children, or both” (Pullinger, 2017: 6). These definitions are ad-
equately broad to cover the phenomenon of border-crossing that is frequent in
anthologies of children’s poetry (many of them include poems not originally
written for children), but also the more rare practice the poet to include some
of their poems to both their adult and children’s collections. The poet Grace
Nichols is such a case. Some of The Fat Black Woman’s Poems (1984) for ex-
ample have been included to her children’s collection Come on into my Tropi-
cal Garden (1988).

Karen Coats not only points out the contradictions that inform the existing
critical discourse on children’s poetry (Coats, 2010; 2013: 127-142), but also of-
fers a detailed account of what poetry is and what it means for children. She ar-
gues convincingly that “children’s poetry is what it does”(Coats, 2013: 132) and
that “a children’s poem is one that creates a holding environment in language to
help children manage their sensory environments, map and regulate their neu-
rological functions, and contain their existential anxieties”(Coats, 2013: 140).
She highlighted the fundamental function of children’s poetry to preserve the
rhythms and pleasures of the body in language and to facilitate emotional and
physical attunement with others. Combining strong prosodic elements with
meaningful content and being at the same time a communal and a communica-
tive art, children’s poetry offers an inescapable sensory, imaginative, and emo-
tional experience to the child.

Pullinger (2017) has offered the most extensive and detailed theoretical ex-
ploration of children’s poetry so far, combining different epistemological per-
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spectives in the study of its field. Drawing primarily upon orality-literacy the-
ory and neuroscience, she provided a compelling new account of children’s
poetry as a multimodal art which is “shaped by the dynamics of orality and
textuality and by the interplay between them” (2017: 231). She highlighted the
resiliency of childrens poetry on sound and the human voice and its affinity
with orality. The poem is an artifact of “tactful language”(2017: 56), she argues,
to be performed and grasped through the ear, the tongue and the voice, but at
the same time is a spatial object on the page to be looked at and accommodated
by the reader’s eye and mind. The visual aspect of the poem (as it appears on the
printed page in various shapes, forms, and layouts) produces interesting effects
in the level of semantics and influences the way the poem is read. In general,
not only the poem’s material embodiment on the page has a great impact on
the process of poetic apprehension and meaning-making, but also its acoustic-
performative characteristics.

Generally speaking, children’s poetry involves an openness of body, heart,
and mind, an active, participatory attitude towards it so that its true, embodied
experience comes to fruition. Poetry’s oral, visual and corporeal dimensions
are simultaneously illustrated in a practice of reading that was in use for cen-
turies after the invention of the technology of the Greek alphabet (Havelock,
1991: 24-25) and it is still something that struggling readers (or semi-literate
people) do instinctively when come to terms with a text: they use to pronounce
the words by the lips as they read it, following sometimes the printed lines with
their fingers. What I am trying to suggest is that this practice might be an in-
advertently appropriate way of experiencing the poem in all its aspects. Some-
how we ought to feel the poem “trippingly on the tongue” (Hamlet, act. 3. sc. 2)
and to take it into us, mind and body, and, as often as we can, to read the poem
aloud and to perform it “in a tactile and whole body fashion”(Bland, 2015: 95).
The children’s poet A.E Harrold in the blurb of his collection Things You Find
in a Poet’s Beard (2015) invites the young readers to stand up and “shout” the
poems, to “chuckle at them under the covers with a torch’, in general to experi-
ence the poems wholeheartedly and with all senses on alert.

In the light of the argument above it might be said that a poem (children’s
or not) do not really exist without its recipient (reader or performer); in other
words, without a person (or a group of people) to infuse life into it through
body, voice, and mind. In other words, the poem is to be viewed in relation to
its effect on the reader, and, reciprocally, to the reader’s effect on it. It is not a
sterilized entity located into the ivory tower; it belongs to the living environ-
ment and it is surrounded by societal, both domestic and public, circumstanc-
es. A poem, after all, might be a fleeting vibration in the air (in Homeric ep-
ics epea pteroenta, i.e. winged words) and, simultaneously, a permanent set of
letters and visual shapes on the page. Whatever its particular features are, the
poem usually is experienced by the reader in its reciprocal combination of oral
and textual elements.
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A HANDFUL OF GLASS BEADS

As a person who has spent years of my professional life in an effort to compile
poetic anthologies for young readers, I feel compelled to make a special refer-
ence to the role of poetic anthologies in introducing poetry to young people
and in enriching, according to my view, the actual field of the poetry in ques-
tion. Nicola Watson suggests that “the hybrid and miscellaneous nature of the
category of poetry for children, showcased in the form of the anthology; (...)
has been the real barrier to thinking of such poetry in generic terms” (Maybin
& Watson, 2009: 200). As I see it, poetic anthologies are culturally and peda-
gogically important products which showcase the flexibility, the cross-over ap-
peal and the remarkable wideness of children’s poetry. It is not accidental that
numerous poetic anthologies have been published over the centuries (Styles,
2009: 235-245) under a different premise and keep coming in abundance al-
most dominating the relevant market. It might seem more likely for a young
reader to engage with poetry via an anthology than via a single-poet collection.
With their eclectic and digestive character and their attractive layout, antholo-
gies have proved not only a favorable and enduring reading choice but also a
challenging endeavor for everyone who has been involved in their making.
As any reader of poetic anthologies might have noticed, in almost any given
collection of children’s poetry the texts anthologized reflect a miscellaneous
and diverse conception of poetry, and they are usually very different to each
other in terms of type and tradition, stylistic features, themes, or diction of the
selected poems. For example, many children’s anthologies include poems that
are not originally written for children along with poems specifically written
and addressed to them, or bring together canonical authors with contempo-
rary ones and poets who represent different generic traditions. Very often the
method of selecting poems for an anthology is highly subjective and reflects
the personal taste of the editor — even more so if the compiler of the volume is a
significant insider: Who would not want to know which the favorite poems of
the Poet Laureate Carol Ann Duffy (2012) are? Or what are the best children’s
poems according to Michael Rosen? (2009). Who would not want to know
which poems the popular writer Jaqueline Wilson would choose to include to
a poetry anthology for girls — her primary target audience? The latter’s anthol-
ogy Green Glass Beads. A Collection of Poems for Girls takes its title by Wil-
son’s most favorite school poem, namely “Overheard on a Saltmarsh” (1920)
by Harold Monro - a classic poem which appears frequently in anthologies for
children (Dufty, 2003: 102-3; Duffy, 2012: 149-50; Donaldson, 2013: 102-3).
In her foreword to the volume, Wilson explains that the aforementioned poem
fascinated her imagination when she was a pupil. The poem consists of an
imaginary dialogue between a goblin and a nymph quarreling over a handful
of green glass beads. Structured on the often used in childrens poetry form
of a “conversation” (Jeffries, 2009: 230) is perfect for reading aloud so that its
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whimsical tone and its rhymes, its acoustic quality and the interspersed voices
come together in an utterly captivating unit'. The poem, which might be read
as a fragment of a high fantasy narrative, can conjure up colorful images to the
mind; therefore it might be extremely appealing to the reader’s imagination —
it is not surprising that it has proved a favorite choice for anthologies and a fa-
vorite childhood poem for both Carol Ann Duffy and Jacqueline Wilson. It is
a fanciful, fantasy poem and yet an utterly familiar one; the two fantastic crea-
tures, the nymph and the goblin, are presented as two ordinary children who
play among nature and quarrel over a favorite toy.

Nymph, nymph, what are your beads?
Green glass, goblin. Why do you stare at them?
Give them me.

No.

Give them me. Give them me.

No.

Then I will howl all night in the reeds,
Lie in the mud and howl for them.
Goblin, why do you love them so?

They are better than stars or water,

Better than voices of winds that sing,
Better than any man’s fair daughter,

Your green glass beads on a silver ring.
Hush, I stole them out of the moon.

Give me your beads. I want them.

No.

I will howl in a deep lagoon

for your green glass beads, I love them so.
Give them me. Give them me.

No.

The same poem can also be found in The New Faber Book of Children’s Poems
edited by the Irish poet Matthew Sweeney (2003: 93). This edition is another ex-
ample of an anthology whose material has been drawn up from across disparate
and variant sources and it gathers together poets as diverse as William Shake-
speare, Samuel T. Coleridge, Lewis Carroll, Algernon Charles Swinburne, e.e.
cummings, Shel Silverstein, John Agard, Carol Ann Dufty, or Simon Armitage.
The anthology provides the reader with a rich repository of poems that employ
a wide range of forms, styles, and topoi. Obviously, the anthologizing process,
inevitably related to the editor’s notion of what constitutes a suitable and ap-
pealing children’s poem, produces an enormously variable poetic corpus, a cor-
pus however which allows the young readers to take advantage of such variety,
either the poems are written explicitly for them or not.

! The platform YouTube gives the reader the opportunity to watch and hear Wilson read-

ing aloud the poem in an expressive and colorful manner: https://www.youtube.com/
watch?v=04TW5FUNi7s.
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POETRY IS ALL AROUND US

Poetry in its strong association with language- play and music could be found
and thoroughly enjoyed in many different forms and manifestations, not only
in school environments but also, and even more importantly, outside the class-
room’s sphere and beyond the teacher’s influence. It is commonly accepted that
poetry can be traced to almost any social environment in human life. A cha-
meleon-like notion, can take many disguises. It appears in all kinds of printed
pages, like in books and in cards® , on the screen and in the street (i.e. in the
Underground; Benson, Chernaik & Herbert, 2006), in CDs, in audiobooks and
in vinyl discs where it takes primarily the form of a song. It is infused in chants,
riddles, and lullabies and it can also be transformed into a complex “image-
text” (Mitchell, 1994: 89 ) when it appears concretely combined with pictures
in the multimodal form of the poetry picturebook (Neira-Pifieiro, 2016: 1-19).
As many scholars, critics or educators have strongly and in many ways em-
phasized, children have actually plenty of opportunities to engage in poetic
discourse and creative wordplay even before their first poetry lesson. Kornei
Chukovsky and his seminal book From Two to Five (1971?) is the classic exam-
ple of a study that has foregrounded the natural inclination of the pre-school
children for playing with language and composing poetic verbal pieces in the
most spontaneous way, even by making fun of their verbal ‘mistakes’ and slips
of the tongue.

Poetry can also be traced in the rich depository of oral tradition and folk cul-
ture. It can be found in the riddles, jeers, incantations, and jump-rope rhymes
that children of all ages use to sing to accompany their play outside classrooms.
Poetry is also the nursery rhymes they know from the cradle or the poetry they
might write at home, or the popular songs, the rap lyrics and beats, and the TV
jingles they listen to, enjoy, and sometimes memorize in their everyday lives.
Children and adults encounter poetry every day.

One of the most unexpected places to meet poetry is the Underground and
yet the tradition of circulating poems via public transport is quite long. The
poem Bam Chi Chi La La: London, 1969, which I use as an example, appeared
in Tube train carriages across London in 2013 (and again in 2015). It is written
by the Jamaican poet Lorna Goodison and it describes the dreams of a migrant
teacher from Jamaica who works as a charwoman in the West End. The title re-
fers to a popular Jamaican children’s rhyme.

In Jamaica she was a teacher. Here, she is charwoman
at night in the West End. She eats a cold midnight meal

2 See, for example, the series Poetry instead of a card. Each piece in the series includes one
poetry pamphlet, envelope and coordinating bookmark with space for a personalized
message. The series features interesting titles such as Ten Poems of Kindness. Selected and
introduced by Jackie Kay, London: Candlestick 2017.
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carried from home and is careful to expunge her spice
trail with Dettol. She sings Jerusalem’ to herself and
recites the Romantic poets as she mops hallways and
scours toilets, dreaming the while of her retirement
mansion in Mandeville she is building brick by brick.

The traditional children’s rhyme that gives the poem its title might be seen as
belonging to a rather marginalized genre: as a Jamaican childrens rhyme echoes a
past of colonial rule, it is closely associated with a peripheral geographical region
(compared to metropolitan London) and it is a genre with strong domestic and
informal associations as it is usually transmitted from mouth to mouth between
siblings and members of a community. If the rhyme is considered marginalized
then it might be not accidental that it has been literally marginalized in the poem
having been expelled to the title. To put it differently, the Bam Chi Chi La La
rhyme belongs to the threshold of the poem that is, to use Genette’s (1987) termi-
nology, the paratext (paratexte) of the text. As a paratextual feature, however, the
title is indented to direct the way the poem is to be perceived by the reader. First
of all, the title of the poem signifies a powerful ironic tension by creating a pecu-
liar syntagmatic sequence; there is no obvious meaningful connection between
the signifiers Bam Chi Chi La La and London, 1969 since they belong to appar-
ently disparate semantic spheres and correspond to totally distinct referents. The
specific title wording, it seems, brings together and juxtapose, in a likewise surreal
manner, two discreet signs with different connotations, and two discreet realities:
the title of a Jamaican childrens rhyme signaling possibly the remote childhood
past of an immigrant, and the name of an urban metropolis with the chronology
1969, a year until which, it should be noticed, Britain had received thousands of
immigrants from the West Indies. The specific chronology launches the reader at
a period (1948-1970) when, due to the shortage of workers in Britain, thousands
of West Indians, all British citizens, were invited to live and work in Britain, if they
wanted to. However, if the reader wants to make sense of the title she must refer to
the extra-textual historical context of the poem.

The main body of the poem is punctuated by references to other poems (per-
formed orally by the woman) which however represent totally opposing quali-
ties: they are canonical, long-established, and British, written by great authors
such as the Romantics and W. Blake (in whose verses the hymn “Jerusalem” is
based). What is more, the referred poems are for adults and, undoubtedly, they
carry complicated meanings, while the Bam Chi Chi La La rhyme seems nothing
more than a boisterous, nonsensical poem for children. Moreover, the reference
of the playful children’s rhyme in the title (and nowhere else in the poem) creates
a painful antithesis between the past and the present, between the carefreeness
of the woman as a child and her current suppressing and tiresome reality. Except
for the fact that she does not live in a suitable place, we may assume that she was
forced to accept a job which she was over-qualified for and that she has been
facing circumstances of discrimination and oppression. And yet she must carry
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on. However, poetry is essential for the woman’s everyday life and we may sup-
pose that helps her to cope with the circumstances and not to forget her love for
literature. Her predilection for the specific works in English might be related to
her early experiences with reading British literature, her professional education
as a teacher and her religious personality in general. The poem can be read as a
realistic uncompromising account of a female’s immigrant experience in 1969
London and also as an account of poetry in general, its different manifestations
and the important role it plays in a persons life.

Usually the reader, having read the poem, refers back to the title to see how
it further relates to the poem. Returning to the significant paratext, we may ask
does the melodic Bam Chi Chi La La effect achieved in the title underscore the
gloominess of the womanss reality, or does its sing-song quality counter the po-
ems bleakness, creating a rift to the painful poetic world? Although I would rath-
er privilege the first option, the students with whom I discussed the poem taught
me that the title is inherently ambivalent and open to many interpretations’.

LaLLa'.London, 1969

In Jamaica she was a teacher. Here, she 1s cl.laryvoman
at might in the West End. She eats a cold midnight n_ieal
carried from home and is careful to expunge her spice
rail with Dettol. She sings ‘Jerusalem’ to herself and
recites the Romantic poets as she mops hallways and

scours toilets, dreaming the while of her retiremer.lt
mansion in Mandeville she is building brick by brick.
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Fig. 1: The poem Bam Chi Chi La La: London, 1969 by Lorna Goodison in London
Underground (2013) Photo: Tzina Kalogirou

> When I read the poem with my students at the University they were keen to offer differ-
ent interpretations. Some of them suggested that Bam Chi Chi La La is a metonymy for
the woman herself or that it might be indicative of woman’s nostalgia for the motherland
and the memories of her childhood she still cherishes. Some others said that the Bam
Chi Chi La La rhyme in the title indicates the consolation the woman finds remembering
her childhood experiences with poetry or that she has suppressed the memories of that
childhood. They also made very positive comments on the significance of the appearance
of the poem in London Underground, and all commended highly on this. Some of them
said that the interpretation of the poem might be dramatically different and far more
interesting when you encounter the poem in situ than in the page.
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ICE CREAM, BISCUIT, POEM: THE PLAYFUL SPIRIT OF POETRY

Poetry can conspicuously be observed in children when they engage in the lore
and language of the playground (Opie & Opie, 1959/2001; 1992; Cumming,
2007) to produce chants, rhymes, rhythms, songs, and poems. All these verbal
products are very often characterized by an irreverent, daring tone, spirited
nonsense, and a will to transgress the adult rules, the social constraints, or the
rules of decorum in language. They are “fun as well as funny; they are can-
ny and rude, silly but quick-witted, playfully springing acoustic surprises that
cannot help but bring a chuckle” (Warner, 2001: ix). Who has not made fun by
reciting the following famous ditty (Opie & Opie, 1992: 87) — which, for many
adults, is instantly reminding of a particular scene from the film Down by Law
(1986) by Jim Jarmusch where the actor Roberto Benigni (whose character is
in prison in this particular scene of the movie) starts hilariously to recite it re-
peatedly with his charming Italian accent:

I scream,

You scream,
We all scream
For ice-cream.

This little poem reveals some of the essential qualities of poetry, especially
children’s, and, most importantly, points to poetry’s overall playful character.
It conveys the unmediated sensory appeal of all poetry, thus creating by lan-
guage the specific flavor of the ice-cream. It is also closely associated with the
pleasure of saying poems aloud making repetitive sounds with our mouth
and using the specialized organs of the throat and the tongue or even ac-
companying this activity with our whole body. The poem is so delightful that
you simply cannot stop reciting it, saying it aloud and enjoying the striking
sensual impression it conveys through the pleasurable verbalplay with homo-
phone words and sounds, almost equal to the sheer delight of the actual tast-
ing of an ice-cream. It conveys a sense of freedom and liberation materialized
both in linguistic and conceptual terms. It is also dependent on the rhythms
used in oral memory recall and therefore, it is easily memorable. Its brevity
(you can recite it in an instant) might reflect the quick melting of ice cream
and by connotation the vita brevis idea; ice cream melts quickly, as does life,
and the opportunities it presents. One must seize the moment and be merry
before happiness passes. Maybe happiness is, after all, something little and
ephemeral like a pistachio-flavored ice cream and somehow we have to real-
ize that, painful as it may be. A skeptical adult cannot help doing thoughts
like these when reading the poem. A young child, on the other hand, is more
likely to perceive it in a less poignant and more straightforward way hence
more genuinely, in accordance with its sensory qualities. I would gladly fa-
vored this kind of reading of the poem. The best thing we can do after all is
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to consume it as quick as possible. Nevertheless, this seemingly silly old ditty
is equally attractive and functional, whatever the reasons for its appeal may
be, to all audiences. At the same time, it is resilient enough for the reader to
perceive it in multiple ways.

Poetry has a spirit of its own which readers attend and embrace. Children’s
poetry more importantly, is often characterized as playful, ludic, humorous or
whimsical, and in general, it is often associated with the qualities and the spirit
of play, either the latter is conceived as an activity of the mind and the body,
or as verbalplay with words. What is more, too often in children’s poetry, play
is the central theme of the poem with the protagonist immersed in any kind
of ludicrous activity. According to Johan Huizinga in his seminal work Homo
Ludens (1938/1949), a major study of the significance of play for human civi-
lization, poetry, as other major aspects of human culture, can be seen as both
a continuation of child’s play and an outgrowth of the game- like rituals devel-
oped in earlier societies. The parallelism between poetry and play can be ex-
tended to their common capacity to “break down the absolute determinism of
cosmos” (Huizinga, 1938/1949: 3). As in play, according to Huizinga, things are
different from what we generally accept as ‘ordinary life} so in poetry, things are
segregated from the requirements of necessity. They have a different physiog-
nomy from the one they wear in ordinary life and “they are bound by ties other
than those of logic and causality” (Huizinga, 1938/1949: 119).

Children’s poetry is very often preoccupied with the celebration of what
is excluded or repressed from rational discourse. Seeking to convey a strong
sense of liberation from the constraints of logic, poets very often rely on the
long-established tradition of nonsense in order to explore the boundaries
of language and to make a departure from rational discourse. The following
poem “Jamie Dodgers aren’t the only fruit” by A.E Harrold (2015: 13) employs
the often employed in children’s poetry form of a list (Pullinger, 2017: 87-105)
in order to offer a whimsical tribute to the delicious round jam-filled biscuit*.
Harrold’s list is redundant and it can be continued ad infinitum.

Biscuits come in many shapes.

Some are shaped like the sun.

Some are shaped like a Frisbee.

Some are shaped like a plate.

Some are shaped like a coin.

Some are shaped like a discus.

Some are shaped like a flying saucer.
Some are shaped like a non-flying saucer.
Some are shaped like a full moon.

* Lists can be found in poetry for adults as well. The poem “Wasp” by Rebecca Perry
(2015: 13) is a poetic list dedicated to the wasp, an insect which, unlike the popular
and acoustically pleasing bee (see for example, “Bees”, Hughes, 2005: 157-158) is a
somewhat neglected species in the menagerie of poetry.
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Some are shaped like the face of a sundial.
Some are shaped like the face of a person with a face
shaped like a Jamie Dodger.

And that’s just the round ones.

The poet makes an excessive reductio ad absurdum list of similes, celebrating
through language the inventiveness and the infinite capacity of poetry to defamil-
iarize and re-invent the everyday reality through figurative language. Nonsense
has a significant impact on children’s poetry. Many of childrens poetry charac-
ters, for instance, are peculiar, surreal or nonsensical creatures a la maniére de
Edward Lear (e.g., “The architect of cheese” by Carol Ann Dufty, 2009: 253-54),
while some of them are created instantly in language as portmanteau words (see
for instance, “Great Cow Artists” by Carol Ann Duffy, 2008: 58)°.

It might be argued that children’s poetry does not put emphasis on the themes
of alienation, anxiety, depression, vanity of life, etc., that we find more often in
poetry for adults, especially in modern poetry. The elements that reader com-
monly encounters in children’s poetry (Miiller-Zettelmann, 2003: 188, enumer-
ates some of them in the poetry of Duffy) are usually pleasing, tending to pro-
duce happy and reassuring feelings to the readers and to amuse them. Play has a
dominant position in this pleasurable world. As a specific form and as a general
playful attitude or mentality is ubiquitous throughout the cosmos of children’s
poetry.

MIGHTY WARRIORS: PLAY AS A POETIC THEME

Children’s poetry contains full descriptions of play as physical activity in nature,
asa game at home or as an action of make-believe manifested e.g. when children
pretend to be pirates or astronauts. The concept of make-believe is strongly as-
sociated with any kind of imaginative activity and most conspicuously of course
with the imaginative play during which the child dwells alternative worlds, or
“paracosms” (Singer & Singer, 1992: 111-116)(see for instance “Today is very
boring” by Jack Prelutski, Academy of American Poets, 2006: 16; “The perils
of breakfast” by A.F. Harrold, 2015: 38) or create imaginary playmates (see for
instance “My best mate” by A.E. Harrold, 201: 48). Numerous poems for chil-
dren can be found that depict various playful activities with children (or sur-
rogates) getting immersed in them. The most prominent classic example of the
importance of play in children’s poetry is R.L. Stevenson’s pioneering collection
A Childs Garden of Verses (1885) (Holland, 2010: 63-71) in which “play is not
so much a theme... as an overriding, all-consuming preoccupation. The child
in the collection has an insatiable, inexhaustible appetite for play” (Holland,

5 Carol Ann Duffy often explores themes and topics related to great artists and writers.
(Pablo Picassos Noél, Dorothy Wordsworth’s Christmas Birthday).
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2010: 63). In almost all the poems of the collection, children are climbing trees,
making paper boats, day-dreaming, playing with blocks or other toys, swinging,
and all and all are engaged in different playful activities.

In contemporary children’s poetry, play can take many forms, and it can be
manifested in many ways. I wish to exemplify the importance of play in chil-
dren’s poetry by having a closer look at one contemporary poem which is typi-
cal to the apparently humorous look of children’s poetry at the world.

In the following poem “Skig the Warrior” by Kate Wakeling (2016: 13) a spe-
cific form of play (a game of Scrabble) is not only a core element in thematics
but also permeates the entire poem as we try to explain below. The accompany-
ing illustration depicts a not so brutal warrior bearing the typical horned hel-
met (fits to the popular image of a Viking) playing Scrabble with an elk.

Skig the warrior was more of a worrier.

He didn’t want to spear deer

or pillage villages

or hoot and toot when the crew looted somewhere new.
Hed rather play Scrabble than join the rack and rabble.
Yep, Skig was in no hurry to be a warrior.

It only made him worry (and sorrier).

First of all, the poem fully embodies the sonorous, acoustic appeal of chil-
dren’s poetry and its general playful attitude towards language. Several ver-
balplay poetic devices (rthymes, alliteration, assonance, phonemic repetition,
heavily end-stopped lines with one-syllable words like deer, new, rabble) are
employed repeatedly and excessively to convey an intriguing sense of sound
and to lead towards a humorous and amusing result. The device however that
is used most conspicuously is the phonemic minimal pair that employs words
which differ to each other in only one phoneme, like warrior-worrier, pillage-
village, hoot-toot (words that indicate sound while sounding themselves).
However, the worrier warrior collocation as a linguistic device seems to go
beyond the witty verbal and sound play and to penetrate the conceptual level,
creating a meaningful composite poetic structure.

According to my view, the poem is the closest we can find in childrens poetry
to what has been called in poetry criticism a “well-wrought” (Brooks, 1949/1968)
poem or a “verbal icon” (Wimsatt, 1954), as the New Critics Cleanth Brooks and
William Wimsatt respectively, so eloquently described the essential quality of
poem to be an organic unity of form and content. In other words, the how’ of
poetry, the form, cannot be converted too easily into ‘what” — the theme or the
message. Poetry does not offer a set of itemized ideas, and it cannot be analyzed
into a profound and simple meaning. The poem is full of meaning that only
its form can convey. No other medium could convey that meaning in the same
way, and any changes in the formal aspects of the poem do inevitably modify
and the content. The poem in question showcases precisely that; the meaning
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is wrapped up and indistinguishable from the way it is articulated in language.
“Skig the warrior” is written in a poetic language that is self-focused and draws
attention to itself as language; however, the poem relies upon this intriguing self-
referential language to open up the thought to new and refreshing conceptual
possibilities. It creates an intense sensual impression but simultaneously conveys
something deep and powerful in the level of meaning. We cannot simply read
the poem, enjoy its linguistic wit, and put it aside; we need to ponder over it, to
explore the potential nuances and conceptual possibilities that are latent in this
notional and figurative character of Skig the warrior, and we want to play along
with them. We know that Skig, a hilarious character indeed (who is obviously
going through a comical identity crisis), exists only in language and imagina-
tion; nevertheless, we want to follow the mental path that he is opening up to us.
The role of play is essential in the articulation of his personality. He is a mighty
warrior and yet he prefers to play Scrabble (a game that develops brain skills)
with his pet (the illustration conjures up the familiar world of children’s poetry
with all its animated animals and domestic scenes) because he does really detest
the cruelty of his war-obsessed world. As a character in a children’s poem Skig is
simultaneously a cultural icon from history and a child surrogate, a figure that
suspends with his own very existence the boundaries between different semiotic
codes: the referential and the symbolic, the historic and the mythic, the realistic
and the fictive. His embodied willingness for play instead of pillaging villages
is a daring imaginative gesture that leads to a radical new envisioning of our
common knowledge, which in this case might be - to put it annoyingly briefly:
‘Vikings were bloodthirsty warriors. Play, encapsulated in the poetic discourse,
transgresses the limits of rationality (as Skig wishes to transgress the limits of
his identity) and thus creates new possibilities for the imagination, recreating
our reality or uplifting it in a new secondary world. It might also be said that the
poem has undoubtedly the potential to communicate strong messages against
stereotypes, war and violence, always within its playful form and without being
overtly and annoyingly moralistic. At the same time manifests play as an essen-
tial human need and a fundamental aspect of children’s everyday life. The poem
encourages the readers to ask (in a graduated and infinite manner): Couldn’t
they just let me be? Couldn’t I just play and have fun sometimes instead of doing
what duty calls? Couldn’t we all live according to our wishes and be kind, instead
of fighting against each other? What if (the basic presumption of any make-be-
lieve activity) there was no violence in human history?

WHAT’S IN A GARDEN?

As has been emphasized by many scholars representing different disciplines
and fields in academic scholarship, the garden is a meeting point of several
discourses, having being analyzed according to different conceptual schema-
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ta. A garden is “a text, replete with cultural and historical information” (EI-
kins, 2008: 72).In the remaining part of this article, I wish to examine the po-
etic representation, the symbolic significance and the textual interplay of play
and the garden (or play in a garden) within a body of contemporary children’s
poetry. The poetry of Grace Nichols is the focal point of my argument.

It is generally accepted by commentators on her work that the contem-
porary Caribbean-British poet Grace Nichols is concerned with challeng-
ing matters regarding race, gender, and cultural diversity, and more specifi-
cally with the nature and the social construction of black female identities
(Escudero, 2000). Tracing back to her own history and the wider history of
her motherland, she often highlights in her poetry the experience of “trans-
culturation” (Paul, 2000: 86) and moving between cultures, Caribbean and
English, from a postcolonial perspective. From the beginning of her poetic
career, she has been dedicated to offering resisting possibilities to all those
who have been somehow silenced or whose subjectivity and social existence
has been negatively constructed. Most importantly, the silenced, oppressed
subject who Nichols seeks to revoice and in a way empower is the woman,
who, in Nichols’ poetry most exclusively, happens also to be fat and black
(The Fat Black Woman’s Poems), a daring sum of stereotypes to be contested
and unmasked.

Sharing some of the basic preoccupations of Caribbean poetry (Bryan and
Styles, 2013), Nichols made the anthropogeography and the history of her
motherland (a history of slavery and colonialism) a central issue in her poet-
ry. She uses frequently linguistic elements and registers borrowed freely from
Standard English, Creole, and Black British English to articulate a distinctive
poetic idiom. Her poetic craftsmanship almost always results in a natural,
spontaneous expression deeply rooted in orality. Another characteristic of her
work is the juxtaposition of diverse cultural elements, British and Caribbean.
Especially in her children’s poems, the reframing and appropriation of Eng-
lish nursery rhymes formulated by a Caribbean perspective is another ten-
dency. Her poems for children evoke vividly the nature and the rich cultural
heritage of the Caribbean islands, the people of her motherland, the tradi-
tions that they cherish, and the stories that they tell. She also raises matters of
environmental sensitivity (see for instance “For forest”, Nichols, 1988: 38-39)
fostering attitudes of respect towards nature.

The poem “Come on into my tropical garden” (Nichols, 1988: 1) is set in a
tropical garden which offers endless possibilities for playful encounters with
an exuberant, lively nature. Nichols applies the garden metaphor - alluding
possibly to Stevenson - to the tropical landscape. The poet invites the implied
and the real reader - the child - into her own poetic universe, a natural land-
scape richly invested with pleasing things, joyful elements, and pastime activi-
ties. The landscape is also replete with a startling variety of tropical flora and
fauna. We might argue that it is actually portrayed as a cornucopia of natu-
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ral wonders and sensual delights for the child to play with. It is a place to eat,
drink, and have fun.

On the other hand, Nichols’ garden, compared to the more standardized
Stevenson’s gardens (A Childs Garden of Verses), seems quite the opposite. Ste-
venson’s are “formal pleasure gardens attended by others” (Paul, 2000: 87),
places where the child can play “safe; secured; untroubled” (Holland, 2010: 67).
They are protected by walls (“Keepsake Mill,” Stevenson, 1855/2007: 36-37)
which sequestered them from the tensions of real life. They are also clearly
British, full of endemic fairy-inhabited flowers that can easily be found in
English gardens as well as in English literature and folk tradition (“Flowers,”
Stevenson 1855/2007: 86). Moreover, Stevenson’s gardens are written and cre-
ated in a milieu of British colonialism and more or less reflect imperialist pre-
occupations.

Now the poem by Nichols:

Come on into my tropical garden
Come on in and have a laugh in

Taste my sugar cake and my pine drink
Come on in please come on in

And yes you can stand up in my hammock
and breeze out in my trees

you can pick my hibiscus

and kiss my chimpanzees

O you can roll up in the grass

and if you pick up a flea

I'll take you down for a quick dip-wash
in the sea

believe me there’s nothing better

for getting rid of a flea

than having a quick dip-wash in the sea

Come on into my tropical garden
Come on in please come on in

The kinetic energy of the child is in a way reflected on the form of the poem
whose frequent word-phrase repetitions, alliterations, assonances, and rhymes
tend to a dynamic, acoustically pleasing result. Since the rhyme scheme is slight-
ly loose the poet uses the figure of epiphora (Preminger and Brogan, 1993: 73) in
the second line of the first stanza (Come on in // and have a laugh in) and the fig-
ure of epanadiplosis (Nakas &Kalogirou, 2014) in the fourth line of the first stan-
za and in the last line (Come on in please come on in) to enhance the rhythm
of the poem. Since epiphora and epanadiplosis are forms of syntactic parallelism
they work to enhance the sense of symmetry and balance in the poem creating
symmetrical clauses, separated by a caesura in the case of the epiphora used in
the second line. The symmetrical clauses come on in in the fourth line of the
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first stanza and in the last line are separated by a heavily stressed word, ‘please’.
Heavily stressed masculine rhymes are used in frequent (in-drink-in, flea-sea,
etc.). Another significant feature of the poem’s form is the enjambment (I'll take
you down for a quick dip-wash/ in the sea) in the third and fourth lines of the
third stanza. The acoustically intriguing wash at the end of the line awakes what
T.S. Eliot has famously called “auditory imagination” (Eliot, 1933: 118-119):

the feeling for syllable and rhythm, penetrating far below the conscious levels
of thought and feeling, invigorating every word; sinking to the most primitive
and forgotten, returning to the origin and bringing something back, seeking
the beginning and the end.

This ‘wash’ at the end of the line evokes the sound of the sea and the splash-
ing of the waves onto the shore (more or less as the very word “wash” ‘splashes’
on the end of the line). It should be noticed that the enjambment of the word
“wash” is used wisely only once because Nichols is a skillful poet and knows not
to overuse a good device. Anyway, the sensual imagery is a conspicuous feature
of the poem. It deals with all the five senses conjuring up to the reader’s mind
visual, auditory, olfactory, gustatory, and tactile mental images. Imagery and
acoustics work together to create a vivacious poem.

It has been said before that Nichols might re-appropriate the orderly Steven-
sonian garden. However, it might also be argued that what is actually represent-
ed in the poem is not a garden but a tropical landscape. If it is true that “A Gar-
den... is naturally apt to fill the Mind with Calmness and Tranquility, and to
lay all its turbulent Passions to rest” (Addison quoted by Elkins, 2008: 69) then
Nichols’ restless garden does not fit in. What is more, a garden is a tamed, irrigat-
ed and secluded part of land that has been designed by humans for pleasure and
retreat from the noise of life, while the poem’s garden is uncultivated, boisterous
and borderless and the animals in it belong to the wildlife. However, it is equally
obvious that the poetic voice treats the tropical landscape as her garden, claim-
ing ownership to all the physical elements. What is more, she actually transforms
the landscape into a garden with points for relaxation (hammock); she domesti-
cates the animals and processes the natural resources to make drinks and sweets:
from the sugar cane makes the cake, from the pineapples the drink, and so on. It
is obviously a self- sustained landscape that feeds most importantly, the appetite
of the child to play ceaselessly. It might be added thus that the garden is also on
the child’s direct disposal and in close, physical encounter with her (the hibiscus
can be picked; the chimpanzees are kissed, etc.). In general, there is a symbiotic
relationship between the child and nature.

Nevertheless, the action of the child is crucial for the enlivenment of the gar-
den. As Tom Lubbock argued, elaborating on Henri Bergson’s philosophical trea-
tise Le Rire, a landscape is inherently not funny. It can be beautiful or ugly or
sublime, but it will never be laughable unless it receives a human input (Lubbock,
2011: 45). In this poem, the human input to the landscape is precisely the spir-
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ited poetic voice (we assume that it belongs to a child or the poet who invokes
the child within), the poetic speaker. She is who animates and invigorates the
landscape. With speech-act utterances and the repeated heartfelt invitation, the
voice is calling the animals, is setting up all natural things in motion, and then,
invites the child-reader to get center-stage, interact playfully with nature and have
a laugh.

Another aspect of the poem that should be noticed is that the child is as wild
and irrepressible as the chimpanzees. The third stanza is permeated by indeter-
minacy between the animal and the child. Picking up a flea and then getting rid
of it with a quick dip-wash in the sea does not really fit the schema of human
doing; they are, if not unique to the animal kingdom, nevertheless more com-
mon among animals. It is not likely a child to pick fleas; lice are much more com-
mon among schoolchildren, for example. However, the third stanza foregrounds
more clearly the animalistic quality of the child’s play; it is corporal in an animal-
istic way (rolling up in the grass) and is intensely visceral, producing a feeling of
joy. It should be noticed that in all the poems of the collection, Nichols works
in the contact zone between animal and child. The child lives in close proximity
with the wild fauna of the Caribbean. The second poem of the collection entitled
“Alligator” (Nichols, 1988: 4) is typical of Nichols’ tendency to bring together
the animal and the child in an overall atmosphere of petty danger consciously
and safely reenacted through play. Nichols™ envisioned child is unfettered and
extremely kinetic during her playful encounters with the Caribbean nature. She
seems to share some essential qualities with the tropical nature which is beauti-
ful yet unpredictable and meteorologically fierce. Giving emphasis to the wild
aspect of child’s play in equally wild nature, Nichols achieved to avoid the ste-
reotyped romantic image of the child in an idealized pastoral landscape. She also
seems to make a departure from Stevensons children who, as we have seen, use
to play in a tidy manner in the inside of well-arranged English gardens.

Nichols created a highly symbolic and semantically rich tropical garden, set-
ting up and suspending a set of seeming polarities: garden versus nature, do-
mesticated versus wild animal, child versus animal, and symbolic versus physi-
cal play. The child manifests her appetite for play both as bodily, physical action
and as a gesture of imagination because, as we have seen, in the realm of the
child’s imagination the landscape can be her own garden, her kingdom, where
she can invite her friends and play with her pets. In this way, the poem exempli-
fies a trope or idea that is pivotal in children’s poetry: the power of looking with
child-like delight at the objects of nature and the power of the imagination to
create alternative realities.

The title of the poem “Come on into my tropical garden” which also serves
as the title of the entire collection might be considered as an extended meta-
phor for poetry itself. Nichols’ invitation to her tropical garden stands as an
invitation to her poetry, to a poetic symbolic garden that is meaningful and
artfully crafted to appeal young reader’s senses, needs, and imagination. It is a
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secure space for the reader to inhabit and it is a powerful, instructive metaphor
for reimagining the whole act of reading the poem. To use Donald Winnicott’s
terminology in his seminal study on play (1971/2005), this poetically articu-
lated ‘garden’ could be described as a “transitional space™, a middle space be-
tween reader’s inner world and the projected world on the page, crammed by
objects that are transitional by nature - like the hibiscuses in the poem, that are
touched and picked like toys, and the chimpanzees that are kissed like pets or
soft toys. Due to its location between text and the reader, its evocation of intense
sensory experience, and its openness to the imagination and all kinds of playing
activities, Nichols’ garden might stand as an ideal transitional space. This tropi-
cal garden is much more an imaginative make-believe construction and a nest
for the reader’s imagination than a ‘real’ landscape. It is loud with laughs and
vivid with imaginative storylines that connect nature with the child who dwells
in it. Most importantly, it is a garden that can be touched, seen, heard, smelled,
tasted, shared, and lived in.

CONCLUSION

Poetry is life. It is literally found anywhere, and it can be experienced “five-to-
nine in the morning, four-twenty in the day, indoors, outdoors, sun and rain,
with a king on the throne, with a fool or a child, or no one” (Maxwell, 2016: 15).
It is a genre with considerable wideness and cross-over appeal.

Children’s poetry is placed between the verbal and the visual; it can be per-
formed orally and being read on a printed or a digital page. It has been studied
as a multimodal art that relies upon orality and literacy, sound and page, and
requiring reader’s commitment to all its aural, visual and tangible qualities since
it is an art that consistently and repetitively cultivate reader’s sensibility to the
sound, the meanings and the connotations of words, the cadences and the re-
petitive rhythms of phrases. A children’s poem could also be seen as a conceptu-
ally deep and complicated “verbal icon’, that is a unique combination of mean-
ing and form. The exuberance of its rhetoric and sound, its rhythmical feeling
and the rich texture of its verses usually are conveyed through a well-embodied
structure and form. Poems are extremely variable in tone, technique, meaning,
and figurative language. They are glossed over multiple and various voices and
conceptual possibilities long enough for the reader to wonder, question, and ac-
tively participate in the process of meaning-making.

¢ Winnicott developed this concept as explanation of the means by which infants initially
establish their own sense of separateness from the world around them and also their
relationship with that world. When the infant can perceive an external object-the blan-
ket, the teddy-bear- as it is her own creation or part of herself, that illusion allows her to
experience temporarily this intermediary space between herself and the world and then
the object can be considered “transitional”.
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Poetry is heavily invested with playfulness. The few poems that were more
closely discussed in this paper might showcase that the significant form of play
can be manifested in many ways in children’s poetry and also be traced in poetic
language as playful humor or exemplified in intense verbalplay. Play is permeat-
ing the entire poetic world with an embodied willingness to break up with the
strict rules of logic with and within the language and the imagination. Play cre-
ates alternative realities and transitional spaces for the child to experiment and
inhabit and thus offers her the chance to challenge and reappropriate the world
of experience.

The garden offers a powerful metaphor for children’s poetry. In the British-
Caribbean poet Grace Nichols’ poetry, the garden is replete with nuances and
symbolic associations. It is distinctively tropical; it bears endemic geographical
features closely related to the particular tropical landscape and it is closely en-
twined with the flora and fauna of the Caribbean islands. It is also radical as a
poetic reimagining of the canonical prototype garden in Stevenson’s childrens
poetry. Grace Nichols places the child (or the child mediated by the voice of the
speaker) at the very center of a symbolic garden-natural landscape to play and cel-
ebrate natures delights. However, it is not merely natures influence on the child
but equally the child’s perception of the garden and her action within it as well as
the role of imagination in producing this celebratory and fanciful experience. Na-
ture does retain the privileged position as the source of revitalization and beauty
but at the same time is untamed and full of wild energy that resonates with the
child’s kinetic energy, unfettered imagination and an insatiable appetite for play.
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Abstract: This article is concerned with maps in children’s books. It is noted that
maps are more common in children’s books than in books for adults, and that
maps are common across different children’s literature genres. They are, more-
over, directed at both preliterate children and adolescents. In the article, the ar-
gument is made that there seems to be a greater readiness in childrens literature
to combine verbal and visual elements. After all, the child’s experience of picture-
books and illustrated books, make the inclusion of maps quite unobtrusive and
natural, whereas in a book for adults, a map is a distinctive generic marker (fan-
tasy or travel book). The article goes on to specifically analyze how humorous and
playful maps are used in children’s books — a mode of mapping largely missing in
adult literature. A number of examples are marshalled and analyzed. It is shown
that some maps produce comedy in the low-mimetic mode, others may be highly
abstract but at the same time aesthetically pleasing. Some maps also clearly make
use of parody and satire in their use of maps. And while fantasy maps for adults
tend to promote verisimilitude and suspension of disbelief, fantasy maps in chil-
dren’s books are often intentionally incredible and unrealistic.

Keywords: Maps in children’s books, cartography, playworld, comic fantasy,
childhood geography, Captain Bluebear, Walter Moers, Winnie-the-Pooh, Sara
Fanelli

Maps - whether in books for children or adults - fulfill the same basic func-
tions (Sundmark 2014b): they can produce an imaginative space for the reader,
and/or they can reference the main events of the storyline as well as index the
places in which these occur, and/or they can be part of the fictional universe
itself, as with R.L. Stevenson’s map of Treasure Island. But whereas maps in lit-
erature for adults can be found mainly in fantasy fiction' and travel accounts,
maps in childrens literature — from early picturebooks to YA fiction - surface
not only in fantasy and travelogue but in many other kinds of literature as well.

! In Stefan Ekman’s study ca 40% of the (adult) fantasy books in his sample contained
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We encounter maps in detective stories and tales of adventures, in historical
fiction and “childhood geographies” (Trimble 1994), in humorous literature
and parody, as well as in didactic non-fiction. Indeed, the uses of maps in chil-
dren’s books are both manifold and varying. A significant reason why maps are
more frequent and more versatile in childrens books than in adult literature
may be the general readiness in children’s literature to combine the verbal and
the visual. Illustrations are, after all, part and parcel of the preliterate child’s
experience of the story, and pictures continue to support the imagination and
orient reader/viewer in the fictitious realm even as the audience grows older
and learns to read. A map is not out of place in children’s books, so to speak;
it is just another pictorial element. With adult literature, with its traditional
privileging of the word over the image, the situation is radically different. In
adult literature, there is little room for illustrative material, including the car-
tographic. Because illustrations are part of the children’s literature experience,
maps in children’s books are also more varied in style and content, tending as
they often do towards the pictorial. By contrast, maps in adult books generally
conform to cartographic conventions to a high extent, downplaying the picto-
rial content. This is true even of fantasy maps, which generally are more carto-
graphically correct than the ones intended for a more juvenile audience (Ek-
man 2010; Sundmark 2017). In adult fantasy maps build verisimilitude; they
should seem as real as possible within the conventions of the genre to allow for
a suspension of disbelief. By contrast, children’s fantasy maps seem more con-
cerned with aesthetic pleasure and stimulating the imagination.

Fictional maps in books for adults may not differ fundamentally from
those found in children’s books, but there are nevertheless significant differ-
ences. In this article, I will highlight some of these. Specifically, I will look
at humorous and playful maps in children’s literature as a distinct mode of
mapping. Characteristically, these are maps where the referential function is
downplayed, and where the fictional space is less that of a conventionally por-
trayed fantasy world than a mirror-image of the play-world of the child. One
could also see such maps as toys in themselves, prompting and inviting the
child to play and have fun. Typically, some of these maps replicate a child’s
world; it is the playworld of the nursery or the backyard garden with its toys,
as in Milne’s and Shephard’s map of “100 Aker Wood” in Winnie-the-Pooh.
It is the tongue-in-cheek use of picturebook conventions, as in Taro Miu-
ra’s Tokio, or the conceptualization of a child’s everyday life through childish
map-drawings, as in Sara Fanelli My Map Book. Moreover, the map conven-
tions themselves can be exaggerated and subverted to create a spirit of bois-
terousness and humorous recklessness, as in Cressida Cowell’s books about
the Viking boy Hiccup, or as in Martin Widmark’s Lassemaja detective series.
Finally, there are also humorous maps that are integral to the absurd and non-
sensical fictional worlds they portray: Walter Moers’s map of Zamonia (Cap-
tain Bluebear’s 13% Lives) is one example. Thus, this article is an attempt to
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chart humorous and subversive uses of maps and argues that this is a charac-
teristic trait in children’s books.

PLAYWORLDS

Maps combine pictorial and verbal content with cartographic symbols. Pan-
oramic views, especially if they are reproduced as endpaper paratexts, can ful-
fill some of the same functions as maps by staging and setting the scene for
the narrative, but they do not organize the visual content by naming and relat-
ing points of interest in the narrative with the help of verbal and cartographic
codes. The difference between panorama illustrations (for instance the ones
made by Ilon Wikland for Astrid Lindgren’s Bullerby and Mardie books) and
panorama maps (Tove Jansson's Moomin maps come to mind), may appear
negligible. But “picture maps” of childhood geographies are more complex and
can convey different things than a straight panorama (Moreland & Bannister
1989: 47). As Nina Goga has pointed out, by referencing important places in
the life of the protagonist and the plot, or even by naming places that are not
mentioned in the text, “the independent identity of the literary map is demon-
strated” (2015: 12, my translation).

One of the most famous of all maps in children’s literature is E. H. Shepard’s
endpaper map to Winnie-the-Pooh by A. A. Milne. In a restricted sense it
shows a childhood geography, but unlike typical childhood geographies, ex-
emplified, for instance, by the village map in Joyce Brinkester Brinsley’s The
Milly-Molly-Mandy Stories (1971) or even in comparison with Ilon Wikland’s
panoramas for some of Astrid Lindgren’s books, what Shepard’s map shows is
not a realistic (more or less) representation of a child protagonist’s home and
neighborhood, but rather a child’s playworld, part real, part imagined. Such
“playworlds” include maps of nurseries, playgrounds, gardens, schoolyards,
and one’s own bedroom.

In Winnie-the Pooh the map shows Christopher Robin’s outdoor playground
in and around the ‘100 AKER WOOD! It provides geographical information
about forests, waterways, wetlands, and habitations, but it also signals imagina-
tive freedom. Characteristically the compass rose — the essential cartographic
symbol - does not indicate north, south, west, and east, but spells out P O O H.
The map covers not only the setting of the book. It also depicts all of the charac-
ters, as well as providing action pointers. Hence, each of the ten chapters is con-
nected to a key location shown on the map: the ‘BEE TREE, where Pooh unsuc-
cessfully tries to take some honey; ‘RABBITS HOUSE, where Pooh gets stuck;
‘EEYORES GLOOMY PLACE; which Pooh and Piglet visit on Eeyore’s birthday
- and so forth. Some designations even foreshadow what is to happen, as in the
‘WHERE THE WOOZLE WASNT. The map, in other words, provides a com-
pendium or summary of the book, and it does so in a way which would have
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been impossible if it had only been a panorama illustration. Thus the verbal map
text adds another layer of meaning to the map.
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Fig. 1: A.A. Milne, Winnie-the-Pooh, ill. E. H. Shephard, London 1926/2005

In the frame story of Winnie-the-Pooh, the narrator directs his tales about
Pooh to the boy Christopher Robin, who also intercedes into the narrative a
few times. The frame clearly fictionalizes both Christopher Robin and Winnie-
the-Pooh. Interestingly, the map carries this conceit even further by ascribing
the map to Christopher Robin himself with the following words: “DRAWN BY
ME AND MR SHEPARD HELPD? Consciously misspelled words like ‘ROX;
‘AKER; and ‘RABBITS FRENDS AND RALETIONS’ give the map a more
childish feel which is in keeping with the caption. Christopher Robin is repre-
sented in the map itself too, standing by a large tree. The text next to him says
‘My House. Arms akimbo and legs confidently set apart, his posture suggests
an even larger claim, for this is in essence Christopher Robin’s own playworld
as Milne imagined it and fictionalized it.?

Humor operates on many levels in Winnie-the-Pooh, and is inscribed not
only in the prose, but in the illustrations and the map as well. First of all the

2 Interestingly, the original verbal text on Shepard’s sketch instead uses the 3" person, and
reads ‘Christopher Robin’s House! Moreover, some of the misspelled words in the pub-
lished version are also correct in the sketch, or in the process of being misspelled (correct
words crossed out and replaced). http://www.sothebys.com/content/dam/stb/lots/L08/
108414/1.08414-20-Ir-1.jpg
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dual address produces comedy: the adult reader can smile at Christopher Rob-
in’s (and other children’s) expense - at his egotistical grandiloquence and faulty
grammar, for instance. Mirroring the uneven power relationship between
adult reader/narrator and child/Christopher Robin, the child, in turn, may see
through Winnie-the-Pooh’s motivations. And both adult and child reader can
laugh at the small-brained bear and his toy friends. The dual audience and the
mirroring of power relationships — adult/child/toy animal - is as we have seen
inscribed into the map features. The characters in the map are for instance dis-
proportionately large in comparison to other features in the map (trees and
streams, for instance). Already the mere presence of children and toy animals
in a map can, of course, be seen as comic. Medieval maps — with which literary
children’s maps share many characteristics (Goga; Ekman) — might provide reli-
gious and mythical references; maps in children’s literature instead reference the
child protagonist’s life, and rather than (sometimes disproportionately) marking
landmarks and routes which would be of use to, for example, a pilgrim, Christo-
pher Robin’s map indexes toy animals and games, verbally and visually. Hence,
if medieval maps are exponents of what Northrop Frye calls the mythic mode
or high mimetic mode, children’s literature in general, and playworld maps cer-
tainly, belong in the low mimetic mode of comedy. Instead of heroes and kings
(high mimetic), we get Christopher Robin’s toy animals; Instead of cities and
churches, there are tree-houses and burrows; instead of the Mediterranean we
see the FLOOD PLACE’ near Piglet’s home; instead of the route to Jerusalem,
there is an arrow pointing “TO NORTH POLE!’

CAPTAIN BLUEBEAR’'S MAPS

The playworld of Christopher Robin and Winnie-the-Pooh is small and inti-
mate compared to the comic fantasy/Romance/Bildungsroman of Walter Mo-
erss Captain Bluebear’s 13 ¥ Lives (1999). In this book, most of the action takes
place on the now lost continent of Zamonia. An endpaper map of the world
shows Zamonia’s position in the Atlantic together with other invented conti-
nents, such as Murkia, Lesser and Greater Trollia, and Cataclysmia. On the
eastern seaboard of Zamonia the city-state of Atlantis is to be found (providing
a clue to why these continents no longer exist). The text is written in the form
of a memoir or autobiography, and the reader follows the eponymous (anti)
hero from his birth in a walnut shell to his final ‘half-life; when he settles down
after his many adventures. As I have already hinted it is hard to categorize the
book, but two genres that are interesting to consider here because of their use
of maps are the travel tale (or sea-yarn) and comic fantasy.

Travel accounts - real and fictitious — were among the first to feature maps.
A famous example is the map which accompanied Jonathan Swift’s 1726
Gullivers Travels. In it, Swift mixes real-world geographical locations like Ja-
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pan and parts of the American Pacific Northwest with invented places like
Brobdingnag and Liliput. The use of maps in travelogues is there to both orient
and disorient the reader, one could say. The map makes it easier to follow the
route of the traveler, and keep track of the different locations, but at the same
time, it gives the illusion of correctly represented place, of a real geography. In
the case of invented geographies this is useful since it works to suspend dis-
belief. As I have argued elsewhere (2015), maps of fantasy are descendants of
this tradition. Tolkien’s maps, for instance, contribute to the creation of a cred-
ible secondary world, Middle Earth. But the high seriousness of fantasy invites
comedy as well. Comic fantasy subverts and parodies the world-building pre-
tensions of fantasy, and, as for the maps, may use the generic map conventions
in an exaggerated and self-conscious way. For example, see the map in Henry
Beard’s and John Kenney’s Tolkien Bored of the Rings-parody (1969), or Terry
Pratchett’s separately published map for his Discworld series, The Discworld
Mapp (1995). One could also say that the disorientation (in relation to the real
world) of these maps is out in the open for everyone to see.

The maps in Captain Bluebear are comic versions of travel and fantasy
maps. Thus, the first map in Captain Bluebear shows, Swift-like, invented con-
tinents alongside Eurasia, Africa, and Australia, placing “Zamonia in relation
to the world, as it says on the top of the map; it is a map with very few details,
but still situates the fantasy within a real world context (and in relation to the
myth of Atlantis). The second endpaper map is an exaggerated fantasy map
of Zamonia. It follows the basic conventions of fantasy maps and combines
\
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Fig. 2: W. Moers, Captain Bluebear’s 13%; Lives, trans. J. Brownjohn, New York 2006

2019-09-20 12:46:58



Maps in Children’s Books... 129

avertical and a slanting perspective, thereby giving the outline and dimensions
of the land, but at the same time showing mountains and forests in relief. This
three-dimensionality is further strengthened by showing ships and buildings
and monsters in profile as well. The Zamonia map also has a dynamic quality:
waves are billowing in the sea and crashing against the beaches of Zamonia,
smoke is rising from a volcano, light is flashing from a lighthouse, a whale is
spouting water. On the whole, the map is characterized by pictorial excess. The
cartographic content is lower than one might expect, or blends with the picto-
rial, as in the adherence to fantasy map representations of geographical features
described above. There is no compass rose or scale, nor are there any meridians
or conventional map symbols. One could argue, of course, that the first map
sufficiently situates the second map in the world. Yet, we still find a few conven-
tional cartographic features in this map: four arrows, pointing to locations out-
side the map (Greenland, Yholl, Uria, and Cataclysmia), a looking-glass placed
over the Mini-pirates, and the banners at the top centre of the map.

The verbal content is also considerable: the Zamonian Gulf, the Demehara
desert, Nairland, the city of Atlantis, the Gloomberg Mts, the Babbling billows
and many other locations that are important to the narrative are all named.
Even moving phenomena like the Bollog, the eternal tornado and the enor-
mous ship SS Moloch are named. The banner at the top of the map reads “Za-
monia and its immediate vicinity (reproduced in a slightly simplified form)”,
under which there is a circular portrait and the caption “By Captain Bluebear”
The caption places this map in the same category as the map in Winnie-the-
Pooh (the protagonist as map-maker), but here it is also part of the auto-fic-
tional construction in general. At the bottom right corner of Bluebear’s map,
it says: “This map was drawn with the aid of,” followed by an image of a book
carrying the inscription “Professor Nightingale’s Encyclopedia A-Z.”

Fig. 3: W. Moers, Captain Bluebear’s 13%; Lives, trans. J. Brownjohn, New York 2006
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The third example is when Captain Bluebear, in one of his lives, has to pass
through the brain of a giant Bollog, from one ear to the other, in order to get to
Atlantis. The Bollog’s brain can be characterized as a maze, and the only way to
find one’s way through it is to have a map. Bluebear commissions one from the
so-called Planmaker for the price of 12500 scintillas, a sum which he earns by
playing a dream-organ for two months. Curiously, the Planmaker is a kind of
embodied map in and of itself, dynamic and undergoing constant change. In the
accompanying illustration, the Planmaker appears as a cube; on the cube’s sides,
the reader can identify parts of southern Europe, a city plan and a star chart.
The Planmaker’s map of the Bollog’s brain reduces the three-dimensionality of a
brain to a two-dimensional maze, and is shown on a double spread, divided into
left and right hemisphere, one on each side of the gutter. The route through the
brain is marked by a dotted line and arrow; the destination is indicated by an X.
A few places in the brain are marked, such as the Valley of Discarded ideas and
the Lake of Oblivion. Instead of a compass rose, a round symbol decorated with
a lightning bolt against a starry (?) background sits at the top right corner; in the
place of the cardinal points we find Forwards, Backwards, Right and Left. This
orientation symbol also carries a fabrication code: “PLAN NR. 204766432 As
we can see, this map has cartographic elements as well as verbal and visual. The
most interesting thing about it is that unlike the other maps discussed so far it
has a function in the narrative itself. Bluebear buys it and uses it (and then los-
es it) on his quest. Thus it is not only used for reference or for creating a sense
of place for the reader. Here the map has a diegetic function, like the map in
R. L. Stevenson’s Treasure Island or Thror’s map in J. R. R. Tolkien’s The Hobbit.
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Fig. 4: W. Moers, Captain Bluebear’s 13%: Lives, trans. J. Brownjohn, New York 2006
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On Captain Bluebear’s ensuing quest through the brain he has a near fatal
encounter with Insanity, but eventually this adversary is destroyed in the Lake
of Oblivion, one of the most dangerous places in the brain.

VIKINGS AND DETECTIVES AND THEIR MAPS

A more robust and conventionally humorous approach to maps can be seen in
Cressida Cowell’s endpaper maps to her books about the Viking boy Hiccup.
These are fantasy-adventure maps of the islands that make up Hiccup’s world:
the Isle of Berk with his home, Hooligan Village; Meathead Islands, the Isles
of Doom, Cannibal Isle and the Little Isles. Between the Isle of Berk and the
Meathead Islands is the Inner Ocean. Viking ships and dragons can be seen on
and over the seas.
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Fig. 5: C. Cowell, How to Train Your Dragon, London 2003/2010

The geographical features of the islands are very simply executed. Instead
of elevation profiles, rudimentary hachures show hills and mountains, for in-
stance at ‘Highest point’ and ‘Huge Hill. Vegetation is shown with three semi-
vertical lines; beaches are represented by dots. These are conventional carto-
graphic symbols, but otherwise, the cartographic element is low. The verbal
content, on the other hand, is substantial but reserved for geographical index-
ing: Pointy Point, Madman’s Gully, Caliban Caves, Wild Dragon Cliff, Unlan-
dable Cove, etc. But as is evident from these samples (and above), the names
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tend to be both suggestive and humorous. The visual design of the text un-
derscores this. The lettering is sprawling, energetic, and childish. Moreover,
the map itself conveys a childish aesthetics, especially in its visual details. For
despite the vertical perspective some things are represented pictorially. The
two villages — Hooligan Village and Meathead Village — are drawn as two indi-
vidual villages rather than being symbolically represented; something similar
is true about the Viking ships, sailing south through crashing waves. On the
whole, Cowell’s map appears like a picture of boisterous energy and play.
Detective fiction, unlike fantasy or historical adventure stories, has little
use for maps, since it supposedly plays out in this world. In other words, maps
are not usually needed to produce an imaginative space or atmosphere. If maps
areincluded, as in Agatha Christie’s Murder in Mesopotamia with its plan of the
living quarters of the members of an archaeological expedition, it is because
the map allows the writer to economize on description (room A relates to room
B in this or that way) and makes it easier for the reader. Otherwise, maps are
scarce in adult detective fiction. In children’s detective stories, however, maps
are fairly common, often combining childhood geography with crime scene
addresses and details that will provide orientation for the child reader. Many
of these maps are quite unimaginative, stressing factual cartography and a
somewhat realistic aesthetics (see Goga 2015). But others convey a humorous
and light-hearted approach to the genre. The endpaper maps by Helena Wil-
lis in Martin Widmark’s LasseMaja detective series belong in that category.
In Tidningsmysteriet [The Newpspaper Mystery] the map shows Valleby, the
home town of the boy Lasse and the girl Maja in the detective duo Lassemaja.
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Fig. 6: M. Widmark, Diamantmysteriet., Ill. Helena Willis, Stockholm 2012
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The map combines a vertical perspective (the roads and surfaces) with an
eye-level perspective (buildings, trees, cranes, lamp-posts). In other words,
this is not a panorama or bird’s eye-view. Moreover, the eye-level view is
relative only to individual buildings and objects, and appear correctly ori-
ented only as seen from the streets. This means that a reader must turn the
map this way and that to see things properly. Looking north from Kvarn-
gatan, the street that runs horizontally in the middle of the map, the kiosk,
the church, and the Newspaper building are seen from the right perspective.
From the same vista, in the middle of the map, if you are looking south, you
need to turn the map 180 degrees to see the Café, the Jewellery shop, and the
Post Office correctly. While orienting the reader around the key buildings
in Valleby it playfully invites the reader to turn the map around, walk the
streets and (sleuth-like) take in the details of the house facades, and guess
what mysteries are hidden in and behind the houses. The pictorial element
is well developed in this map, the houses being particularly individualized.
The verbal content is mostly to do with naming/labeling the buildings; be-
sides the church only one of them, number 4, is undistinguished in that re-
spect. The cartographic content is rather basic; there is a compass rose, and
an arrow pointing the direction to the detective headquarters of Lassemaja
(located outside the map).

PICTUREBOOK MAPS

In the first and last chapter of Winnie-the-Pooh the reader is given a few
glimpses of Christopher Robin’s childhood geography outside the playworld
represented in the 100 AKER WOOD-map - taking a bath, talking with the
narrator, going up and down the stairs. In Sara Fanelli’s picture book atlas My
Map Book the reader gets a more comprehensive mapping of the implied nar-
rator’s world. But again, it is not a conventional childhood geography as in
Milly-Mollie-Mandy, but rather a mixture of conceptual and physical mapping
of the world of a small child. All of the maps are drawn in bright colors in a
consciously naive style; the perspective is distorted, and the relative size of the
objects depends on their importance rather than the actual size. The verbal
text is written in a childish hand but correctly spelled unlike what we saw in
Christopher Robin’s map. Some of Fanelli's maps actually chart places and lo-
cations, as the “MAP OF MY BEDROOM,,” the “TREASURE MAP” and the
“MAP OF THE BEACH,” but others provide maps of things that are usually
considered unchartable, like time, as in the “MAP OF MY DAY” or things that
the narrator loves, as in “MAP OF MY HEART”

One can discuss if a map of the heart can be considered a map at all. Per
definition, maps are made up of pictorial, cartographic, and verbal elements
(Sundmark 2014). The verbal can be implied, for instance, in the tacit know-
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ledge of what cartographic symbols stand for and how they read. The pictorial
can be downplayed too, but a cartographic symbol, as well as written words
always also have a pictorial dimension. Even an abstract, topological map, like
the London tube map, can be described in visual terms, as well as verbal and

Fig. 7: S. Fanelli, My map book, New York 1995

cartographic. Fanelli’s highly abstract heart-map provides an interesting test
case. The double spread is strikingly simple in design and color: a pinkish heart
against a blue background with patches of white and red in it. At first glance, it
might appear as a sandy island in the middle of the ocean. On the right-hand
side there is a list of words that perhaps did not make it onto the heart itself,
but that are nevertheless important; the way the words have been placed is sug-
gestive of a map’s chart key or ‘legend, referring to the writing on a map (from
the Latin word legenda, ‘things to be read’). The heart itself is divided into sec-
tions by black lines and fields. In each section, words and symbols can be seen.
The top left part of the heart contains the words FRIENDS accompanied by two
small bluish figures (a boy and girl), two small conjoined gold hearts, a moon
crescent (with nose and eyes) and three star symbols, and the words MOON
and STARS. The other sections are furnished with words and images and sym-
bols more or less in the same way. One small section contains only one, fairly
large image, that of a black dog; others have more varied content.

As a whole, the image is visually striking. But not in the same way as a de-
tailed, bird’s eye view map would be; it does not look anything like Christopher
Robin’s playworld map, or other maps and panoramas of childhood geographies.
Fanelli’s map is abstract and symbolic and represents an inner reality rather than
an outer, spatial reality (even if that too happens to be a fiction). And although
there are no conventional cartographic symbols in the map, the two-dimension-
ality of the map, the island layout, the legend and the general level of abstraction
all work to produce the effect of a map. The single, symbolic objects and signs
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(ice cream cone, car, stick, pair of glasses, exclamation mark) are, for instance,
placed in what appears to be specific places, designating the place in the heart for
an ice-cone, or a pair of glasses, etc. Therefore, one could argue that these visual
objects are to be treated as subjectively conceived cartographic symbols.

I would also argue that this is where we find the humorous potential of
Fanelli’s heart map as well: in the ironic clash between form and content. The
form and the genre are that of a map, but the content is conceptual, not fac-
tual, describing an inner world not an outer, giving spatial form to that which
is not spatial. A similar argument could also be made for the ‘map of my day’
in the same book. Another unexpected, humorous effect is to be found in the
juxtaposition of strong, simple sentiment and a high level of abstraction. Fi-
nally, almost all maps in children’s books, this one included, rely on the contrast
between the serious, scientific pretensions of cartography on the on hand, and
the naive aesthetics, the small world-setting (bedrooms, playworlds, childhood
geographies), the intended child audience, and the element of play that we find
in children’s literature. This contrast can be perceived as condescending, comic,
touching, subversive — or all of it.

Another picture book which uses a map to produce a humorous effect is
Taro Miuras Tokio. The picture book locates a child in the world and then
zooms in on a specific place, the child’s home. On the very first page, there is a
Q&A: “Listen, Cow, can you tell me where Tokyo is?” On the following page,
the reader encounters a black and white cow standing in profile in front of
a red brick background dotted with Japanese characters. The cow’s response
is, “Yes, of course, with pleasure. Look, here it is” On closer inspection, one
sees that the cow points with her tail at a red spot on her hide. The spot looks
very much like a map of Japan, and the rest of the cow’s hide turns out to be
a map of the world. Again, humor is derived from the contrast between the
big world (the earth) and the small world (a child’s life-world). But play and

Fig. 8: T. Miura, Tokio, Valencia 2006
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humor is important in other ways too. The background with its Japanese letters
is also interesting. These words spell out seemingly random things like Tokyo,
thank you, Japan, Spain, cow, Fuji-san (mt Fuji), Hello Media Vacca, and Taro
Miura. The Japanese words are apparently used as decorative elements rather
than to communicate and are kept intact in foreign language editions. Maybe
one could argue that they, in the translated contexts, can be seen as signifiers of
Japaneseness. Technically, this is a map with iconic and verbal content as well
as cartographic. For not only do we recognize a simple but functioning world
map on the cow’s hide, but the tail also does double work as an arrow, pointing
to a specific location. It also fulfills two of the basic map functions: referencing
(country, city), and producing a fictional space for the narrative. In this case,
the world conjured forth is “Tokyo’ as a play-space, with images of animals and
toys. The element of play is even inscribed in the form, as here, where the con-
junction of cow and map reads as a visual joke.

CONCLUSION

Maps in children’s literature come in many shapes and shades, and they ful-
fill many different functions. In this article, I have focused on the humorous
and playful aspects of maps in children’s books. In my first example, the map
in Winnie-the-Pooh 1 argue that what we see is part of childhood geography,
a playworld. Such playworlds present a humorous or subversive view of the
child-adult order. Following Northrop Frye I maintain too that Pooh’s map
produces comedy in the low-mimetic mode. To a greater or lesser extent, this
is, of course, true of all children’s maps.

As others have pointed out before me (see Goga 2015), the pictorial ele-
ment tends to be more dominant in children’s maps than in maps for adults.
This is something that my analyses corroborate. I would also say that the picto-
rial element adds to the playfulness and humor of the maps. Paradoxically, too,
the pictorial content can also lead to a higher degree of abstraction. Fanelli’s
and Miura’s maps, for instance, chart time and relationships in both complex
and colorful and humorous ways.

Turning to detective series, Widmark’s and Willis’s map presents a child-
hood detective geography, signaling playfulness by innovative and playful use
of perspective. Cowell, on the other hand, in her parody Viking narratives,
creates a humorous atmosphere in her maps of Hiccup’s archipelago mainly by
naming (Meathead village, Pointy Point, etc,) and employing consciously en-
ergetic and sprawling handwriting.

Maps are frequent in travelogues and fantasy literature for all ages. But
where fantasy maps usually attempt to anchor a fantasy world to a sense of
the real, to make it credible, the maps in Walter Moers’s Captain Bluebear are
in the comic fantasy vein, and intentionally incredible. The Planmaker’s map-
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embodiments and the interior map of the Bollog’s Brain — used in the text itself
— are two examples. But even Captain Bluebear’s own map of Zamonia or the
first map in the book, of existing and lost continents, and Zamonia’s relation to
the rest of the world, situates the fantastic in a Tall Tale-mode of storytelling.

This self-conscious, tongue-in-cheek attitude to maps (while still taking
them utterly seriously) is something that all of the studied maps have in com-
mon

They have all been touched by play.
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Merry Pictures of the Little Folk:
The Cartoon Magazine Veselye kartinki,
or What's Left of the Socialist “Children’s World”

Abstract: My paper deals with Veselye kartinki (Merry Pictures), a month-
ly children’s cartoon magazine launched by the Komsomol in 1956 and de-
dicated to the youngest generations of the “new socialists” (age 4-8). In its
heydays in the early 1980s the magazine reached a circulation of 9,5 million,
which indicates that Merry Pictures had become an essential part of post-Sta-
linist childhood. Generations of small readers found it attractive for several
reasons. The journal was indeed comparatively “merry” und funny - not least
because it was exempt from censorship, and so it was the only publication of
that kind in the Soviet Union. Moreover, among its illustrators were a number
of artists who are today well known for their participation in the nonconfor-
mist art scene (for example Ilya Kabakov and Victor Pivovarov), which gave
the merry pictures their specific visual quality. The magazine proved to be an
“image machine” even after the end of the Soviet Union. It survived the Soviet
childhood by a good two decades and granted its characters, the little folks, an
afterlife in the mass culture of the new Russia. However, this is not only the
story of the magazine and its attempt to visually shape a newly created con-
cept, arising with the Thaw, of a merry childhood that entered the currently
emerging canon of visual socialism. Rather, there are two other, contradic-
tory understandings of Merry Pictures and its Merry Folks” Club that can be
found currently. According to one, the Merry Folks are considered the first
Soviet comic heroes, who were correspondingly free of politics and harmless
for their readership. The other regards them as socialist “pathos formulas”
in a format for children that populate the art of Moscow Conceptualists as
thoroughly ideological Soviet symbols. This paper attempts to augment the-
se two selective “remnants” with the primary history of Merry Pictures and
demonstrate a productive arsenal of images and figures was developed over
a half-century, precisely in the tension between everyday free spaces and po-
litical stipulations.

Keywords: cartoon magazine, post-Stalinist childhood, illustrations, Merry
Pictures
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0. INTRODUCTION

A good quarter century has passed since the Soviet Union broke apart and with
it, the Soviet children’s world has ceased to exist. And although visual represen-
tations of this children’s world still circulated for some time, by now the “merry
pictures” of this childhood have become a generally collective screen memory
even for the last generation “born in the USSR” Merry Pictures, the children’s
magazine that will be our focus here, made a significant contribution to the pro-
duction of images that dominated the visual cosmos of Soviet childhood in the
second half of the century. In retrospect, especially the little folks that appeared
in cartoons became symbols for the socialist past. The so-called Merry Folks’
Club was the miniature issue from the magazine’s editorial board or a kind of
children’s Central Committee that generated, occupied and ruled the happy
world of stories presented as sketches or photo collages.

This article asks what is still left of the visual cosmos for the little ones and in
particular their small heroes, after the disappearance of the Socialist world. On
the search for the remnants of the magazine, images, and figures undertaken here,
we encounter practices of reception and application that attribute an additional,
later signification. These practices will be introduced in the following. Two con-
tradictory tendencies can be recognized in this process: one that depoliticizes the
merry childhood and declares it a harmless realm of children’s “funny pages,” and
one that submerges it completely in its ideological contamination. In the process,
the actual story of the happy images is almost completely pushed out of focus.
This motivates me to trace the story, at least roughly and demonstrate how the
magazine developed a productive arsenal of images and characters. Particularly
in the tense relationship between children’s everyday life, presented as merry and
entertaining, and their political exploitation to ideologically educate the children,
the magazine and its images have had a potential that reached far beyond the So-
viet children’s world and even the end of the Soviet Union.

1. MERRY PICTURES - MAGAZINE OF A NEW “FUNNY” CHILDHOOD

The magazine Merry Pictures is a child of the post-Stalin Thaw. At the start of
the mid-1950s, the Central Committee of the All-Union Lenin Komsomol ini-
tiated changes in the magazine landscape for children and youth.! Correspon-

! For the year 1974 the Bolshaia Sovetskaia enciklopedia (BSE 1978) lists twenty-five
monthly Pioneer journals, in addition to ten journals for Little Octobrists and pre-
schoolers throughout the Soviet Union. Their total circulation was more than 17.5 mil-
lion. Besides Merry Pictures there was one more magazine for preschoolers, Maliatko,
which had been published in Ukrainian since 1960. Beginning with the mid-1950s
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dingly, a new children’s magazine commenced only a few months after Khru-
shchev’s secret speech. For the first time in Soviet history, the youngest readers
that did not yet belong to the Little Octobrists would become a target audience.
However, the goal was not, as one might assume, the expansion of ideological
control into children’s rooms, but rather a re-coding of childhood from the very
beginning in order to open up a new space for a new generation: away from the
“happy childhood” of Stalinism and towards the “merriness” of the Thaw.
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Fig. 1. Merry kids from all over the world. Merry Pictures (Cover 1957, July, ill. Boris Fridkin).
Staatsbibliothek zu Berlin/C.G.

The magazine’s title alone seizes on the shift in the attribution of childhood
in this era: in this project the children’s happiness ordered by Stalin (,Thank
You, Comrade Stalin for Our Happy Childhood!“*) was replaced by a newly
discovered childhood trait — a merriment not owing to the system but rather
inherent in children’s “biological nature” The analysts of the Soviet 1960s, Vail
and Genis, put it this way: “As the birds sing, so the children of October also
sing” (Vail/Genis 2001, 114).

Under the leadership of Ivan Semenov, who up to that point had been an
illustrator for the Soviet satire magazine Crocodile, the first issue appeared at
the beginning of the school year in September 1956. The initial limitation to

and on behalf of the initiative of the Central Committee of Komsomol magazines for
school kids and pioneers were established all over the Soviet Union in the various na-
tional languages.

2 See also Kelly (2005, 199): “[...] as the Stalin cult became established over the course
of the 1930s, [...] the leader was also shown as being directly responsible for the lives
and fates of children. Children were encouraged to treat Stalin as a role model [...], an
all-powerful paternal figure to whom demands might not be made, but who might be
beseeched for favors and thanked?”
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30,000 subscriptions made the magazine something sold under the counter
and the subscription vouchers became a valuable medium of barter for other
scarce items. For example, one of the original editors, Feliks Shapiro, recal-
led how he exchanged three or four of the highly sought-after subscriptions
for a kayak (Shapiro 2011). Sales figures exploded following the repeal of the
printing limitations in the course of the 1960s. They were already 5.6 million
in 1971 (BSE), later 9 million, and in the 1980s even 9.5 million. Circulation fi-
gures sank during the period of transformation and then collapsed during the
financial crisis of 1998. In 1999 the circulation was only 140,000, the publisher
most recently listed 118,000 copies. However, at its height Merry Pictures was
considered the most widely-circulated Soviet children’s magazine.

On its pages, a number of young Russian-speaking Soviet citizens made their
first acquaintance with the visual appearance of their future idols, the heroes
of booklets, books, animated films, hand puppets, children’s musicals, and
further children’s products. But the Merry Pictures also played a role for Soviet
children in other republics and for children in the states of the Warsaw Pact in
the context of Russian language instruction and translation. The little folks were
a sort of brand of the post-Stalinist Soviet childhood for several generations.
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Fig. 2. The Merry Folks’ Club, Merry Pictures (Cover 1971, July).
Staatsbibliothek zu Berlin/C.G
However, these characters that made up the club were everything but clear
role models. The leader of the folks was the artist Karandash. Invented by Se-
menov, he was able to create a wonderful world with his pencil nose. This typ-
ical “lirik,” a representative of the creative intelligentsia, was clearly in com-
mand of the magazine. After a couple issues, he was joined by a figure also
created especially for the magazine. Made up of bolts and a battery, Samo-
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delkin (a DIY robot) represented the intelligentsia’s other wing, the “fiziki”
or scientists and engineers. In this way, two characters dictated the tone with
which the adult Shestidesiatniki (sixties’ generation) modeled their cultural
environment. The other folks came from Russian or international children’s
literature and found a secondary use in the magazine. Against the backdrop
of the exemplary, emotive “hero children” around the central identification
figure of “Stalin” that had exclusively populated the worlds of children just a
few years before, these new, merry figures had something unusually non-con-
formist. They were more or less clear variants of the Russian auto-stereotype
Ivan the Fool with emphasized defiant, non-conformist, even ostentatious
characteristics, critical of the system even in their original contexts. In addi-
tion to Petrushka, the simpleton from the realm of Russian puppetry, there
was a Soviet Pinocchio, Buratino from the land of idiots, the little Czecho-
slovakian smart-aleck Gurvinek (the children’s equivalent in the marionette
duo Papa Spejbl and his son Hurvinek), the Italian miniature revolutionary
Chipollino from a children’s story by Gianni Rodari, and Neznaika, cheeky,
confident and beloved by all, who was originally created by Nikolai Nosov in
the Russian-Ukrainian children’s magazines Barvinok.

Only after a few issues was it noticed that the club was made up exclusi-
vely by men - and then was augmented by a token woman, sometimes An-
dersen’s Diumovotchka (Thumblina), sometimes the flower girl Sineglazka
(Blue Eyes) from Nosov’s Neznaika fairy tale. The pale girl had no apprecia-
ted task in the club - either to be comforted, water the flowers, or call the
gang of boys to order. In addition to the members of the club, there were
many more representatives of national and international children’s worlds
scattered across the pages of the magazine. Not only figures from the past
such as Munchausen, characters from Grimm’s tales, or Gulliver, but every-
one and everything that appeared on the stage of children’s literature or film
in the Soviet Union sooner or later also made an appearance in one of the
magazine’s picture stories.

This new, monthly magazine containing cartoons and illustrated stories,
rhymes, riddles, crafts and drawing exercises for pre-school children is ge-
nerally considered extraordinary. It was, as the only printed material in the
USSR, completely exempt from censorship by Glavlit (General Directorate
for the Protection of State Secrets in the Press). Permission to print was issu-
ed exclusively by the Editor in Chief (A. V. 2001). It is frequently asserted that
the magazine was “free of politics” because in wise anticipation, no obituary
of political leaders appeared under the headline of Merry Pictures.

However, even the merry poems and funny images did not help in the end.
No magazine, not even Merry Pictures, could have been placed completely out-
side the contemporary societal discourse. Shapiro put it in the handy formula:
“even for Merry Pictures, life in society and therefore being free of the society is
a thing of impossibility” (Shapiro 2011). Even the mystique of an emphasized
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“freedom from ideology” already formed a significant example of the culture
of the period of the Thaw and therefore was entangled in the processes of con-
temporary politics.

However, the dominant selection criteria of “funny” or “not funny” (smesh-
no - ne smeshno; Shapiro 2011) that reminded the editors of the central ques-
tion of their “topical rounds” (Shapiro 2012, Sergeev 2005), could be upheld
for an impressively long time. The first decade was in fact almost completely
without paying tribute to Soviet celebrations, days of remembrance, the Red
Army, or Soviet patriotism on the covers. And ideological topics remained
marginal in the booklets. Nevertheless, Shapiro still reported reoccurring de-
bates with superiors about the necessary realism of the little flowers and bun-
nies. Every single so-called “humorist,” who also drew satires for Crocodile,
knew where the borderline of the permissible was (Chizhikov 2010a). Among
the editors, a “responsible secretary” delegated by the Central Committee of
Comsomol ensured the party line was upheld. According to Viktor Chizhikov
(2010b), fortunately Nina Ivanovna Ivanova, who held the post, “had a good
sense of humor”

But the appearance of Merry Pictures changed significantly, even before
Ivanova followed Semenov as Editor-in-Chief after one and a half decades in
1972. One of the reasons was a declaration by the Central Committee of the
CPSU in 1969 regarding the “measures towards the continued development of
children’s literature” (O merach po dalneishchemu razvitiiu sovetskoi detskoi
literatury). This prescription ordered a rise of the “ideological-artistic” stan-
dards. From then on the media directed towards children should once again
train the smallest readers in “devotion to communistic ideals,” “love of coun-
try, “high moral and ethical characteristics,” and “the sense for proletarian
internationalism,” as well as enthusiasm for “learning and work” (BSE). An
additional reason was the accumulating celebrations of state self-assurance
that characterized the following decades. The conceptual artist Vitaly Komar,
who was particularly sensitive to the symbolic household of Soviet ideology,
would recall the time as follows: “1967 — that was drums, exhibitions, decorat-
ed streets, slogans; 1968 — 50 years of the Soviet army, and this continued with-
out interruption till 1972, the 50th anniversary of the pioneer organization [...]
it seems to me as if the spirit of the seventies were already determined by these
drumming anniversary years...” (Komar 2010, 140).

A dominant red color and the necessary attribute of Soviet celebrations
then appeared on the covers of Merry Pictures with pleasant regularity: red
flags, insignia, weapons — and above all, fireworks. Yet even when the folks mu-
tated into miniature versions of Chapaev, Petia and the machine-gunner Anka,
for example, the “humorists” were still able to outwit the state regulations. The
relevant memoirs report the efforts undertaken to outflank the rules (Shapiro
2012). For example, in commemoration of Vladimir Illich’s hundredth birth-
day, a board game was developed in which each player had to make their way
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around Petersburg to Smolnyi as Lenin by rolling the dice and of course had
to hope that all the other Lenins would fall victim to the lurking dangers and
never arrive.

In 1977 the appearance of the magazine changed once again due to a diffe-
rent reason. With the new Editor in Chief, Ruben Varshamov, who came from
the sphere of nonconformist Moscow art, Semenov’s concept of “above all,
funny” came to an end. The “humorists” employing a thematic approach were
gradually replaced by illustrators referred to within the masthead as “formali-
sts,” among them names such as Ilya Kabakov, Eduard Gorokhovski or Viktor
Pivovarov. Well into the 1980s, the magazine Merry Pictures, which had clearly
been brought into line ideologically, now fulfilled its educational mission and
commemorated Soviet Army Day, Lenin’s birthday, the victory celebrations, or
at least the 1% of May, the Great October Socialist Revolution, and so on, with
title images and small stories. The ratio of “pieces of a political nature” was
hardly different than in other children’s magazines that were under the rule of
censorship, which was demonstrated in a comparative study with Murzilka for
the years 1980-82 (Monsurov 1986). However, many of the humoristic pieces
from the previous years were simply repeated, making a part of the issues still
funny and harmless. And there were experiments — this was new — in a fan-
tastic and often surreal way with words, type, the medium of books, and the
drafting of fantastic worlds — a small imitation of what was being attempted in
the circles of informal art.

However, these renewals were also viewed skeptically within the masthead,
which did not consider these free games by the “formalists” fit for children
(Sergeev 2005, Pivovarov 2001). It was no coincidence that these kinds of illus-
tration were linked to the textual and book art of the taboo Russian Avant-
garde. The “humorists” could not recognize their vision of little bird children
singing and eternally spreading a merry Soviet children’s realm in illustrations
in which the abyss of the absurd could become visible, even if only partially, and
challenge the children’s appetite for interpretation. Despite all the fun, since the
mid-1960s this merry world also delivered pre-determined templates with a
starkly outlined educational mission into which the children should grow. This
program was vividly illustrated in one of the first “political” pieces: the merry
folks were once photographed through the still visible, much too large deletions
of a wall of photos, with the heroes of the Red Army painted in as a kind of an-
ticipation of their heroic future.

One of the last Soviet issues, from February 1990, articulated the next ide-
ological paradigm shift. For the first time, the editor addressed the adults,
rather than the children, with a justification. Several consecutive issues had
already offered the small readers biblical themes as merry pictures. This was
explained as follows: “I believe in our children. I believe that they will be bet-
ter than us, better-natured, more honest, better educated.” Yet even this belief
can only be achieved by an assertive educational program - as was further
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explained: “So let us help them to become this way. Let us inoculate the chil-
dren from the beginning. [...] they absolutely have to learn the biblical stories”
(Bartenev 1990).

Now in a tailspin, the magazine, by then with Inna Antipenko at its helm,
had difficulty maintaining its readership in the 1990s. From the cover images
of those years that oscillated between sadism, tastelessness and lasciviousness,
with Buratinos and Karandash’s wooden noses providing an ideal setup, it is
hard not to get the impression that the fight for sales led to losing focus on
children. There were attempts made with “unobtrusive product placement” in
the cartoons and merchandising, for example for a Veselye Kartinki chocolate
(A. V. 2001). Despite decreasing circulation, the magazine recently celebra-
ted its 55th anniversary and the Editor-in-Chief was even presented a plaque
of achievement by the government of the Russian Federation for journalistic
commitment. However, around 2014 Merry Pictures was forced to close down,
largely unnoticed and unconfirmed to date. The living remnant of Soviet child-
hood or, more precisely, its most influential visual representation had - with
some delay - finally come to an end.

In the meantime, what is happening with the other vestiges of the merry
folks? In which contexts do the merry pictures still appear and which inter-
pretations are they subjected to? Embarking on a search for the traces of the
merry folks and the canonization and museification processes encountered
by the cosmos of images from Soviet childhood, one comes across practices
of reuse and interpretation for which the magazine and its evolution through
thirty-five years of Soviet history only played an indirect role.
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Fig. 3. Growing politicization and a dominant “red design” Merry Pictures (Cover 1970,
February). Staatsbibliothek zu Berlin/C.G.
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A) REMNANT ONE: MERRY PICTURES - “FUNNY PAGES” FREE OF POLITICS

Although the children’s magazine that influenced the visual appearance of the
Soviet pantheon of children’s heroes over the decades is as good as forgotten
today, it had promoted and spread its ideas for years when the real Soviet child-
hood had long become a “discrete historic past.”®> A publishing house, foun-
ded in 1991 and named after the magazine, produced games, books, and chil-
dren’s articles in the following years with the images of the little folks, which in
the meantime also included The Wolf and the Hare (Volk i Zaiats), Crocodile
Gena, Cheburashka, Karlson, and so on (Kukulin et al. 2008). In this way, the
visual representations of a Soviet childhood were reproduced in yet another
new context. Until recently, the folks “occupied” new children’s films, seria-
lized children’s literature, merchandizing, urban folklore, nostalgia-branding,
but also new Russian symbols. The former Soviet Mickey Mouse variant Che-
burashka comes to mind, which was the mascot of the Russian National Team
at the Olympic Games in 2004. In this way, the merry folks were kept alive in the
new mass culture of Russia as representatives of a childhood romanticized as
well as instrumentalized by the market economy far beyond individual memo-
ries of former Soviet children. However, within this new application, the little
folks were first stripped of their primary semantics and original narrative (Li-
povetskii 2001). Their original socialist mission had no meaning for the post-
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Fig. 4. Ambivalent image politics: Chapayev and Co in children’s format. Merry Pictures (Cover
1971, February). Staatsbibliothek zu Berlin/C.G.

* It is precisely in the insularity of the Soviet household of symbols that Nancy Condee
sees an explanation for the cult character of its representations in post-socialist pop cul-
ture despite its trans-historic dynamic (Condee 1995, vii).
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-Soviet consumer culture (G6lz 2005). Yet by now they have disappeared even
from there and other iconic images have stepped into their place. Here the vi-
sual representations of a global children’s culture are juxtaposed with new he-
roes of their own. For the youngest children they are called Smeshariki (funny
little balls), “Vova Superstar” (Putin) for the older ones.

Recently there has been the more work taking place on nostalgia internet
platforms and in generational projects (generation Veselye kartinki, Murzil-
ka, of the 80s and so forth) on the meaning and canonization of the finally
fixed world of images from Soviet childhood, beyond the debates of historical
and cultural studies. Within this context, the magazine and its little heroes
are evidence of a merry, largely apolitical childhood, a vision that is also gla-
dly utilized by the book market with various “retro-mania” approaches. For
example, the publishing house Veselye kartinki started with a reprint project
in 2013, shortly before the segment collapsed. In the meantime, the first ten
years of Merry Pictures have been published in a volume for aficionados, al-
though it is unlikely that further volumes will follow.

In particular, the Merry Pictures assume the role of the first (and more or
less only) Soviet comic strip, by which “first” also means the only encounter
with the genre in the course of a Soviet socialization. In light of the few Soviet
examples in the genre, a history in comics or comic studies, new in Russia,
cannot be undertaken without mentioning the comic magazine (Alaniz 2010:
65-6; Aleksandrov 2010). However, this mention usually remains brief, due
to the lack of corresponding material, if the picture books or the satire ma-
gazine Crocodile, with which Merry Pictures share at least as much, are not to
also be subsumed under “comic strips.” This is despite the fact that the carto-
ons of Merry Pictures are regarded as childish and harmless because they were
printed in an ostensibly “apolitical” pre-school magazine. Even the Tretyakov
State Gallery, as a museum crucial for the processes of canonization, has re-
cently joined in this trend toward the comics. Their “nostalgic exposition” of
the early 55th anniversary of the magazine at the end of 2010 carried the title
“Merry Pictures — the First Russian Comic Strip.”

To give historians of the comic their due: the merry pre-school magazine
did in fact start with a real comic strip next to other, conventionally drawn
picture stories. In the first four issues, the little traveler Petia Ryzhik and his
dog friends Mika and Muka are able to experience their adventures in pa-
nels and with speech bubbles. The comic story — which is not coincidentally
reminiscent of Hergé’s Tintin — was illustrated personally by the head editor
Ivan Semenov. However, already by the second installment, which appeared
the following year, the text was pushed below the pictures and presented by
an authorial narrator. The book version of the travel adventure that followed
seven years later was a regular picture book with narrative text and one par-
ticularly large illustration per page (Semenov/Postnikov 1964). When Seme-
nov’s comic was reprinted from the first issue in commemoration of the 25%
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anniversary of the magazine, it did not seem antiquated in the visual context
of the time, but rather like a message from another world, the utopia of the
Thaw. Only at the end of the 80s and shortly before Walt Disney flooded the
post-Soviet children’s world did true comics reappear on the pages of the
magazine and told, surely not without coincidence, of breaking out of old
routines: the folks reconstruct the closed loop of their toy train into a west-
bound railroad track.

My accentuation of speech bubbles may seem like sophistry, but this
makes clear where the line between the merry childhood and its freedoms
was drawn and how the designation of “free of censorship and politics”
should be relativized. One problem for speech bubble comics in the USSR was
that they had to serve as an example for the corruption and unenlightened
state of capitalist culture. They were considered one of the reasons why
“Jonny reads so little” and promptly becomes delinquent (Lapitskii 1958).
A further problem is clearly connected with the freedom that the Soviet
system granted the merry children. The speech bubble comic, the plot of
which was generated by the sequential interplay between word and text
was, into the 1980s, considered a genre that gave the young readers large
spaces for interpretations without being controlled by a (extra-diegetic)
narrator (Monsurov 1986). Therefore, it was not the children that deduced
the world in merry pictures but here, too, despite all censor-free pre-school,
an authorial voice for the interpretation.

This makes the sporadic exceptions all the more astounding that were
granted to the speech bubble comics on the pages of the Merry Pictures de-
spite the cultural cold war and the socialist conception of humanity. This was
particularly the case in 1957 and 1980, when the world was a guest in the
magazine on the occasions of the World Festival of Youth and Students and
the Olympic Games, respectively. Through these events, Mickey Mouse also
came to visit, and was celebrated within the former and competed against in
the latter.

In addition to the labels of “comic strip” and of being “harmless because of
the absence of censorship and politics,” there is frequently also the reference to
a “refuge of neo-avant-garde text and word artists,” when Merry Pictures is dis-
cussed. And this is precisely where a contradiction can be found. The official
Soviet editorial department, due to its supposed distance from politics, was
deeply ingrained in the biographies of informal “underground” artists as so-
mething not corrupting anyone. But Merry Pictures was more than a putatively
innocent source of earning. It was precisely the magazine and its illustrations
that delivered the visual material that came to indicate the “Soviet” as an ide-
ological sign-system in these artists’ unofficial works of art. The cultural icons
of Soviet childhood, flowers, bunnies, merry folks, and company, all served the
artists’ analytical work of deconstructing the ideological interweaving of the
Soviet trove of images and the discourses influenced by it.
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Fig. 5a-5b. Comic strips with speach-bubbles in the first issues of Merry Pictures. Merry
Pictures (1956, September, ill. Ivan Semyonov). Staatsbibliothek zu Berlin/C.G.

B) REMNANT TWO: MERRY FOLKS - DECONSTRUCTED

For this second variant of the “postmortem” canonization it is no less true that
the visual world that emerged from Merry Pictures has finally become “cold” The
illustrated heroes of Soviet childhood have not only lost their relevance in popu-
lar and consumer culture, by now their afterlife in artistic work also appears to
have come to an end. Pavel Pepperstein and his cycle entitled Holy Politics (2013)
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might suffice here as an example,* though Pepperstein, member of the Inspection
Medhermeneutics group, which was extremely active in the deconstruction of
Soviet childhood as an ideological discourse, also made an effort to achieve a vi-
sual “childlike language” in Holy Politics (Harrison 2014). But the symbols of the
world developed there already originate from a global social “Imaginary” (Ca-
storiadis) from which the Soviet little folks are completely absent.

Since the 1960s and during the time when Merry Pictures became a true mass
phenomenon, artists began to utilize “unartistic” and “childish” approaches in
the context of Unofficial Soviet Art. But they also exploited “Soviet childhood”
as a “discourse mask” that they might pull over themselves or their work. It’s
not surprising that they also quote the Merry Pictures. Their little heroes were
employed as representatives of homo sovieticus or as signal that evoked schi-
zophrenic Soviet everyday life in the work and artistic projects of SozArt and
Moscow Conceptualism.

Of course, first and foremost, those artists, belonging to the “drugaya kul'tura”
(the other/different culture), played a role in the re-using and re-coding, as they
earned their money from the illustration of the official merry little pictures.
Ilya Kabakov’s technique of “marginal drawing,” for example, is regarded by
scholarship as being directly connected with his work as illustrator for children’s
printed materials (Gerasimenko 2013). In his unofficial corpus of works, the
main representative of the “Romantic” school of Moscow Conceptualism uses
visual childhood elements as confounding factors. These elements pull new
levels into the flat drawing and challenge established image formulas with their
seemingly unmotivated appearance (Kabakov 2001, 145-6).

Beginning in the 1970s, the involuntary leitmotifs of Merry Pictures, count-
less bunnies and carrots, started to appear on the surfaces of Kabakov’s sketched
worlds, irritating their given order. However, Kabakov also utilized them to help
him settle a score with his lucrative but despised bread-and-butter job as an il-
lustrator, and with the Soviet system as a whole. In a later piece entitled Table
XXIX: Rabbits and Carrots (1994) he transposes the composition, reminiscent
of a bunny-carrot-cartoon from the very first issue of Merry Pictures as a hypo-
critical costume onto a stenciled lettering that is on the second level or rather
the bottom layer of the flat image space. The obscene “Fuck off!” (POSHEL NA
KHUTI!) can be deciphered behind the rabbits and carrots. “The almost natural
everyday object” here is no longer “touching and educative,” according to the
artist, but is exposed as a strategy of deception. As with the Potemkin villages,
the childhood motifs are only cute facades which are (ideologically) demarking
and delimiting: “like old broken plywood planks that cover some crook fences,
so generals don’t see holes, or so children don’t get away” (Gerasimenko 2013).

Not all artists distanced themselves so radically from the image worlds of
Merry Pictures — on the contrary: the most consistent “Romanticist” among the

* The cycle awarded the highly prestigious Russian Kandinsky Prize in 2014.
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Conceptualists, Viktor Pivovarov, also identified himself as an artist with the
children’s cosmos of the Merry Pictures.” In contrast to Kabakov and his ironic
deconstruction, Pivovarov retained the visual language of his children’s illustra-
tions even after his resettlement to Prague in the mid-1980s. In Pivovarov’s dra-
wings, the visual reflexes of Soviet childhood, as developed in the Merry Pic-
tures after the humoristic phase under Semenow, still influence his work today,
a “partially merry, partially serious game with the dimensions of childlike” In
this game the images serve “as levels of reflections of human existence and the
actual artistic work” (Bienert 2001, 18).

Fig. 6. New logo by Victor Pivovarov: the Merry folk's ABC. Merry Pictures
(typical cover-header in 1981). C.G.

The next stage of reflection, in which the visual childhood cosmos of the late
Soviet Union is deconstructed in theoretical and fictional writing, as well as in
visual and spatial work, took place beginning in the 1990s with the younger ge-
neration of Conceptualists. This included Pavel Pepperstein, introduced as one
of the central figures at the outset of this section as the son of Pivovarov. At this
stage, the Soviet discourse about childhood and its visual representation was
integrated into the self-canonizing work of Moscow Conceptualism, for exam-
ple as entries of the Terminology Dictionary of the Moscow School of Conceptu-
alism (Monastyrskii 1999). Pivovarov sees a direct, conceptualizing reaction to
his own work in these artistic reflections, and with them, to the visual world of
Merry Pictures (Pivovarov 2001: 222).

An even more direct identification with the Club and simultaneously its ra-
dical ironic deconstruction can be found in Juri Albert’s work. Albert appro-
priated the title figure from Merry Pictures, the artist Karandash, for pieces
created in the 1980s. The children’s figure served as an artistic persona (“perso-
nazh”) in self-portraits and in other drawings as a usurper who forces himself

5 Some consider Pivovarov to be the unofficial head illustrator of Merry Pictures (Vasileva
2008, n.p.) for the time around 1980. Among other things, he created the famous logo
that rendered the merry folks as letter characters that gave the magazine cover its “for-
malist” lookup until the end.

Filoteknos 9.indb 151 2019-09-20 12:47:24



152 Christine Golz

into foreign, equally borrowed visual spaces. Albert frequently also copies sim-
ple cartoons from the back issues of Merry Pictures which he then transfers to
the format of a large canvas and into a “serious” painting style. In the gesture of
this “foolish” appropriation, Albert the copyist ironizes the role of the artist in
Soviet society that was highly ideologically charged. At the same time, with the
citation of a “drawn illustrator;” he refers to the inter-systemic irreducibility of
the role of the artist, which also applies to himself (Groys 1991, 240).

Even in the cultural space after the end of the Soviet Union, the little folks
pressed forward. Konstantin Zvezdochetov, for example, an artist of the more
recent generation of Conceptualists, used the remnants of Merry Pictures in a
post-socialist perspective. In the “pseudo-folklore” piece Chippoliutsiia (2000)
he makes the now-adult Chipollino mutate into a plump “new Russian” and
grins down from an imitation tapestry decorated with ornaments of fertility
(Zvezdochetov 2001).
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Fig. 7. ABC (first part), Merry Pictures (1981, January, ill. Victor Pivovarov).
Staatsbibliothek zu Berlin/C.G.

The deconstructivist treatment of Soviet childhood heroes in works of art,
demonstrated here on the basis of a few examples, updates the visual history of
the folks in the new contexts of exhibitions, catalogues, and oeuvres, and places
the rest of Merry Pictures in a completely different, thoroughly global recep-
tion context. There it is above all the secondary or even tertiary semiotization
of the socialist representations of childhood. On the one hand, the little folks
receive a clear reappreciation, even overrating.® On the other hand, they are

¢ Within the two-volume novel project by Sergey Anufriev and Pepperstein entitled Mi-
fogennaia liubov kast (Mythogenic Love of Casts), in which the nearly-godlike Merry
Folks Club populates the psychedelic imagined Soviet myths (Golz 2007/8), it is said that
“God-Artist turned in dance with the queen of the flowers. God-Russian-Boy wiggled in
dance with the God-Robot [...]” (Pepperstein 2002: 354).
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utilized like flat adhesive pictures that simply stand for socialist “pathos for-
mulas” without difference and beyond their primary history.

2. ENOUGH OF THE FUNNY BUSINESS

This article intended to demonstrate that the Soviet childhood has, by now,
finally become history, even in its perhaps last representation as the hardy
magazine project of Merry Pictures. But other kinds of “post-historical” re-
ception should also be mentioned. They generate new meanings and contexts
for the pictures and in the meantime, as the “first Russian comic” and “dis-
course mask of Moscow Conceptualism,” have become a part of the canon of
the visual imagery cosmos of Socialism in its Soviet or, more precisely, Rus-
sian Soviet, variant. In that way, to a certain degree they provide contrary
identifications of Merry Pictures as a comic strip free of ideology and as a fig-
uration of socialist “pathos formulas” contaminated by ideology. But they are
not the only remnants left from this formerly so dominant world of imagery
from Soviet childhoods. Over more than thirty years it can be seen how the
magazine used its latitude for shaping a multifaceted childhood despite in-
creasing limitations. However, what remains left out here for reasons of space
are the practices with which the actual recipients, the Soviet children of the
late 1950s, 60s, 70s, 80s and early 90s, dealt with Merry Pictures and the merry
childhood presented there.
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Abstract: At the core of my investigation is the process of amalgamation of text
and image within the boundaries of the illustrated book for young Soviet read-
ers. As a part of the general desire to translate Communism into idioms and
images accessible to children, books visualized ideological norms and goals in
a way that guaranteed easy legibility and direct appeal, without sacrificing the
political appeal of the message. Illustrated books presented the propagandistic
content as a simple narrative or verse, while also casting it in images. A vehicle
of ideology, an object of affection, and a product of labor, the illustrated book
for the young Soviet reader became an important cultural phenomenon, de-
spite its perceived simplicity and often a minimal set of technical devices.

Keywords: collectivism, picture books, interknizhki, class solidarity, illustrator,
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In one of his most celebrated stories for children, The Military Secret, 1934, Ar-
kady Gaidar depicts the life of a Soviet pioneer camp populated by a true inter-
national unity of children of all walks of life: Bashkir girl Emine is best friends
with half-Jewish, half-Russian boy Al'ka; young trouble-maker Polish boy Vla-
dik Dashevsky befriends the Chechen Ingulov whose troubles with Russian
language do not bother his new friends, since he finds a personal translator and
defender in another boy from Kuban; Lybat'ko, who knows how to speak Che-
chen and is ready to help his new friend. In fact, young pioneers do not need a
translator since they understand each other even without words: they live and
play together, spending their summer vacation in the Crimea at the Black Sea,
resulting in the proverbial image of the happy soviet childhood depicted as all-
-inclusive and non-discriminatory of color and race (Fig. 1). Even when the
annoying Jewish pioneer Yos'’ka Rozentseig, with his constant social activity,

! I am thankful to the following institutions for their permission to use images: the Rus-
sian Digital Children’s Library (http://arch.rgdb.ru) and the Cotsen Children’s Library,
Department of Rare Books and Special Collections, Princeton University. All transla-
tions of Russian sources are mine, unless otherwise noted. I am grateful to Boryana Bor-
isova and Taylor Plantan for their help in preparing this article for publication.
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becomes the victim of
anti-Semitic slander,
it is Dashevsky who
violently ~ confronts
Rosenzweig’s accuser
and defends Yos'ka;
despite the fact that
Dashevsky had him-
self previously gone
through a confronta-
tion with Yoska, he
cannot stand silently
when his fellow pio-

s S neer is insulted.?
Fig. 1: Arkadii Gaidar. Military Secret/Voennaia taina.Moscow: Gaidar’s children
Detskaia literatura, 1964. Courtesy of the Russian Digital

embody the future of
the Soviet land: Natka
Shcheglova, the Young Pioneer leader states: “How many wonderful Soviet pe-
ople are growing up together now!” (Gaidar 1964: 207). Although the story has
its tragic element (little Al'’ka becomes the victim of his father’s dispute with
the saboteurs on the Soviet construction site), the experience of losing a friend
unites children even more. This children’s paradise of friendship and equality
remains important for Gaidar: in another story, The Blue Cup,1936, the author
returns to the topic of anti-Semitism once more: Berta, a Jewish girl from Ger-
many who escaped with her father from the horrors of fascism, is insulted by
one of her playmates. The other children immediately come to her rescue, cal-
ling the offender a traitor and a fascist and refusing to include him into their
circle. Gaidar’s children characters have a strong sense of justice and they resist
any manifestation of national inequality: they are model citizens of the future
land that Gaidar created in his imagination. Such a super strong insistence on
international paradise in his stories for children made his adult readers truly
suspicious of reality, and rightfully so. By analyzing the early works of Soviet
children’s literature that depict such a topic of Communist upbringing as inter-
nationalism and friendship among nations (italics are mine — MB), one can
find wide an array of texts that offer a very different approach to the portrayal
of young representatives of different parts of the world.

In her article “The End of Empire? Colonial and Postcolonial Journeys in
Childrens Books,” Australian scholar Clare Bradford asserts the following: “To
read children’s books of the nineteenth and twentieth centuries is to read texts
produced within a pattern of imperial culture” (Bradford 2001: 196). Using te-
xts written about “the far reaches of the British Empire,” Bradford comments on

Children’s Library

2 Gaidar, Arkadii. Voennaia taina, p. 36.
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how the land and indigenous peoples “out there” are othered in order to produ-
ce and sustain an idea fundamental to colonial discourse: that “Europe... is the
norm by which other countries and peoples are judged” (Bradford 2001: 197).
Soviet children’s literature of the 1920s-1930s provides convincing evidence
for the existence of similar practices, with the role of Europe (or British Em-
pire in Bradford’s case) assumed by Soviet Russia. I would also like to suggest
that in the early 1920s Soviet children’s literature became the precursor to the
new ideological discourse of otherness that was later successfully adapted for
literature for adults.

As a political institution, children’s literature became an important part of
the literary debate in the early Soviet years since in the new Soviet state it was
supposed to provide the blueprint for becoming productive citizens of this
newly formed society. It is interesting to note that this new discourse of depic-
ting the other in children’s literature first focused on the depiction of the life
and tribulations of foreign children, thus providing a convincing comparison
with the lives of their Soviet counterparts.

Childrenss literature very early on became captive to the notion of “red patrio-
tism” (as defined by the Russian historian Ol'ga Malinova). Malinova states that
“the outlook on world history adapted by Bol'sheviks, at least in the first years
after the Revolution, did not allow “red patriotism” to become part of an official
discourse. At the same time, its sentiments were very strong in the conscience
of the masses™ “Red patriotism” influences one of the key educational goals of
this new literature: the construction in young readers of the important quality of
internationalism, which was defined in Marxist terms as “a brotherhood of all
the working people of the world”” It is important to note that internationalism as
an educational goal was not yet even formulated; the word itself, however, was
catapulted into the children’s domain from Lenin’s speech at the Third Congress
of Komsomol (Union of Communist Youth, established in 1918). Stressing the
necessity of a thorough review of the old school programs, Lenin stated that “it
is mandatory that we exclude from our education the abundance of dead knowl-
edge that the old school provided, and we should retain only the knowledge that
is needed for building communism” (Lenin 1982: 223-224). In this speech Lenin
also formulated the guiding principles of the new education: collectivism, inter-
nationalism, and class solidarity. Guided by the latter two principles, children’s
literature started to respond to the newly formed task of creating a new model
Soviet citizen.

Given that it was essential that children’ literature retain its entertainment
value, the adventure element remained a strong entertaining component of
the literature for the young. As just one example of a hybridized genre of sorts,
these new literary works merged an intriguing combination of exotic travel

* See more on this phenomenon http://www.perspectivesy.into.ru, last consulted Septem-
ber 1, 2018).
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story with the depiction of the troubled childhood of poor and underprivi-
leged children abroad. Thus, empowered with the “right knowledge” of the
revolutionary cause, Soviet pioneers might land in China, in order to save Chi-
nese compatriots from the evil rule (Vanya in China, I. lllanomnukos, 1927);
they might as easily fly around the world, in order to celebrate May Day with
children in Japan, while advising them about the path to freedom and libera-
tion (“the only thing that will cut through the door/to freedom is a sword”)
in Mai and Oktyabrina by Lev Zilov, 1928). Although these books provided a
modicum of ethnographic information as well as a definite political message,
they were of questionable literary merit.

As it was crafted for this new audience, internationalism was supposed to
nurture and shape a feeling of unity in struggle as well as compassion toward
the fates of their less fortunate counterparts abroad. Soviet Russia, especially in
the so called interknizhki/children’s books on international topics of the 1920s that
were richly illustrated, was depicted as Promised Land, and Soviet children tra-
ditionally fulfill the role of savior-missionaries of their simpleton counterparts.
Narrating the story of a troubled foreign child’s fate (“troubled childhood” expe-
rience) became the leading device in the formation of new discourse. This theme
was best addressed in poetry of the 1920s (Nikolai Tikhonov, Sami, 1922, and
Agniia Barto, Little Chinese Boy Van Li, 1925) and signified “a peculiar combi-
nation of the new demands for proletarian internationalism with the disgracing
caricatured verbal and visual images of foreign children (predominantly Chinese
and African) in the texts of the 1920s” (Steiner 2002: 131).

Little Negro Sammi

(This you know yourselves)
Lives far, far away.

He is a good little boy

But his belly is black

As your galoshes.

He doesn’t go to school

He runs around naked

With little Joe’s a dandy

He’s dressed up in high fashion
Looking very nice.

With feathers on his head

And bangles in his ears

A braclet in his nose.

The wild little boys

The parrots and the monkeys
Go running through the jungle.*

* Tarkhovskaia, Elizaveta. O tom, kak chokolad priekhal v Mossel’prom, Riazan: Druz’ia
detei, 1925. Translated by Jane Ann Miller. See reference in Steiner, Evgeny. P. 103-104.
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A traditional set of visual characteristics in the depiction of the savage is
taken from colonial discourse - e.g., references to skin color, nakedness, at-
traction to cheap and flashy décor - but, nevertheless, an image of the noble
savage (after all, Sammy is a good boy!) is resurrected. Young readers feel
compassion toward their African counterpart and want to dress and feed him
immediately. Steiner writes that “for the positive character in the Soviet chil-
dren’s books of the 1920s the adventures in Africa, China and other exotic
lands provided an opportunity to confirm his/her own dominance and magic
ability to fight evil in almost realistic but, what was most important, class-
-oriented way” (Steiner 2002: 131). The process of othering in the Soviet mo-
del was doubtlessly based on the traditional colonial opposition of civilized
and savage: like his adult counterpart, the Soviet child acted as an agent of
cultural and physical dominance (Mikhailovsky, “The Negro Boy Tommi”
1926; Agnivtsev, “The Little Negro Tua” 1926; Shaposhnikov, “Vanya in Chi-
na’ 1927; Poltavsky, “Children of Different Colors” 1927). The reason for this
dominance was not, however, the race of the Soviet child: rather, it was the
unquestionable knowledge of the rightness of the cause - the revolutionary
victory of the new social order.’

While the child character remained foreign, he/she never became alien
to the Soviet world; the alien image was as a rule reserved for the adult co-
unterpart who needed to be “re-educated.” In this fashion, the children’s au-
dience was taught to accept outer differences (those who do not look like us)
but was exhorted to actively fight and punish differences in ideology (those
who do not think like us). From the 1930s onward the colonial discourse in
children’s literature was treated as a relic of Western culture, and its carriers —
usually rich and narrow-minded adults — were widely criticized in the works
of children’s authors (Kalma, N, “Black Sally,” 1939; “The Children of Brown
Paradise,” 1950; Zarechnaia S. “Black Tom and White Mary”, 1938; Galso-
vsky S., “The House Across the Pharmacy,” 1951; Liubimova, N, “Snowball’,
1950). The pattern of positive depiction of proletarian internationalism mo-
ved after 1931 from “foreign shores” onto domestic soil and, while retaining
the idea of Soviet moral superiority (commonly expressed through the Rus-
sian characters in the narratives,) this theme was transformed into childre-
n’s stories about life and adventures in the former Soviet republics. Thus, the
answer to Gayatri Spivak’s question, “Can the subaltern speak?” was in this
new context quite easy to answer: “Yes, if he/she could only master the Soviet
tongue” (Spivak 1988: 313).

® ...the thing isn’t really/To burn down one hateful mansion!/No! You’ve got to wage all-out
war/and to the trill of machine guns/See that every last one of those cursed mansions/
Burns to the ground.» Tale of a Negro Boy, Z. Valentin, Moscow, 1925.
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The process of othering in the domestic Soviet model came into being later,
mainly after 1931, and was associated with The First Russian Conference on
Children’s Books and the establishment of the special commission on national
children’s literatures. The peoples of the remote regions of the Far North —
Chukchi and Nagai, for example - became the focus of this othering, the same
blueprint of colonial opposition of civilized/savage was preserved, however, in
texts depicting the relationship between nations: the Soviet child fulfilled the
role of cultural as well as physical dominator (for example, “Little Laplander
Olesa” by Aleksei Kozhevnikov, 1931; “Little Ket™ by Nikolai Sher, 1932; “Lit-
tle Tungus Mikhailo” by Valentina Kharusina, 1933). The titles reflected the
very idea of “malye narody” since even the names of the main characters were
accompanied by the attribute “small or little/malen’kii” While preserving the
adventure element in the stories of domestic othering, the “troubled childho-
od” element was incorporated only in its reference to the depiction of the pre-
-revolutionary past. Since in these stories the new way of life for indigenous
people was promoted, the representation of this change was closely related to
the industrial development of those previously untouched territories.

Thus, the adventure story that became the backbone of this new lite-
rature created new symbioses with the very popular production narrative
(nmpousBopcTBeHHasa kuura) that emerged in Soviet children’s literature un-
der direct involvement and supervision by the premier Russian writers such
as Maxim Gorkii and Samuil Marshak. Little Ket’ from Sher’s story is exci-
ted about the new power plant built in her native Kamchatka, and her new
Russian friend, the son of an engineer, helps her to understand the power of
radio waves that drove away the local village shaman. Chukchi boy Nepunge
is inspired by Russian pilots to become politically active in his own village,
and he flies as the first delegate to a Young Pioneer Congress in Moscow. In
his desire to get educated, little Ololo, another character from Kamchatka
(Stebnitsky, Ololo, 1928,) breaks away from his Koryak tradition and, with
the help of his Russian friends, embraces his new family of children of a big
boarding school, of course with the Soviet state as the adaptive parent. One
remarkable example that stands apart from the rest of this literature is The
Life of Imteurgin the Oldest by Teku Ogdulok (the pen name of Nikolai Spiri-
donov, who was arrested and executed in 1938 after being accused of acting
as a Japanese spy). This story about a Yukagir hunter and shepherd from the
Far North was published by Detizdat in 1935 and overseen by Samuil Mar-
shak himself as well as his crew of experienced editors, including Lidiia Chu-
kovskaia. The poetic story that mirrored Odulok’s own childhood remained
one of the few examples of the real voice of a subaltern without the patroni-
zing and superior Russian character-helper who would traditionally guaran-
tee the success of conversion to the new way of life.
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DEPICTING PROLETARIAN INTERNATIONALISM: CASE STUDIES

The illustrator... is bound to a specific idea or narrative, with some intent, at least,
to convey a specific meaning to an audience.

Barbara Kiefer, Evaluating Children’s Books, 1992

I would like to propose that the major issue of the structure of interknizhki
resides in the dichotomy between two opposite discourses — one of the class
conscience liberation struggle and the other of an explicit colonial discourse
of imperial diversity® (as defined by Marina Mogilner in her “Homo Imperii”)
Interestingly enough, both visual and verbal narrative modes served as carriers
of both discourses and, quite often, passed this role between each other within
the boundaries of a single text.

In 1925, the 20 years old Agniia Barto (1906-1981), the future premier So-
viet children’s poet, had published in GIZ her first poem “Little Chinese Boy
Van Li”. The book was illustrated by Petr Aliakrinskii (1892-1961) as black and
white pen drawing that had strong resemblance to simplified caricature’. The
choice of the medium closely reflected the binary ideological nature of the nar-

Fig. 2-3: Agniia Barto. Little Chinese Boy Van Li/Kitaichenok Van Li, Moscow: GIZ, 1925,
cover. Courtesy of Cotsen Children’s Library, Department of Rare Books and Special
Collections, Princeton University

rative. However, the traditional juxtaposition of “happy” and “unhappy” chil-
dhood that in the post-revolutionary culture acquired standard “geographies”

¢ Mogilner, Marina. Homo Imperii: History of Physical Anthropology in Russia, Moscow:
NLO, 2008.

7 In the late 1930-1950s, Aliakrinskii became a famous illustrator for adventure and his-
tory novels for children and young adults.
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(happy-soviet and unhappy- foreign childhood) had very little visual support
other than the choice of colors.® The focus of the story is on successful trans-
formation of the Chinese boy from the oppressive world of poverty and abuse
in the southern province in China to the happy streets of Moscow where he
marches together with Young Pioneers in hope that one day they all will arrive
and liberate China. This book was Barto’s first attempt to turn to the depiction
of an international theme in her poetry for children, and, although somewhat
naive and immature, her work is significant for our understanding of founda-
tions of structural and verbal depiction of internationalism (Fig. 2).

The structure of the story has three traditional elements of the “unhappy
childhood” narrative adapted from the pre-revolutionary children’s literature:
hardship of childhood in China - it occupies major part of the poem; a trans-
formative dream - of a magician who - in this concrete case, Lenin - “raised
the flag of the revolution”, and sudden but final entrance into the world of uni-
versal happiness — the streets of Moscow. The four illustrations that accompany
this story are divided according to the importance of the ideological message:
three drawings depict the world of abuse (Fig. 3) and one final drawing is fo-
cused on the happily marching group of children, with Van Li in their midst, a
part of the united whole. (Fig. 4).

Here we see the first disparity be-
tween the visual and the verbal. While
the visual effect of sameness in the last
picture supports the ideological mes-
sage of liberation and solidarity in the
poem, the verbal text creates a very cer-
tain distance between Van Li and his
soviet counterparts. It brings the read-
er back to the first pages of the story
that are marked by the depiction of the
boy as the other. Barto starts her story
with the portrait of the young boy that

is completely based on difference typ- Fig. 4: Agniia Barto. Little Chinese Boy Van

ical for colonial portrait: «his eyes are [ /xiichenok Van Li, Moscow: GIZ. 1925
small and crossed; he looks angry and

with suspicion, his hair is prickly” Thus, the colonial focus of race, color, and
difference remains prevalent and undermines visual equality. Even the happy
life among soviet pioneers does not change this image. At the end of the poem,
Van Li is still “stooped, his hair is bristly, his cheeks yellow..” He is trying to
catch up with his pioneer friends but he cannot! Visual and verbal discourses
remain disconnected, and the image of class solidarity is overpowered by exo-

& See on this subject Marina Balina, “It's Grand to be an Orphan!”: Crafting Happy Citi-
zens in Soviet Children’s Literature of the 1920s in Petrified Utopia: Happiness Soviet
Style, Marina Balina, Evgeny Dobrenko, eds. Anthem Press, 2009, p. 97-115.

Filoteknos 9.indb 163 2019-09-20 12:47:29



164 Marina Balina

tic (and colonial by nature) inventory of outer
features.

Barto’s second attempt to work with an in-
ternational theme is much more elaborate but
still retains the same well-recognizable ele-
ments. This is her highly popular poem «Lit-
tle Brothers/Bratishki”, 1928, which is writ-
ten in a form of a lullaby. It was illustrated by
Georgii Echeistov (1897-1946); an artist who
studied and worked under Vladimir Favorskii
(1886-1964) and who religiously followed his
teacher’s philosophy of book illustration’. Fa-
vorskii’s artistic credo was based on his belief Fig. 5: Agniia Barto, Little Bmthm/
that he was a co-creator of the book that he il- 2 ratishki, MOSCO,W 19,28 ,Courtesy

« . . . of Cotsen Children’s Library,
lustrated: “I am not illustrating a work of lit- Department of Rare Books and
erature, I am creating a book” So, for Echeis-  Special Collections, Princeton
tov, the unity of word and image, the overall University
amalgamating stylistic of the book was of great
importance. Nevertheless, the same discord but, in this case, of colonial visual
discourse and proletarian internationalist text, is present in this interknizhka
as well.

The overall composition of “Bratishki” (Fig. 5) is more complicated than
the previous poem. Its narrative is based on repetition: first, four babies of dif-
ferent races are introduced.

The image of a baby occupies major part of the page leaving space for a
small picture of their native surroundings (Fig. 6, 7, & 8). While the struc-
ture of all four pages remains the same, the visual message creates obvious
positive focus on the white child (Fig. 9). The reader journeys from page to
page in this non-linear reading of the picture book straight into a climax of

Fig. 6-8: Agniia Barto, Little Brothers/Bratishki, Moscow: 1928

° Favorsky viewed the book as a holistic esthetic organism, an ‘instrument of reading”. Its
decorative component was inseparably blended with its function.
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the white child, who is distinguished from his
- naked counterparts by a. wearing a shirt, and
b. holding a paper plane in his hands. This im-
age only strengthens the idea of imperial di-
versity that is supported by stock ethnographic
images of a little hut behind the African baby;
a rickshaw next to the Chinese baby; oxen and
a wagon in the fields for an Indian baby. Barto
makes her little subalterns speak their baby talk
i (“mo-cBoemy nomouet”) that supposed to imi-
Bi%j;ﬁgf;;igﬁ ()Lsictf)l‘; tate their native tongues: Gilli-Milli-Ga for an
1908 " African boy; Chinge-Linge Chen for a Chinese
boy; Kiwa-Kiwa Shwa for an Indian boy, and,
of course, Mama, for the Russian one. It is easy to recognize “Kruchenykh
-like™? attempt to recreate the exotic flavor of futuristic linguistic exercises.
This initial stage of the poem is all but exotic ethnography both in image and
in text (Fig. 10 & 11). The significant shift happens in the second part of the
narrative when the frames of the story get expended to include the figure
of a singing mother (Fig. 12).

The concluding refrain of each lullaby delivers identical message with
some small variations: “Grow up, my son. You are not alone/You have young
brothers all over the world/ You all will struggle together for the better futu-
re/You will fight through fire and smoke of the revolution/And you will win
together.» This is a very clear message of proletarian solidarity that comes to
the child straight from their mother. It is an obvious play by Barto on the po-
pular notion of class solidarity that comes “with mother’s milk’, so class-so-

A ‘;;1,&

Fig. 10-11: Agniia Barto, Little Brothers/Bratishki, Moscow: 1928

10 Aleksei Kruchenykh was a very well-known of the Silver Age in Russia (early 20th cen-
tury) famous for his experiments with language.

Filoteknos 9.indb 165 2019-09-20 12:47:34



166 Marina Balina

lidarity of all working people becomes not only an
integral experience of all oppressed but also their
biological precondition. The visual image, howe-
ver, is not in tune with this strong ideological sta-
tement. Echeistov still continues to exploit same
ornamentation and flatness of images expanding
the role of illustration as an ethnographic tool ra-
ther than an ideological one. Details of foreign
surroundings — a Chinese shop, an Indian field -
support a non-linear reading of intriguing pictu-
res, and the final message, that stresses the obvio-
us Soviet leadership in this struggle for justice for
all, gets drowned in the strangeness of an exciting
“world of foreignness.”

Nikolai Tikhonov’s poem “Sami” (1896-1979)
was completed in 1922, and later reprinted in 1924
- with the illustrations by Efim Khiger (1899-1956).

Fig. 12: Agniia Barto, Little  In 1922 Tikhonov joined the literary group Sera-
Brothers/Bratizhki, Moscow:  pjon Brothers, so the original audience for this
1928 poem most likely did not include children, nor

did the aim of it include overtly political didacticism. Nevertheless, it was
published by GIZ as part of the series Lenins library/Leninskaia biblioteka
and designated for the middle school age. After all, 1924 was the year of
Lenin’s death, and children’s literature was
desperately looking for any literary works,
old and new, where the name of the leader
was celebrated and recognized. Tikhonov’s
poem presented the perfect case of an ear-
ly hagiographical discourse that is directly | &
applied to the image of Lenin in this poem
(Fig. 13). The poem was written while Len- |
in was still alive; however, the obligatory |
vocabulary describing Lenins spiritual |8
(italics are mine - MB) presence, typically |-
found in later examples of children’s poet-
ry and prose, is already displayed in this
poem. It includes features typical for Len-
in’s posthumous glorification in children’s

literature: he is caring and understanding, Fig. 13: Nikolai Tikhonov. Sarmi,
a friend to all children whose major goal in Moscow: GIZ, 1924. Courtesy of
life is to work at bettering their lives. Cotsen Children’s Library, Department

of Rare Books and Special Collections,

While disengagement with politics was ) clatt
Princeton University

among the artistic credos of Serapion Bro-
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thers'!, one can hardly claim such lack
of politically changed narrative when
evaluating this text. The exotic other,
a poor Indian boy Sami, has to work
for a rich Englishman (Fig. 14). The
juxtaposition of “good” and “bad”
in the poem has a very strong class
orientation: the rich “imperialist”
master exploits and abuses poor “na-
tive” boy. Thus, Sami’s image helps to
shape the distinct binary division be-
tween the happy world of Soviet chil-
dren and that of their foreign counter-
parts. Sami dreams about the country
of happy childhood; he longs for the strong friend of all children, the great Lenni
(Lenin) who, according to what Sami has heard from adults, wants to make Sa-
mi’s own life better. The journey to find Lenni is not a successful one - he lives too
far away — but this fact of daring to resist evil is placed at the center of the story'
(Fig. 15). In a nut shell, the reader is presented with a familiar plot of Bildungro-
man/novel of education, in which the change for better life comes from with-
in. Returning from his escape to the same master, Sami is a new “man” - free
of fear, knowing that the injustice done against him will be punished one day.
The readers see the adventure of the
boy through a duel optic: it introduces
them to the issues on inequality and
colonial hardship, but it also focuses
on belief in an ideal. Even his master
is afraid when he hears about mighty
Lenni!

In a true stylistics of colonial nar-
rative, the poem is full of exotic deta-
ils that are interwoven into the fabric
of the story: foreign words such as sa-
gib/ caru6, Vishnu/Bumny, unknown
& . geographical locations - Binjharpur/

)= g V8 Dbemxanyp, Rohilkhand/Poxumbkang,
Fig. 15: Sami returns. Pg. 5. It is also densely populated: the re-

Fig. 14: Sami and Sagib - his English master. Pg 2

1 The Serapion Brothers was a literary group that emerged in 1921. Their poetic name
(after E.T.A Hoffmann’s hermit Serapion) indicated their dedication to the freedom of
creative act and free fantasy.

12 Tt is important to notice that Sami, while thinking about Lenni, sees himself in the same
subaltern role: he promises to bring Lenni water for shaving, care for him, “and perform
all same duties he does for his English master”.
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ader is confronted simultaneously with the white sagib-master, merchants from
the port cities, Sami’s own father who used to be a footman and passed to his
son his strong legs and ability to run fast, the grey pony bitten by a black cobra
etc. In comparison to Barto’s poems, Tikhonov’s text does not include any colo-
nial references to color or race, any derogatory diminutives such as little Chine-
se, little Negro boy etc. The poet whose early work was labeled as «revolutionary
Romanticism/peBomonnonnsiit pomantusm» and who, during the 1920s, was
frequently compared to both, Nikolai Gumilev and Rudyard Kipling, for his at-
traction to the world of foreign and exotic, treats his character with some level
of respect. However, he creates a highly ideologically charged narrative that is
supported by the images produced by the artist Efim Khiger.

Little is known about Khiger: all official sources identify him as a Rus-
sian Jewish graphic artist who began his work in children’ literature with his
illustrations for Tikhonov’s poem for the private publishing house Priboj in
Leningrad. Later he started to get actively involved into the work of the publi-
shing house Rainbow/Raduga. His early association with children’ literature
could be attributed to his friendship with the children’s author Elena Dan’ko.
In 1925 Khiger has illustrated Dan’ko’s history novel for children, Vase of Bog-
dykhan/Basa Bbozovixana. Various sources also indicate of his own deep inte-
rest in the art of the Ancient Orient which is reflected in the overall arrange-
ment of his illustrations. There are four prints in the book that are constructed
as chapters full of the mini-plots of the poem. The prints are placed on a page
below the text, not even next to it; this immediately creates an impression of
textual superiority. The ornamentational focus in the print’s construction in all
four cases supports the exotification and sense of “foreignness” of the images.
However, the ornaments are held firm within the boundaries of the ridged fra-
mes: the images never violate the frame borders. The opulence of imagery that
is described in the text is mirrored but not allowed to bloom within the space
of the visual.

Within the frame everything happens at once: illustrations proved a concise
story of the boy’s troubles. Flattering of the pictorial space creates an almost
iconographic effect while important figures of the narrative are lifted through
interplay of light and shadow. There are three such figures: Sami, identified
through his turban, his English master with a monocle and military hat (an
important mark of British colonial power), and three different images of Lenin
- as a monument, as a profile, and as a Buddha-like image. What is important
for the overall structure is one small vignette on the books’ cover that repeats,
in a reduced version the final, more profound image of Sami praying to Lenin’s
image (Fig. 16). By lifting these three images of the page and making them
central to the visual story, Khiger summarizes the important message of the
class struggle. He creates all three necessary parts of the desired revolutionary
change: an oppressed (Sami), an oppressor (English sagib), and the liberator,
Lenin. Lenin’s oversized head and Sami’s kneeling in front of this head create a
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powerful message of spiritual awak-
ening of the oppressed people who
are influenced by this new ideology.
This message might have not been
de-coded by a child reader but was
definitely intentional device of an il-
lustrator. :
Unlike previous examples by Bar- 2% \} _‘ﬁ P ‘ -
to, where colonial plan was overpo- § '
wered by class-conscience image of
liberating struggle, or vice versa, the
collaboration between Khiger and Ti-
khonov unveils a deeper psychologi- = =
cal issue. It presents one of those rare Fig. 16: Final illustration of the book
occasions when the visual plane of
the narrative unveils a desire to cooperate in spreading communist ideology,
a desire that in the early 1920s the Serapion Brother, Nikolai Tikhonov, future
soviet literary functionary and court poet, might not have been fully admitting
to himself".
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Abstract: The article presents images of dance in Polish and Ukrainian picture-
books for children. The authors consider that motif of dance serves not only to
present the culture and customs of a given society, but it is also a starting point to
more profound, existential, and universal deliberations. Texts which are analyzed
in the article show in a broader, psychological perspective of consideration, that
dancing also represents experiences of a person and their emotions and have a
special place in children’s subculture: it is a kind of play, gamble but above all
its a ritualization of children’s behaviors, which is expressed in combination
with music (a pattern of gestures and movement). The article illustrates a dance
described in the literary text, to create visual images of a dance/dances, emphasizes
rhythmicity of a poetic text, shows characters in motion, to enhance dynamism
in the illustrations, presents shared happiness, unity or a happy ending and
popularizes national culture. In conclusion article shows different functions of
dance in literary texts and the pictures: 1). entertaining/ludic (includes comedy;,
humor, caricature portrayal of characters, strange poses of dancers); 2). emotive/
expressive (depictions of dance represent various emotions); 3). aesthetic —
educational; 4). informative/cognitive.

Keywords: children’s subculture, dance - play, ritualization of children’s beha-
viors, rhythmicity, entertaining/ludic functions, emotive/expressive perspecti-
ve, esthetic and educational function, cognitive function

1. DANCING IN CULTURE AND IN CHILDREN’S SUBCULTURE

Dancing is an intrinsic part of every culture and civilization. It was believed
that a particular pattern of gestures and movements of the body, performed to
the beat ofthe music, allows people to gain control over mysteries and forces
of nature. Dance as a cultural phenomenon and an ethnographic construct is
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often considered interdisciplinary and the analysis of its images in literature
and art require the researcher to refer to many other fields (such as music and
musicology). These considerations also include the npeed to integrate many
disciplines of humanities, the perspective of an intertextual and intersemiotic
model of text interpretation, and aesthetic education understood as upbrin-
ging through art (Wojnar, 1967; Wojnar 1990; Girraud 1974; Schaff, 1960;
Eco,1972; Prieto, 1970; Wallis, 1968; Langer, 1976; Kurylo, 1930).
As Polish ethnographer Jolanta Kowalska rightly observes:

The definitions of dance are never sharp and exhaustive; there is not one that
all researchers would agree to, at this stage one commits the first mistakes, most
often resulting from the fascination with one aspect of the dance, while ignoring
or underestimating the weight of the others. (...) In semiology, poetry, painting,
music, and dance are included in the category of poetics, whereas the language
of science, referred to as a logical code, is contrasted with all of those mentioned
above. The ease of “talking” about the dance in the language of painting or music
has its justification in the similarity of the process communication, which is used
by poetics aimed at creating certain images, evoking sensations, rather on feeling
than understanding. (...) There is a reason for considering the original unity of
dance, music, and poetry, describing it even as a musical pre-art, and exempli-
tying in a Greek choir or in the dance forms of primitive societies, about dance
as a pre-linguistic way of communication, from which it was only as a result of
evolution that languages developed. For these three areas of expression, there is a
common denominator, which is rhythm. (Kowalska, 1978: 173-174)

When human societies evolved, a rhythmic dance helped express feelings,
strengthened the sense of individuality, and highlighted important moments in
life (Drozdz, 2012; Rey, 1958; Wieczysty, 1959; Turska, 1962; Turska, 1965; Wie-
czysty, 1974; Lange, 1988, 2000).

The motif of dance serves not only to present the culture and customs of a giv-
en society, but it is also a starting point to more profound, existential, and univer-
sal deliberations (Kowalska, 1978). In a broader, psychological perspective of con-
sideration, dancing also represents experiences of a person and their emotions.

For generations dancing has had a special place in children’s subculture:
it is a ritualization of children’s behaviors, which is expressed in combination
with music (a pattern of gestures and movements). Adults try to stimulate the
child’s musical and physical activities very early, and dance merges these two
areas as a child-specific way to express emotion, involvement, happiness, and
affection for parents and caretakers who often take part in dancing, but also
affection towards other children. Many kindergarten games perfectly corre-
spond to the specificity of childrens dance, which is closely connected to par-
ticular topics of a meeting or elements of a stage play. Dancing is a natural ele-
ment of play, and since early childhood, it is expressed through simple gestures
and movements - the gamble (Chwalba, 2005: 67; Gloger, 1972: 355)": first by

! “Plas” [here translated as gambol] is and old-Polish and old-Ukrainian synonym of

‘dancing”. It comes from an Old-Slavic verb “plesat’, which means clapping your hands.
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clapping the hands, then by spinning around. Dancing is a natural element of
children’s play, often in groups, as a “chain” or a “circle” (e.g. Ukrainian danc-
ing game: “wodyty horowody” - a popular game with kindergarten children
or “Jawor, jawor, jaworowi ludzie” in Poland), including scenes of spinning
around, going into a trance or daze (Caillois, 1997; Ungeheuer-Gotlab, 2009)>.
It is a way to express oneself and one’s emotions, affection for parents, caretak-
ers, and other children, act and symbol of social and national culture, tool in
musical, artistic, and aesthetic education.

As an important element of children’s subculture, dancing is also commonly
depicted in books for children, in both realistic and fantastical contexts, in texts
and illustrations alike. In the world of children’s fiction, dancing is omnipres-
ent, and everything can dance: people, nature, flowers, trees, animals, toys — the
whole world spins around.

We want to present the most popular images of dancing and the manners of
depicting it in the context of its functions in classic and contemporary Polish
and Ukrainian books for children. We believe that the Polish and Ukrainian ex-
emplifications of literary and visual narratives, depicting dance images, fit per-
fectly in the area of the above considerations - they are rooted in folklore and
ethnography of both countries and reflect the significant role of music in the
history of culture in Poland and Ukraine. The artistic level of books for children
published in Poland and Ukraine, their editorial and graphic layout are also
very high. Many texts refer the reader to both tradition and modernity (here:
the strategy of avant-garde and playing with conventions), which is a proof of
the rapidly changing children’s book market in Poland and Ukraine. Thanks to
the combination of artistic, educational, and aesthetic functions, the books in-
vite children to participate in culture actively.

2. FUNCTIONS OF DANCING IN ILLUSTRATIONS:
FROM EXPLICATION TO IMPRESSION

“A characteristic feature of the Polish illustration - as Anita Wincencjusz-Pa-
tyna claims - is its great creative power, the desire to arouse imagination, even
in the youngest, leaving the field for the recipient’s invention, putting on its
sensitivity and valuable dialogue with the book reader” (Wincencjusz-Patyna
2008: 68). Stefan Szuman (Szuman 1951) and Stanistaw Zagoérski distinguish
two current sin the illustrations: using the shortcut in the form and content,
and narrative richness in details. While in many of the illustrations we have
collected one can find narratives of performances and specific activities; it is
worth to distinguish conceptual illustrations which depict elements of dance

Therefore, we can assume that in old dances one would move one’s legs and arms.

2 Ungeheuer-Golgb lists several types of behaviours, including communal behavior
(“forming a circle when playing”, imitative behavior (“do as I do”), or intellectual behav-
ior (“guessing games”).
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as a cultural phenomenon and treat it selectively, as well as those exposed to
dancing and emphasizing the stage.

Based on the analysis and interpretation of the collected material, three
models have been distinguished that organize the functions of dancing in chil-
dren’s books: dancing as fun, dancing as the culmination, and dancing as emo-
tions. Moreover, we also pay attention to dancing as a ritualization of children’s
behaviors which are expressed with music and defined as: dancing as a system
of gestures and body movements; dancing as a dance (clapping hands, turn-
over, special arrangement of arms and legs); collective dancing (as a “chain’,
line, goose or “circle”); dancing as a symbol of culture (here: national dances —
mazurek, kujawiak, polonaise); dancing as a picture of a ball; dancing as a natu-
ral element of children’s play, including scenes evoking the creation of turns,
circles, “falling into” trance and stupefaction (Caillois 1997).

Due to the creation of the represented world and a specific translation into
the visual image of a literary text in book illustrations depicting dancing, one can
always find the element of interpretation and distinguish three basic elements:

a/. “A faithful demonstration or explication of the components of the created
world” (Wincencjusz-Patyna 2008: 68).

b /. “Interpretation, resulting from the individual reading of the content of
the work by the artist and the collision of the sensitivity of both artists” (Win-
cencjusz-Patyna 2008: 68-69).

c /. “Free impression built around the text. The illustration becomes a meta-
phor, an individual and equally original version of the created universe, a visual
language inspired by the word” (Wincencjusz-Patyna, 2008: 69-70).

From an early age, adults stimulate musical and motor activity in a child.
Dancing is a combination of both these spheres and is a way of expressing emo-
tions, commitment, joy, and closeness with parents and guardians, who of-
ten participate in it. Many pre-school games reflect the specificity of childrens
dance, closely connected to a specific theme of the meeting or elements of theat-
rical performance. All these dance functions can also be presented in children’s
literature, both in real and fantastic dimensions, for instance, dancing can be
imagined with ball details, where breakthrough stories are happening (like in
Cinderella) or endings that summarize the stories (like in many fairy tales in-
cluding scenes from the happy couple’s wedding reception). In the world of chil-
dren’ fiction dancing is ubiquitous, and everything can dance: people dance, na-
ture, flowers, trees, animals in the forest, toys — the world is spinning.

3. DIFFERENT “FACES” OF DANCING IN CHILDREN’S BOOKS

The most common case of depicting dancing in book illustrations is the visu-
alization of a literary text about dancing. Poetry for children and teenagers na-
turally uses the element of dancing to create or enhance the effect of the text’s
musicality (Januszewska 1981).
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Some popular Polish poems with the word “dance” in their titles are vivid
examples of this case. Julian Tuwim’s Taniec is composed in such a way that it
can be both sung and danced as oberek (a lively Polish dance). In the poem, in-
animate dancers - a stool, bucket, jar, plate, stove, chest, axe, and even a lonely
broom - are joined, but only in the illustrations, by butterflies and mice.

Skoczyt stotek do wiaderka, / A stool jumped to the bucket,

Zaprosit je do oberka, / And invited him to dance,

Dzbanek z pétki - hyc na ziemie: / The jar from the shelf jumped to the floor:
“Ja niegorszy! Popros-ze mie!” / “I'm just as good! Dance with me!”

A za dzbankiem talerz skoczyl, / The jar was followed by the plate,
Dokoluska sie potoczyl, / And rolled around,

Piec, cho¢ grubas, ztapal kija / The stove, although thick, caught the stick
I ochoczo nim wywija. / And cheerfully turns it around.

Biedna miotta w kacie stoi, / A poor broom stands in the corner,

Tez by chciala, lecz si¢ boi, / She wants to dance, too, but is afraid,

Bo jak w tancu sie rozluzni, / If she gets too loose in the dance,

To ja beda zbiera¢ podzniej. / They will have to piece her back together.

Tanczy skrzynia i siekiera, / The chest and the axe both dance,

Az sie miotle na placz zbiera. / While the broom is about to cry.

Juz nie moze usta¢ dtuzej / She can’t help it any longer

I tak plasa, az sie kurzy! / And dances around as fast as she can!” (Tuwim, 2012)

TANCOWAZLA IGEA Z NITKA

Tafcowala igla z nitka,
igla—picknie, nitka—brzydko.
Tgla cala jak 7 igiclki,

nitce plgczg si supelki.

Tgla naprzéd —nitka za nig:
»Ach, juk cudnie tariczyé z panig!”
Igla biegaie drobnym scicgicm,
a za igl—nitka bicgiem.

Igla géra, nitka bokiem,

igla zerka jednym okicm,

sunie zwinna, zr¢czna, émigla.
Nitka szepce:,,Co za igla!”

Tak ze sobq taricowaly,
a2 uszyly fartuch caly!

[* S

Fig. 1. J. Brzechwa, Taricowata igla z nitkg, il. . Themerson, wyd. Czytelnik 1986
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Jan Brzechwa’s Taricowata igla z nitkg (trans. Danced the needle with the
thread) - a classic poem for Polish children - has frequently been published both
separately and in anthologies, often with very distinct visual interpretations. In
the poem, the dance of the needle with the thread is described as dynamic and
graceful - this is equally visible in the illustrations (Brzechwa, 1983)°.

The plot of the Ukrainian play Lisova Pisnia (trans. The Forest Song)* by Le-
sya Ukrainka spins around the dramatic love of a forest nymph Mavka and a
country boy Lukash, or, in fact, around the conflict between the natural world
with its wood, water, and air “spirits” and the world of real people. The illus-
trations by Sofia Karaffa-Korbut for one of the editions (Ykpainka, 2000)°, in-
cluding her visual interpretation of the various dances of the mythical heroes,
follow the spirit of Ukrainka’s play but at the same time are independent. The
artist consciously sought to create parallel visual imagery, her own mythologi-
cal world. Remarkably, the play was written in 1911 in 12 days, while it took
the artist five years (1990-1995) to create the illustrations.

Describing in poetic form the dance of a fire spirit Perelisnyk (Will-o’-the-
Wisp) with Mavka, Lesya Ukrainka masterfully conveys the dynamism and ex-
pression in the broken rhythm of the verse (mostly iambic pentameter), exclam-
atory sentences, refrains, and interjections. Her language is remarkably musical:

I[Tornsanb, Ak TaM niTae MaByTHHH:,/See the spider’s gossamer
KPY>XKJISI€ i BUpYe y MOBITpi... /wings and spirals in the air...
orak i mu... /And so do we...

(Panmom nopusac it 8 maneuyp.)/ (With a sudden movement he draws her into
a dance.)

Tax or i Mu/ And so do we;

KIIHEMOCb, prHeMOch /As swiftly swirling,

B koo cami!/ Circling free!

3opi npeuncrti /The stars that blaze,

ickpm snmoTucTi, /Sun’s golden rays,

sicHi Ta KpacHi BorHi npomenricti,/ The clear and brilliant lights that daze
Bce, o Omuckyue, - /All that glitters,

Bce e netoue, / All that flitters,

Bce OesynmHHOro pyxy >karyde! /In one unceasing mad career!

Tak oT s1i... /And so do I...

Takoris../ Andsodol.

Bynb >xe MOB ickpa, koxaHa Mos!/ Be like a spark, my love most dear!

* In the early ones by Themerson (the first edition in 1946, Warszawa), the ones by Bohdan
Butenko’s (a master of the stroke, symbol, and visual shortcutand to the latest editions.

* This literary work by the prominent Ukrainian poet who lived and worked at the turn of
the twentieth century is included in the school curricula.

5 It was translated into English and published as: The Forest Song, in “In a Different Light:
A Bilingual Anthology of Ukrainian Literature Translated into English by Virlana Tkacz
and Wanda Phipps as Performed by Yara Arts Group”, compiled and edited by Olha Lu-
chuk, Lviv 2008.
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(ITpynxo Bupye TaHewp. CpibHmit ceprmaHoK Ha MasIji 3BUBCs yropy, MOB
OmMcKyda raji.uKa, YOPHI KOCH PO3MAs/INCh i 3MIlIalucsa 3 BOTHUCTUMMU
Kydepsmu Ilepenecnuxa.

/ He whirls furiously in the dance. Mavka’s silvery veil swirls up in the air like a
glittering serpent, her black tresses, now madly disheveled, intermingle with Will-
-0-the-Wisp’s fiery red curls.)

Mavka

Topi!.. oit, ropil.. /Enough! Enough, I say!

Will-0’-the-Wisp

B mupiit saropi /In unrestrained play

He synuusiica. KoxaHa, it Ha MuTb!/ Stay not a moment doubtfully!
[acts —To 3papa, /For happiness will cheat,

Oynb ToMy pazia, - / And only that is sweet

Tum BoHo it rapHe, o Biuno neTuTh! /Which whirls and flies eternally!

(Taneup crae manenum. /The dance becomes delirious.)

3suitmocs!/Let us whirl!

3mmitmocs! Let us whirl!

Buxpowm sasuitmocs! /And like the whirlwind rise!

JKuiimo! 3axxnitmo Boraucroro paro!/ Let us know

Here below A frenzied, fiery paradise!

Mavka

Topi!.. mycTu MeHe... Miit... BMuparo. / Enough!.. Release me now... I faint... I
swoon (Ykpainka 2000: 89-90).

The poetic dance is an intense whirlwind of spirits, effortlessly circling in
the water and the air. In general, the dance created by the artist shows dance
moves, but her visual characters are more like the calm and beautiful ancient
heroes than the forest creatures, and their dancing is not rapid and gusty, but
rather stately and slow. As a result, the young reader sees the different expres-
sive images of dance: wild dynamical in the text, and static in the visual plane.

The text of the Polish adaptation of a famous folk story about Snow Maiden
by Ewa Szelburg-Zarembina Sniegowa dziewczynka (trans. Snow Maiden)con-
veys the rhythmicity through scenes of bouncing around and dancing with the
animated snow girl. It is a rhyming tale about an elderly, childless couple who,
inspired by children playing in the snow, build a snow girl:

Na toscie mnie ulepili, / You built me

Aby$my razem tanczyli. / So we can dance together.

0j, ta dana, dyna, / Oh, singing la la la,

Do tanica jedynam! - / 'm the one to dance,

Wyciagneta $niezne raczki do baby, do dziada. / Reaching out the snowy hands
to grandma, to grandpa.

Tan - tancujecala tréjka, / Dance - the three of us are dancing,

Tan - tancuje rada. / Dance — dancing happily (Szelburg-Zarembina, 1988: 64).
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Fig. 2-4. L. Ukrajnka, Lisova pisnia [Piest lasu], il. S. Karaffa-Korbut, Lviv 2000
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Fig. 5. E. Szelburg-Zarembina, Sniegowa dziewczynka [Snow girl), il. ]. Szancer, Warszawa 1988

This unusual girl dances the whole day and night, inviting the rooms and
the entire house to her dance, as well as other girls from the village. But when
spring comes, the mysterious snow girl disappears, melting in the spring sun.
The mood of this tale is skillfully reflected in the pictures by Jan Szancer, a re-
nowned Polish illustrator. Szancer’s illustrations are exceptionally dynamic —
they are the expression of his temperament as a man of the theatre. He focuses
on clever combinations of stylizations with the modern language of art” (Win-
cencjusz-Patyna 2008: 394-396). Szancer “claimed that illustrations should fol-
low the spirit of the story but always remain independent” (Wincencjusz-Paty-
na, 2008: 394-396).

In Hanna Januszewska’s poem titled O stodole hulajgcej (trans. About a Rev-
elling Barn),the wind invites a pinewood barn to dance, which is vividly depict-
ed in the illustrations. Similarly, the text is accompanied by rhythm and rhymes,
as well as onomatopoeic effects achieved through clusters of fricatives:

Trzeszcza deski, wicher szumi, / Planks creak, wind hums,

Kazdy tanczy jakoumie. / Everyone dances the best they can.

Stodoteczka przysadzista, / A barn that’s stocky,

I sosnowa, i zlocista, / And golden, and made of pinewood,

Strzechg szumi, stoma prészy, / Whirs with its thatch, spilling the straw,

To zatrzeszczy, to sie ruszy. / Creaking and dancing by turns (Januszewska
1947: 48).
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Fig. 6. Hanna Januszewska, O stodole hulajgcej [About a ravelling barn], il. ]. M. Szancer,
Warszawa 1947

This crazy dance ends when the wind stops. It is a popular motif in chil-
dren’s poetry for dancing to be initiated by the wind. Its “natural liveliness”
encourages characters to play movement-focused games. Passers-by often join
them, just like the suddenly appearing musicians, and people accompanied by
animals, but also inanimate objects such as buildings, trees, leaves and other
things (such as furniture).

Many scenes inthe illustrations for fables and fairy-tales often depict the
characters dancing (meaning texts and illustrations in which dancing and
rhythm appear as an element of the action; the text itself is not rhythmic). In a
short story by Polish writer Ewa Szelburg-Zarembina, Jak zabki Jasia zabawity
(trans. About Frogs Who Played with John), there is a crying boy whom no one
could calm down. Then frogs from the nearby pond come to help, organizing
a fun croaking:

Kumo! Kumie! / My croaking friends!

Jak kto umie, / The best you can,

Niech rechocze: Rech! rech! Rech! / Let’s all croak loud: Croak! Croak! Croak!
Bocian zdechl, / The stork is dead

A my temu rade! rade! rade! Rade! / And we are re-joy-joy-joicing! (Szelburg-
-Zarembina 1986: 23).
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Fig. 7. E. Szelburg-Zarembina, Jak zabki Jasia zabawily [About frogs who played with John],
il. J. Srokowski, Lublin 1986

Although the text does not directly speak about the frogs dancing, the il-
lustrator’s interpretation leaves no doubt about it. When the whole family is
sleeping, the mice start to dance. In the fable titled Zabawa myszek (trans.
Mice’s Play), the mice ask the household appliances for permission and start
dancing:

Pisneli, tupneli i dalej w tany! / We squeaked, we thumped, and started to dan-
ce!

Tany-tany-tany, idzie odbijany od $ciany do $ciany! / Dance, dance, from the
wall to the wall,

Tany-tany, nyt-nyt-nyt.../ Dance, dance, hey ho,

Dosy¢, dosy¢, bo juz $wit. / Time to finish, it's dawning (Szelburg-Zarembina
1986: 13).

In the poem Vyhlian, Vyhlian’, Sonechko (trans. Look out, Look out, Sun)
from the poetry collection of the young Ukrainian author Jacques Zhabe (Oleh
Zhovtanetskyi) dancing is a secondary plot detail:

Burnsaus, BUrIAHD, coHeuko,/ Look out, look out, Sun,
3araHb y BikoHeuko. / Look in the window...

A Mu T06i 3aciBaemo, / We will sing you,

Y Taky 3akpysxnaemo, / we will dance for you,

1106 T, sAcHe cOHevKo,/ so as you, bright sun,

Ta it He cymyBano / will not sad (Ka6’e 2015: 16).

However, the illustrator Olha Kvasha creates an exciting image of a dance
resembling a pagan ritual of the appeal to the Sun (in paganism, the ritual need
for dancing was part of both religion and common culture). The original aspect
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of this artwork consists in its duality: the actual dance on the green lawn which
children use to welcome the sun and urge it to be friendly to them - is depicted

q
@ BUrNsHb, BUINAHb,

COHeuKo

BurisHb, BUIISHb, COHEYKO,
3arisiHb Y BIKOHEYKO.
ToauBHCh HA XaTKY,
Posseceny IBaHKY.
3acBiTH TPOMIHYMKOM ~
Poscwilun AHAPITUMKA.
3o710THMM BECHSIHKaMU
TpurpycH YASHKY.
TTocMiXHMCh BECEKOI0,
3irpiii I0pKa 3 ONIeHKOI0.
A iy T0Gi 3acniBaemo,
'V TaHKy 3aKpyXIS€MO,
1106 T, sicHe COHEUKO,
Ta i He CyMyBAI0.

Fig. 8. Z. Zabe, Vyglian, soneczko, vyglian [Look out, look out, sun], il. O. Kwasza, Lviv 2015

in the background. The general mood of the dancing children is repre-
sented in the facial expression of the girl in the foreground. It is a mood of
warm sunny happiness. A large orange spot in heaven (remarkably it is not
round, as the traditionally painted sun, because the sun is peeping through
the clouds), as well as the entire range of colors of the illustrations, add to
this impression.

Fig. 9. Cuda wianki. Polski foklor dla matych i duzych [Out of this world. Polish folklore for the
young and the old], il. M. Oklejak, Warszawa 2015

Filoteknos 9.indb 182 2019-09-20 12:48:01



The Images of Dance in Polish and Ukrainian Illustrated Books for Children... 183

Modern books for children tend to include folk dances, which - because
of their simplicity and inter-generational popularity - are crucial for the unity
of the readers, regardless of their age. This is because of the texts of folk songs,
which are timeless. Good examples are: the traditional Polish song and dance
Krakowiaczek jeden (trans. A Man from Cracow) (Zelewska 2012) and a con-
temporary Polish picturebook Cuda wianki. Polski folklor dla matych i duzych
(trans. Out of this World. Polish Folklore for the Young and the Old) by Marian-
na Oklejak (Oklejak 2015).

The plot of the allegorical joke fable Kvitkove Vesillia (trans. Flower Wed-
ding) by Leonid Hlibov, a Ukrainian fabulist of the nineteenth century, is also
based on dancing. This fable tells about the wedding of two flowers — Periwin-
kle, which symbolizes love in Ukrainian mythology, and Violet.

[Tocepenuni B TanOuKy/ In the middle of a dance

Y 3enenomy BiHOuKY,/ In the green corolla

Taniptoe Bynsak. / Thistle is dancing.

Kpyrom cBamixy, i cycinknm, /Around him Relatives, and Neighbors,
I ®acorni, i Harigku, /and Beans, and Marigolds,

I mbx HuMK Maxk./ between them - Poppy.

Haue cipapxHii mysuxu,/ Like real musicians

Ipatots IliBHi Ta Inguky,/ Roosters and Turkeys are playing,
Hepenunts [ycak./ Goose is playing too.

TaniroBana puba 3 paxow, / Fish danced with Crab,

A mopxkoBis 3 macteprakom,/ and Carrot danced with Parsnip,
Ta He Kpaite Hac! / but not better than us! (JI. Iti6os,1957).

Almost all of Lubov Hryhoryevas grotesque illustrations to Hlibov’s tale
show different characters who are guests at the wedding animated flowers, an-
imals, birds, garden vegetables which are wearing Ukrainian national cos-
tumes — dancing hopak (the Ukrainian folk dance). Due to the skillful art solu-
tions, the illustrated Flower Wedding turns into one inflammatory dance, and
young readers have the opportunity to feel a unique musicality of the fable’s text.

In the illustration of the famous Ukrainian artist of the second half of the
twentieth century Vyacheslav Lehkobyt to a collection of Ukrainian tongue-
twisters we see three mares doing a circle dance around a snowball-tree, which
is another important symbol of Ukraine (there is a proverb saying: “There is
no Ukraine without the willow and the snow-ball tree”). This illustration visual-
izes the short tongue-twister Kolo Kalyny Koneneyata (trans. Little Horses Near
Snowball Tree). The tree referred to in the tongue-twister is not in the picture,
we see only clusters of berries, which also make up a kind of circle dance, but
it does not matter. The main focus is on the plastic movement of the animated
domestic animals. The child sees a graceful light dance of three girls dressed in
bright outfits with colorful braided hair. Thanks to the original style of the art-
ist (especially his distinctive color solutions based on contrasting combinations
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Haw Bapsinky 3eqeHeHbkHil,
[Moriw Bynska,

I y napi 3 mosnonow

Mix cBOEK nepe3nolo
YrHiTh Tponaka!

Ta He kpawe nac!
HyTe % wBKiKO, winapko, Keitu,
Monoaux nosecenuTH —

Onun tomy uac!
Oil, Ko3aue MONONeHbLKHI,

Fig. 10-11. L. Hlibov, Kvitkove wesilia [ Wedding of flowers], il. L. Hryhoryeva, Kyjv 1958
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of colors, organic blend of decorative folk art and simple children’s drawings),
the illustration looks trim like a toy and is a feast for the eyes.

Fig. 12. Perepelychka, Mala-nevelychka. Narodni skoromovky [Little quail. Ukrainian folk
tounge-twisters], il. V. Lehkobyt, Kyjv 1976

In many fairy tales and stories, dancing is often used as an expression of
shared cheerfulness, unity, or a happy ending. Kateryna Shtanko, a contempo-
rary illustrator, managed to convey the atmosphere of a festive mood and joy-
ful dance around the Christmas tree which is the happy ending of a sad tale Zo-
loty Pavuchok (Mankosny, 2012) (trans. Little Golden Spider). Because of the
war and plight, people had no money to buy apples and nuts used to decorate
Christmas trees. A magical spider decorated their Christmas tree with its cob-
web as a garland and, thus, created a real feast for the children and their moth-
er (even for their red cat), a feast they might have been unable to create on
their own. The characters seem to be hovering in the air, singing a song about
the golden spider while dancing.

Sometimes the image of dancing is presented by a great ball, a summary of
sorts. Drawing on the classic European fairy-tales, we have studied scenes of
ball dances in Cinderella in various Ukrainian and Polish adaptations (not all
books include such a scene).The scene when Cinderella, frightened, becomes
immersed in the dance with the prince up until midnight, has been depicted
in many different manners. In the picture by Janusz Grabianski, a famous Pol-
ish graphic artist, the gentleness of colorful spots — a trademark of his works —
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S JliTi moBHCKAKYBAIN 3-3a CTOMY,
¥ B3SAMCA 38 PYKM i 1I0MAJIH TAHIUOBATH IOBKONA SITMHKM,
Bonu mizerpubysanu i cnisann: $

Ilabynox, naBy«ox,
30AOMUIL HAPIBHUHOK:
CnAIB RAUHOVYE YOPANHR
i3 nebecnux numouox!

Fig. 13. I. Malkowych, Zolotyj pavuczok [Golden spider], il. K. Shtanko, Kyjv 1997

is skilfully combined with the effect of a shining floor, which conveys the at-
mosphere of a great ball (Basnie braci Grimm [trans. Grimm’s Fairy Tales])
(Grimm, 2004).

Bohdan Butenko, a Polish graphical artist of international fame, has be-
come a true master of portraying dance as an illustration to literary texts. He
has paraphrased both texts and illustrations of many classic fairy-tales, in-
cluding Cinderella. In his Krulewna Sniezka: mily zbiorek 4 (stownie: czterech)
nowych-nienowych, niezbyt umoralniajgcych bajeczek: mysliwskiej, obuwniczej,
wedrownickiej i domyslnej-niedomysinej! (trans. Snou White: a nice little collec-
tion of 4 [say: four] new-old, not quite moralizing fables: a hunter one, a shoe
one, a wanderer’s one, and a slow/quick-witted one!) the illustration of Cinder-
ella dancing with the prince was arranged using an optical record, allegedly
based on the dance Louis XV had with Marquise de Pompadour (Butenko
2008). In the text, this elegant dance - only seemingly predictable — escapes the
author’s control, and the orphan catches the prince in half, they spin “through
the room, from the room to the staircase, and downstairs to the street, and to
another street, and a third, out of town, to the meadow by the river..” (Butenko
2008: 63).

Although different in style, we can find equally dynamic illustrations made
for a poem titled Taricowaly dwa Michaly (trans. Two Dancing Michaels) by
Polish writer Hanna Januszewska. It has been published in many different
forms, for instance as a simple folk song, but it always tells the same story. The
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illustrations by Jan Szancer and Biernacka faithfully reflect the mood of the
text. It tells the story of two disproportionate dancers who dance day and night
because of a magically enchanted violin. Their dancing amazes everyone and
everything (a strawman, a barn, a crow, and a rook), but no one joins them as
not to disturb the flow of their magical dance. This is why all illustrations of
the poem show only these two Michaels. The text also attempts to imitate the
sounds of dancing:

Ktlapu-kiapu po podlodze / Clap-clap on the floor

Skacze: — hop! na prawej nodze. / Jumping: — Hop! On the right leg.

Po podlodze: - ktapu, kfapu, / On the floor: clap, clap

Sigga glowa do putapu. / Reaching the ceiling with his head (Januszewska 1947: 32).

ARG R R

— T T —

Fig. 14. H. Januszewska, Taricowaly dwa Michaly [Two dancing Michaels], il. ]. Szancer,
A. Biernacka, Warszawa 1947

Recently, the depictions of the two, visually different, dancing Michaels
have become gradually more sophisticated. The latest illustrations were cre-
ated by Jan Bajtlik, at that time still a student of arts at the Academy of
Fine Arts in Warsaw, who had already been awarded in many international

Filoteknos 9.indb 187 2019-09-20 12:48:14



188 Emilya Ohar, Bogumita Staniéw, Dorota Michutka

poster competitions. He is recognizable for his use of brief visual commu-
nicationsp.

Fig. 15. H. Januszewska, Taricowaly dwa Michaly [Two dancing Michaels], il. ]. Bajtlik,
Warszawa 2012

The illustrations of the Ukrainian artist Svitlana Balukh for Oksana Lushchev-
ska’s children’s story Paperowa Pryntcesa (trans. The Paper Princess) (JIymeBcbka,
2016) are an example of a collage technique, one of the most popular ones in
contemporary children’s artwork. The chosen way of illustration determinesthe
manner of depicting the dance-ball around which the story is centered. The ball
is portrayed as a composition of the silhouettes of dancing couples against the
background of a photo-collage of the images of candelabra, candles, and large
windows of the palace. The readers do not see the princess dancing, but the mu-
sical and dancing theme is emphasized by the dress of the character made of
paper pieces of music. According to the traditional story development, during
the ball, an awkward princess was supposed to turn into a gracious lady and a
beautiful dancer. However, the finale of the tale is somewhat contemporary and
almost feminist: when the princess arrives at the ball, contrary to the expecta-
tions of her sisters, she refuses to make an impression on the visitors, she wants
to remain herself and runs away from the ball. Therefore, the young reader can
only imagine what her dance would be like — a gentle waltz or rebellious rock-
and-roll.
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PO3/I1JI ChbOMUIA,

y sicomy Ilaneposa Lapiena
CAYXAE CE0Z0 Cepus

Hanits y kivmari Taneponoi Ilapisim Gyio ayri,
rocTi, 1o npuixa na asbkonuii 6an. Hi, Uapisua
panacsi Gpati B HboMy y4acth. Hi 3a mo y criti! Ta o
Iipat AiTH, T po3Gupana HeabusKa KABICTS.

Hpurpmsyioun crimwo, Haneposa [apisua B
w06 rAsHyTH X0 Kpaem oka. [sa it Didi nobiran

Fig. 16-17. O. Lushchevska, Paperova korolivna [The paper princess],
il. S. Balukh, Kharkiv 2016

4. CONCLUSION

We have identified the following goals and manners of depicting dancing in texts
and children’s book illustrations alike:

a/ to illustrate a dance described in the literary text, to create visual images
of a dance/dances;

b/ to emphasize rhythmicity of a poetic text;

¢/ to illustrate characters in motion, to enhance dynamism in the illustra-
tions;

d/ to emphasize shared happiness, unity, or a happy ending;

e/ to popularize national culture;

f/ to supplement the text with experimental, original illustrations that para-
phrase the text (Szuman 1951).

The analysis and interpretation of the various empirical material allows us
to distinguish the following functions of dancing: 1) entertaining/ludic (in-
cludes comedy, humor, caricature portrayal of characters, strange poses of
dancers); 2) emotive/expressive (depictions of dance represent various emo-
tions: happiness, enthusiasm, optimism, affirmation of the world, sadness, rev-
erie, fear, anger; they affect the reader through such means as colors - they
influence one’s mood, expressiveness of the illustrations corresponds to the
dynamism of the text, subtle and fleeting elements engages the child’s imagi-
nation, dynamism and a lot of action or a static state, calmness, and asceti-
cism of image); 3) aesthetic — educational; 4) informative/cognitive. The most
important features of dancing we have determinepd are as follows: dynamism
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(movement), rhythm, emotions, musicality, expressiveness, dancers - dancing
characters (both animate and inanimate).

The depiction of dance in illustrated books for children features various ar-
tistic styles and/or techniques, including: grotesque, decorative, drawings, wa-
tercolors, and pencil drawing. Based on the research material, we have distin-
guished four models that categorize the functions of dance in children’s books:
play, game; dance, ball; climax, emotion.

To sum up, dancing tends to appear more frequently in illustrations to texts
that are rhythmic. A joined influence of the text and the image is undoubtedly
more significant for the young reader. Moreover, one element supplements the
other. Because of this, a book may have an emotive function - it influences
emotions and encourages to take actions (e.g., to simply move, which is natu-
ral for children, to play, or dance). Artistic illustrations supplement and en-
hance the book with the aesthetic function, which teaches the child that differ-
ent forms of art complement one another.
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Folklor ludyczny — prawdziwy i literacki
na przykiadzie tworczosci Janiny Porazinskiej

Abstrakt: W tworczosci Janiny Porazinskiej folklor odgrywa doniosta role. Pi-
sarka traktuje go jako zrédto inspiracji formalnych i tematycznych, co ujawnia-
ja jej zbiorki poezji oraz poemat Wesele Malgorzatki. Swiadectwem bliskiego
zwigzku liryki z piesnig ludowq i kotysanka jest ich poetyka, kompozycja, licz-
ne zabiegi transformacyjne (parafrazy, trawestacje, nasladownictwa wzorcoéw
ludowych) oraz motywy zaczerpnigte z przystow, zagadek. Zwiazki z folklorem
ludowym podkreslaja umiejetnie wprowadzone wyrazenia gwarowe. Nie mniej
wazny jest tez folklor spod znaku wielkiej zabawy. Nalezg do niego formy za-
czerpniete z folkloru dziecigcego. Poetka proponuje czytelnikowi zabawe i gre
z wyobraznia, zabawe stowng, wprowadza humor, postacie strzyg i innych fan-
tastycznych stwordw, zwierzecych bohateréw, siegajac po wyprébowane chwy-
ty: paradoksalne zestawienia, Iaczenia rzeczy przeciwstawnych, niemozliwych
czy absurdalnych. Poszerza tez repertuar gatunkéw folkloru dzieciecego.

Abstract: Folklore plays a significant role in Janina Porazinska’s works. She tre-
ats it as a source of formal and thematic inspirations, which manifests itself in
her volumes of verse or her poem Wesele Malgorzatki [trans. Meg’s Wedding].
The close connection between verse, and folk song and lullaby is visible in the-
ir poetics, composition, transformational devices (paraphrases, travesties, imi-
tation of folk patterns), as well as in motifs taken from proverbs and riddles.
The connection to ludic folklore is also emphasized with adept introduction
of dialectal expressions. Nevertheless, folklore of great entertainment is just as
important. It includes forms inspired by children’s folklore and offers the reader
games of imagination, puns, humor, fantastical creatures, and animal protago-
nists. It also uses proven devices: combinations of paradoxes, opposites, and
impossible or absurd elements. Moreover, it broadens the repertoire of childre-
n’s folklore genres.

Stowa kluczowe: folklor, Janina Porazinska

Keywords: folklore, Janina Porazinska

»Najwazniejsza role w literaturze dla dzieci odgrywa folklor. [...] Bez odwo-
tania si¢ do folkloru i gltebokich korzeni w konkretnej glebie literatura musi
upas¢. Dotyczy to wszelkiej literatury. Na szczescie literatura dla dzieci jest
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nawet dzi$ bardziej zwigzana z folklorem niz literatura dla dorostych i to czy-
ni jg tak wazna w naszych czasach” (Singer 1993: 349-350). Tak na temat
folkloru, jego roli w literaturze dla najmfodszych, ale i dla dorostych' pisat
Isaac Bashevis Singer w zakonczeniu Opowiadan adresowanych do mlode-
go czytelnika. I cho¢ chodzilo mu bardziej o folklor w znaczeniu szerokim,
to zapewne w odniesieniu do dzieci mial na mysli réwniez ten jego element,
te jego odmianeg, bez ktorej istnienie prawdziwej literatury dzieciecej bytoby
wrecz niemozliwe. A jest nig zabawa, caly ten tzw. folklor dzieciecy, ludycz-
ny, zostal doskonale opisany i zinterpretowany przez Jerzego Cieslikowskiego
w monumentalnej jego pracy Wielka zabawa oraz w rozlicznych artykutach.
Najwazniejsza teza badacza sprowadza si¢ do zalozenia: ,[...] wszystko, co
dzieci wziely od dorostych, co dla nich dorosli stworzyli, co same wymysli-
ty i wreszcie co doroéli dla nich napisali najlepszego, stuzy przede wszystkim
i w pierwszym rzedzie zabawie” (Cieslikowski 1985: 6). Dziecko w calym jego
jestestwie, rozwoju jest darem i cudem, tajemnica i zabawa. Doroslych zasta-
nawia, zaskakuje, rozémiesza, sprawia, ze $wiat nabiera innych koloréw i wy-
miarow, staje si¢ lepszy i bardziej przyjazny. Dlatego aby zrozumie¢ dziecko,
nalezy na nowo — wraz z nim - dorasta¢. Wejs¢ w jego $wiat psychiczny. Te
prawde zrozumial cytowany na poczatku Singer, ktéry dla najmlodszych za-
czal pisa¢ w wieku dojrzalym, ,dziadkowym”, gdy odkryl i zrozumial dzie-
ciecy fenomen. ,,Doswiadczanie” dziecka, ponowne przezywanie dziecigcego
stanu przez pisarza idzie w parze z poglebiona wiedza o nim, o jego potrze-
bach. W polaczeniu z literackimi umiejetnosciami, intuicja zapewniaja arty-
styczng range i jako$¢ utworu, $wiezos¢.

Te kompetencje posiadala Janina Porazinska, polska pisarka, ktéra napi-
sala dla dzieci wiele niepowtarzalnych, wrecz fenomenalnych utworéw, czego
przyktadem jest chocby zbiorek wierszy W Wojtusiowej izbie, ktéry moze by¢
na wiele sposobdw interpretowany i sam moze stanowi¢ doskonalg egzemplifi-
kacje tezy Cieslikowskiego. Wzmacnia i potwierdza jg takze cala jej tworczosc,
tematycznie i gatunkowo bardzo zréznicowana. Jej teksty wyrastaja z folkloru
ludowego i dziecigcego, stuzg dziecku jako scenariusze gier i zabaw ruchowych,
tanecznych, teatralnych, moga by¢ przez nie $piewane, recytowane, reprodu-
kowane. Uczestnik zabawy moze przedluzaé fabulke, dopisywaé dalszy ciag
niedokonczonych historyjek. Porazinska podobnie jak Jan Brzechwa i Julian
Tuwim bawi sig, igra stowem, czasem forma, cho¢ - trzeba przyznac - zdecy-
dowanie rzadziej niz jej koledzy po pidrze. Siega za to po sprawdzone chwyty
i konwencje, motywy, postaci, strachy, wszystko to, co angazuje dziecko, bawi

! Isaac Bashevis Singer pisal: ,Tragediag wspolczesnej literatury dla dorostych jest to, ze
kompletnie oderwata sie od folkloru. Wielu wspétczesnych pisarzy stracilo swoje korze-
nie. Nie nalezg i nie chcg naleze¢ do zadnej grupy” i dalej ,,Nie ma literatury bez korzeni.
Nie mozna napisa¢ dobrej o cztowieku pojmowanym ogodlnie. W literaturze, podobnie
jak w zyciu, wszystko jest specyficzne. Kazdy czlowiek ma prawdziwy i duchowy adres”
(Singer 1993: 349).
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i $mieszy, czasem wywoluje leki szybko wyciszane i fagodzone przez liryczne-
go bohatera, opowiadacza. Wielokrotnie Porazinska traktuje folklor jako pla-
styczne tworzywo (Cieslikowski 1983: 295), z ktdérego czerpie pomysly. I tu
rodzi si¢ podstawowe pytanie, ktére wymaga uzupelnienia go pomocniczymi:
ile w jej tekstach znajduje si¢ folkloru prawdziwego i na ile mozna utozsamiac
jej wersje z oryginatem?, jaki procent stanowig zabiegi stylizacyjne? Kwestig ta,
ale w odniesieniu do folkloru ludowego, zajmowat si¢ wspominany juz Ciesli-
kowski, ktory w Wielkiej zabawie dokonywat poréwnan tekstéw oryginalnych
z wierszami poetki?, a kontynuowata prace nizej podpisana, piszac o zabiegach
transformacyjnych i zwracajac uwage na podobienstwa, zbieznosci niektérych
tekstow Porazinskiej z tekstem ludowym (Olszewska 2007: 63-91)°. Zagadnie-
nie to wydaje si¢ ciekawe, zwlaszcza dla komparatystéw: folklorystow i litera-
turoznawcow, a w wielu przypadkach i dla muzykologéw, gdyz niektére wersje
oryginalne wystepuja z podkladem muzycznym. I te wersje moga stuzy¢ za
przyktad realizacji prawdziwego folkloru ludycznego. Inspirujacym materia-
fem jest tu zbiorek Smyku, smyku na patyku, ktérego juz sam tytut nawiazuje
do dziecigcej zabawy nasladujacej gre ludowej kapeli, a wzorce liryczne wska-
zujg na paralele z piosenka.

Motyw dzieciecej zabawy imitujacej za posrednictwem dostepnego rekwi-
zytu gre na instrumencie muzycznym wystepuje w wielu utworach przezna-
czonych dla niedorostego czytelnika. Znajdziemy go u Marii Konopnickiej,
Zofii Rogoszéwny, Hanny Januszewskiej, Marii Dynowskiej, w malarstwie
Tadeusza Makowskiego. Muzykujace w nich dzieci s3 odpowiednikami lu-
dowych muzykantéw znanych z folklorystycznych imprez, jak i z twérczosci
ludowych twoércow. W kazdym przypadku wspomniany motyw stanowi ele-
ment gotowej scenki rodzajowej i stuzy do wywotania nastroju zabawy, w kté-
rej uczestnikami sg dzieci lub zantropomorfizowane przedmioty. Wmontowa-
nie motywu zabawy - gry na patyku, fujarce w wierszowanga strukturg ma swe
dalsze artystyczne konsekwencje w warstwie kompozycyjnej, przedstawienio-
wej, stylistycznej i wersyfikacyjnej. Powtarzana lub nieco zmodyfikowana fra-
za ,,dylu-dylu/ na badylu. Smyku - smyku/ na patyku” (Porazinska, b.r.: 17)*
moze wystepowac w roli refrenu, ekspresyjnego powtdrzenia. Na wyrazistos¢
i ekspresyjnosc¢ obrazka wptywa rytmika i melodyjno$¢ wiersza, dialogowos¢
oraz sposéb prezentacji bohatera. Portrety rozbawionych, rozspiewanych
i roztanczonych dzieci oraz przedmiotéow zaludniaja wiersze ze zbiorkdw:
W Wojtusiowej izbie (1924), Moja Wolka (1925), Pastereczka (1926), Psotki

Cieslikowski poréwnywat niektdre wiersze Porazinskiej ze zbioru Smyku, smyku na pa-
tyku, np. Siedzi wrobel na desce z zapisem Kolberga (Cieslikowski: 1985: 295-296).
Zagadnieniu temu poswiecam caly rozdzial Od ludowego pierwowzoru do oryginalnej
tworczosci (,Smyku-smyku...”, ,Psotki i Smieszki”, , Trzy gadutki”, , Pleciugowe nowinki”,
»Moja ksigzeczka”).

Chodzi o wiersz Taricowanie z przedwojennego tomiku Pastereczka wydanego w Warsza-
wie. Brak daty wydania zbiorku.
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i Smieszki (1955)°. I to wlaénie w wierszach tanecznych i muzycznych folklor
prawdziwy spotyka sie z literackim. Ten pierwszy ujawnia si¢ w tradycyjnych
tekstach: przyspiewkach i dzwigkach asemantycznych: ,Hu-ha!”, komizmie
przedstawieniowym zasadzajacym sie na kontrascie: ,,maly — duzy”. Przykla-
dem takiej literacko-folklorystycznej symbiozy moze by¢ wiersz Stuku - puku
z tomiku W Wojtusiowej izbie:

Stuku - puku o podioge!
Ma pogrzebacz jedna noge,
a miotla ma ndzek trzysta.
To ci para z nich siarczysta!
Hu - ha!

Jak sie w pasie oba wzieni,
obertasa poszli w sieni.
Ode proga... az do proga...
Wszedzie im do tanca drogal!
Hu -ha!

Hej, pogrzebacz si¢ rozhulal;
az dni dziesi¢¢ potem kulal.
Miotla, w tancu tez siarczysta,
zdarta w strzepy nozek trzysta!
Hu - ha!

(Porazinska, 1982: -)°

Udang stylizacje stanowi wiersz Dylu - dylu!, w ktérym rzeczywistos¢ ta-
czy sie z uludg (Cieslikowski 1985: 217), wyobrazeniem wyniklym z potrze-
by fantazjowania, zatracania si¢ w zabawie. Dla dziecka pretekstem moze by¢
dostownie wszystko, np. ogladany malunek na glinianym wazoniku. Podda-
ny przez nie animizacji sprawia, Ze zaciera si¢ granica miedzy obu $wiatami
i maly bohater wkracza do $wiata iluzji:

Dylu - dylu! Smyku - smyku!

Na glinianym wazoniku
stary Szymon tnie od ucha.

Taniczy miody i mtoducha.

Chudy Walus$ smykiem macha.
Z organistg tanczy swacha.
Dzi$-dzis-dzis-dzis!...

* W zbiorku tym znalazly si¢ wiersze z wczesniejszych tomikéw: Mojej Wélki i Pastereczki.
Dokonano drobnych zmian.
¢ W wydaniu brak numerowanych stron.
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[...] Tancza, taiczy, wywijaja,

za Wojtkiem sie ogladaja:
- Chodz, Wojteczku, taficzy¢ z nami!
- Nie podole tak nézkami.

(Porazinska 1982: -)

Taniec w wierszach Porazinskiej moze by¢ formg zabawy indywidualnej
(Dorotka), jak i zbiorowej. Czesciej jednak jest przejawem tej drugiej i obej-
muje ludzi, zwierzeta i przedmioty. W tanecznym plasie zobaczy¢ mozemy
babulenke i niesfornego koziotka, komara i muche, ptaki, misia i przedmio-
ty: miotly, pogrzebacze. Te ostatnie zawsze wnoszg akcent ludyczny. Poprzez
swe odrealnienie ujawnione za posrednictwem antropomorfizacji sceny z ich
udzialem wydaja si¢ absurdalne, ale tylko dla dorostego. Dla dziecka sg praw-
dopodobne, wrecz rzeczywiste, no i przede wszystkim zabawne. Absurd nie
jest dlan nieprawda, to forma innego bytu, kategoria zabawy. Stad w twérczo-
$ci Porazinskiej nie mogto zabrakna¢ tak ulubionych przez dzieci andronéw,
»koszatkow opatkow”, ,,niebylic”, wywracanek, ktére wygenerowaty poklady
,wielkiego humoru” (Szuman 1938, Zurakowski 1975: 231-232). I jak w wie-
lu tekstach folkloru, tak i wierszach poetki ma on charakter podmiotowo-
-ekspresyjny (Zurakowski 1975: 224; Olszewska 2007: 76). Wzorce liryczne
wierszy, ktérych fabula opiera si¢ na absurdach i dziwach, przypominaja pel-
ne nieprawdopodobienstw igraszki. Ich macierzystym podlozem wydaje si¢
tworczos¢ ludowa, co poswiadcza analiza poréwnawcza wybranych tekstow
poetki ze Zrédtami folklorystycznymi (Olszewska 2007: 73). Porazinska sigga
po oryginal z grupy purnonsensu, a nastepnie dokonuje odpowiedniej styli-
zacji, wykorzystujac do tego parafrazy (Ozenit sig), trawestacji (Cztery mile...),
piosenki (Sowa na weselu) (Olszewska 2007: 73). Dla czytelnika dziecigcego
tego typu zabiegi nie sg istotne. Liczy sie koncowy efekt — zabawa, §miech.
A zabawna jest nie tylko sytuacja przeniesiona z zycia dorostych (slub, wesele,
kidtnia, plotkowanie), ale uczestniczacy w zdarzeniu bohaterowie wywodzg-
cy sie ze $wiata zwierzecego i roslinnego (gawron i kawka, burak i pietruszka).
Teksty dluzsze mogg stuzy¢ za scenariusze zabaw teatralnych w przedszkolu,
szkole. Zantropomorfizowani bohaterowie, $§mieszni juz poprzez dokonany
zabieg stylizacyjny, ich wyraziscie nakreslone charaktery, dynamiczna akcja,
dialogowo$¢, dydaktyczne przestanie przesadzaja o edukacyjnym wykorzy-
staniu tych utworéw. Kroétkie wierszyki moga stanowic recytacyjne i teatralne
wprawki.

Chciat sie zeni¢ burak

z pietruszka.
Podreptat ci do niej

tg drozka.
Podreptat ci do niej

w niedziele.
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~Wyprawimy huczne
wesele.

Beda graly basy,
skrzypice.

Pierwsza cie do tanca

pochwyce!”.

-0, moj ty buraczku
¢wiklowy,

Radam ja wianuszek
zdjac z glowy,

Radam mie¢ takiego
mezulka,

Co czerwony, spasny
jak kulka”

(Porazinska 1925: 11)

Zabawne sytuacje bedace kanwa wierszy Porazinskiej pojawiaja si¢ w ga-
tunkach reprezentatywnych dla folkloru dziecigcego i ludowego: wyliczankach,
wywracankach, bajeczkach, przystowiach, zapytankach, zartach, wykrzykan-
kach, a takze w tych stworzonych przez nig, czyli ,wy$mieszkach’, ,,pleciugach’,
»gadulkach” Powstaly one z obserwacji dzieci i dorostych, zwlaszcza ich zacho-
wan i nawykow, ktére zainspirowaly poetke, stajac sie ramg konstrukcyjng wier-
sza, opartego na absurdzie, zarcie, kpinie (,wy$mieszki”), pleceniu, ,mieleniu
jezykiem’, pleciugowych pogwarkach (,,pleciugi”), gadaniu (,,gadutki’). Tego
typu struktury oraz kreacje bohateréw wystepuja w folklorze ludowym. Odpo-
wiednikiem Pleciuszki z wiersza Porazinskiej Pleciugowe nowinki jest ludowa
Pleciuga (Cieslikowski 1985: 339), ktorej role i zadania wyjasnia juz imie zna-
czace. Tego typu konstrukcje zadomowily si¢ w literaturze dla dzieci. Z upodo-
baniem postuguja si¢ nimi Julian Tuwim, Jan Brzechwa, Wanda Chotomska,
ktorzy dodatkowo uzupelniajg je o klamstwo, bajdurzenie, androny. Wszystkie
formy sg artystyczna realizacjg dzieciecych potrzeb - zabawy i $Smiechu. Pora-
zinska chetnie siega wiec i po struktury tancuszkowe, oparte na nonsensie, ab-
surdzie taczac je z — tak ulubionymi przez nig — wyrazami onomatopeicznymi
obecnymi w czesci wstepnej, wprowadzajacej, informacyjnej poprzedzajacej te
wlasciwg zbudowang z powtarzajacych si¢ sekwencji, co w praktyce oznacza, ze
kazdy kolejny epizod nasladuje poprzedni (Liithi 1982: 64). Doskonale ilustruje
to wiersz Brudasy.

Nie chciaty brudasy
do tazni chodzic.
Musiat ich tam soltys
na sznurze wodzic.

Sznury szur-szur si¢ pozrywaly.
W las brudasy pouciekaty.

Filoteknos 9.indb 200 2019-09-20 12:48:20



Folklor ludyczny — prawdziwy i literacki... 201

A gdzie ten las?
Woda go zabrata.
A gdzie ta woda?
Woly ja wypity.
A gdzie te woly?
W tatarke sie skryly
A gdzie ta tatarka?
Zjadly ja golebie.
A gdzie te golebie?
Przy drodze na debie.
A gdzie ten dab?
Scigt go dziad.
A gdzie ten dziad?
W morze wpadl.

(Porazinska 1960: 86)

Zdarza sig, ze nastepuje nagromadzenie absurdalnych zdarzen, absurd goni
absurd, jak w wierszu Poszed? chtop.

Poszedt chiop do lasu
cepem $cinaé deby.
Trafil zabie na obcas,
wybita mu zeby.

Komar si¢ zlitowat,
swoje podarowal.
- Nasci, chlopie, zebdw szes¢,
bedziesz mial czym jes¢!
(Porazinska 1960: 92)

Czasem nagromadzenie absurdéw ma wydzwiek dydaktyczny. Brak umie-
jetnosci gospodarczych staje si¢ naganne i zastuguje na wys$mianie, co po-
twierdza wiersz Nasza kuchareczka:

I

Nasza kuchareczka

spodziewa sie gosci.
Napiekta kotaczy

z tatarczanych o$ci.

II

Studyrym - studyrym...

Chce w koszyczku wynie$¢ dym.
Nakryla go sitkiem,

by nie uciekt z wszytkiem.

(Porazinska 1960: 96)
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Temu samemu celowi moze stuzy¢ tez konwencja ,$wiata na opak” Od-
wrocenie elementéw poukiadanego $wiata oznacza zburzenie fadu i porzadku
w gospodarstwie leniwej Malgosi. Maly czytelnik otrzymuje porade w postaci
obrazka.

Przelecial gotgbek,
przez zielony dgbek
spojrzat do Malgosi,
jaki tam porzadek.

A tam -

spojrz sam...
Swinki w piecu ryja,
pieski garnki myja,
dwie miski pod fawg
zarosty murawg.

(Porazinska 1960: 97)

Wielokrotnie ludyczno-dziecigcy motyw buduje dydaktyczng pointe.

Trzeba przyznad, ze Porazinska znane chwyty, konstrukcje i konwencje za-
wsze stara si¢ wykorzystywaé po swojemu: trawestujac, parafrazujac, wplatajac
przystowia, faczac oryginal ze zgrabna stylizacja, dopelniajac teksty pierwiast-
kiem dydaktycznym.

Poetka wykorzystuje znane watki i chwyty obecne w folklorze ludycznym.
Zawsze jednak liczy sie z czytelnikiem i jego potrzebami, zainteresowaniami.
Siega wigc po wszelkiego rodzaju strachy - znane z dnia codziennego, gospo-
darskiego zycia, jak np. strachy na wrdble, ktérym nadaje rol¢ obroncéw wroé-
bli, a wigc sprzeczng z pierwotnym przeznaczeniem. Ta nowa jako$¢ nadana
strachowi pociaga za soba ludyczny wizerunek bohatera w dziurawej kapo-
cie oraz prowadzi do zaskakujacej, bo dydaktycznej pointy podanej w postaci
wykrzyknienia majacego warto$¢ pytania retorycznego, ktore dopiero jednak
z poprzedzajacym obrazkiem nabiera zabawowej lekkosci, wywoluje dziecigcy
usmiech. Niepolatany stréj utatwia wréblom ucieczke, stad gospodarcza uzy-
teczno$¢ stracha okazuje si¢ watpliwa. Porazinska po mistrzowsku wykorzy-
stuje motyw stracha, tworzac zabawowa scenke, ktorg przekuwa na jezyk ezo-
powej dydaktyki.

Haps! Mlode wrobleta.
Wsadzil je w porcieta.

A wroblaszki - ztodziejaszki
Przez okienka...
furrrr!...

Czemus sobie w przyodziewie
nie zatatat dziur!

(Porazinska 1925: 9)
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Druga grupe stanowia stwory bedace wytworem wyobrazni zaleknionego
dziecka (licha, strzygi, kadziel), co wyrdznia te literackie kreacje od ludowych
strachow. Juz przez ten fakt nie sg grozne, krwiozercze. Tym bardziej, ze i sam
liryczny opowiadacz znajacy przyczyny strachu dziecka (strach przed samot-
noscia, cisza, ciemnoscia) niweluje go sposobem narracji. Dodatkowo tagodzi
obraz poprzez antropomorfizacje bohatera. Poetka, oddajac glos postaci i uka-
zujac ja w zabawnej scenie, wprowadza akcent ludyczny, a zatem postgpuje
inaczej niz dzieje si¢ to w folklorze autentycznym. Stad i demonologia stwo-
réw nie jest w jej tworczosci bogata i nie majg one tych oznak ,,strasznosci” ani
funkcji przypisanych im w tekstach i opowiesciach folklorystycznych, o czym
$wiadczy posta¢ licha z malowanej skrzyni z wiersza pod tak samo brzmigcym
tytutem.

A na wierzchu licho
wytrzeszczylo oczy.
Mam stomiane nogi!
Laboga wyskoczy!

(Porazinska 1982: -)

Czasem w obronie dziecka moze stang¢ postac z basni, ktéra poprzez swg
trwalg przynaleznos¢ do $wiata dziecka zaciera granice miedzy obu rzeczywi-
sto$ciami jak w utworze Cap!... za brodeg:

Wyszed! krasnal z garnka,
kadziel cap! ... za brode.

Jak mi bedziesz Wojtka straszy¢,
do rzeki powiode!

(Porazinska 1982: -)

I cho¢ przedstawienie wydaje si¢ zabawne (kadziel poréwnana do kozy),
to sam obraz zyskuje na lirycznosci. I to decyduje o artyzmie i wyjatkowosci
zbiorku W Wojtusiowej izbie. Te cechg swojego pisarskiego talentu Porazinska
ujawnila zatem wcze$nie i towarzyszyla jej ona przez calg droge tworcza, stajac
sie znakiem rozpoznawczym jej pisarstwa podobnie jak skfonnos¢ do prezen-
tacji zabawnych scenek, ktérych zwiastunem byty teksty dramatyczne — kome-
dyjki i obrazki sceniczne oraz antropomorfizacja i onomatopeicznosc.

Nic dziwnego, ze wiecej przyktadow folklorystycznych inspiracji odnaj-
dziemy w poezji. Dotyczy¢ one beda twdrczego wykorzystania motywu ba-
bulenki i niesfornego koziotka (Byta babulerika), komara i muchy (Pije mucha
wode), ptasiego wesela (Sowa na weselu) w wierszowanych gadutkach; ptakow
i zwierzat uchwyconych w niecodziennych dla nich rolach: wiejskich graj-
koéw, zalotnikéw, tancerzy, podczas wykonywania jakichs prac gospodarczych.
Zgodnie z tradycja folklorystyczna faczy je Porazinska w pary na zasadzie kon-
wencji znaczeniowej (mucha i komar, gawron i kawka), anegdotycznej (sowa),
dzwigkowej (pliszka, bak). Do prezentacji bohateréw wykorzystuje onomato-
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peje oraz rymy, co dokumentuje wierszowana opowie$¢ Sowa na weselu. Ga-
dutka o zdarzeniu w lesie:

Wiegc pliszka
spod kamyszka.
Co wotata: dziw-dziw!
Ogonkiem kiw-kiw!
(Porazinska 1962: -)’

W folklorze prawdziwym wystepuja na zasadzie parodii, u Porazinskiej —
mimetycznych obrazkéw, ktdre petnig funkcje poznawczg i ludyczna. Jej ptaki
i zwierzeta mowia, $piewaja, tancza, graja, kldca sie, jednym stowem zachowu-
ja sie jak ludzie lub niesforne dzieci. Malego czytelnika bawi dostowno$¢ i roz-
sadek zwierzat oraz ptakéw, ich niekonwencjonalne zachowania, ale przede
wszystkim jezyk - pelen nieznanych znaczen, nasladownictw, zlepkéw sylab,
ktore dzwieczg i szumig, dzieki czemu sg zrodtem komizmu. Dzwieki aseman-
tyczne, ktérych tak duzo spotykamy w twdrczosci Porazinskiej, nasladuja, ani-
mizujg przedmioty, caly $§wiat przyrodniczy. Sg nieustannym, niekonczacym
sie Zrédtem dzieciecych zabaw, folklorem zywym i prawdziwym przenoszo-
nym do literatury. Dzieci same adaptujg, przetwarzaja, nasladuja i tworza rze-
czywistos$¢. Do tekstow literackich trafia za posrednictwem stowa. Poeci zakli-
naja rzeczywistos$¢ w stowa, ubieraja w gre stow, ktérym nadajg sensy, uczucia.
Pytanie - na ile ich zabiegi sa prawdziwe? Autentyzm folkloru dzieciecego
sprowadza si¢ do $wiezosci i szczerosci pierwszego wrazenia, spostrzezenia,
gestu, uzycia stowa, zachwytu spontanicznosci etc. Osiagniecie tego stanu jest
gwarancja prawdziwosci. Powrdt do niego wydaje si¢ mozliwy, gdy na nowo
staniemy si¢ dzie¢mi, na nowo odkryjemy to, co zatraciliémy: zadziwienie, na-
iwnos¢ i szczero$¢. Moze majg ja poeci? Moze owa dziecigco$¢ zachowata Po-
razinska, pisarka tak bardzo wyczulona i rozumiejaca potrzeby dziecka, pa-
trzaca na $wiat oczami i wrazliwoscia dziecka i ta jego umiejetnos$cig zachwytu
i zadziwienia si¢. Jej tworczos¢ wyrasta z folkloru dziecka - jego zabawy, wraz-
liwosci w odbiorze §wiata. I to ono i jego natura, jego $wiat byly dla niej gtow-
nym zrédiem inspiracji.
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O ptakach, co bawig dzieciaki...

Abstrakt: Opracowanie stanowi analize pieciu ksiazek o ptakach dla dzieci.
Utwory o kurze, kaczce, kruku, wréblu i pawiu, napisane przez Pana Poete i zi-
lustrowane przez Joanne Miynarczyk, nawiazuja do nurtu drwiacego z otwar-
tego dydaktyzmu w tekstach dla dzieci, a zapoczatkowanego przez Brzechwe
i Tuwima. Analiza wskazuje, Ze utwory Pana Poety — dzigki odpowiedniemu
zintegrowaniu kodu plastycznego i werbalnego oraz wbudowaniu w teksty wie-
lu wyznacznikéw dialogowosci — uruchamiajg na réznych plaszczyznach tek-
stu zabawe aktywizujaca odbiorce. Dzigki temu wartosci przekazywane przez
utwory maja wieksza moc oddzialywania.

Abstract: The study is an analysis of five books for children about birds. The ti-
tles about chicken, duck, raven, sparrow and peacock, written by Mr. Poeta and
illustrated by Joanna Mlynarczyk, refer to the mainstream mocking of open
didacticism in children’s texts, initiated by Brzechwa and Tuwim. The analysis
shows that the works of the Poet — thanks to the appropriate integration of pla-
stic and verbal code and the incorporation of many determinants of dialogue
into the texts — they activate the recipient’s fun at various levels of the text. As
a result, the values transmitted by the books have a greater impact.

Stowa kluczowe: ptak, zabawa z tekstem, zabawa w tekscie, dialog, dialogo-
wo$¢, literatura dla dzieci

Keywords: bird, acting with text, fun in the text, language game, dialogue, lite-
rature for children

WPROWADZENIE

Zwierzeta w naturalny sposob towarzysza literaturze dziecigcej — wykreowana
menazeria wychyla si¢ z wielu ksigzkowych kartek. ,,Zamieszkuje” bajki i ba-
$nie, wiersze i powiesci, ksigzki obrazkowe, a takze popularnonaukowe wy-
dawnictwa: od utwordéw okreslanych jako ,ksigzki zwierzece”, w ktérych gra
gltowne role, az po teksty, w ktorych wystepuje jedynie w tle. Nie ma zatem
przesady w stwierdzeniu Jennifer Armstrong, ze ,,przemyst ksigzki dziecigcej
jest wypelniony zwierzetami niczym Arka Noego” (Armstrong 2010). Jak jed-
nak twierdzil Jerzy Cieslikowski:
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Niektore z nich dopiero w bajeczce [dziecigcej — B.N.S] zrobity zawrotng ka-
riere: kaczka, koza, kogut, jez, zajaczek i nawet lis, nie méwiac o psie i kocie;
a ponadto: rak, zaba, biedronka, $limak, §wierszcz - katalog niemaly, ale i cha-
rakterystyczny, wlasnie na nie padal akcent w tym zespole ludowych tekstow,
ktore najlatwiej trafialy do dziecigcego gustu i wyobrazni (Cieslikowski 1985:
327-328).

Do tego charakterystycznego katalogu naleza ptaki — od wiekéw budzace
ludzkie zainteresowanie i majace w roéznych kulturach, wierzeniach oraz w li-
teraturze swoje pewne miejsce. Zwykle literackie ptaki odsytaja — na zasadzie
symbolu badz alegorii — do repertuaru skonwencjonalizowanych kulturowych
znaczen. Jednak dla odbiorcy literatury dzieciecej liczy si¢ co innego: ptaki sg
najlepiej wyposazone w mozliwosci ,,glosowe”, postuguja sie ,jezykiem”, kto-
rego stowa i frazy ,,0znacza¢ mogg rzeczy tajemne, wazne i bardzo stare [...].
Ptaki »mowia« i $piewajg tym pierwszym jezykiem” (Cieslikowski 1975: 120),
ktoéry w swojej wymyslnej niezrozumialosci moze petni¢ funkcje magiczne, ale
moze rowniez stanowic czystg zabawe w stowa, w brzmienia, w szukanie kon-
taktu jezykowego z naturg, jak i w tworzenie jezyka swojego, grupy wtajemni-
czonych (Cieslikowski 1975). Piszacy dla dzieci oswajaja ten jezyk, korzysta-
jac tez z drugiego poziomu jezyka zwierzat', ktérym zwierzeta mowia miedzy
sobg, wypowiadajgc si¢ na temat ,,swoich spraw” w sposdb transponowany na
jezyk ludzi. ,,Z kregu podworza najgadatliwsze sa gesi, indyki, kury, kaczki,
takze wroble i gotebie. Ich wykrzykniki, przeklenstwa, wzajemne napasci, ktot-
nie, obmowy” (Cieslikowski 1975: 121), ekspresja odnoszenia si¢ do innych,
wyglad, sposéb bycia w gromadzie, dawaly okazje do rzutowania ich zacho-
wan na zachowania ludzkie i wykpiwania w sposdb nieurazajacy odbiorcy. Sta-
waly si¢ asumptem do szukania swego rodzaju podobienstw miedzy $wiatem
zwierzecym i ludzkim. W rzeczywisto$ci bowiem nie tak daleko zachowaniom
przedstawicieli ptactwa do ludzkich emocji?.

Ludzki jezyk, by porozumiewaé sie¢ miedzy soba, zwierzeta ,,przyswoily”
juz w bajce zwierzecej, w ktdrej wystepuja jako maski okreslonych typow ludz-
kich. Tam ich nazwa stanowi konwencjonalny znak zastepujacy rozbudowang
charakterystyke okreslonych ludzkich cech moralno-psychologicznych. Mowy
ludzkiej zwierzeta uzywajg takze we wzajemnej komunikacji w utworach dla

! J. Cieslikowski pisze o trzech poziomach ,jezyka” zwierzat: 1) ,,jezyk’, ktérym zwierzeta
»mowig” do siebie, to jezyk ,podstuchany” - niezrozumialy; 2) jezyk, jakim zwierzeta
moéwig miedzy sobg — oddawany w rozumianym jezyku ludzkim; 3) jezyk, ktérym ludzie
moéwig do zwierzat (Cieslikowski 1975).

? Swiadczy o tym niezwykle opracowanie Noaha Stryckera (2017), w ktérym autor
eksponuje szczegolne zdolnosci lub zachowania ptakow, ze trudno nie nabraé przeko-
nania, iZ nawet najpospolitsze z nich: sroka, kura domowa, golab pocztowy czy szpak
odznaczajg si¢ czyms, co jest w stanie zadziwi¢ czlowieka (tanczg w rytm muzyki,
rozpoznaja wiasne odbicie w lustrze, rozrézniajg ludzkie twarze, ,optakujg” zmartych
pobratymcéw i tworzg dzieta sztuki).
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dzieci, czesto - w odmienionych funkcjach. W najnowszej literaturze bohatero-
wie zwierzecy zyskuja niemato ciekawych wizerunkéw. Kilka z nich prezentuja
nowe utwory przywolujace ptasich bohateréw, m.in.: ksigzeczki z ,,ptasie;j” serii
Pana Poety, w ktorej kolejno wystepuja: kura, kaczka, wrdbel, kruk, a ostatnio
dotaczyt do tej gromadki paw. Do tej pory ukazalo si¢ w serii 5 tytulow’. Auto-
rem jest Piotr Reski (nie ujawnia nazwiska, wystepuje jako Pan Poeta), a ilustra-
torka i autorka opracowania graficznego - Joanna Miynarczyk.

Kazdy z przedstawionych ptakéw obrazuje jakis problem w zachowaniu, bli-
ski ludziom, opisany pogodnie i z przymruzeniem oka, jednoczesnie jednak bo-
haterowie zachowuja cos$ ze swych zwierzecych cech, dzigki czemu - jak przysta-
fo na nowoczesne bajeczki - pouczajace refleksje zostaja gleboko skryte.

1. NAWIAZYWANIE KONTAKTU

Spéjrzmy najpierw na wyrézniong seri¢ pod katem tta pragmatycznego, ktére
zostalo w niej zarysowane®. By bowiem przekaz osiaggnal swoj cel, powinien
dotrze¢ do adresata i zosta¢ przez niego zrozumiany, a to si¢ nie stanie bez
udanego nawigzania kontaktu z odbiorca.

We wspomnianych tytulach dazeniem autoréw (tekstu i przekazu graficz-
nego) jest uczynienie prezentowanego problemu dostepnym i zwyczajnym,
stawia sie w nich na pierwszym miejscu na prostot¢ form w porozumieniu sie
z odbiorca wlasciwym oraz jego aktywizacje¢ przez zabawe w czasie odbioru
utworow.

Autor tekstu odwoluje si¢ przy tym do jednej z najbardziej sprawdzonych
i najwczedniej przyswojonych przez dziecko form literackich - do bajeczki:
»mieszanego gatunku” laczacego elementy réznych podtypow bajek, krétkiej,
»pisanej najczesciej wierszem, zrytmizowanej i zorientowanej na warstwe je-
zykowo-brzmieniowd’, najczesciej z bohaterem zwierzecym, sfabularyzowanej
na sposob epicki lub dramatyczny (Cieslikowski 1985: 314-319; idem: 206-
208). Razem z ilustratorkg wykorzystuja w przekazie wszystkie dostepne na-
rzedzia, bo cho¢ pisanie dla matych odbiorcéw nie nalezy do tatwych, ksigz-
ka dla nich, jako twor intersemiotyczny, dysponuje wieloma technikami (jak:
rysunek, kolor, techniki edytorskie), ktérych nie moze wykorzystac literatura
»dorosta” (Adamczykowa 2004: 29). I mimo Ze integralno$¢ koncepcji interse-
miotycznego dziela jest tatwiejsza do osiagnigcia, gdy autor tekstu i ilustrator/

Kura, co tyla na diecie; Wrobel, co ocwierkat sasiadow; Kruk, co kracze pokrakanie;
Kaczka, co przebrala miarke; Paw, co ogon mial z przyjazni — wszystkie tytuty zostaty
wydane od maja 2017 do potowy kwietnia 2018 przez wydawnictwo Proszynski i S-ka,
bns.

* Tlo pragmatyczne komunikatu - tu przekazu literackiego, obejmuje: cel wypowiedzi,
nadawce, odbiorce - relacje miedzy nimi — w ramie wewnatrz- i zewnatrztekstowej (por.
Tabisz 2006).
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autor opracowania graficznego to ta sama osoba, w przypadku ,,ptasiej” serii
autorski duet doskonale zgrywa wszystkie komponenty, tworzac komunikat
spojny, przemyslany do konca i skuteczny.

Porozumienie z odbiorca utatwia wykreowanie odpowiedniej relacji: au-
tor przedstawia siebie jako Pana Poete, stawiajac w tym przypadku na pro-
stote komunikatu i zrozumienie dziecka, gdyz - jak sam pisze — chcial, by
jego pseudonim ,,byl rozpoznawalny i tatwy do zapamigtania. [A - B.N.S.]
nic tak nie kojarzy si¢ z autorem rymowanych bajek dla dzieci, jak stowo »po-
eta«”. Autor staje sie w ten sposéb kims dobrze znanym dziecigcemu odbior-
cy®, kto ma co$ do przekazania — znanym jak pan strazak, pan policjant czy
pani malarka - reprezentujacy rézne zawody i przedstawiani na spotkaniach,
np. w przedszkolu.

Do wejscia w tekst zachecaja: po pierwsze, jezykowa forma tytuléw - za-
powiedzi ,,dziania si¢” i poznania ciekawych postaci, bo tak samo jak twory
folklorystyczne (Cieslikowski 1985), juz one s3 zorientowane na wykonanie
i zabawe:

Kura, co tyta na diecie
Wrébel, co oéwierkat sgsiadéw
Kruk, co kracze pokrakanie
Kaczka, co przebrata miarke
Paw, co ogon miat z przyjazni.

Tytuly to bowiem cale zdania okreslajace bohatera/bohaterke w dziataniu
(lub stawaniu sie jakims). Zdania, ze specyficznym wskaznikiem zespolenia co
(zamiast ktdry), nawigzujacym do jezyka méwionego czy dialogu, odpowied-
niego w kontakcie z malym odbiorca, motywuja, by poznac, ,,co dalej”. Po dru-
gie, zachete do ,wejscia” w tekst stanowi takze wizualna ,wizytowka” gtéwnego
bohatera: wyrazisty portret oddajacy jego charakterystyczne cechy i emocje.
Na bialym tle okfadki o sporych rozmiarach (210 x 255 mm) dziecko moze
zobaczy¢ rudopomaranczows, zdumiong swa waga kure, rozztoszczonego z61-
to-szarego — az lecg pidrka — wrdbla, czarnego, zadowolonego z siebie kruka
dyrygenta, zmartwiong, kolorowo ubrang kaczke strojnisie czy biekitnego pa-
wia z réznobarwnym i réznopiérym ogonem’.

* Por. strong www.panpoeta.pl — autor prowadzi swojg strone internetowg, na ktorej ,,opo-
wiada” o swej tworczosci i innych dzialaniach tworczych aktywizujacych dzieci. www.
panpoeta.pl [data dostepu: 16.03.2018]. Tradycje przedstawiania si¢ odbiorcy dziecie-
cemu, traktowania go powaznie i po partnersku, wprowadzili wczesniej poeci drwiacy
z dyrektywnych i nacechowanych otwartym dydaktyzmem systemdéw pedagogicznych,
m.in. Julian Tuwim i Jan Brzechwa.

¢ Autor pozwala si¢ poznaé: na tylnej okladzinie przybliza swa postaé: ,Pan Poeta to
najwiekszy - bo prawie dwumetrowy — bajkopisarz”

7 Warstwa wizualna ma w tych ksigzeczkach ogromne znaczenie motywujace. Jej au-
torka, Joanna Mtynarczyk stosuje intensywne, zywe kolory. Ich ,energetyczne” odcie-
nie na wykonanych recznie akwarelami i kredkami ilustracjach, z licznymi, zabawnymi
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Impulsem ,,poznawczym” samych tytuldéw staje si¢ uzycie w nich ,tajem-
niczych” wyrazéw - neologizméw (ocwierkac, pokrakanie) czy frazeologi-
zmow (przebraé miarke, ale nie wiadomo w czym, ty¢ na diecie — cho¢ nie
wiadomo, dlaczego), bo przeciez dziecko samo ma sklonnos$¢ do wymyslania
nowych wyrazéw?, a niewiedza rodzaca dysonans poznawczy prowadzi je od
zaciekawienia do checi rozpoznania nieznanego. Oba neologizmy - im bar-
dziej sa zagadkowe i ekspresyjne, tym bardziej dzialaja na odbiorce: pierwszy
z nich mozna tez potraktowac jako swego rodzaju eufemizm (ocwierkac - jak
ochrzanic), a drugi - jako przykltad aluzji leksykalnej (pokrakanie — krakac
<> pokracznie)®, cho¢ dla dziecka beda przede wszystkim nowymi, ciekawie
brzmigcymi stowami, ktére majg co$ wspélnego z dzwigcznymi: éwierkaniem
i krakaniem.

Trzecim waznym komponentem sprzyjajacym nawigzaniu z odbiorcg po-
rozumienia jest forma podawcza bajeczek, ktérg mozna nazwa¢ dialogowa,
cho¢ nie zawsze prezentuje przytoczenie rozmowy postaci. Bywa, ze tekst jest
wypowiedzig narratorska (Kruk, co kracze...) lub w przewazajacej czesci mo-
nologiem bohaterek (Kaczka, co przebrata...; Kura, co tyla...). Bywa, ze roz-
poczyna si¢ narracja bajkowa (zdaniem egzystencjalnym: ,Byla kura raz na
diecie”), przerwang nagle wypowiedzig osoby trzeciej (,,Jecie, kuro, czy nie
jecie?”), by dalej zmieni¢ si¢ w monolog bohaterki (Kura, co tyta...). Zawsze
jednak jest to tekst wypowiadany do odbiorcy, méwiony, co czyni z bajeczek
wypowiedzi dialogowe (lub dialogizowane). Nawet gdy bohaterowie nie wy-
powiadaja swych kwestii bezposrednio, kazda ,wypowiedz jest zawsze na-
sycona odgtosami dialogu”, ktéry odbiorca fatwo sobie uzupelnia (Bachtin
1986: 392).

W tekstach ,,ptasich” bajeczek dialogowe bywaja fragmenty tekstu wobec
siebie (w Wroblu, co oéwierkat... czy w Pawiu, co ogon mial...), przy czym nie-
jednokrotnie adresata wewnatrztekstowego widzimy jedynie dzieki ilustracji.

szczegotami wzbogacajacymi tred¢, przyciagaja uwage matego ,,czytelnika” na tyle, iz bez
trudu ,,przeczyta” on po swojemu historie ptakow, nawet jesli nie zna liter. Odbiorca wej-
dzie w tekst tym chetniej, ze od oktadek rysunki kreuja obrazy przepelnione humorem
plynacym z taczenia cech - nie calkiem na serio - ptasich i antropomorficznych. Ptaki
majg $mieszne fryzury, wasiki, a takze stroje: sroka to blondynka, kukutki maja krecone
wlosy, a wrdbel nosi przedziatek. Sytuacje przedstawione sg dynamiczne, co$ si¢ na nich
dzieje, takze to, co zwyczajnie bytoby niewidoczne (np. robaki pod korg drzewa), a bo-
haterowie zarysowani wyrazi§cie - mozna odczyta¢ ich emocje, ktore moga zaciekawi¢
dziecko.

Dzieciece innowacje jezykowe pojawiajg si¢ ok. 4 roku zycia, $wiadczac, ze dziecko
opanowuje proces konstruowania stéw i modyfikowania znaczenia (por. Chmura-Kle-
kotowa 1971; Haman 2003).

Oba neologizmy zdaja si¢ pelni¢ funkgje ,jokera jezykowego” — stowa, ktére z réznych
wzgledow zastepuje inne wyrazy, co w literaturze dla odbiorcy dzieciecego staje si¢ niez-
wykle funkcjonalne (Jawér 2010). Océwierkad analogicznie — jak opidrkaé, ochrzanic,
opierniczy¢ - skrzyczel, zwymyslac kogos, zbesztaé kogos’.
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Zwlaszcza w pierwszej bajeczce, cho¢ ,,styszymy” przede wszystkim wrébla —
jego wypowiedzi do innych ptakdw, ilustracje i apostrofy podpowiadaja, do
kogo zwraca si¢ bohater. Adresata ,,styszymy” jedynie dzieki zapisanym na ry-
sunku dzwigkom pierwszego ptasiego (,zaumnego”) jezyka (np. ,rozsypane”
na ilustragji: ,KRA KRA KRA”):

Pan tu tylko stuka, puka!
I nie lepszy pan od
kruka,

co tu z rana, prosze pana,
kracze niczym

kra

tamana. (Wrébel, co oéwierkat...)

Dialogowy - przez nasycenie operatorami interakcyjnymi czy bezposred-
nimi zwrotami i pytaniami skierowanymi do czytelnika - moze by¢ tez sam
jezyk tekstu, bo wlasnie che¢ zaktywizowania malego odbiorcy, jego niemal
namacalna obecnos¢ w tekscie, otwiera dialog z dzieckiem. Narrator np. ,,prze-
widuje mozliwg odpowiedz”, a tekst nastawiony jest ,,od poczatku na przyszla

wypowiedz-odpowiedz” (Zytko 1994: 133), jak np. w opowieéci o kruku czy
w bajeczce o pawiu:

A o czym tak

Kracze ten ptak?

Zaloze sie, ze nie wiesz. //

Myslisz, ze KRA to krucza gra? [...]

Powiem ci cos,

Co rzekl mi ktos... (Kruk, co kracze...)

Byt natchnieniem dla malarzy,

Inspiracja dla wachlarzy.

Najpiekniejszy byl na $wiecie!

A ja go zgubilem. Wiecie?! (Paw, co ogon mial...)

Z tego punktu widzenia caty cykl ma nature dialogowa i wyraznie zaprasza
odbiorce (jak tytuly i strona wizualna) do srodka tekstu.

2. CO NIESIE TEKST?

Zanim spojrzymy na zabawy i gry prowadzone przez autorski duet, warto za-
trzymac si¢ na problematyce bajeczek skierowanych do mtodszych dzieci -
wydanych starannie, na grubym, matowym papierze i w twardych oprawach,
ktore przetrwajg wielokrotny kontakt z matymi ragczkami odbiorcy. Jak juz za-
znaczono, tekst, najczesciej wypowiadany - z bezposrednim zwrotem do od-
biorcy - przedstawia wydarzenia z ,,zycia” bohateréw i bohaterek. Sam autor
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stwierdza, ze jego pierwsze trzy bajeczki ,do$¢ przyjemnie poruszajg temat
tolerancji’'’ rozumianej dosy¢ pojemnie, nastepne tez mierzg si¢ z problema-
mi $wiata zachowan. Jednoczesnie jednak ptaki wnosza do poruszanego tema-
tu swe naturalne zwierzece atrybuty (,,z nimi si¢ zwierze rodzi” (Cieslikowski
1975: 276), przez co prezentuja si¢ ,,dwoiscie” — przez pryzmat natury i kultury
(z perspektywy czlowieka objasniajacego zwierzgce zachowania, porzucajace-
go ich konwencjonalng maske z bajki zwierzece;j).

Na przykiad kura z utworu Pana Poety pt. Kura, co tyla na diecie, otwieraja-
cego cykl dowcipnych ksiazeczek, obrazuje wspofczesng ,,mode na szczuptos¢”
i podporzadkowanie zycia dietom. Bohaterka nie jest przykladem prawzoru
macierzynstwa, cierpliwie wysiadujacej piskleta, pochtonigtej catkowicie spra-
wami domu ani tez ,$lepej, glupiej, zmoklej” kury (Biedremann 2003: 180).
Nie jest rowniez nasladowczynia bohaterki Jana Brzechwy, przejetej wycho-
wywaniem, niekoniecznie obeznanej z zasadami grzecznosci (Jajko, Kwoka).
Tytutowa kura na diecie ulega ogdlnej modzie, chce by¢ fit. Chce schudna¢,
wiec probuje si¢ zdrowo odzywiac i uprawiac sport. Niestety, kocha jedzenie,
a jako fakomczuch ponosi same kleski. Z kazdej strony czyhaja na nig jakie$
pokusy, kura za$ charakteru zbyt silnego nie ma, skubie wiec: raz ziarnko lub
serek, a innym razem - szynke czy torcik. Bohaterka jest tedy prawdziwag re-
prezentantka swego gatunku, zachowala jedng z cech jadrowych przypisywa-
nych prototypowej kurze: grzebanie i nieustanne szukanie jedzenia, bo jako
ptak nie zatracila umiejetnosci zerowania (Kepa-Figura 2007: 294). A jednak
$ledzenie jej zmagan pozwala przez analogie na identyfikowanie wiasnych nie-
powodzen (wspolczesne dzieci majg problemy z dietg) oraz trudnej drogi do
samoakceptacji.

Z kolei wrobel (Wrobel, co ocwierkat sasiadow) ukazany zostal jako ptak
z wieczng sklonnos$ciag do narzekania, marudzenia, krytykowania innych, co
takze ludziom, zaréwno dzieciom, jak i dorostym, zdarza si¢ czgsto. Wrébel
w zabawny sposdb obnaza jedna z ludzkich przywar: jest wyjatkowo zrzedli-
wy — wszystko mu przeszkadza: $piew slowika, dzigciol, ktéry puka i stuka,
by co$ upolowa¢ do zjedzenia, kraczacy kruk czy radosne trajkotanie kuku-
tek. Wrébel, wrogo nastawiony do wszystkich, okazuje swa ztos¢ ¢wierka-
niem: marudzi i narzeka, jest przy tym wyjatkowo nieprzyjemny. W niczym
nie przypomina sympatycznych literackich wrébelkéw (Elemelka z bajecz-
ki Hanny Lochockiej czy wrébla Cwirka z dobranockowej serii). Ma jednak
pewne wspdlne rysy z Tuwimowskim krzykliwym i bunczucznym wréblem
z Ptasiego radia, ktorego oburzal spiew stowika, ptak ten negatywnie jest tez
warto$ciowany w podaniach ludowych (Kepa-Figura 2007: 131)", a i w kultu-

10 Z wywiadu Izabelli Napieraly z Panem Poeta w dniu 15.11.2016. http://stymulowanie-roz-
woju-dziecka.blogspot.com/2016/11/wywiad-z-panem-poeta-kim-jest.html [data dostepu:
16.04.2018].

! Ptak ten faczony jest ze sferami wplywow diabelskich czy motywami kradziezy i nawet
charakterystyki taczace go ze sprytem, lekkoscig i energia nie przewartosciowujg tej
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rze przypisuje mu si¢ butnos¢, zaborczos¢, pewnos¢ siebie (Kopalinski 1990:
482)". Jak bohaterowi, ktéry ocwierkat sasiadéw. Jedna z cech jadrowych w je-
zykowym prototypie tego ptaka: wydawanie dzwigkdw (potwierdzona utrwa-
lonymi polaczeniami stownymi: wréble cwierkajg, hatasujg, swiergoczg (Sko-
rupka 1985, t. 2: 616), swiergocg jak wroble (Krzyzanowski 1972, t. 3: 483),
0znacza, ze jego »jezyk” na pierwszym poziomie jest ,,gtosny, uporczywy i nie-
zbyt piekny” (Kepa-Figura 2007: 141), co rodzi konotacje znaczeniowe — ‘jest
glodny;, ‘plotkuje’. Zgielk i hatas, ktore ten ptak czyni w naturze, wyplasza inne
ptaki $piewajace. Taki jest wrobel w tekscie Pana Poety - zachowuje si¢ zgod-
nie z jedng z prototypowych cech. Reakcje innych ptakéow stanowia oceny, ze
nie chodzi tu o ¢wierkanie mite i radosne (,,¢wierka wroébel gniewnie”; ,,nie
wypada krzyczeé, wrzeszcze na sgsiada”), a konkretne sceny i sytuacje opisu-
jace — w stowie i obrazie — zachowania ptaka na wspo6lnym drzewie wystarczaja
do dowcipnego zobrazowania problemu zwigzanego z brakiem empatii, zrozu-
mienia i akceptacji innych.

Kolejny ptasi bohater to Kruk, co kracze pokrakanie. Niewielka historia:
kruk budzi si¢ i od rana do wieczora kracze — na tym polega jego ,ptasia”
mowa, ptasi ,$piew”. Niestety, jego krakania nikt nie rozumie, cho¢ ptak stara
sie nadawac innym ,,ton” — uczy¢ owego pierwszego jezyka, ktory w swej nie-
zrozumialo$ci staje si¢ kodem czytelnym jedynie dla wtajemniczonych. Autor-
ski przekaz dla malego odbiorcy zostal dos¢ wyraznie sformutowany: by nie
zosta¢ odsunietym od tajemnic przekazywanych w nieznanym jezyku, nalezy
sie tego jezyka nauczy¢. Wybdr Pana Poety padf tym razem na ptaka, ktéry
ma bogate znaczenie symboliczne - czesto negatywne: jest symbolem niepo-
koju, choroby, wojny, $mierci, okrucienstwa. Jednak bohater bajeczki z tymi
znaczeniami ma niewiele wspdlnego. Od starozytnosci uwazano tez kruka za
najinteligentniejszego z ptakow, przez co stal sie symbolem wiedzy i ptakiem
proroczym (Kopalinski 1990: 173). Biologia potwierdza ten fenomen: mdzgi
krukow sg najwigksze ze wszystkich gatunkéw ptakéw, wykazuja one umie-
jetno$ci w rozwigzywaniu problemodw, a takze w innych procesach poznaw-
czych, takich jak imitacja — nasladownictwo i wnikliwo$¢" i jako jedyne zwie-
rzeta, potrafig si¢ ze sobg komunikowa¢ w sposdb, dzieki ktéremu sg w stanie
okresli¢ dokltadnie czas i miejsce danego wydarzenia. Bardzo czgsto tez kru-
ki, spotykajac pobratymcoéw, ,,opowiadaja” im o wydarzeniach ze swojego zy-
cia, maja takze doskonale rozwinieta umiejetnos¢ wykorzystywania wlasnego
brzmienia. Bogactwo gloséw tego ptaka, ktérego nazwa pochodzi od wydawa-

deskrypcji. Laczy si¢ go tez z erotyczno-mitosng symbolika. Potoczny obraz wrébla zbie-
ra w sobie cechy: jest ptakiem, maly, szary, przebywa blisko domostw ludzkich, wydaje
dzwigki (por. Kepa-Figura 2007: 133).

12 Te cechy potwierdzaja stare przystowia ludowe: Jako wroble na sowe; Kryje sie jak sowa
przed wréblami (por. D. Kepa-Figura 2007: 162).

13 Jak sie okazuje, stworzenia te maja najlepiej rozwiniete fragmenty mozgu odpowiadajace
za kojarzenie faktow i abstrakcyjne myslenie.
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nego dzwigku', jest rzeczywiscie zadziwiajace'. Kruk, co kracze pokrakanie,
ma wigc biologiczne podstawy do tego, by znac jezyki, uczy¢ si¢ ich czy uczy¢
innych. Opowiedziana historia wydaje si¢ w tej perspektywie przekorna.

Jest wreszcie bohaterka, co przebrata miarke — uwielbiajaca sie stroic. I cho¢
w najbardziej znanym utworze dla dzieci o tym gatunku ptakéw — w Kaczce Dzi-
waczce przydzielono jej odmiennos¢, dziwactwo, odrzucenie wszystkich cech
przypisanych jej przez czlowieka, to juz w innym wierszu, w Kaczkach, Brze-
chwa wykreowal bohaterki zachowujace si¢ wlasnie jak strojnisie, przebierajac
je w kobiecg garderobe, nie w piorka's. Kaczka, co przebrata miarke, tak dlugo
stoi przed lustrem, waha si¢ i przebiera pidrka (cho¢ ilustracje sugeruja, ze to
damskie ,,ciuszki”), iz nie zauwaza, kiedy mingl dzien jej randki z kaczorem.
Z préznosci zapomina o spotkaniu... To przestroga dla odbiorcy - zbytnia dba-
tos¢ o wyglad moze sig¢ sta¢ przyczyng utraty czego$ znacznie wazniejszego. Tra-
dycyjnie kaczka symbolizuje wlasnie beztroske, powierzchownos¢, plytkosc,
niedojrzato$¢. Te cechy przypisane jej przez czlowieka wynikajg z mylnie zin-
terpretowanych obserwowanych ,,kaczych” zachowan: ptynac po sadzawce, ptak
ten zdaje si¢ interesowac tylko jedzeniem i muskaniem piorek. Tymczasem z na-
tury lubi on czysci¢ swoje pidra i - co w bajeczce stanowi o humorystycznym
wydzwigku warstwy fabularnej — demonstrowac je w celu zdobycia partnera.
Z kolei charakterystyczne kwakanie stalo si¢ przyczyna symbolicznego powia-
zania kaczki z gadatliwo$cia, paplaniem, trajkotaniem (Kopalinski 1990: 135).
I cho¢ takich przywar bohaterka Pana Poety nie ma, pewnym ich przypomnie-
niem staje si¢ rytmiczne powtarzanie dwuwersu o niemoznosci samodzielnego
dokonania wyboru stroju: ,,A tych pidrek tyle w szafie! // Sama wybra¢ nie po-
trafie!” W rzeczywistoéci kwakanie wcale nie jest ulubiong forma komunikacji
tych ptakéw, zdecydowanie czgsciej porozumiewaja si¢ one za pomoca krzykow,
¢wierkow, szczebiotu, jekow, maja nawet swoje regionalne akcenty.

Ostatni z ptasich bohateréw to Paw, co ogon miat z przyjazni. Odbiorca po-
znaje go w momencie utraty ogona, co jest dla tego gatunku ptaka po okresie
godowym zjawiskiem naturalnym (to tzw. pierzenie'”). W bajeczce - po wy-
$mianiu z powodu wypierzenia przez szpaka — odnajduje wielu pomocnych
ptasich przyjaciol: sowe, dudka, dzieciota, bociana, zurawie i innych. Dzigki
nim i ofiarowanym przez nich piérkom paw odzyskuje imponujacy ogon - tym
cenniejszy, ze zlozony z ptasiej empatii i zyczliwosci — tekst niesie przestanie
o wartosci przyjazni i checi niesienia pomocy w trudnych chwilach. Paw byt

" Kruk - pst. dial. *kruks, rzecz. odczas. od psl. *krukati ‘wydawac chrapliwe dzwieki, kra-
ka¢” (Borys 2008: 264).

1> Np. kazda para ma charakterystyczng tylko dla siebie melodie. Informacje o krukach za:
Kowalczyk 2014, http://www.ekologia.pl/srodowisko/przyroda/kruk-zwyczajny-czarna-
-inteligencja-kruka,20034.html [data dostepu: 12.04.2018].

16 Por. Lecz uwzglednic¢ pani raczy,/ ze to ma by¢ fason kaczy,/ tu zaktadka, a tu szlaczek,/ to
jest cos w sam raz dla kaczek (Brzechwa 1972: 60-61).

17 Por. http://mojeptaki.info/atlas-pior [data dostepu: 16.04.2018].
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wielokrotnie obecny w literaturze dla dzieci - i to od samego jej poczatku'®.
Tworcy najczesciej jednak nawigzywali do symbolicznej semantyki ptaka: jego
zarozumialosci i dumy, a takze do chwalenia si¢ pigknym ogonem i do niezbyt
przyjaznego nastawienia. Pan Poeta zmienia obraz utrwalony w kulturze oraz
w literaturze': ptak nie jest zwierzgciem zapatrzonym w swoje piodrka (cho¢
warto$¢ swego bajecznie kolorowego ogona zna), a wyeksponowane cechy pa-
wia zwigzane s3 z jego biologiczng natura.

Jak wida¢, obrazy ptasich bohateréw sportretowanych przez Pana Poete w ba-
jeczkach sg zlozone: ogladamy je, przechodzac od wyraznych antropomorficz-
nych cech, ulatwiajacych - przez wskazanie na podobienstwa migdzy ptakiem
a czlowiekiem - dzialanie mechanizméw odbiorczych (identyfikacji z bohate-
rami i rzutowania wlasnych przezy¢ odbiorcy na ich przezycia) do intuicyjnie
uchwyconych naturalnych zwierzecych cech, ktére pozwalaja pozostaé bohate-
rom w $wiecie fauny. Owa zlozono$¢ prezentowana jest zardwno w przekazie
werbalnym, jak i na ilustracji, z r6Zznym nasyceniem obu sktadnikéw.

3. ZABAWA Z KSIAZKA - W TEKSCIE - Z TEKSTEM - POZA TEKSTEM

Ksigzki Pana Poety stanowig znakomity material do przemyslanej inicjacji li-
terackiej dziecka. Jak pisze Joanna Papuzinska, ,nie przejawia [ono - B.N.S.]
samoistnych potrzeb czytelniczych’, ale

traktuje ksigzke w oderwaniu od jej wlasciwych funkgji, to jest jako przedmiot
stwarzajacy pewne wlasciwosci manipulacyjne (gniecenie, darcie kartek, stu-
kanie ksigzka o inne przedmioty, wywolywanie halasu), a nie jako przedmiot
niosgcy znaczenie (Papuzinska 1981: 13).

Gdy dziecko nauczy si¢ odczytywania znaczen ilustracji i przygladania sig
znakom pisma, bedzie probowalo za nimi podazaé. W ,,ptasich” bajeczkach nie
wystarczy jednak jedynie przewracanie stronic. Ich 0§ kompozycyjna zmienia
sie bowiem z horyzontalnej na wertykalng, co wymusza na matym odbior-
cy (lub na odbiorcy posredniku) obracanie ksigzeczka podczas czytania czy
ogladania i ,,pisze” scenariusz manipulowania ksigzka, odczytywania ilustracji
i zabawy zawartym w niej sfowem. Ta wpisana w stronice zabawa z obiektem
staje si¢ komponentem interakcyjnym wzmacniajagcym prowadzony z malym
czytelnikiem dialog. Uczy tez dziecko, rozpoczynajace dopiero swa przygode
z literatura, kreatywnego czytania i otwarto$ci wobec niej.

'8 Autorem ,,pawich” bajek byl Ignacy Krasicki (Paw i orzef), Stanistaw Jachowicz (Stowik
i paw), Tadeusz Kubiak (Pawie wiersze), Stanistaw Szydlowski (Przygoda pewnego pa-
wia), a zupelnie niedawno Agnieszka Wolny-Hambkalo z ilustracjami Jézefa Wilkonia
(Rzecz o tym, jak paw wpadl w staw).

19 Paw jest symbolem wieczno$ci, godnosci, dostojnosci, dumy (dumny jak paw), przepy-
chu i wiecznej pieknosci (por. Kopalinski 1990: 305).
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Sam tekst, o charakterze dialogowym (dialogizowanym), zajmuje na kaz-
dej stronie niewiele miejsca - dominuje nad nim duza, rozfozona zwykle
na calej rozkltaddwce ilustracja. Stowa, zapisane i umieszczone na kartkach
w sposéb nietypowy, to kolejny budzacy zaciekawienie element, gdyz zamiast
standardowych fontéw ukazujg si¢ w recznie rysowanej typografii. ,Wpisano”
je w ilustracje nieréwng czcionka podobng do kolorowej kredki, zréznico-
wang dodatkowo pod wzgledem wielkosci, jakby litery ,,nakreslito” dziecko.
Komponenty foniczne (oddane w zapisie ,,ptasie” onomatopeje), graficzne
(przekazana tres¢) oraz ikoniczne zespalaja sie¢ w ten sposob w jednym ko-
munikacie, dajac efekt nazwany przez Jana Grzenig grafizacja pisma (Grzenia
2005: 144)*. W tym przypadku grafizacja polega na jego zobrazowaniu, przy
jednoczesnym udzwigkowieniu, co wprowadza element zabawy (dzwigkiem,
jego wizualizacjg i wyslowieniem przekazywanego znaczenia). W tekscie ba-
jeczek wyeksponowane swa wielko$cia wyrazy podlegaja bowiem dodatko-
wej emfazie (semantycznej lub fonicznej, takze wizualnej).

Tak jest np. w bajeczce o kruku, w ktorej dzwickonasladowcze KRA zapi-
sane wielkimi i wigkszymi od innych literami ma wyrazny zwiazek z wyrazi-
stym i glo$nym $piewem ptaka (np.: ,KRA krzyczy tu..”)?'. Kreatywna zaba-
wa, faczaca tekst z ilustracjg, polega w tym przypadku nie tylko na zmianach
osi kompozycyjnej strony (rozkltadéwki), obrazu i tekstu, z horyzontalnej na
wertykalng, ale takze na zmianie osi strony na rytmiczna (w postaci kota), np.
w Kurze, co tyta... tekst ,,uklada si¢” na ksztalt obwodu tortu:

Sto okrazen chocby zrobie!
Podziobujac torcik sobie!,

a dalej - wokdt peczniejacej od jedzenia bohaterki (narysowanej w ksztalcie
wielkiego jaja na rozktadéwce, por. rys. 1):

Ale c6z to? Juz po dwoch
okrgzeniach rosnie brzuch?! (Kura, co tyfa...)

Z kolei wrdbel ,wykrzykuje” swoje kwestie w promieni$cie zapisanych
okrzykach (por. rys. 2):

A ja ciszy

stucha¢ wole.

Ty tez przestan,

ty dzigciole! (Wrébel, co oéwierkat...)

2 Autor pisze o grafizacji: jej ,rezultatem jest wzrost roli sktadnika graficznego w komu-
nikacji pisanej. Oznacza to, iz tworzenie tekstu pisanego nie ogranicza si¢ do nadania
komunikatu, towarzyszy mu takze troska [...] o odpowiedni ksztalt wizualny tekstu”
(Grzenia 2005).

! Wyrazisto$¢ i wielko$¢ czcionki sprzyja dodatkowo samodzielnemu czytaniu przez
poznajacych dopiero litery odbiorcow.
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Rys. 2. Pan Poeta, Wrébel, co oéwierkat sasiadow, ilustr. J. Mlynarczyk
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Zapis tekstu moze ,,skakac¢” z gory w dol, ale tez z dotu do gory (i po ,,schod-
kach”):

Myslisz, ze KRA to krucza
gra?

dany?
tylko
krukom
Szyfr (Kruk, co kracze...)

Zabawa z tekstem, prawdziwie ,spersonalizowana” propozycja dla mlod-
szych dzieci wykonana w ,,odrecznym stylu”, ktora ,,dzieje si¢” na kartach ksig-
zeczek, przechodzi w tej podjetej z odbiorcg aktywnosci - z gry poza tekstem
(z ksiazka) w gre w tekscie, oddajac ukltadem stéw okreslony sens. Jednocze-
$nie przekaz werbalny staje sie niezwykle dynamiczny, ,gra” na przestrzeni
strony, z jednej strony nabiera cech semantyczno-ikonicznych. Ze stéw zbu-
dowany jest bowiem nie tylko rymowany tekst, ale takze jego wizualizacja:
wpisana w ilustracje ,wystowiona” emisja pierwszej plaszczyzny ptasiego jezy-
ka: owe , KRA’, , kle kle, ,.tiri tiri’, ,kuku kuku”, ,.fiu fin”, ,,puk puk!”, , kra kra”,
»Cwir ¢wir”, ,puhu puhu” - umieszczona w barwnym polu stron — w rozma-
itych ukfadach czy wariantach ,,leksykalnych” (np. plotkujace kukulki wydaja
dzwiek ,, kukuu’, a nastepnie - ,kukuuuu”).

Te asemantyczne ,dopowiedzenia” pozostawiaja odbiorcy pewnos¢, ze
znajduje sie w ,,ptasim” $wiecie”’, inspiruja go takze do kolejnego poziomu za-
baw: artykulacyjnych zabaw stowem, np. do ,,pokrakania” lub ,,po¢wierkania’,
prze¢wiczenia gloski r czy treningu stuchu fonematycznego przez nasladowa-
nie gloséw réznych ptakéw. Cwiczenia artykulacyjne majg dodatkowe ,,umo-
cowanie” w szybko wpadajacych w ucho rymach wierszy i rytmach ,,ptasich”
opowiesci uzyskiwanych wtasnie przez ¢wierkanie, krakanie, kwakanie, kuka-
nie i pukanie. Rytm tworzg tez nieco szersze repetycje, juz semantyczne. I tak
w bajeczce o kaczce do wiaczenia si¢ w recytacje zacheca powtarzany regular-
nie dwuwers: ,,A tych pidrek tyle w szafie! // Sama wybra¢ nie potrafi¢!” (Kacz-
ka, co przebrata...).

Z drugiej strony — obrazowo-leksykalne twory (obrazy) dopetniaja snute
bajeczki o:

— pelne szczegétow zobrazowanie: bogactwa kurzej diety, wyposazenia tre-
ningowego kury (Kura, co tyla...); ptasich odbiorcow krzykacza wrobla,
zaje¢ przeszkadzajacych wroblowi kukutek i bardzo ,kobiecych” tematow
ich plotek (Wrébel, co océwierkat...); zawartosci kaczej szafy i jej rozmaitych
strojow/,,pidrek’, obuwia (Kaczka, co przebrata...); porannych czynnosci
kruka, jego menu, stuchaczy i ptakéw poddajacych sie jego dyrygenturze,

*> Takie zapisy odbiorca spotka gléwnie w dwdch tytutach serii: Wréble, co ocwierkat...
i Kruk, co krakal...
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kawiarni dla ptasiej klienteli, r6znoj¢zycznego ttumu ptakéw na lotnisku

(Kruk, co krakat...); zwizualizowanego pawiego ogona — oryginalnego i roz-

nopiorego (Paw, co ogon...);

— nazwy ,trudnych diet”: ,dieta cud: keks i miéd”, ,kapusta glowa pusta’,
»dzienniczek diet”, ramy zamykajacej tekst ,love kura® (Kura, co tyla...);
nazw kaczego kosmetyku ,gesia skorka’, nazw kaczych firm modowych
(kaczidas”, ,kwa-kwa szanel’”, ,katcher”, ,kaczmani”), kartek z kalendarza
z minionymi dniami tygodnia (,wtorek, sroda, czwartek, piatek”) (Kacz-
ka, co przebrata...); ,kruczych” i innych ptasich dzwigkéw ,,rozsypanych”
w przestrzeni stronic (Kruk, co krakat...); podpisu malarza ,,Ptak Gogh’,
a takze zaznaczenia miejsca do wklejenia pidrek (Paw, co ogon...).

Te dodatkowe obrazowo-stowne komunikaty, poza zabawg poznawcza
(np. w wyliczanie szczegélow), pozwalaja matemu odbiorcy przyblizy¢ ptasi
swiat do ludzkiego i z wlasnej perspektywy zobaczy¢ problemy bohateréw. Nie
pozostawiajg jednak watpliwosci, ze pozostajemy w $wiecie ptakéw — Pan Po-
eta uruchamia w tym celu kolejna gre: inspiruje dzieci do zabawy w ttumaczy
jezyka ludzkiego na ptasi - jak to czynita Wanda Chotomska w Kaczce ttumacz-
ce. Otwiera wiec cigg uwielbianych przez dzieci przeksztalcen i ,przeinaczen”
stownych tytutowymi neologizmami: ,o¢wierka¢” czy ,pokrakanie” Oprécz
»pokrakania” i ,,pokrakanego jezyka” sg jeszcze ,,Kraiby” (Kruk, co krakat...),
nazwy udajace tworcow kreacji modowych: ,,Kwa-kwa Szanel” (jak: Coco Cha-
nel), ,Kaczmani” (jak: Armani), ,Kaczidas”, ,Katcher” (Kaczka, co przebrata...).
Zabawy wychodzg poza ksiazeczki: podczas autentycznych spotkan Pan Poeta®
stymuluje - w nawigzaniu do Kury, co tyfa... - do tworzenia kolejnych neolo-
gizmow, jak: makuron, kurpnik czy kurosanta (w przepisach Kury), telefon kur-
plementow (telefon od Kury). Repertuar moga mali odbiorcy poszerza¢ we wla-
snych zabawach jezykowych.

W ostatniej ksigzeczce — o pawiu - tekst aktywizuje tez do zabawy manu-
alnej. Do bajeczki dofaczono bowiem ,,zadania z pidrkowania” z rymowany-
mi poleceniami dla dzieci zachecajacymi do kolorowania, wycinania i przy-
klejania pidrek - po odszukaniu wyznaczonego w tekscie bajeczki miejsca.
Dzialanie z zabawy manualnej zmienia si¢ w kreatywne wkraczanie w tekst,
wzbogacanie go w dodatkowe tresci — w tym przypadku - dodanie nowego
autorskiego pawiego ogona.

4. KROTKIE PODSUMOWANIE

Ptaki, jak i inne zwierzeta, towarzyszg dzieciom na kartach literatury od
lat. Mogloby si¢ wydawac, ze formy ich obrazowania zostaly juz do konca wy-

2 Pan Poeta spotyka si¢ ze swymi odbiorcami: podczas wizyt Pana Poety i jego ptakow

w przedszkolu, w ksiegarni czy kawiarni ,,Stowo Daje”. Zob. http://panpoeta.pl/slowo-
daje-kura-robi-show/ [data dostepu: 16.04.2018].
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eksploatowane. Jak wida¢ na przykladzie bajeczek Pana Poety, mozliwosci
w tym zakresie s3 nieskonczone. W propozycji duetu autoréw dzieci pozna-
ja stworzenia zanurzone nieco w $§wiecie zwierzecym, troche ludzkie, a w tej
dwoistosci - literackie: to ptaki, ktore powstaly ze stéw i obrazéw, z dzwigkow
i z kolordéw, z ksztaltéw i z ruchu. Przez zaktywizowanie odbiorcy niosg okre-
slone wartosci, nienarzucone, niedraznigce dydaktyzmem. Udalo si¢ obojgu
twdrcom: poecie i ilustratorce w zwiezlej formie zawrze¢ wiele istotnych tresci,
a dodatkowo przyciagnac odbiorce zabawa ptynaca z kazdej ptaszczyzny tych
wielotworzywowych ksigzek. Calos¢ - w dialogu z odbiorcg, ktéremu udziela
sie glosu: na tylnej okladce mozna przeczyta¢ wypowiedzi dzieciecych recen-
zentdw na temat tytulu: ,bajka bardzo mi si¢ podobata” (Pan Poeta 2017a),
»jest bardzo §mieszna i si¢ rymuje” (Pan Poeta 2017d), ,bardzo nam sie podo-
bato. Smieszny tekst” (Pan Poeta 2017b). Rozpoczety dialog trwa...
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Paidia i paideia. Zabawa i etyka
w Drzewie do samego nieba Marii Terlikowskie]

Autor zatytulowal swoja prace Wielka zabawa, wychodzac z zatoze-
nia, ze wszystko, co dzieci wziety od dorostych, co dla nich dorosli
stworzyli, co same wymyslily i wreszcie co dorosli dla nich napisali
najlepszego, stuzy przede wszystkim i w pierwszym rzedzie zaba-
wie. To jest wielkie hasto i emblemat, pod ktérym dziecko bawi sig,
a wiec tworzy, reprodukuje, upaja si¢ i igra ze stowem (Cieslikowski,
1985:6).

Abstrakt: Artykul jest poswiecony problematyce zabawy oraz jej znaczeniu
w kulturze, edukacji i zyciu dziecka. Oglad tematu zaproponowany przez au-
torke artykulu jest zainspirowany teorig zabawy sformulowang przez Roger
Caillois and Jerzego Cieslikowskiego. Tekst stanowi probe interpretaciji ksiazki
Marii Terlikowskiej pt. “Drzewo do samego nieba’, ktdrej centralnym tematem
jest zabawa. Dziecigcy bohaterowie bronia przed $cigciem drzewo rosngce na
ich podworku. Drzewo jest centrum ich $wiata. Pozornie prosta historia staje
sie przypowiescia o dorastaniu i dojrzewaniu do odpowiedzialnosci. Tym sa-
mym opowie$¢ Terlikowskiej wedlug badaczki traktuje o zastepowaniu prze-
strzeni paidii przestrzenia paidei.

Abstract: The article is devoted to the issues of play and its importance in cul-
ture, education and life of the child. The presentation of the subject proposed
by the author of article is inspired by the play theory formulated by Roger Ca-
illois and Jerzy Cieslikowski. The text is an attempt to interpret the book by
Maria Terlikowska, Drzewo do samego nieba, in which play and fun play the
most important role. The tree growing in the yard is the center of the world of
children’s heroes who will have to defend them against cutting. A seemingly
simple story becomes a parable about growing up and growing up to responsi-
bility. In other words, it is a story about getting out of the paidia space into the
space of paideia.

Stowa kluczowe: Jerzy Cieslikowski, Maria Terlikowska, teoria zabawy, paidia,
literatura dla dzieci

Keywords: Jerzy Cieslikowski, Maria Terlikowska, the play theory, paidia, lite-
rature for children
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BAWIC SIE CZY BYC?

Na znanym obrazie Pietera Bruegla Zabawy dziecigce z 1560 roku krytycy do-
liczyli si¢ ponad dwustu pigédziesigciu postaci. Gromada dzieci zupelnie opa-
nowala miejska przestrzen, ktérej dynamika osiagnieta zostata dzigki specy-
ficznemu zakomponowaniu postaci. Stanowig one beztadng mase, wprawdzie
z lewej strony ograniczong naturalng barierg, jaka jest rzeka czy staw, ale juz
z prawej — siegajaca pod majaczacy miedzy domami horyzont. Szal zabawy
ruguje z jej przestrzeni dorostych, oddajac tym samym miasto pod panowanie
najmtodszych. Trudno jednak obraz uznac za apoteoze zabawy. Jak dowiadu-
jemy sie z jednej z wielu jego interpretacji:

Dzieto fascynuje, nawet jesli jednocze$nie niepokoi, zaréwno z powodu tresci,
jak i formy. Nie ma na przyktad dogodnego punktu, z ktérego mozna by ogla-
da¢ obraz. Widz musi wciaz podchodzi¢ blizej, to odchodzi¢ od obrazu: tylko
z odleglosci mozna objacé wszystko wzrokiem, ale tylko z bliska wiele drobnych
czynnosci, postaci i twarzy dopiero nabiera prawdziwego zycia. Perspektywa
stwarza dodatkowe problemy; z przyzwyczajenia staje si¢ naprzeciw $rodka ob-
razu, zakladajac ze malarz przedstawia nam swoj $wiat z tego miejsca (Hagen,
2005: 33).

Bruegel naktania wigc widza do ruchu, ciaglej zmiany trajektorii wzro-
ku, jednej stowem - przekonuje, ze obiekt, na ktory patrzymy, wymaga zaan-
gazowania nie tylko od uczestnikéw zabawy, ale przede wszystkim od pod-
gladajacego te pelne radosci igraszki. Komentarz do obrazu nie wyczerpuje
sie oczywidcie na instrukcji jego kontemplacji. Niderlandzki mistrz jak zwy-
kle dopisuje do dzieta symboliczne sensy, z ktérych jako pierwszy nasuwa si¢
chyba najmniej skomplikowany. Oto bowiem pewnego rodzaju ilustrowany
katalog zabaw przywotany przez Bruegla ma przygotowa¢ najmiodszych do
dorostego zycia. Trudno nie dostrzec jednak prewencyjnej wymowy obrazu:
kreacja $wiata widzianego z gory, na ktérym ludzki zywot sprowadzony zostaje
do nieskomplikowanej zabawy, z jednej strony moze deprecjonowac jego sens,
az drugiej — przestrzegac przez trwonieniem Zycia na rzeczach blahych i przy-
noszacych krétkotrwalg przyjemnosc.

Warto jednak w tym miejscu przypomnie¢, ze greka miata az trzy odrebne
okreslenia charakteryzujace zabawe: odnoszace si¢ do zabawy dzieciecej, we-
sotoéci i beztroski, az w koncu - walki podczas igrzysk olimpijskich, nemej-
skich czy pytyjskich, podczas gdy w facinie funkcjonowalo jedno okreslenie
zabawy - ludus, oznaczajace gre, zabawe, widowiska, igrzyska publiczne, ale
réwniez miejsce ¢wiczen ciata i umystu, np. szkote (Okon, 1995: 10-11). Jak
przekonuje Wincenty Okon, ,w jezyku polskim wyraz »zabawa« wywodzi si¢
od »bawag, a ten od »byc« [...]. W jezyku staropolskim uzywano wyrazu »zaba-
wic« w znaczeniu »bywac, z »zabawiac sie czyms« w znaczeniu »zajmowac,
»trudzi¢ si¢ czyms«” (Okon 1995: 10-11).
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Etymologia wyrazu ,zabawa” nadaje dzieciecym igraszkom zupelnie
nowy sens. Zajeto$¢ uczestnikéw zabawy oraz ich zaangazowanie sprawia-
ja, ze staje si¢ ona symbolem jedynej, prawdziwej, bo przeciez autentycz-
nie przezywanej przez dziecko czynnosci. Kolejne, bedace juz udzialem
czlowieka dorostego, stanowia jedynie przypis do tej pierwotnej, w kto-
rej uczestniczenie bylo Zywiolowym wyrazem afirmacji zycia'. Zabawa jako
»cel sam w sobie” (Huizinga 1967: 48). Jest ta forma aktywnosci, w ktérej ,,nad
nagroda zewnetrzna przewaza nagroda wewnetrzna” (Sulkowski 1984: 11).

Wedlug Jeana Piageta autotelicznos$¢ zabawy powoduje, ze czynnos¢ ta nie
narzuca uczestnikowi potrzeby przystosowania sie do $wiata, ale przeciwnie —
pozwala mu asymilowa¢ rzeczywisto$¢ zgodnie z jego wlasnym pragnieniem
(Sutkowski 1984: 11). Nalezy odnotowac, ze zabawa odbywa si¢ wedtug pew-
nych uniwersalnych prawidel. Jak zauwazyl Roger Caillois, nie s3 one jednak
cechami charakteryzujacymi zabawe, ale czynno$ciami, ktére muszg zaist-
nie¢, aby dana aktywnos¢ zyskata rys zabawy. Dla porzadku przypomnijmy, ze
czynnosci te sa dobrowolne i wyodrebnione (granice czasowo-przestrzenne),
bezproduktywne i fikcyjne, ujete w chwilowe normy oraz zawieraja element
niepewnosci (Caillois 1973: 306).

TO NIE JEST KSIAZKA EKOLOGICZNA...

Interesujacym przykltadem wariacji na temat zabawy jest ksigzka Marii Terli-
kowskiej Drzewo do samego nieba. Tekst wydany po raz pierwszy w 1975 roku
powraca po czterdziestu latach dzigki Muzeum Ksiazki Dziecigcej oraz Wydaw-
nictwu Muza do czytelniczego obiegu.

Jego nieco od$wiezona i unowoczes$niona szata graficzna — wiekszy format,
nablyszczane elementy na okladce, informacje o autorce, graficzce oraz Mu-
zeum Ksigzki Dzieciecej — sprawia, ze ksigzka moze by¢ wcigz atrakcyjna dla
mlodego odbiorcy. Wielka to zastuga znakomitych, metaforycznych, a wiec
ponadczasowych ilustracji Teresy Wilbik. Tymczasem w biogramie Terlikow-
skiej czytamy, ze wspdlpracowata ze ,,Swierszczykiem”, popularyzowata wiedze

! Interesujgco o dynamice zabawy, ale réwniez gatunku literackiego (paignion) oddajacego
jej zywiolowo$¢ pisze Zbigniew Kadtubek: ,,Dostownie [...] paignion oznacza dziecinade,
nadanie wypowiedzi cech jak gdyby dzieciecych. Pochodzi od znanego juz Homerowi
greckiego czasownika (paidzo), czyli ‘gram;, ‘bawie si¢, a nawet ‘tancze¢’ - od (pais) dziec-
ko. Dzieci, podobnie jak postaci z bajek, wiedzg, ze aby uzyska¢ szczescie, trzeba zawtadngc
dzinem uwiezionym w lampie albo zdoby¢ kure znoszgcg zlote jajka (Agamben). Dziecko
potrafi gra¢ w klasy wyrazami — miedzy piektem a niebem, poezja a betkotem. To prawda,
ze najbardziej literackie cudownosci powstajqg jako skutek niewiedzy dziecka w zetknieciu sig
z nieznanymi mu wyrazami, ktore styszy w zrozumiatym szyku frazeologicznym (Cieslikow-
ski). Paigniony mozna spotkaé w literaturze czwartej, czyli ksigzkach przeznaczonych do
nauczania dzieci w szkotach (Cieslikowski)” (Kadlubek 2018: 352). Autor hasta przywotuje
ideograficzne wiersze Ludwika Jerzego Kerna jako przyklady paignionu.
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z zakresu matematyki, meteorologii, drukarstwa oraz wynalazkéw, ale réwniez
»przedstawiala wydarzenia dnia codziennego w rodzinie, wskazujac dziala-
nia jednoczace najblizszych” (Tylicka, Leszczynski 2003: 390). Do tego rodzaju
ksigzek z pewnoscig nalezy Drzewo do samego nieba.

Miejmy nadzieje, ze do coraz wiekszej popularnosci tej minipowiesci, jak na-
zywa ja Teresa Winek (Tylicka, Leszczynski 2003: 390), przyczyni si¢ wpisanie
ksigzki na list¢ lektur zalecanych na etapie edukacji wczesnoszkolnej w Podsta-
wie programowej z 14 lutego 2017 roku’. Bioragc pod uwage liczbe materiatow
metodycznych zamieszczanych w Internecie, mozna przypuszczaé, ze Drzewo
do samego nieba okazalo si¢ tekstem nadal aktualnym i chetnie czytanym przez
dzieci i jeszcze chetniej wybieranym przez nauczycieli. Niestety, wiekszo$¢, jesli
nie wszystkie propozycje metodyczne, podkreslaja tylko jeden z aspektéw opo-
wiesci — protest mieszkancow przeciwko wycieciu jedynego drzewa rosnacego
na ich podworku. Dlatego ksiagzeczke nazywa sie najczesciej ekologiczng?, a jej
czytelnikéw ,,matymi ekologami™. Cho¢ Drzewo do samego nieba poddaje sie
takiej interpretacji, to jednak sprowadzanie tekstu jedynie do poziomu ekolo-
gicznego instruktazu skutecznie pozbawia go niezwykle istotnych tresci.

ZE STAREGO KASZTANA ZWIESZALA SIE LINA / ZASUPLANA NA KONCU
W WEZEL MARYNARSKI, / TAM SIE BUJALISMY (Dariusz Suska)

Wydaje sig, ze opowies¢ Terlikowskiej o dzieciach na wyimaginowanym placu
zabaw miedzy starymi kamienicami mozna uzna¢ za wielkg metafore dojrze-
wania. Zacznijmy jednak od samej metonimii placu zabaw — drzewa:

Na $rodku naszego podworka ro$nie drzewo. Nigdy nie styszeli$my, zeby kto$ po-
wiedzial o nim - kasztan albo topola, albo lipa. Méwimy po prostu — drzewo.
Bo nie ma innych drzew na podworku. Nawet by sie nie zmiescily. Podworko
jest male, z trzech stron otoczone przez trzypietrowe kamienice, stare i brzydkie.
Z czwartej jest niski budynek, w ktérym kiedys byta kuznia (Terlikowska 2015: 3).

> Rozporzadzenie Ministra Edukacji Narodowej z dnia 14 lutego 2017 roku w sprawie
podstawy programowej wychowania przedszkolnego oraz podstawy programowej
ksztatcenia ogélnego dla szkoly podstawowej, w tym dla uczniéw z niepelnosprawnoscia
intelektualng w stopniu umiarkowanym lub znacznym, ksztalcenia ogdlnego dla bran-
zowej szkoly I stopnia, ksztalcenia ogélnego dla szkoly specjalnej przysposabiajacej do
pracy oraz ksztalcenia ogdlnego dla szkoly policealnej. Zob. http://dziennikustaw.gov.pl/
du/2017/356/1 [data dostepu: 10.03.2018].

* Podczas krétkich vlogow dzieci prezentuja fabule ksigzki, przekonujac, ze jej sednem jest
ochrona przyrody (zob. https://vimeo.com/243676669 [data dostepu: 10.03.2018]). Ta-
kie przekonanie podziela rowniez autorka popularnej strony Zabawkowicz.pl, nazywa-
jac tekst ,,ksigzka ekologiczng’, zob. (https://www.youtube.com/watch?v=zEY1RS]zB_Q
[data dostepu: 10.03.2018]).

* Zob. http://www.splprzemysl.pl/klasy/klasy-iv-vi/511-drzewo-do-samego-nieba-czyli-
rozczytani-ekolodzy.html [data dostepu: 10.03.2018].
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Przestrzen podworka oddaje rytm $wiata, ktéry czyni z drzewa figure dtu-
giego trwania. Jest ono osia $wiata wyznaczajacg jego centrum oraz prezentu-
jaca jego strukture: gora-dol. Drzewo stanowi nie tylko namiastke mitycznego,
utraconego ogrodu, ale pelni réwniez role depozytariusza pamieci o przeszto-
$ci. Uwazno$¢ polegajaca na wstuchiwaniu sie w jego opowies¢ jest przywile-
jem dziecinstwa i starosci. Jedynie dzieci oraz starcy moga bowiem pozwoli¢
sobie na luksus zabawy, przywotajmy jeszcze raz etymologie tego stowa, czyli
~bywania” w poblizu drzewa. Doceniajg je réwniez kobiety. Nalezy do nich
pani Kulikowa, ktérej doskwierajacy brak zieleni przed jej kamienica, kaze
z zazdroscig spogladac na sasiednig ulice: ,— U was to chociaz wida¢, ze jest
wiosna! Bo u nas — ani krzaczka nie ma!” (Terlikowska 2015: 3).

Dla dzieci drzewo to ostatni bastion wolnosci. Nie maja przeciez nowo-
czesnego placu zabaw, a ich podworko z przejezdzajacymi co jakis czas cie-
zaréwkami bardziej przypomina ulice niz bezpieczny skwer miedzy kamieni-
cami. Jedynie drzewo nalezy do nich. Poréwnuja je do dzungli petnej dzikich
zwierzat, nazywaja Szklang Goéra, cudownym miejscem, z ktorego wszystko
wida¢. Moze wlasnie dlatego pierwsze strony opowiesci zapowiadaja dobrze
znany schemat basniowych narracji, w ktérych bohaterowie w alternatywnej
przestrzeni beda przezywaé¢ mrozace w zylach przygody. Analogia zielonej
gestwiny oraz dzungli, trudu wspinaczki i pokonywania wlasnych stabosci na
zboczu Szklanej Gory przygotowuja czytelnika do spotkan z fantastyka i od-
wiecznym, wielkim tematem walki dobra ze ztem.

Tymczasem opowies¢ Terlikowskiej zaskakuje swoja skromnoscia, a jed-
nocze$nie naklania do przemyslenia interesujacej nas formutly zabawy.

Jej inicjatorami, ale niejedynymi beneficjentami sa dwaj chlopcy - narra-
tor o nieznanym imieniu oraz jego nieco starszy brat Staszek. Cho¢ od uro-
dzenia mieszkajg w starej kamienicy, to dopiero wdrapywanie si¢ na drzewo
pozwala im na blizsze (autentyczne) poznanie sgsiadéw. To wiasnie stosunek
dorostych do drzewa i zabaw chlopcéw wydaje si¢ najlepiej ich charaktery-
zowac.

Plac zabaw chlopcéw sprowadzony do drzewa ma wiec ukltad wertykalny.
Jest swoistg droga, ktora dzieci musza pokonaé, aby wybi¢ si¢ na dojrzalosc.
W konarach drzew nie czekajg na nie niesamowite przygody, ale metaforycz-
ne, bo przeciez niedostowne spotkanie z drugim czlowiekiem, ktére w kon-
sekwencji prowadzi do namystu nad $wiatem. Paradoksalnie wspinanie sie
na drzewo przybliza bohateréw do mieszkancéow kamienicy. Dzieci spotykaja
sie z nimi na zupelnie innej, nieoficjalnej plaszczyznie. Zmieni¢ perspektywe
oznacza przeciez widzie¢ wigcej, czasem widzie¢ inaczej. I tak, dzigki wspi-
naczce chlopcy poznajg paniag Rachlinska, wpisujaca sie w topos Mater dolo-
rosa. Podczas wojny stracita swe dzieci, a przed rozpacza chroni jag mozliwo$¢
obserwowania zabaw podwdrkowej dzieciarni. Pani Rachlinska opatruje roz-
bite kolana, bierze strone dzieci w sporach z rodzicami, w koncu - protestu-
je przeciwko wycieciu drzewa. Kolejny etap wspinaczki pozwala na poznanie
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Doroty, ktéra wydaje si¢ nieprzystepna i przez to jest nielubiana przez inne
dzieci. Jej mieszkanie przypomina twierdze¢. Matka wychodzac z domu, zamy-
ka dziewczynke na klucz. Pelnej kontroli podlega réwniez okno, ktére zamiast
ulatwia¢, utrudnia kontakt ze $wiatem. Poustawiane gesto kaktusy na parape-
cie skutecznie bronig dostepu do mieszkania-twierdzy. Dziewczynka przez leki
swej matki zostaje skazana na samotnos¢. Skoro przypomina zakletg ksiez-
niczke uwieziona na szczycie Szklanej Gory, chlopcy postanawiaja poddac sie
poetyce tego basniowego obrazu i pragng ja odczarowac. Funkcje magicznego
zaklecia spetnia znaleziony na $mietniku bezdomny kotek, ktérego towarzy-
stwo otwiera Dorote i jej matke na $wiat.

Wspinaczka chlopcow po drzewie spaja mieszkancow kamienicy. Co cie-
kawe, ruch w gore przekfada si¢ na jako$¢ zycia ,,na dole”. Lokatorzy kamie-
nicy do tej pory zyjacy raczej osobno, dostrzegaja w koncu potege wspolnoty.
Laczac sily i wyrzekajac si¢ drobnych animozji, s3 w stanie przeciwstawic si¢
prawu nakazujacemu $ciecie drzewa. Indywidualny interes mieszkancow (na-
rzekania na brak $wiatlta w mieszkaniach znajdujacych si¢ w cieniu drzewa, na
uszkodzone przez pot¢zne konary parapety i dach, czego skutkiem jest zalewa-
nie lokali znajdujacych sie na ostatnim pietrze) przestaje by¢ istotny, jesli w gre
wchodzi dobro calej spofecznosci.

Wspinaczka daje jednak chlopcom co$ wiecej niz tylko satysfakcje ptyna-
ca z przekonania o spolecznych dobrodziejstwach ich zabawy. Wdrapywanie
sie na drzewo jest nagrodzone odstonigciem tajemnicy, ktérej chtopcy odtad
beda pilnie strzec. Kiedy przekraczaja granice dachu, czuja, ze spotka ich co$
niezwyklego:

[...] serce bije mi mocniej. Za chwile zobaczymy co$, czego nie widzial nikt.
[...] Nie spodziewalismy sie takiego widoku. Za prawa oficyna, miedzy dacha-
mi starych, brzydkich doméw - wisial ogréd. Wiem, ze ogréd nie moze wi-
sie¢ w powietrzu, tylko musi si¢ na czyms$ opieraé. Na ptaskim dachu albo na
tarasie. Ale ten ogrod wygladat tak, jakby zsunat sie z obloku, z nieba, z baj-
ki - i zawist miedzy domami. [...] Obaj widzieli§my réze pnace si¢ po mu-
rach trzech kamienic, miedzy ktérymi wisial tajemniczy ogrod. [...] A miedzy
krzakami réz, na poléwce, lezata dziewczynka i czytala ksigzke. [...] Mogli-
$my na nig zawola¢. Na pewno by ustyszala. Ale woleliby$my milcze¢. Moze
balismy sie, ze wszystko zniknie - ogréd, réza i dziewczynka? (Terlikowska
2015: 39)

Z jednej strony niecodzienna weduta miasta jest obietnicg sktadang dzie-
ciom. Potwierdza ona istnienie lepszego, pickniejszego $wiata, tak bardzo od-
miennego od szarzyzny brudnego i ciasnego podworka. W realistycznym uje-
ciu, by¢ moze jest po prostu zapowiedzig przeprowadzki, o ktorej od czasu do
czasu wspominaja bohaterowie minipowiesci. Rodzice chlopcéw czekaja prze-
ciez na nowe mieszkanie w budowanym na obrzezach miasta osiedlu.

Z drugiej strony, rozdziat zatytutowany Tajemniczy ogréd w widoczny spo-
s6b odsyla do kultowej powiesci Frances Hodgson Burnett przettumaczonej
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na jezyk polski w 1914 roku, w ktérej ogrod odzwierciedla stan ducha tego, kto
w nim gosci’. Chlopcy z Drzewa do samego nieba, podobnie jak bohaterowie
powiesci Burnett, odkrywaja, ze zabawa oraz wyobraznia dzieci — ,,plemienia
nieznanego’® - sytuuje je w zupelnie innych przestrzeniach niz te ,,zaludnia-
ne” przez dorostych, cho¢ przeciez piekno tych swiatow jest rowniez dostepne
dorostym, pod jednym wszak warunkiem - checi odzyskania przez nich utra-
conej wrazliwosci’.

Tak wiec naturalng przestrzenig dziecka jest ogrdd, ktory przeciez nie ma
wiele wspolnego z pedagogicznym projektem ,,dzieciecych ogrodow” inspiro-
wanych pracami Friedricha Frobla czy placami zabaw tonacymi w zieleni pro-
ponowanymi przez Henryka Jordana. Ogrdd to przede wszystkim ojczyzna
dzieci, nawet jesli jest ona efektem imaginacji. To w ogrodzie, nawet jesli w rze-
czywistosci jest on jedynie ,klatka schodows, podworkiem, ulica, spontanicz-
na aktywnos¢ dzieci przybiera formy najbardziej wyraziste i bogate” (Wak-
smund 2000: 55).

Kolejna wyprawa w kierunku ,,szczytu” drzewa przynosi jeszcze jedno od-
krycie. Jest nim stare koto od wozu, na ktérym kiedys bocian zbudowat gniaz-
do. Znalezisko potwierdza autentyczno$¢ opowiesci starego dziadka Fraczka
wspominajacego stara kuznig, ktdrej miejsce na podwoérku zajmuje dzi$ garaz.
To w niej wykuto koto bedace fundamentem gniazda bociana. Swoja obecno-
$cig zaswiadcza o przeszlosci, przypomina bowiem, ze po drugiej stronie ulicy
roztaczaly sie kiedys Igki. Zelazne koto ukryte w gaszczu lisci staje sie symbo-
lem czasu, ktérego przemijanie chtopcy wtasnie odkrywaja:

*> Punktem odniesienia, a by¢ moze réwniez i inspiracja, dla tego rodzaju synergii dziecka
i natury moze by¢ rowniez Krélowa sniegu Hansa Christiana Andersena oraz pocho-
dzacy z niej watek r6z uprawianych przez Kaja i Gerde w skrzynkach na dachu domu.
Wspomniany watek ulega intensyfikacji we fragmencie ba$ni opowiadajacym o ogrodzie
staruszki, w ktérym Gerda stucha historii kwiatéow.

¢ Metafora uzyta przez Ryszarda Waksmunda (Waksmund 2000: 42).

7 O niewykonalno$ci tego zadania traktuje wstrzasajaca powie$¢ Doris Lessing Pigte
dziecko. Swiat dziecka jest nie tylko niedostepny dorostym, ale réwniez przeraza swa
odmiennos$cig. Ogréd, umityczniona kraina dziecinstwa, jawi sie rodzicom jako prze-
strzen wroga i dzika: ,,Siedzieli w salonie. Od strony ciemnego zimowego ogrodu do-
biegaty przenikliwe glosy dzieci. [...] Dwie matle postacie, nie do rozréznienia w wielo-
barwnych pikowanych kurtkach [...] wylonily sie spod zaroéli ostrokrzewu i szty przed
siebie. Byli to Helena i Lukasz na szlaku przygody. Kijami dzgali zesztoroczne liscie. [...]
Jeszcze przed chwilg dzieci byly czescig ciemnej dziczy. Staly, oddychajac cigzko, ich
oczy powoli przywykly do rzeczywistosci, do cieplego, jasnego pokoju dziennego i ro-
dzicoéw, ktdrzy na nie patrzyli. Nastapito chwilowe spotkanie dwdch obcych form zycia:
dzieci byty czescig pradawnego barbarzynstwa, ktére nadal fomotato w ich krwi; teraz
jednak, wracajac do rodziny, musialy pozegna¢ sie z dzikg strong swojej natury. Har-
riet i Dawid dzielili z dzie¢mi ten stan, towarzyszyli im w wyobrazni i wspomnieniach
z wlasnego dziecinstwa: widzieli siebie wyraznie — dwoje uladzonych, udomowionych
dorostych, wrecz zalosnych w swym oddaleniu od dzikosci i wolnosci” (Lessing 2005:
82-83).
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I to bylo nasze ostatnie odkrycie. Bo juz nie moglismy wej$¢ wyzej. Dwa konary
ponad bocianim gniazdem nie mialy bocznych gatezi. Strzelaly wysoko w gore,
gladkie i niedostepne, zakonczone wielkim zielonym piéropuszem. Diugo pa-
trzylismy w gore. Poczutem, ze co$ mnie drapie w gardle. Moze katar, a moze
tzy. Ale nie plakalem (Terlikowska 2015: 41).

Drzewo do samego nieba jawi si¢ jako Drzewo Kosmiczne uczestniczace
w odwiecznym porzadku. Dzieci, ktére go doswiadczajg, czuja wzruszenie. Jak
pisze Mircea Eliade, ,,Juz zwykte spojrzenie na nieboskton wyzwala przezycia re-
ligijne. Niebo objawia si¢ jako nieskonczone, jako transcendentne. Jest ono czyms$
»catkiem innym« par excellence - to znaczy czyms$ calkiem innym od $miesznie
malego czlowieka i przestrzeni, w ktdrej on zyje” (Eliade 1999: 96).

O ile doswiadczanie nieba przez chlopcéw trudno nazwaé przezyciem re-
ligijnym, o tyle mozna juz przyja¢, ze zetkniecie si¢ z bezkresem jest po pro-
stu mocnym przezyciem egzystencjalnym. Stanowi ono moment o charakterze
ekstatycznym i egzystencjalnym wiasnie. Wspolny mianownik obu tych poje¢
wskazuje Michal Pawet Markowski, przekonujac, ze zaréwno ekstasis, jak i ex-
-sistere oznaczajg wykroczenie poza obszar statyczny (Markowski 2007: 239).
Chtopcy odkrywajac Heideggerowskie szczeliny istnienia, czuja trwoge, ale za-
razem spokdj, gdyz:

By¢ moze samo wejscie w szczeline, samo zaistnienie w niej jest najwlasciw-
szg odpowiedzig na skierowane ku nam wezwanie. Gdy wsuwamy si¢ w ukryta
rzeczywisto$¢, ktora przyjmuje nas, a zarazem ostania, by¢ moze nie musimy
niczego poznawa¢, by¢ moze wystarczy istnie¢ w miejscu, do ktérego nalezy-
my, ktdre jak gdyby zezwala na to, aby by¢ naszym miejscem na pewien czas
(Brach-Czaina 2018: 156).

Dzieciom obserwujacym niebo z samego szczytu drzewa taka perspektywa
juz nie wystarcza. Zwigzani z drzewem, podworkiem, starymi kamienicami pra-
gng jednoczesnie czego$ innego, cho¢ wecale nie lepszego. Swiadomi swych ogra-
niczen i ,ludzkiej” bezsilnosci mimo wszystko odpowiadajg na wezwanie §wiata.
Nie mieszkajg, ale zamieszkuja, wszak to wlasnie ,,zamieszkiwanie” rozumiane nie
jako zakorzenienie, ale zdolno$¢ oswajania, rozumienia wielu miejsc i brania za
nie odpowiedzialnosci, sprzyja wedréowce (Maliszewski 2015: 105). Droga poko-
nywana przez chlopcow bierze swoj poczatek w zabawie, a jej pierwszym etapem
jest wdrapywanie si¢ na tawke, z ktdrej fatwiej jest dosiegnac pierwszego konaru
drzewa. Zabawa-wariacja na temat drzewa scala wspdlnote mieszkancéw kamie-
nic przeciwstawiajacych sie decyzji wladz o jego Scieciu, skutecznie niweluje po-
czucie samotnosci czy w koncu kieruje spojrzenie dzieci ku nieskoriczonosci.

Drzewo oraz zaaranzowana wokol niego zabawa majg zatem spoleczny i fi-
lozoficzny wymiar. To dzigki zabawie chlopcy przechodza swoistg przemiane.
Niczym slepcy wychodzacy z Platonskiej jaskini i dostrzegajacy ide¢ Dobra,
ktora jest przyczyng wszystkiego, co w kazdym miejscu na $wiecie jest stuszne
i piekne, zawsze juz beda jej wierni. Odczuwszy raz organiczng niemal czastke
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wszechogarniajacej wspdlnoty calego $wiata, z tatwoscia podporzadkuja sie pa-
nujgcemu w niej prawu.

KAZDY MA TAKIE DRZEWO

Widac¢ to wyraznie w finale opowiadania, ktére konczy sie odwiedzinami miej-
sca, w ktorym rodzina kiedys mieszkata. Po uptywie dwoch lat od Wielkiej Bi-
twy o Drzewo chlopcy mieszkajacy juz na nowoczesnym osiedlu z duzym, zie-
lonym skwerem i atrakcyjnym placem zabaw postanawiaja przypomniec sobie
miejsce, z ktérym kiedys byli tak bardzo zwiazani. To, co zastaja, zupelnie nie
przypomina ich starego podworka. Przestrzen wydalaby si¢ zupelnie obca,
gdyby nie znajome drzewo, ktdre niewzruszone wcigz trwa:

Patrzyli$my jak urzeczeni. Tak, to bylo nasze drzewo. Poznali$my je po bocia-
nim gniezdzie w rozwidleniu dwdch najwyzszych konaréw. Ale teraz drzewo
wydalo si¢ nam mniejsze niz dawniej [...]. Wkrétce zamieszkaja w wiezowcu
jakie$ dzieciibedg patrze¢ z okien na wierzchotek naszego drzewa. Ale dla nich
to juz nie bedzie drzewo do samego nieba (Terlikowska 2015: 49).

Chlopcy ani nie pielegnuja zalu za utracong potega drzewa, wszak dla nich
nadal bedzie stanowilo centrum dzieciecych wspomnien, ani nie roszcza pre-
tensji do uniwersalizowania jego roli w nowych odstonach przestrzeni wypel-
nionych zupelnie nowymi bohaterami. Najistotniejsza rzecz przeciez juz si¢
dokonata. Zywiol bezinteresownej zabawy i nieposkromionej dzieciecej wy-
obrazni (paidia) okazal si¢ z czasem rodzajem autentycznej paidei przeksztal-
cajacej dziecigce jeszcze oczekiwania w etyczny horyzont pragnien uczynienia
$wiata lepszym. Zabawa byla zatem zapowiedzig trudu pracy nad sobg oraz
ksztaltem $wiata.

Warto ten krotki szkic domknga¢ znakomitym, ale przekornym wierszem
Czestawa Milosza mogacym z powodzeniem uchodzi¢ za gorzki komentarz
optymistycznej relacji paidig — paideia (zabawa — wychowanie do godnego zy-
cia) wpisanej w minipowies$¢ Terlikowskiej:

Nie poznajesz mnie, ale to ja, ten sam,

Ktdry wycinal na tuki twoje brunatne prety,

Takie proste i $migte w biegnieciu do stonca.

Rozrosta$ si¢, ogromny twdj cien, hodujesz pedy nowe,
Szkoda, ze tamtym chlopcem juz nie jestem.

Chyba kij sobie bym wycial, bo widzisz, chodze¢ o lasce.

[...]

Bylem szcze$liwy z moim tukiem, skradajac sie brzegiem basni.
Co stalo sie ze mng p6zniej, zastuguje na wzruszenie ramion.
I jest tylko biografia, to znaczy zmysleniem

(Milosz 2004: 4).

Filoteknos 9.indb 230 2019-09-20 12:48:28



Paidia i paideia. Zabawa i etyka w Drzewie do samego nieba... 231

BIBLIOGRAFIA

Brach-Czaina, J. 2018. Szczeliny istnienia. Warszawa: Wydawnictwo Dowody na Istnienie.

Caillois, R. 1973. Zywiot i fad, A. Oseka, wyb., M. Porebski, przedm., A. Tatarkiewicz, ttum.
Warszawa: Panstwowy Instytut Wydawniczy.

Cieslikowski, J. 1985. Wielka zabawa. Folklor dzieciecy. Wyobraznia dziecka. Wiersze dla
dzieci. Wroclaw: Zaktad Narodowy im. Ossoliniskich.

Eliade, M. 1999. Sacrum i profanum. O istocie religijnosci, R. Reszke, ttum. Warszawa: Wy-
dawnictwo KR.

Hagen R-M. i R. 1995. Pieter Bruegel Starszy (okoto 1525-1569). Chlopi, dziwacy i demony,
E. Tomczyk, ttum. Warszawa: Taschen.

Huizinga, J. 1967. Homo ludens. Zabawa jako Zrédto kultury, M. Kurecka, ttum., W. Wirp-
sza, thum. Warszawa: ,,Czytelnik”

Kadlubek, Z. 2018. Paignion. - Z. Kadlubek, red., B. Mytych-Forajter, red., A. Nawarecki,
red., Ilustrowany stownik terminéw literackich. Historia, anegdota, etymologia. Gdansk:
stowo/obraz terytoria, 351-352.

Lessing, D. 2005. Pigte dziecko. A. Gren, ttum. Warszawa: Panstwowy Instytut Wydawniczy.

Maliszewski, K. 2015. Pedagogika na pograniczu swiatéw. Eseje z cyklu ,, Medium Mundi”.
Katowice: Wydawnictwo Uniwersytetu Slgskiego.

Markowski, M.P. 2007. Polska literatura nowoczesna. Lesmian, Schulz, Witkacy. Krakow:
Universitas.

Mitosz, C. 2004. Do leszczyny. — C. Milosz. To. Krakéw: Znak.

Okon, W. 1995. Zabawa z rzeczywistosé. Warszawa: Zak. Wydawnictwo Edukacyjne.

Tylicka, B., red., Leszczynski, G., red. 2003. Stownik literatury dziecigcej i mlodziezowej.
Wroctaw: Zaktad Narodowy im. Ossolinskich.

Serwis vimeo.com. Drzewo do samego nieba. - https://vimeo.com/243676669 (10.03.2018).

Serwis YouTube. Ksigzki dla dzieci z serii Muzeum Ksigzki Dziecigcej poleca, Wydawnictwo
MUZA SA. - https://www.youtube.com/watch?v=2EY1RS]zB_Q (10.03.2018).

Strona internetowa Dziennika Ustaw Rzeczypospolitej Polskiej. — http://dziennikustaw.
gov.pl/du/2017/356/1 (10.03.2018).

Strona internetowa Szkoly Podstawowej nr 1 im. Henryka Sienkiewicza w Przemyslu. —
http://www.splprzemysl.pl/klasy/klasy-iv-vi/511-drzewo-do-samego-nieba-czyli-
rozczytani-ekolodzy.html (10.03.2018).

Sutkowski, B. 1984. Zabawa. Studium socjologiczne. Warszawa: PWN.

Terlikowska, M. 2015. Drzewo do samego nieba, T. Wilbik, ilustr. Warszawa: Muza.

Waksmund, R. 2000. Od literatury dla dzieci do literatury dziecigcej (tematy - gatunki - kon-
teksty). Wroctaw: Wydawnictwo Uniwersytetu Wroctawskiego.

Filoteknos 9.indb 231 2019-09-20 12:48:28



Filoteknos, vol. 9 « 2019 « DOI: 10.23817/filotek.9-16

OLGA BUKHINA ORCID: 0000-0002-6187-8074
International Association for the Humanities

A Child as a Flaneur and a Voyeur:
The Imaginative Space of Streets and Museums

Abstract: This article discusses a representation of the relationship between a
child and a big city in American and European children’s and teens’ literature.
In many books, a child or a teen is portrayed as a contemporary flaneur, an idle
city walker. Following Eric Tribunella’s adaptation of Walter Benjamin’s defini-
tion of a flaneur to children, the article explores various book representations
of the big cities as they are seen through the eyes of a child. The city dweller
perceives her environment as an exciting, even though sometimes threatening,
place. Acting as a flaneur and a voyeur, a child develops a complicated rela-
tionship with the streets and museums of the big city. Enormous walking (and
transportation) possibilities of the city are very attractive for youngsters. The
hidden wonders of the big city mesmerize the curious minds of children and
teens, making them natural voyeurs. Children are capable of combining the
aimless gaze of a flaneur with the precise attention of a voyeur. Often, a city be-
comes one of the very important characters in a book, and a child forms a part-
nership with the city. In spite of the notion of adults that the city is a dangerous
place for children, children immensely enjoy the city spaces, streets, parks, and
museums. Museums particularly work as symbolical places of safety and explo-
ration. Contemporary children and teenagers enjoy even more freedom to be
city flaneurs and voyeurs due to the newly acquired speed of movement, inclu-
ding the use of bikes, scooters, and public transportation. With the main focus
on New York City as one of the most striking example of a big city in children’s
books, the article also discusses the literary representations of other megalopo-
lises and large cities, such as Moscow and Minsk.

Keywords: children literature, city, flineur, museum, teens’ literature, voyeur.

New York blends a gift of privacy with
the excitement of participation.

E.B. White, Here is New York

Often, a big city is considered to be an inappropriate place for children. The
city can be dangerous and inhospitable. Both people and cars could be threat-
ening to a child’s well-being. She needs a supervision to roam the city, parents
and other adults insist. Nevertheless, millions of children are big city dwell-
ers, and the wonders of the big city are regular attractions and magnets for a
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curious mind of a child and a teenager. The intense communication opportu-
nities are one of the important features of the big city. At the same time, the
city is a place of solitude where a person can be almost invisible. In children’s
and adult literature, the city is often, though implicitly, present in the book; it
serves as a backdrop for the plot’s events and the characters’ adventures. But in
some books, the city acts quite explicitly; it becomes a character, if not a main
protagonist, at least, one of the very important ones. In children’s books espe-
cially, it partners with a child/teen protagonist(s). It could lead or mislead her,
help her to achieve her goals, or trick her into even more city adventures.

This article will discuss a representation of the relationships between a child
and a big city in American and European children’s and teens’ literature. I will
mainly focus on New York City, but I will also show how other major cities play
a significant role in childrens and young adults’ literature providing a play-
ground for a contemporary flaneur, an idle city walker. As we see, the streets
and parks of Moscow or Minsk also provide a perfect book setting; a teen may
feel herself free and powerful because a big city is not judgmental and accepts
a growing person as she is. The choice of New York as a main focus is justifi-
able since it is “one of the most iconic cities on the planet. New York isn’t just
an individual city, although it is unique. In many ways it is the City, with all the
aspects of urban life seen in Houston or Shanghai, or in storied cities through-
out history, even going back to Babylon” (Rosenbaum 2014: 454).

The city is a dangerous place, but it also offers protection and accommoda-
tion. A well-known New York fighter for a better city, Jane Jacobs, in her book
The Death and Life of Great American Cities (1961), in the chapter entitled
“The use of sidewalks: assimilating children,” claims that the city is the best
place for children. She is sure that “shooing the children into parks and play-
grounds is worse than useless, either as a solution for the streets’ problems or
as a solution for the children” (Jacobs 2016: 87). So, let a child and a teen walk
in the streets of New York and other major cities and be equal to adults in this
pleasurable occupation. The idea of a flaineur who idly and lazily walks in the
city was conceived by Charles Baudelaire and was further elaborated in Wal-
ter Benjamin’s reading of Baudelaire’s texts. In his 1935 essay “Paris, the Capi-
tal of the Nineteenth Century,” Benjamin states: “The flaneur still stands on
the threshold - of the metropolis as of the middle class. Neither has him in its
power yet. In neither is he at home. He seeks refuge in the crowd” (Benjamin
2002: 10). “Refuge in the crowd” is the most important notion that we will be
discussing in this text. Benjamin’s focus is, of course, on adults: “An intoxi-
cation comes over the man who walks long and aimlessly though the streets.
With each step, the walk takes on greater momentum” (Benjamin 2002: 880).
As we will see later, “long and aimlessly” is another important concept. Even
though Benjamin does not talk about children, he nevertheless stresses the
youthfulness of that process, its intrinsic connections to childhood. Benjamin
emphasizes that “it is all the same to him [flineur] whether it is the childhood
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of an ancestor or his own” (Benjamin 2002: 880). The notion of Benjamin’s
flaneur has been regularly exploited in the analysis of adult literature.! To my
knowledge, the first scholar who recognized a flaneur as an image of a con-
temporary child wandering about the city, and especially about New York
City, was Eric Tribunella in his seminal article “Children’s Literature and the
Child Flaneur” He defines a flaneur in the opening lines of his article as fol-
lows: “One of the key figures in literature of the city is the flaneur, the idle
wanderer or man about town, defined primarily by two activities: strolling
and looking” (Tribunella 2010: 64). Tribunella elaborates on the relationship
between a flaneur and a city: “The flaneur, exhibiting qualities of both the
convalescent and the child, approaches the city with this keen sense of interest
that enables him to see through its filth, incoherence, and chaos to its beauty
and diverse possibilities” (Tribunella 2010: 67). He insists that “(t)he child
is central to the conception of the flaneur, who strolls the city streets gazing
critically and with wonder, as a child might” (Tribunella 2010: 67). An ability
of looking around and making mental observations as well as seeing the hid-
den “treasures” of the city, sometimes in the places where adults see nothing
interesting, grants a child the voyeuristic qualities that we will be discussing
later. As soon as the big city becomes a character in a children’s book, a child-
flaneur and a child-voyeur occupy the prominent positions in these books,
and the city plays the role of their partner and adversary.

A PLAYGROUND FOR THE SMALL ONES

New York provokes many writers to assign it the role of a hero as well as use it
as a book’s location. Even books for very small children are often set in the city
environment with the goal to familiarize children, its dwellers or its tourists,
with the life of the city. One of the most famous authors of this picture book
genre is the Czech writer Miroslav Sasek with his many books about different
cities, from Paris, London, and Rome to New York, San-Francisco, and Wa-
shington, DC. His book about New York, This is New York (1960), presents a
tourist point of view of the City. Both the narration and the illustrations move
through the city streets and tourists’ attractions without looking deeply into
the real city life. A tourist gets what a tourist needs. A very different, and more
authentic view of the City was given by one of the pioneers of American pic-
ture books, Lucy Sprague Mitchel.” It is an insider’s look, but a look that is ap-
propriate for small children. Mitchel's Here and Now Story Book (1921), with
the important help of the black-and-white illustrations of Hendrik Van Loon,

' For example, in The Flaneur in Nineteenth-Century British Literary Culture: “The Worlds
of London Unknown” by Isabel Vila-Cabanes, and in The Spectator and the City in Nine-
teenth Century American Literature by Dana Brand.

2 See Stanton 2014: 7-22.
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portrays a story of an immigrant boy. He comes, as we learn later, from Rus-
sia. Boris explores (without his mother, but with her blessing and advice to be
careful) the city streets, and, of course, he gets lost and becomes increasingly
confused. He sees the horse wagons and cars and trucks, and he needs to wait
a long time to cross the street at every street corner. He does not move fast
enough which is a torture for a boy. He discovers the subway, but he does not
know how to ride it. As a naturally born flaneur, he watches people around him
buying a ticket for a nickel (do not forget, this was a long time ago). He sees
where people deposit their tickets to get to the platform. He learns on the go;
he constantly observes; he is all eyes and ears. Sounds are especially important
for Mitchel. She uses a lot of onomatopoetic words and expressions. The sub-
way cars are making a most terrible noise: “Rackety, clackety, klang, klong!”
They stop with the hiss: “Yi-i-i-i—sh-sh-sh-sh!” As a reward for his bravery,
Boris finds the Park and plays happily there, and in the end, he is able to re-
turn back to his mother by taking the elevated train. Now he is an experienced
rider and knows how to buy a ticket. His English abilities are still limited, but
he miraculously recognizes the familiar name (or rather numbers) of his stop,
Fourteenth Street.

When Boris grows a bit older and speaks a bit better English, he starts
exploring Manhattan on a very different scale. He walks it, he rides it, and
he discovers the East River, the Hudson River (he first insists on calling it the
West River), the Harlem River, and the Harbor. He knows about the Harbor
already; he arrived there from Europe as a little child. He makes an amazing
discovery that New York is an island, and he becomes its avid explorer. “Bo-
ris, he went out again / To find the country wide! / And he went north and
north he went / To Harlem River’s side. / Again he turned himself about / And
went the other way / And he went south and south he went / And there the
harbor lay!” (Mitchel 1921: 268). He watches, observes, and maps the city; he
occasionally talks to the city inhabitants to get some extra information about
his enormous playground, Manhattan. As the Russian researcher of childhood
and children literature Ekaterina Asonova notes: “The perception of the city
in one’s childhood is always similar to a fairy tale or a myth: habitual children’s
movements around the city are marked by some little images, monuments, and
familiar pictures in the stores’ windows” (Asonova 2017: 12).° The true geogra-
phy that requires the names of the streets comes later. Mitchel herself writes
about the necessity of geography in child’s life. In her book Young Geographers:
How They Explore the World and How They Map the World (1916), she notes
that up to four or five, “the child’s environment was essentially local and pre-
dominately personal” (Mitchel 1991: 13). Later, a child is able to acquire much
broader scope and comes to the stage Mitchel identifies as “map-thinking.”
Mitchel speaks about the different stages of map-thinking in a child’s develop-

3 Translation is mine.
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ment (Mitchel 1991: 27-29). A flaneur, of course, does not need a map to wan-
der, but this wandering certainly creates a map in a child’s mind.

Margaret Wise Brown, a student and a friend of Lucy Sprague Mitchel,
also tried to capture the hustle and the bustle of the big city in The Noisy Book
(1939) illustrated by Leonard Weisgard. The role of the city explorer is assi-
gned not to a child, but to Muffin the Dog who temporarily cannot see due to
the bandage over his eyes. In the city clearly identified as New York, Maffin
needs to play by ear in a very direct meaning of this expression. He wanders
and explores; he absorbs various noises: “Men hammering / ban-bang-bang
/ automobile horns / awuurra awuurra / horses hoofs /clop clop clop clop”
(Brown and Weisgard 1939). Later, Brown’s “noisy books” moved outside of
the city to enjoy the country noises and seashore noises.* Often, characters of
picture books have much more freedom of movement around the city than
their readers/peers. Thus, the spirit of “flaneurism” in picture books promises
enormous walking and transportation possibilities that are so appealing for a
real child. A goal of a journey is present, but the process of a journey is much
more important than the goal, and the goal may never be attained. A good
example of such city wandering is a small book written by Amos Vogel, a fo-
under of the New York Film Festival, and illustrated by the famous writer and
illustrator Maurice Sendak. In How Little Lori Visited Times Square (1963),
Lori, a little boy, in order to get to Times Square rides consecutively the sub-
way, a bus, a taxi, the elevated train, a boat, a helicopter, a horse and wagon,
a pony, an elevator, and in the end, he rides a turtle. Still the goal is never re-
ached; he never gets to Times Square: “And this was four months ago. And
nobody has heard from them since..” (Vogel and Sendak 2001). So, Lori and
his turtle end up as perpetual flaneurs of New York.

To introduce the image of a voyeur, I will use the first of several iconic
children’s books by Kay Thompson (text) and Hilary Knight (illustrations)
about a girl named Eloise who lives in the Plaza Hotel on the South-East
corner of Central Park. Its six-year old protagonist reveals the features of a
voyeur rather than a flaneur. In the first book, Eloise: A Book for Precocious
Grown-ups (1955), Eloise’s life is pretty much constricted to the hotel gro-
unds. Since she is an extremely curious girl, she makes the point of observing
everything in her hotel. She is a narrator of her own story, and she admits: “I
spend an awful lot of time in the lobby. For instance every day I have to go
to the Desk Clerk and see what’s happening there” (Thompson and Knight
1969). She knows all secret places and spaces; she knows everyone who lives
there and works there. She is a lonely and mischievous child; her parents are
often absent, and she does not like her nanny too much, but this gives her
the desirable freedom to snoop around and to explore everywhere. Only la-

* For more detailed account of life and writing of Margaret Wise Brown see her biography
written by Leonard S. Marcus (Marcus 1999).
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ter does Eloise venture into outdoors, as, for example, in the second and in
the fourth sequels, Eloise in Paris (1957) and Eloise in Moscow (1959).° In the
latter, she becomes a true flaneuse, and Eloise’s abilities to move freely dra-
stically exceeds these of her readers. This little girl has elaborate (but safe as
they should be in the children’s book) adventures that even a teenage prota-
gonist could envy. I will not be commenting on the authenticity of Eloise’s
Moscow impressions, a country of snow, human crowds, and the black ca-
viar. Even though there are some adults present, it is Eloise who always defi-
nes the drift of her flineuse’s movement. Eloise never, especially in Moscow,
gives up her voyeur’s attitude. The multiple spy moments in the book reflect
general political relationships between Russia and the USA in the height of
the Cold War. At nights, the girl spies on the Soviet spies in the National
Hotel, and Hilary Knight illustrates this experience with oversized key holes
and a multitude of scary eyes.

A PLACE FOR FUTURE WRITERS AND ART EXPERTS

A flaneur and a voyeur act even more authentically and with more freedom
of movement in books for tween. Louise Fitzhugh's Harriet the Spy (1964) has
a very recognizable New York City setting — the Upper East Side around the
eightieth streets, and Carl Schurz Park, a little park on the East River. “Fitzhugh
provides detailed information about Harriet’s location and movement, empha-
sizing Harriet’s practice of strolling the city streets” (Tribunella 2010: 74). Har-
riet is full of curiosity about life and people who surround her. She aspires to
become a writer and, at the same time, a spy like Mata Hari, an infamous Ger-
man spy during World War One. Harriet the Spy is a true heiress of Eloise who
never travels anywhere without her telescope. After school, Harriet explores,
always alone as a flaneur and a voyeur should, her neighborhood during the
“spy route” she developed. “While Harriet travels a far shorter distance than
we might expect of an adult flaneur, she does prove remarkably free to roam
unsupervised, despite her status as a child” (Tribunella 2010: 74). Most of the
“stops along her spy route...are within a few blocks of her home or school” (Tri-
bunella 2010: 75). She also writes extensive notes about all that she sees, and
she observes various oddities of her classmates and neighbors. That, of course,
does not end well: other students discover the notebook, form the “Spy Ca-
tcher Club,” and find their way to make Harriet’s life miserable. Jenny Bavidge

* Curiously, a contemporary American bestselling author Amor Towles uses the same
scheme in his recent novel, A Gentleman in Moscow (2016). A grown-up Russian noble-
man, Count Alexander Rostov, is restricted to dwelling in the hotel in Moscow for politi-
cal reasons. He gets to know everyone in the hotel, and he spends a lot of time with a little
girl Nina who also lives in the hotel and is constantly snooping around in the best Eloise’s
style. Nevertheless, Count Rostov and Eloise live in different Moscow hotels.
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in her chapter “City Will Sing. Natural New York,” from the collection Chil-
drens Literature and New York City calls Harriett a “proto-flaneur” Bavidge
states that Louise Fitzhugh’ Harriet and Mona in Elizabeth Enright’s The Sa-
turdays (1941) “are proto-flaneurs, wrestling some agency from the situations
of the streets and forging their own space for self-definition” (Bavidge 2014:
58). I would grant Harriet a status of a fully accomplished flaneuse because she
develops her own deep and unique relationships with the city. Even though
her wandering has as its purpose to acquire experience for a future writing ca-
reer, observation is always the most important part of her expeditions. Harriet
succeeds in her goal, and after a long and complicated conflict with her class-
mates and friends, she is appointed (by an understanding teacher) to be the
editor of the class newspaper, a perfect starting position for an aspiring writer.
She does not stop roaming the streets because she constantly needs new ma-
terials and new observations. Eric Tribunella, who first connected the idea of
a flaneur with childrens literature, remarks on a very important feature of chil-
dren’s books in their relationship to the cities they describe: “Moreover, while
New York might be immense and overwhelming, Harriet’s route carves out a
knowable section or neighborhood, thereby making the city more manageable
for her, and perhaps for the reader. This kind of geographic specificity is one
of the conventions of New York children’s literature” (Tribunella 2010: 75). It
is very important to scale the city to the needs of a child; it does not preclude a
child from covering much broader territory of roaming around as we will see
in the next book discussed.

It has become a common practice to use the characters of the book From
the Mixed-up Files of Mrs. Basil E. Frankweiler (1967) by E.L. Konigsburg as the
exemplary models of children-flaneurs. It tells the story of suburban siblings,
Claudia and Jamie, who ran away from their Connecticut home, and spent a
week living in the Metropolitan Museum of Art in New York. It is Claudia who
conceived the adventure; Jamie, the younger brother, is a faithful companion
and a “money bag” Claudia herself is not an unprepared romantic girl; she
knows very well that the adventure cost money. She also knows that she does
not like heat or cold and a lack of comfort, and therefore, “she decided that her
leaving home would not be just running from somewhere but would be run-
ning to somewhere. To a large place, a comfortable place, an indoor place, and
preferably a beautiful place. And that’s why she decided upon the Metropolitan
Museum of Art in New York City” (Konigsburg 2013: 5). During the course of
their New York adventure, two kids sleep in the museum bed, wash in the mu-
seum fountain, and hide a violin in the Ancient Roman sarcophagus. The deta-
iled description of the museum objects which were so fascinating for Claudia
and Jamie is provided in the Leonard S. Marcus’ book Storied City: A Children’s
Book Walking-Tour Guide to New York City (2003). Among them are the royal
writing table, and “the full-dress display of medieval weaponry and warrior ap-
parel that appeals more to romantic Claudia than to pragmatic Jamie” (Marcus
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2003: 63-64). Claudia and Jamie not only dwell in the museum and explore its
interiors, but they also stroll the City aimlessly and with pleasure together with
its permanent inhabitants and tourists. “New York is a great place to hide out.
No one notices no one” (Konigsburg 2013: 31), confessed Jamie approving his
sister’s choice of a hiding place. “Jamie, a true child of the suburbia, is trying to
find his way in Manhattan with its already rigid grid with the help of a compass”
(Bukhina 2017: 27).6

Claudia is a curious voyeur; she is very attracted to the idea of secrets, and in-
deed, with some help from a mysterious Mrs. Basil E. Frankweiler, the children
are capable of unveiling the secret of a small statue in the Museum and attribu-
ting it to Michelangelo. This is possible only if a child watches the world not just
with the aimless gaze of a flaneur, but with the precise attention of a voyeur. The
geographic scope of Claudia and Jamie’s travel is much broader than the Har-
riet’s. “Like other New York children’s novels, this one is quite specific about the
locations and routes taken by its characters, putting the child protagonist in inti-
mate contact with the city’s streets” (Tribunella 2010: 81). The Metropolitan Mu-
seum and the New York Public Library, Central Park and the Rockefeller Center
provide a perfect playground for these two kids, completely unsupervised and
totally on their own. What a horror for modern parents who are now afraid of
letting children step out on the streets of the big city alone. Nevertheless, the
book of E.L. Konigsburg is still exceptionally popular. The book is a Newbery
Award winner and a long-term favorite of New York (and not only) children.
In 2017, the fiftieth anniversary of the book was celebrated in the Metropolitan
Museum of Art with various activities for kids and tours of the museum featu-
ring the places described in the book (Sauer, 2017; Tolentino 2017).

Eric Tribunella builds his case and introduces the child-flaneur using the
characters from four books. They are Louise Fitzhugh’ Harriet and E.L. Konigs-
burg’s Claudia and Jamie as well as Elizabeth Enright’s Mona and Virginia Ha-
milton’s Junior Brown of the Newbery Honor book, The Planet of Junior Brown
(1971). A child-flaneur is “responding to the city with the amazement or imagi-
nation of the artist or writer” (Tribunella 2010: 88). Indeed, Harriet is a writer,
Junior Brown is a painter, so Claudia and Jamie are not the only kids who deve-
lop a close relationship with art. They are also not the only ones fascinated with
New York City museums. Relationships between a child and art, and between a
child and museum objects become a pivotal point of two more American books
we will be discussing before moving to a different part of the world. Not just the
attribution of an art piece, but saving a museum treasure is the mission of ano-
ther city dweller, James, a protagonist of the 2008 Elise Broach’s Masterpiece, a
New York Times bestselling middle grade mystery novel. James is a lonely boy,
a son of divorced parents, and his adventures started when he met Marvin, a
water beetle who lives in James’ apartment in Manhattan. Together, the boy and

¢ Translation is mine.
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the beetle will walk the city streets and the museum spaces, sometimes aim-
lessly, and sometime with the urgent goal. James and Marvin love being intro-
duced to the Metropolitan Museum of Art. Not like Claudia and Jamie, James
lives in the City, very near the Museum, and he can go there on a regular basis.
First, he goes there with his father, an artist, but through the twists and turns
of the plot, he becomes a frequent visitor, and more than just a visitor. Through
the combined efforts of James and Marvin, and because of a rare among water
beetles ability to draw, both the boy and the beetle have been bound together
around a project of finding a thief who is after the Albrecht Diirer’s drawings
exhibited at the museum. James and his beetle friend learn to walk slowly aro-
und the museum as the museum flaneurs who do not yet know what they are
looking at, but learn to admire the variety of art objects as they are passing past
them. Marvin the Beetle is also a voyeur by nature; he spends most of his time
spying on people who live in the apartment because he tries to make some sen-
se out of their behavior which is not an easy task. He does not understand why
people argue, or why they need to divorce. (The beetles do not divorce. Marvin’s
mother claims that it is because the beetles have no lawyers!) Marvin does not
keep a diary; even though he can draw, he does not write. And he keeps his ob-
servations to himself. The book ends with the promise of more wonders of the
city for both, the boy and the beetle. Masterpiece, which is written forty years
after E.L. Konigsburg’s book, clearly refers to it and situates itself in relation to
its famous predecessor allowing the city and the museum to open up to a child
again and suggesting “a new alliance between the city and the child” (Bukhina
2017: 28).7 A very special relationship between a child and a museum exists, of
course, not only in literature; it is a quite real phenomenon. As one of the fre-
quent museum goers reminisces about her childhood in the collection Musei i
deti: vospitanie pokolenii (Museum and Children: Educating New Generations,
2010), “I needed just to leave this world behind me for some time; and that was
enough for obtaining some energy for the next week. In the end of the week,
I again was impatiently waiting for and dreaming about a new meeting with
the Museum” (Naumov and Korostelina 2010: 182). Other participants of this
memoir collection about The Pushkin State Museum of Fine Arts in Moscow
express very similar feelings.

As the greatest lover of New York, an American writer and the author of
Charlottes Web and Stuart Little, E.B. White, said, “(t)here are roughly three
New Yorks. There is, first, the New York of the man or woman who was born
here, who takes the city for granted and accepts its size and its turbulence as
natural and inevitable. Second, there is the New York of the commuter.... Third,
there is the New York of the person who was born somewhere else and came to
New York in quest of something” (White 1999: 25-26). We already saw a few
New York born characters, Muffin the Dog, Eloise, Harriet, James, and Marvin

7 Here and in the next quotation, translation is mine.
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the Beetle; Claudia and Jamie may be considered commuters, Boris of Here
and Now Story Book clearly belongs to the third category of these who came
to New York seeking a new life. The same may be said about both protago-
nists of Wonderstruck (2011), a novel written and illustrated by Brian Selznick.
This thick and beautiful book combines two stories, one of a boy named Ben
(this story is written), and another of a girl named Rose (this story is mostly
told through the expressive black-and-white drawings). After the death of his
mother, a local librarian, Ben who grew up in Minnesota, sets himself on a
journey. He goes to New York City to find his father about whom he knows
practically nothing, only his name, Danny, and some old telephone number.
Ben was born with the hearing loss in one ear; he becomes totally deaf after
an accident. In New York, he finds refuge at the Museum of Natural History.
He, just like Claudia and Jamie, stays there for several nights and explores the
museum in its day and its night appearances. Similar to Muffin the Dog who is
blindfolded for a day and needs to use his ears instead, Ben is able to use only
his sight when he wanders through the wonders of the museum in the foot-
steps of his father and his grandmother both of whom he never knew. New to
a full deafness, Ben cannot really communicate with people when he explores
the museum and the streets of the city and tries to find the bookstore that may
show him the way to his father. He is not an aimless flaneur; he has the goal.
At the same time, he just walks through the enormous city trying to take in
its scope and complexity. From the story of Rose, a deaf girl, we learn that she
grew up in New Jersey where she felt unhappy and trapped, and therefore she
ran away to New York City. She finds herself in the Museum of Natural Histo-
ry and never returns back home. Her love for the museum became her profes-
sion. It is very important that the life of Rose who is deaf from birth is expres-
sed not through words and dialogues, but through images only. At the end of
the book, Ben, together with Rose, who is actually his grandmother, explores
another museum. In the Queens Museum of Art, they look at the miniature
City panorama built by Rose. Ben learns that, indeed, Danny is his father and a
son of Rose. The intimate connection between the life time secret of Ben’s birth
and the Museum as a place where one may seek and find the truth is clear. The
relationship of the child with the indoor and outdoor spaces - museums and
streets of the big city - is the main theme of the novel. Selznick uses a simi-
lar paradigm and lays out the indoor and outdoor cityscape in his earlier and
better known book The Invention of Hugo Cabret (2007) which won a Calde-
cott Medal in 2008.* There, the action moves between the streets of Paris and
the secret spaces of the Montparnasse railway station. There is also a museum
theme in the book; Hugo’s father works at the museum, and the plot is heavily

8 Both Selznick’s books were adapted for the screen: “Wonderstruck” was directed by
Todd Haynes (with the screenplay written by Selznick) and came out in the Fall of 2017;
“Hugo” (based on The Invention of Hugo Cabret) was directed by Martin Scorsese and
came out in 2011.
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based on saving a museum object, the Automaton. In Wonderstruck, the in-
doors and outdoors merge in the last scene that is set during the blackout of
1977; Ben and Rose are watching the city darken and the stars from the roof of
the Queens Museum of Art. We will see later that the theme of a blackout as
a special time in the city was developed in another book for teens, A Hundred
Hours of Night, published in 2014.

FASTER AND FASTER, SCARIER AND SCARIER

Moving to a different part of the world we will be introduced to two other big
cities and their representations in the books for teens. These are Minsk, Bela-
rus, and Moscow, Russia. Ekaterina Asonova claims that “the city landscape
and the specific features of the city organization” are very important in con-
temporary Russian prose for teenagers (Asonova 2017: 13).° The City as a char-
acter of the book that has an enormous influence on the “fate” of human pro-
tagonists is a very special plot device of the novel written by a duo of Belarusian
writers, Andrei Zhvalevskii and Eugeniia Pasternak. These prolific children’s
and teens’ authors write their books in Russian and publish them in Moscow,
but their books are often set in Minsk. Zhvalevskii and Pasternak collaborated
on over a dozen books for teens and pre-teens; they are now among the most
popular writers in the contemporary Russian and Belarussian children’s litera-
ture scene. In their recent novel Siamtsy (The Siamese Twins, 2017), two teen
protagonists, Jan and Geula, are producing a video blog together. When they
film for the blog, they wear one oversized sweater with two openings for two
heads pretending to be the Siamese twins. Their blog is quite successful. Jan
and Geula are very good friends, but they constantly argue, and eventually
they get into a serious quarrel. At the most upsetting moments, Geula takes
long walks through the city without a particular aim or purpose. Jan is not a
keen walker; he prefers to ride his bike around the city, also randomly. They
are both moving around the city rapidly. Minsk portrayed as a helper and a
healer. The city has its own agenda; it seems to believe that Jan and Geula were
meant to be a couple, not just “business partners” While Geula and Jan are
trying to figure out what do they feel towards each other - love or animosity,
the city already “decided” their fate — they should be together. The trajectories
of their striding and biking are constantly crossing; this is one of the ways the
city communicates with the reluctant youngsters. Spring winds, the street or-
chestra, or the branches of the trees tapping at the windowsill also become the
means of communication for the city. An almost human nature of the city is
expressed in the book very directly: “Minsk was upset but was trying to stay
calm. It was nervously moving the rain clouds around, just like people would

° Here and in the next four quotations, translation is mine.
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twist a pencil; it was swaying the tree tops as if it was some finger-tapping. It
breezed in and out unevenly and was not all the time very adequate. For safe-
ty, the city dwellers were seeking refuge closer to the walls of the houses; they
were suffering from the headaches, and they are blaming the magnetic storms
for everything” (Zhvalevskii and Pasternak 2017: 128). In the end, Geula and
Jan got together - to the full happiness of Minsk which expresses this with the
help of the brass orchestra.

Similar relationships with the city are seen in the book of a Moscow author
Nina Dashevskaia Ia ne tormos (I Am Not a Dunce, 2016). Its protagonist Ignat
is another teenage who explores his city constantly. He does not like walking,
and he constantly needs a speed of rollerblades, a skating board, or a scooter.
He dashes along the streets and long embankments of Moscow. He is no longer
a slowly moving child-flaneur of the 1960s and 1970s. He is the product of his
time when everything moves rapidly. But he possesses the same curiosity and
the same power of observation. “Young travelers prefer roaming a city or a mu-
seum and not just tagging along behind a teacher or a guide; they like to seek
their own perspectives and points of view and to look for their own answer to
the questions” (Solovei 2017: 48). Ignat is not planning particular voyeuristic
escapades, but being a very sensitive person, he is constantly looking around,
listening carefully, and is ready to act. He hears the music through the open
windows of the musical college that transforms in his head into lines of po-
etry. His voyeurism helps him to become a bit of a good Samaritan: he brings
a cup of coffee to an older girl in distress; he helps his former primary school
teacher who is now old and lonely. He stops his constant movement when he
sees an elderly man who falls on the street. This all is possible only because he is
very attentive to things that are too small and insignificant for others. The unity
with the city helps Ignat to gain some confidence in communication with the
others — as many children-flaneurs, he is a lonely kid. The intimate connection
with the city is an important theme for Dashevskaia. In her previous book, a
collection of short stories, Okolo muzyki (Near the Music, 2015), one of the cha-
racters, a young musician, “measures the city with his feet. In all directions. And
soon there will not be any street that he did not touch, from the beginning to
the end, with these soles of the feet” (Dashevskaia 2017: 114). The protagonist
of another short story in the collection, also a boy, gets constantly lost; the city
geography is not his strong point, but he easily remembers music. He plans to
write a symphony about the city in order to map it and to remember its streets.
The different parts of the symphony will be inspired by the city streets and brid-
ges, by the river and the parks; so, he will remember these streets, because as he
puts it, “I will describe the city with the notes; it will be like a symphony. I will
not get lost in my own symphony” (Dashevskaia 2017: 104).

Clearly, the twenty first century shapes a flaneur quite differently, and New
York City is again in the middle of this new development. Two books, Extreme-
ly Loud and Incredibly Close (2006) by Jonathan Safran Foer and Honderd uur
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nacht (A Hundred Hours of Night, 2014) by the Dutch author Anna Woltz, are
the newest additions to the collection of New York portraits though the eyes
(and feet) of a child or a teen. Both books present the city in a moment or in
the aftermath of distress. In the Foer’s book, it is the events of 9/11; nine-year
old Oscar searches for the last message from his father who was killed during
the terrorist attack. A mysterious key from his father’s closet takes this lonely
boy with many fears and phobias around the city in search of truth.'’ Trying to
uncover a secret, Oscar, like Harriet the Spy, is able (despite his clearly autistic
tendencies) to meet a lot of people and to look into many New York places and
spaces he otherwise would have never been able to see. The city that keeps its
secrets becomes a principal personage of the book, precisely because it is the
city in a very dramatic and harrowing moment of its history. Another diffi-
cult moment for New York City, even though not as tragic and devastating as
the events of 9/11, becomes the setting of A Hundred Hours of Night. Emilia de
Wit, its heroine, is also full of phobias; she is afraid of all possible bacteria and
germs. A conflict with her parents, especially with her father, a school principal
who writes inappropriate emails to one of Emilia’s classmates, pushes her to run
away from home. Emilia, a fifteen-year girl, travels alone from Amsterdam to
New York (New Amsterdam) just in time to hit the major blackout of the Fall
of 2012, right after the Hurricane Sandy, when the half of Manhattan lost its po-
wer grid. She is thrown together with two young New Yorkers, Seth, her peer,
and his eleven-year-old sister Abby, who are also temporarily unsupervised by
their mother. The fourth member of the group is a seventeen-year old school
drop-out Jim. They huddle together in the Seth’s and Abby’s apartment, and la-
ter they roam the streets to buy some food and water. They need to walk many
city blocks in order to find electricity to charge their phones. Again, the Metro-
politan Museum of Art provides a safe (and in Emilia’s case, a clean) space to
hide in plain sight. “The museum feels like an oasis. The floors are spotless and
there’s not a trace of mold on the walls” (Woltz 2016: 67). Emilia, a daughter of
a famous artist herself, is eager to be around art. But the silent galleries of the
museum cannot help her for too long. Emilia is really upset with her father for
a horrible sex scandal he brought on himself. She wants to be lost in New York,
to become invisible, to look without being looked at. The darkness helps, even
though Emilia is not very happy when she needs to navigate the dark street wi-
thout any street lights. Another anchor of safety for Emilia is the Statue of Li-
berty at the background of the stormy skies in the wake of the Hurricane Sandy:
“The giant woman made of gray-green metal stands on her own island, a crown
on her head and a burning torch in her right hand, triumphantly raised aloft.
As if she’s just won some kind of contest” (Woltz 2016: 97). The Lady of Liberty
truly reassures a city newcomer like Emilia. The city is clearly a character in the

1A very successful movie adaptation (directed by Stephen Daldry and written by Eric
Roth) came out in 2011.
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book; it is a friend who hides you and provides healing care to a suffering soul.
One of the reviewer calls the book “a love letter to a city that shines when the
chips are down” (Kirkus Review 2016).

CONCLUSION

The books I already mentioned do not, by any means, exhaust the list of New
York-centric children’s and teens’ reading. In many of them, we will see the city
streets, but instead of a museum as a safe and sacred space it could be a library
as in 1951 classics All-of-a-Kind Family by Sydney Taylor, or again, the Statue of
Liberty as in Caperucita en Manhattan (Little Red Riding Hood in Manhattan,
1990), a Spanish pre-teens’ novel by Carmen Martin Gaite."" Young Adult clas-
sics which focus on the city include J.D. Salinger’s The Catcher in the Rye (1951);
among books for younger kids, Peter Sis’ Madlenka (2000) stands out. Plenty of
books about New York City for all ages are available to a child reader. Talking
of mid-twentieth-century New York when a lot of classical books were written,
many researchers stress that the city was much safer then. “Portrayed as a chil-
d’s friend, complicit in young persons independent navigation of its spaces, the
city becomes a central character with which all the children in the novels deve-
lop a special relationship as they enjoy and learn from its spaces” (Sawyer-Fritz
2014: 87). More contemporary writers clearly portray a much less idyllic picture
of the city, but still allow their characters to wander the city streets. Revisiting
the streets of New York, Moscow, or Minsk in the twenty first century, we, along
with contemporary American and European authors, see these cities as a less
relaxed and more disturbing venue. It could be even scary for a book character
who still goes on the flaneur’s “long and aimless” walks around the town. “The
character of the global or postmodern city also encourages the development of
flexible, multifaceted textualities. The figure of the tourist-flaneur invites spe-
culation about the possibilities that come with the freedom to roam, observe,
and report in an environment that is often designated as unsafe and aliena-
ting” (Mallan 2012: 71). The space of danger and the space of healing overlap
and comingle in the contemporary teens’ novels which are much more com-
plex, diverse, and manifold than the classics of the last century. A contemporary
flaneur needs to navigate the city not at its best moments but in time of distress
such as the time following 9/11 or the hundred hours of the 2012 blackout.

As it is clear from the Walter Benjamin’s notion of a flaneur, the latter has
enough free time, and he needn’t work every minute of the day light. Free time
to spare is also one of the attributes of a child. When childhood, as Philippe
Ariés claims, established itself as a part of human condition, and as a separate

" This book is not yet available in English, but it has already been translated into other
languages, for example, into the French, Polish, and Russian.
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period of human life with its long duration that does not end in puberty (Aries
1965: 26), a child acquired the time and ability to develop her own relationship
with the world. The big city embraces the child who wants to be alone and, at
the same time, with other people; the city helps the vulnerable teenage who
wants to hide in plain sight among its crowds; it provides a possibility of combi-
ning freedom and solitude, “refuge in the crowd.” A child-flaneur, as we saw, is
often alone, and she is a lonely child. Despite the idea that the city is a dangerous
place for children, they still enjoy the city spaces, streets, parks, and museums.
The museum symbolically becomes a place of safety and a space where the child
is able to unveil many hidden secrets, about museum objects and about herself.
The city and its museums are enabling child characters to be real explorers. As
time goes by, a contemporary child/teen receives even more freedom to be a
city flaneur. The newly acquired speed of movement makes a huge difference.
The skate boards or the roller blades are more and more used instead of slow
strolling. The speed of life that changed drastically broadened, of course, the
very meaning of the word “flaneur” to include not only a pedestrian, but also a
cyclist and a skate boarder. That is equally true of children’s books and of real
life. In contemporary books, a flaneur could be older than she was forty or fifty
years ago. This is an appropriate response to the notion of the dangerous city
that requires a more sophisticate roamer able to meet the city’s challenges. Twe-
lve-year old Claudia and eleven-year old Harriet give way to fifteen-year old
Emilia and to teenagers Jan and Geula.

Flaneurism and voyeurism are moving through children’s books hand in hand.
A child-voyeur will probably never leave a children’s book. Children are intrinsi-
cally curious about the world around them, and they always would try to reach
what seems to be hidden from them. Watching life, openly or in a spy manner, a
child learns about the world, and at the same time, she opens herself to the world
of imagination and interpretation and acquires the ability to tell a story about it.
The city provides a perfect entry into the world of art, writing, and storytelling for
a child, for a character in the book, and for a reader. The best children’s books are
drawn from children’s imagination, and the city as an imaginative space speaks
through these books in a very loud voice. As Dr. Seuss eloquently puts it, positio-
ning his hero, who likes to imagine city wonders even when they are not there,
in the very heart of Manhattan: “And that is a story that no one can beat, / When
I say that I saw it on Mulberry Street” (Dr. Seuss 1989).
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Abstract: The article at hand tackles the subversive play of Kaytek the Wizard’s
character and the constructions of childhood in the prose of Janusz Korczak. The
novel, Kajtus Czarodziej (Kaytek the Wizard) serves as the source material for an
analysis which shows childhood in the convention of a ‘world upside-down’ - the
typical carnivalized vision of the world found in literature dedicated to young
people. In such literature, the carnival is associated with the motif of having ‘great
fun’ which is a marker of children’s folklore and subculture. However — and this
is something atypical for Polish children’s prose — KorczaK’s novel includes a mo-
tif of subversive play during which a child overturns and deconstructs the reality
governed by the social rules determined and enforced by adults. Such a form of
play is revolutionary by its very nature and the child-character becomes some-
what demagogic. A consequence is that he is capable of perverting or denatural-
izing the usual order, and grotesquely implementing a reversed one. In the novel
explored, the subversive play of Janusz KorczaK’s child-character fits into a car-
nivalesque paradigm of childhood and may be illustrative of ‘dark paidocracy’

Keywords: Janusz Korczak, Kaytek the Wizard, subversive play, dark paidoc-
racy, carnivalesque

A BRIEF INTRODUCTION TO JANUSZ KORCZAK
AND HIS LITERARY WORK

In the prose which Janusz Korczak penned for young people, the social world
is built upon an opposition between children and adults. Adults are the ,,lords
of the world, whereas children - deprived of any privileges — lead sad lives de-
marcated by the rules established by adults” (Lewin 1986: 34). The power rela-
tionship thus presented hyperbolically results, as claimed by the author him-
self, from the very order of things. Under this premise, the world of children is
ruled and organized by adults who expect a certain demeanour on the part of
their progeny, namely that of being quiet, polite, and disciplined. Not only this
order itself, but also such a vision of childhood, aroused KorczaK’s strong ob-
jections. Both as a pedagogical expert and practitioner as well as — significant
for this paper — one of the greatest Polish writers of juvenile fiction, Korczak
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perceived young people as an oppressed group whose feelings, thoughts, and
yearnings are ignored, disregarded or derided (Ibid.). On a number of occa-
sions, Korczak wrote that an inherent component of a child’s mentality con-
sists of extreme types of behaviour, expressed through rebellion, anger or a
form of playing that is contrary to the requirements of submission and obedi-
ence imposed upon children by the adult culture.

In his children’s novels — Moski, Joski i Srule (Moseses, Joseks and Srules),
Jozki, Jaski i Franki (Joes, Johnnies and Franks), Stawa (Fame), Krél Macius
Pierwszy (King Matt the First), Krol Macius na wyspie bezludnej (King Matt on
a Deserted Island), Bankructwo matego Dzeka (The Bankruptcy of Little Jack),
Kiedy znéw bede maly (When I Am Little Again), and Kajtus Czarodziej (Kay-
tek the Wizard) — Korczak was exceptional in his portrayals of a child’s loneli-
ness, suffering, sense of being misunderstood, and peculiar separateness. He
depicted these qualities as expressed in a child’s escape into a world of imagi-
nation, internal dialogues, and monologues that is inaccessible for adults. In
the worlds created by this writer, the child’s escape into the sphere of dreams
is a defence against the brutal and punishing hand of the guardian, but also
a road leading to self-discovery and self-expression. In his pedagogical writ-
ings, Korczak repeatedly emphasized a child’s agency - all the relevant natural
yearnings, passions, loves or even deviations or bad inclinations. He wrote:

All things that happen in the dirty world of adults, also happen in the child’s
world. There you will find representatives of all types of people and specimens
of all their undignified doings. Because children imitate the life, discussions,
and aspirations of the environment they have been raised in, as they were born
with the seeds of all those passions in their bloodstream (Korczak 1984: 264).

Korczak also highlighted a child’s need to express him/herself in a hot, vio-
lent form, frequently leaning towards malicious, aggressive, or dark kinds of
behaviour. What is more, he understood and allowed such conduct because he
was no stranger to it. In fact, Korczak was a violent, hot-tempered man him-
self: an individualist fighting for his own beliefs (oftentimes hysterically so),
he applied anger, irony, and sarcasm against his indifferent or cruel opponents
and enemies, but also disdain which he never hesitated to show.

In his children’s books, Korczak designated a special place for a gallery of
rowdies with an imagination. He fiercely defended the status of an ‘urchin’
and that child’s right to creatively turn the world topsy-turvy. A boy’s life, as
presented in these stories, is restless, feverish, dangerous, and fear-affected.
Moreover, it is exactly via this adrenaline that wild boyhood stands in op-
position to the childhood tamed and controlled by adults in some hermetic
child’s room space within which progeny must accept a delineated role and
hide true desires from the adults. There is nothing worse in Korczak’s vision
of this stage of life than a child broken-in for what we would be dealing with
here is just an artefact of a child. A true childhood comprises a plethora of
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thoughts, experiences, images, and premonitions transformed into an act that
is violent and desperate. This requires a cavalier attitude, but also a substantial
amount of courage. Korczak therefore perceives a child’s insubordination in
a specific way - as a symptom of freedom and a manifestation of the child’s
proper ‘me’. In the novel, Kiedy znow bede maly (When I Am Little Again), in
which the narrator has been magically returned to his childhood world by a
good-natured gnome, Korczak points out the existence of a demarcation line
between children and adults which is visible in the simplest way of experienc-
ing the world:

[...] it’s a pleasure to play all by oneself, without adults. An adult would tell you
in advance what should happen, chooses who should act which part, and hur-
ries you as if he did not want to waste more time than necessary. But he does
not know boys well enough (Korczak 1991: 56).

Then he continues as follows:

At night, snow fell on the ground. White - everything completely white [...].
After all these years I enjoy the snow, the whiteness. Well, adults like beautiful
weather, too, but they think, they ponder, while we, the kids, take it in as if we
were drinking it. And adults do like a morning of sunshine, while it is ice wine
for us — we are sort of drunk with it. As an adult, when I saw snow I would at
once think of it turning into mud, I would feel wet shoes and wonder - is there
enough coal for the winter? And the joy - there was joy too — but it was covered
with ash, dust, and grey. Now, all I feel is the white, transparent, blinding joy.
Of what? Of nothing: the snow! I am walking slowly, carefully, I regret having
to trample on it. Sparks all around, it shines, it glitters, scintillates, plays, lives.
And there are thousands of little sparks in me. As if someone had sprinkled dia-
mond powder on the ground and in my soul. He sowed it and diamond trees
will sprout and grow. A shiny fairy tale will be born (Ibid., 66).

Korczak clearly emphasizes the creative ways in which a youngster per-
ceives and experiences the world. In his writings, the world of children is a
sphere of perpetual play with phantasms and apparitions. This means that it is
childhood’s privilege to filter everyday impressions and emotions through the
sphere of imagination. Though rarely underscored, a thought always present
in his literary work, as well as in his pedagogical discourse, is that a child’s life
is, to a large degree, an imaginary existence. Fantasising is a gift and an ability
to create extraordinary things in a dreary reality. It gives you an opportunity
to exit the narrow frame of a realistic perception of the world. Extremely sen-
sitive to the needs of children’s society and ‘childlike’ himself, in his literature
Korczak looks at the world with the eyes of a child. The texts voice the subcul-
ture of young people with its folklore (including its distinctive language) and a
magical travesty of reality.

This subculture is founded on the ludic vision of the world where what is big
and important is presented in a distorted mirror. In the Korczakian universe
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anything is possible: various transformations and metamorphoses are conceiv-
able; any tricks as well as anger, rebellion, wickedness, and even mockery or
refuting of authority are all permissible. And all of this is always kept in con-
vention of ‘great fun’ so characteristic of children’ literature. Childishness is
therefore impish and specious. One time it is extremely merry, another time —
abysmally sad and full of gargantuan pretence. In order to spice up everyday
routine, the child reaches for grotesque and absurd strategies for deconstruct-
ing ordinary reality. These strategies encompass deformation, hyperbolizing or
presenting contradictive orders (realistic ones with the imagined); the strata-
gems are applied consciously as part of a process that delivers joy and laughter.
Children are masters of irony and caricature, and experts in nonsense. Their
liberated and sometimes even unbridled imagination provides a foundation for
caricaturized and contorted reality - dominated interchangeably by macabre
and ludic events, and populated by a plenitude of freakish and hybrid forms.
The childrens worlds portrayed by Korczak constitute excellent exam-
ples of carnivalized space-times created in literature for juveniles (Glowinski
2003: 8-9). According to Mikhail Bakhtin, a carnival is a spectacle which gen-
erates its own code of symbols and gestures: it brings to life rites and rituals
rooted in experiences of total freedom and the refutation of any and all taboos
(Bachtin 1975: 220). Of key significance during such a féte is an act of corona-
tion-deposition in which a slave assumes the role of the lord and the latter is
degraded to the position of a jester. For centuries this element has functioned
as a rebellion against the rigid frame of the social hierarchy, authority or op-
pressive social norms that it has aimed to ridicule. The carnival transposed
into literature results in the creation of a ‘world upside down;, described thusly
by Jerzy Cieslikowski:
The world upside-down [...] is a specific attempt at rendering reality unreal
and quixotic as well as at playing freely with the properties of things. This is a
necessary igniter so that things - made weightless (such as a mountain lifting
off like a balloon), exchanging basic substrates between each other (such as fire
consuming water), or changing proportions and dimensions (such as a fly fall-
ing into the sea which consequently bursts upon the shore) - can play any role

in the grand theatre of a fairy tale: its stage beyond, but also above and in the
middle of the reality (Cieslikowski 1985: 237-238).

In the carnivalesque universe of children there occurs a customary rejec-
tion of daytime rules imposed by an authority (i.e., adults) who symbolically
represents the reigning of the superego. Carnivalization is a subversive way of
presenting the world wherein canonical and autocratic values become degrad-
ed (Bachtin 1975: 132). Its conceptualization constitutes a purposeful decon-
struction of the prime image; its presentation is disassembled through the lu-
dic, grotesque, and macabre situations which intentionally break through the
seemingly unassailable daytime structure, displaying its nighttime existence
(Janus-Sitarz 1997: 126—130).
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KAYTEK THE WIZARD

The most carnivalesque novel written by Janusz Korczak is the story of Kaytek
the Wizard. Korczak presents there his favourite type of child protagonist —
a ,boy of strong power of desire and vivid imagination” (Korczak 1984: 262).
The novel tells the secret of a boy’s initiation - granted the right of resistance,
rebellion, and anger, but also an unusual need for destruction - all from the
perspective of a youth’s experience. Kaytek is a quick-tempered and restless
boy. A rebel by his own choice, he is sometimes a bit of a rascal, impatient,
and angry. Yet he is also courageous, always having to make things go his way
and intensely experiencing the world. His childish pranks include his favou-
rite bets, truancy, dropping a herring on the janitor’s head, switching staircase
lights off, ringing the doorbells of strangers’ homes and running away, twisting
gutter-pipes, breaking window glass, throwing stones at a cat, running in front
of a passing tramcar, jumping down several steps, setting a window drape on
fire, smoking cigarettes, fighting, calling others names, telling lies, and clown-
ing (e.g., jumping up on a classroom table to interrupt the lesson).

His greatest desire is to become a wizard. This childish dream emphasizes
the boy’s phantasmal predisposition. Initially, the creation of an internal world
is one of Kaytek’s safe passions. That illusion may, however, lead the child astray.
The deeper Kaytek steps into the sphere of fantasies, the more he removes and
separates himself from reality. Gradually, he begins to be perceived at home
and at school as a recluse and a wicked boy. In turn, this leads him to reject the
structure of oppressive everydayness and enter the realm of fantasy in which
he spins a story of his amazing adventures that are set to change the world. For
Kaytek, being a wizard means weaving an uncanny story whose cornerstone is
a child’s transformative, magical world. So he does become a wizard through
fantasizing and presenting his own vision of the world: one in which the old
order is demolished and a new one created, one in which everything is degen-
erate, freakish, crooked, and distant from the original model. He begins his
phantasmagoric story with innocent pranks: a piece of soap instead of chalk,
a too early sounding of the bell to end lessons, a mass attack of the teacher by
flies, a hiding of the ink bottle and pencils or the multiplying of sweets. While
wizarding, Kaytek uses magical formulas and charms - the key elements of any
carnival rite in which only the initiated can participate. As a symbolic repre-
sentative of children’s society, Kaytek has his own unusual language and knows
the secrets of the transformation rituals.

It is worth noting that Kaytek’s desire is rooted in his fascination with hor-
ror stories, tales of terror and mystery, and the strange fairy tales told by his
mother and grandma:

Kaytek does like funny stories. And he likes tales that are rather difficult. But
what he likes best are - tales of mystery. The first mysterious fairy tale he heard
from his mother was that of Red Riding Hood. From that story he learnt that
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there are wolves. Wild animals. He saw a wolf in a picture. It looked like a dog.
Then he saw a live wolf in an iron cage. He felt an urge to put his hand through
the bars of the cage; he wanted to test, to see what it’s like. But his mom did not
let him. His second fairy tale was Sleeping Beauty. That’s how he discovered
that there are fairy queens. His third tale was about Cinderella. When the fairy
queen touched Cinderella with a wand, the poor orphan was turned into a prin-
cess. Later Kaytek saw a real magic wand. That was during a performance in the
park. A man struck water with a wand, and the water turned into wine. Then
the man cut a handkerchief into pieces, put the pieces into a hat. He tapped the
hat with a wand, and said Mumbo-jumbo. And the handkerchief was whole
again. ,,Father says these are magic tricks — but how do you do them?”. Kaytek
was extremely curious to know. [...] Truth and untruth are all mixed up in fairy
tales [...]. So many strange things in this world. Adults know, but they would
not explain (Korczak 1973: 31-32).

The stories particularly appealing to Kaytek were those about great magi
who signed a pact with the devil and lost their souls. Sorcerers inspired him so
much that Kaytek, in his fable-making efforts, was becoming more and more
horror-creative, touching upon the dark corners of human nature. While con-
cocting a world based on archetypical images derived from fables and legends,
Kaytek created a story of a different self — a murky sorcerer who got lost in his
magic to such an extent that it became his obsession and a cause of his demise.

In Korczak’s novel, the child is set in the natural procedures of wizarding -
that is, a transformation of reality so that it fits with one’s concepts oscillating
around the fable and the grotesque mixed with absurdity, marvel, and horror.
Mystery shrouded in wizarding is the quintessence of a child’s existence; it is
also decisive in the child’s demiurge-like nature as a creator - an artist who
subverts, denaturalizes, and transforms reality so as to fully experience and
devour it to his/her heart’s content. Initially, Kaytek’s wizarding is of a ludic
character: Korczak himself noted that Kaytek’s phantasm is ,,a hurricane, an
avalanche, an element of nature” (Korczak 1984: 72). Later on, however, it be-
comes strongly oppressive because Kaytek uses his demiurge ability in the ser-
vice of his mission to overthrow the rules established arbitrarily by adults and
replace them with the rules dictated by children:

»Just wait and see”, Kaytek blustered. ,,Soon the month is ending. Just let me
get hold of my magic craft, then the school will be flying to the cannibal, and I
will turn you into a rat to be fed to him. I will fill his bowl with rats and there,
let him eat — enjoy!” (Korczak 1973: 75).

In his wizarding, Kaytek is getting demonic:

Ever since that time Kaytek had two different lives. One was regular: at
home, at school, in the street. The other one was different: his own, secret
and mysterious, inner life. Everything appeared like usual. He played, ran,
won or lost bets; teased and sent people round the bend, mulled over dif-
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ficult moments, and clowned around. But, deep inside - he kept thinking
about his wizarding and kept trying. He made his attempts and waited. He
practiced his sight and his thinking. He gave orders with his thoughts and
his looks (Ibid., 45).

The motive of Kaytek’s escape from the loathsome real space into his inner
world lays the foundation for a new paradigm of childhood wherein the little
protagonists reject the innocence which adults impose upon them. Succumb-
ing to their repressed nature, the youth refuse to participate in the order regu-
lating their social life (Zizek 2001: 108). Thus, Kaytek the Wizard achieves the
status of a subversive child protagonist, found so few and far between in Pol-
ish childrenss literature. Kaytek functions as a dangerous demagogue endowed
with a terrorizing power (Onimus 2003: 77); he wields totalitarian power, per-
forms a symbolic lynch on adults and, in consequence, brings on a gargantuan
paedocracy. The carnivalesque fiction scheme here is goes far beyond the orig-
inal clownish formula. It appears to be closer to the vision of the post-Bakhtin-
ian carnival (as discussed by Slavoj Zizek), based on the deconstruction of
old paradigms (Zizek 2001: 110-113). Wizarding is, in this context, a child’s
means of deliverance from oppressive domination - a provocation and expres-
sion of disagreement with the established order and false logic.

In the climax, there is a clash between the Kaytek who wants to live in ac-
cordance with the social rules, and the inner Kaytek who is a rebel not accept-
ing the forms of behaviour imposed by some authority. The daytime ‘me’ fights
the dark-side ‘me’ The latter is oriented towards destruction, demolition, and
the establishment of a ‘topsy-turvy’ existence in which the social voice disap-
pears. There exists a realm of desires, and hence the great fun of Kaytek frolick-
ing with wizardry fits the subversive behaviour scheme found in juvenile liter-
ature. This is an example of a dark, grotesque paedocracy (a kinder-garchy). At
some points in the novel the boundaries between the phantasm and the reality
become blurred and even seem to be fading away. These fragments are highly
atypical in Polish children’s literature: there is a sense of restlessness, raising
fears about the identity of the child protagonist who, under the influence of his
images and fantasies, goes almost insane in perceiving the world through the
lens of fairy tales.

Such a situation occurs when, affected by strong emotions, Kaytek disap-
pears from his home for three days. He wanders the forest during a storm, gets
a fever, loses his way, and hears voices coming from all around him. Kaytek is
found lying in a ditch by strangers and taken to hospital. He has hallucinations,
feels as if being tortured by cruel witch doctors, and it is only owing to fairy
queens that he is saved. Returning home, he learns that his beloved grandma
died as she was very ill and worried by her grandson’s disappearance. Kaytek
is broken-hearted and falls into despair. Still not quite well, Kaytek goes to the
cemetery at night where he tries to resurrect his grandma using the power of
words — that is, he tries to defeat death:
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In the cemetery. Graves and crosses. Kaytek walked on with a firm step. He just
knew, he was sure this was the right way. He passed the old paths and stopped
between the fresh graves, already at the right one. He read the inscription. He
stood still, piercingly looked on for a long time, reached out with his eyes deep
below the ground, down to the very coffin. He sighed heavily, felt a pain in his
chest. He sighed again, and again - his head started swimming. He drew in the
air deeply, a fourth and fifth breath, felt a pain in his chest. ,,I want and I de-
mand! I demand and order: let my grandma wake up and rise from the grave”.
Silence [...]. ,I demand with my sorcerer’s powers. I, Antos. Anthony. I, Kay-
tek the Wizard”. Silence. A cloud had obscured the sun and cast a shadow on
the grave. He shouted with a resentful tone: ,,Grandma, wake up!”. Suddenly,
an invisible hand slapped his face twice, his right cheek and his left cheek. He
swayed on his feet [...]. Red spots and circles before his eyes. Nobody had ever
slapped Kaytek’s face before. That was the first time ever. There he stood mu-
tinous, his fists clenched. This was the way it used to happen whenever he was
about to start a fistfight with another boy. ,,Just wait, I will pay you back for this”
(Korczak 1973: 83).

It should be explained here that the invisible hand slapping the boy’s face
in this excerpt symbolizes the voice of his subconscious conscience and repre-
sents the restrictive social rules (Kepiniski 2012: 122). These norms still attempt
to dominate in Kaytek’s psyche, hence the motive of self-slapping. Kaytek
wants to defeat death; however, he knows that this wish would be socially un-
acceptable: he would be considered a deviant who wages war not only against
culture, but also against the undisputed laws of nature. A sense of guilt and
his awareness of defying the death-related taboo result in Kaytek’s decision to
appear only as his dark-side personality. Whatever is serious, important, and
considered a value by adults is not only ridiculed and subverted, but down-
right destroyed by Kaytek. He forces a subversive carnival upon the world,
designed to process the world through a grotesque cycle of pupations. This
considerable subversive play causes a panic among the adults, whereas, in the
restless and anxious world of children, it is a source of joy and happiness as it
overturns the old order. Thus, Kaytek’s demiurge-like path leads from clown-
ing to destruction:

Kaytek sat alone and watched the actors, and they watched him as if asking,
+What does this little tatterdemalion want here?”. ,Wait, we will soon find out”.
,»Look, his shoes are all covered with mud”. ,,And his shirt collar is dirty”. His
nails have not been groomed for a while. Well, yes, Kaytek was poorly dressed,
just like a cabinet-maker’s son. He got smeared in mud at the cemetery. He did
not like tending to his nails. Kaytek shifted his feet deeper under the chair, but he
did not know what to do with his hands. ,Waiter”, called one of the actors, ,,there
is a new diner here waiting to be served”. ,,And who is he? Who has let him in?
Get out of here, now”. Everybody had stopped eating and looked on curiously.
The doorman rushed in. ,,I told him he is not allowed to come in”. ,,But he did.
He couldn’t handle a kid, a complete twerp?”. In came the owner of the restau-
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rant himself. Fat as a barrel. He bent towards the officer: ,,Hello” He greeted the
gentlemen with respect: ,,My reverence for your lordship”. Suddenly... he spoke
angrily to Kaytek: ,, And you, what are you up to?”, ,Me, nothing. I'd like to lunch
here. T've got a hundred zlotys and will pay for my meal”. ,,Excellent! We have
a brave little lord here! Good for you! He has a hundred zlotys. Don't let him
get you!” — the actors tease and stir Kaytek up - ,,Of course, I won't give in. You
have it coming [...]”. Kaytek rose from his chair. Growling something, looking
around. All of a sudden, the windows opened, the plates, knives, bottles, fried
chicken, serving dishes and tablecloths - the wall flew up and began to whirl in
the air. The waiters reached out for Kaytek, but, but... they flew up and under
the ceiling. Their hair stuck to the ceiling and they kicked their feet around as if
dancing. And just like them, the fat restaurant owner flew up below the ceiling.
The actors started to clap their hands with joy. Kaytek commanded: ,Let them
stay there until I leave” (Korczak 1973: 87-88).

The plot is clearly generated here by the imagination of our protagonist who
is, to apply a typology developed by Alicja Baluch, a child ‘set apart’ (dziecko os-
obne) who is ,immersed in his inner world of phantasms and feverish halluci-
nations” (Baluch 1992: 28). The keystone of this ,,child’s phantasm” (Ibid., 29) -
this story of his transformation into a powerful sorcerer who changes the face of
the world, only to be condemned to a terrible penance - is a belief in the power
of imagination which lasts as long as his childhood. Owing to an animistic and
imaginary thinking, the child ceases to be instructed in the ways of the real, in-
different world of adults. Quoting Baluch’s findings about the creationist psyche
of this character type in juvenile literature, it should be noted that:

[...] the protagonist’s imagination, his deep desires are of a plot-creating nature,
an external one escaping any mimetic verification. This is because all kinds of
weirdos — the chosen ones or the sensitivity slaves (as Antoni Kepiniski dubbed
them) have the power to act; they are makers and agents of extraordinary
events (Ibid., 192).

Korczak criticized adult society for creating an illusionary image of the child:
an innocent ensconced in the artificially idyllic space of a child’s bedroom. Such
a child is allegedly devoid and free of any urges, as well as of an ability to expe-
rience the world in an imaginative, oneiric, and phantasmal way. In the novels
and pedagogical works authored by Korczak, home and school manifest them-
selves as spaces adversarial for the child. They become symbolic spaces of en-
slavement in which not only a system of rational, mundane norms and behav-
iour patterns is imposed upon the child, but he/she is also the object of both
symbolic and physical abuse. At this point it is worth recalling a triptych drawn
by the young protagonist in Korczak’s novel, Kiedy znow bede maty (When I Am
Little Again), corresponding thematically with Kaytek the Wizard. That image
presents three drastic scenes from a child’s life which reflect resentment, bitter-
ness, fear, and, above all, the need to hide one’s emotions, thoughts, and desires.
Paradoxically, in the final part of the novel Kiedy znow bede maty (When I Am
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Little Again), the protagonist forsakes his initial dreams of returning to the land
of his childhood. This happens because being a child is strongly connected with
a permanent sense of exclusion, alienation, lack of empathy or understanding,
trauma, shame, and fear of adult tyranny and indifference.

WHAT IS THE END OF RESTLESS BOYHOOD?

So what becomes of Kaytek the Wizard as the novel draws to culmination?
What is the end of this restless boyhood? Not only herein does Korczak an-
swer this question: he answers it every time he considers a child’s separate-
ness which has yet to be fully fathomed or recognized. ,It is because children
stretched between the world of adults (with whom contact is constant) and
engulfed in their own helplessness — attempt to fill the void with illusions,
dreams, and the genius of their own imagination” (Baluch 1998: 84). Accord-
ing to Korczak,

There are rare children who are their not-lived ten years old. They carry the bur-
den of many generations, their brain bleeding the accumulated anguish of a num-
ber of forlorn centuries, and a minor stimulus suddenly releases the potential-
hidden power of pain, bitterness, resentment, anger, rebellion, and there is an
impression of a disproportionality between the minor stimulus and the tumul-
tuous reaction. It is not the child that is crying, it is the centuries crying, it is the
pain and the wistfulness wailing - not because the child was sent to stand in the
corner for punishment, but because he has been harassed, intimidated, abused,
hurt, and damned [...]. Sometimes, placation has the downright opposite effect:
instead of soothing, it excites and agitates [...]. The last spasmodic contractions
of the throat. The child only cries now, complains tenderly with a soul that is
strangely battered, bruised, and hurt. ,,A kiss good-night?”. He refuses, shaking
his head. ,Well, you go to sleep now, sonny”. I touched his head lightly, ,Go to
sleep”. He is already asleep. My God, how will you protect this vulnerable soul so
that life does not drag it through the mud? (Korczak 1984:279-280).

Unable to find any caregivers around him who could understand and love
him as a ‘damned child, Kaytek decides on an escapist expedition into the
world of fantasy - a springboard delivering him from his daytime identity
and allowing him to assume the role of an emancipated, rebellious demiurge -
the creator of his own, unsettling realm. Embedding his novel in the world of
phantasm and child’s play, Korczak situates it in the body of works exemplify-
ing grand, subversive play within which the child becomes a symbol of the ‘free
id, the one that is rowdy, lively, ban-breaking (Papuzinska 2008: 28). The key
motifs an escapist expedition. With reference to this, excellent examples are
offered by the Nutcracker and the Mouse King by Ernst T. A. Hoffmann, Alice’s
Adventures in Wonderland and Through the Looking Glass by Lewis Carroll,
The Wizard of Oz by L. Frank Baum, and The Adventures of Peter Pan and Peter
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Pan and Wendy by James Matthew Barry - all presenting ,,the pictures, sym-
bols, and archetypes contained in dreams, stories, fairy-tales, fables, and myths
which include the dominion of the human’s inner truth” (Baluch 1998: 84).
Like Kaytek, the protagonists of the aforementioned transform their desires
into secret dreams hidden in the orderly child’s room; they externalize and
activate their longings in their atypical worlds. They transgress the spectrum
of behaviours assigned to the child which makes them fugitives in the eyes
of adults. As escapees they are doomed to wander in the sphere of individual
phantasmagorias, crowned by a breaking of social and cultural taboos. Ow-
ing to this, these young heroes become ‘phantasm-generating’ and ‘trauma-
generating’ beings, although the right to mutate into such is usually ascribed
to a mature man.

Thus, through his pedagogical philosophy and his literary masterpieces,
Korczak joins the archetypal literary discourse regarding the psychological
and physical condition of the child. This discourse has introduced changes into
the autocratic paradigm of childhood by postulating a paedocratic model that
positions the young person and his/her world in the centre of society and cul-
ture (Waksmund 2000: 21-22). In the 20™ century, pre-programed as the cen-
tury of the child (a term adopted from the title of a book by Ellen Key, a Swed-
ish writer and feminist activist), many a writer attempted to shatter the myth of
an Arcadian childhood, propagating instead the legitimacy and sovereignty of
the child’s personality (Key 2005: 61). Understanding Kaytek the Wizard in this
context, and making reference to Polish literature, we can consider this par-
ticular novel as a kind of literary manifesto, anticipating imagination-rooted
prose for children and a paradigm of a subversive childhood in the children’s
literature. In such writings the child’s ambivalent world becomes ,,The cosmos
of the whole of mankind” (Waksmund 1986: 172).
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Abstract: The aim of this paper is to analyze two examples of Polish fantastic
novels for children and young adults with respect to the literary motifs of cy-
berspace and computer/video games. The following issues will be discussed:
1) Play as a process of exploring the (cyber)world: how does a virtual space
shape the plot of the selected novels?; 2) Play as a process of shaping a player’s
identity: how does a cyberworld influence the protagonist’s personality and at-
titude toward life? I will focus on the award-winning novels: Omega (2009) by
Marcin Szczygielski and 5 sekund do Io (5 Seconds to Io) by Malgorzata Warda
(2015, 2018). As Krystyna Mitobedzka has pointed out, many classic works of
children’s literature are stagings for the cognitive process of getting to know
the world. In Szczygielski’s novel, the heroine’s knowledge about the world is
formed by a variety of pop-cultural stimuli. This knowledge is then reflected in
the shape of the game. At the same time, the protagonist reproduces and modi-
fies these elements of pop culture, using them to populate her postmodern ini-
tiation scenario that is carried out in cyberspace. In a way, she shapes her own
identity, and ‘invents herself” (as Sherry Turkle would put it) by taking a stance
on various postmodern and pop-cultural phenomena. Moreover, this is in a
cyberspace where the protagonist of Warda’s novel really does have causative
power, and thus becomes an active participant in her surroundings, rather than
a passive spectator of events. Significantly, while playing, she creates - to use
Antoni PorczaK’s words - a shifting identity for herself.

Keywords: play, computer game, video game, cyberworld, cognitive process,
identity

INTRODUCTION

As the Polish scholar and writer Joanna Papuzinska observed at the begin-
ning of the 21% century, the presence of technology in literature for children
and young adults proves “not only that the media, proportionally to their
presence in everyday life, are constantly present in a child’s environment, but
also that they become a type of plot material that is readily used by authors”
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(Papuzinska 2006: 17)'. Modern technology is frequently an integral part of lit-
erary characters’ daily routine. Therefore, it affects and shapes their conscious-
ness and perception of reality, and thus their ways of exploring the world. In
this paper, two examples of Polish literature for children and young adults will
be discussed, with respect to the literary motifs of cyberspace and computer
and video games treated as important phenomena of culture.

When considering the possible impact of modern technology on young
people, we usually face the ambivalence expressed by adults - sociologists,
teachers, parents, etc. As David Buckingham (2009: 124) has pointed out:

Like the idea of childhood itself, technology is often invested with our most
intense fears and fantasies. It holds out the promise of a better future, while
simultaneously provoking anxieties about a fundamental break with the past.
Whether for good or ill, these new media are seen to exercise an extraordinary
power to mould children’s consciousness, to determine their identities and to
dictate the patterns of their everyday lives. Children are undoubtedly among
the most significant target markets for computer games [...] and other forms of
interactive multimedia.

Therefore, it might be interesting to examine how the experience of chil-
dren and young adults with the new media - in this case: computer and video
games - is reflected (or more strictly speaking, constructed) in literature for
young readers. As Bettina Kiimmerling-Meibauer (2016: 57) indicates, “the
majority of children’s and young adult books that address the impact of the
computer and social media on people’s everyday life describe the negative
causes of a society dominated by digital media [...]” In this chapter, however,
I wish to concentrate on two Polish works that challenge this literary trend by
presenting a multipronged approach to the problem of modern technology’s
influence on young people. My analysis will concern fantastic novels that were
given Book of the Year awards by the Polish Section of the International Board
on Books for Young People in recent years: Omega by Marcin Szczygielski
(2009) and 5 sekund to Io (5 Seconds to Io)* by Malgorzata Warda (2015; pub-
lished in English in 2018). While the former text presents playing a computer
game above all as a complicated and productive cognitive process, the latter
addresses in an in-depth way the non-obvious relations between destructive
human instincts and the sense of freedom while playing a video game and act-
ing in a cyberworld.

In reference to the novels by Szczygielski and Warda, and in considering
the ambiguity of the word ‘play, which can denote ‘amusement, ‘fun, as well
as a ‘game, I want to focus on two issues: 1) Play as a process of exploring the
(cyber)world: how does a virtual space shape the plot of the selected novels?;

! Translations of all excerpts are by the author.
2 The article was written before the second part of Malgorzata Warda’s novel, Rebeliantka
(The Rebel), was published.
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2) Play as a process of shaping a player’s identity: how does a cyberworld influ-
ence the protagonist’s personality and attitude to life?

CHILDREN’S LITERATURE AS A STAGING
OF THE CHILD’S COGNITIVE PROCESS

According to Krystyna Milobedzka (1989: 259), many classic works of chil-
dren’s literature are frequently stagings for the process of getting to know the
world: “A child creates a world for itself from data provided by other, older
people [...]. By interacting with the environment of adults and playing by itself
or with other children [...] the child creates its own reality” (Milobedzka 1989:
259). A child’s constructed reality includes elements of the world of adults
which are not yet understood, or are understood in the child’s own idiosyn-
cratic way, as well as elements from the child’s own mental states, etc. Many lit-
erary works for young readers, as Milobedzka points out, present diverse acts
of cosmogony performed by children as protagonists who usually are unaware
of their own cognitive mechanisms. That is why the characters in such works
function “between two worlds: a well-known, immediate one, and a weird,
unintelligible reality in which incomprehensible rules prevail” (ibidem: 260).
One example of such a construction is the Wonderland which Alice explores
(Carroll 1885). She encounters various objects, words, actions and behaviours
that are taken from the adult world but are grotesquely modified by her child’s
mind. At the same time, many creatures and themes appearing in Wonder-
land are borrowed from diverse children’s rhymes, plays, riddles, etc. that were
familiar to the child reader living in England in the second half of the 19*
century, as well as from other texts of culture, recognizable symbols, and par-
ticular idioms (as mad as a hatter, etc.). Also, in Peter Pan’s Neverland, the
island of the Wild Things where Maurice Sendak’s protagonist — Max - finds
himself (also in the later novelization of this classic work by Dave Eggers), and
the land of Fantasia where Bastian from Michael Ende’s novel The Neverend-
ing Story winds up, are, to some degree, creations built from ‘data provided by
adults, as well as the child’s own ideas about the way things should be, and the
child’s own mental and emotional states (Barrie 1911; Sendak 1963; Eggers
2009; Ende 1979). Thus, in the case of the novels by Szczygielski and Warda,
when considering the concept of staging the learning process, we should bear
in mind that the worlds explored by both heroines are constructed from data
provided by the Internet and by television, i.e., by the omnipresent popular
and postmodern culture.

As Kiimmerling-Meibauer (2016: 58) puts it, “it cannot be denied that the
computer, the smartphone and social media progressively belong to young
children’s daily routine. It is no wonder, then, that digital media not only im-
pact on the child’s cognitive development, but also crop up as topics in pic-
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turebooks and childrens books.” Significantly, both Omega and 5 Seconds to
Io are metafictional stories of young people’s cognitive development in the
era of digital media. While Kiimmerling-Meibauer’s statement refers to chil-
dren and children’s literature, my goal is to discuss works addressed at both
children (Omega) and young adults (5 Seconds to Io), including analysis of
the creation of both the child character and the youth heroine (Szczygielski’s
protagonist is a 12-year-old girl, while the main character in Warda’s novel is
17 years old).

Further discussion should be followed by a brief recounting of the plot-
lines of both texts. The girl using the pseudonym Omega, the protagonist of
Szczygielski’s novel, is given a peculiar gift for her birthday — namely, an email
with a link to a mysterious computer game. After installing it, she finds that
her reality has turned into the game itself - a game with unclear and sur-
prising rules. The border between the real and the virtual worlds then disap-
pears completely. The status of the latter (and its relation to the heroine’s real
world) is neither clear nor obvious. The game’s virtual space overlaps with real
space, transforming and deforming it, and ever modifying its constituents.
Each time Omega is to get through to the next level of the game, she has to
carry out a special task.

The outline of the plot of the second novel is as follows: a tragedy takes
place at a school that Mika, the protagonist, attends. A young man shoots at
students and teachers; people are dying, and many are injured. The subse-
quent investigation reveals that the massacre at the school probably has some-
thing to do with the newest video game in the Work a Dream system, which
uses amazing cutting-edge technology: the player connected to the console is
‘transferred’ into the game world inside the body of his or her avatar. The game
can cheat the player’s senses so that the illusion is deceptively similar to real-
ity. The player can experience smells, tastes, the temperature of the air, as well
as physical and mental pain. Mika, a veteran player of video games, receives a
console from the police together with a special task: she is to join the players
residing on Io and observe everything that happens in order to find the people
who are of interest to the police in the real world.

PLAY AS A PROCESS OF EXPLORING THE (CYBER)WORLD

While progressing through the game’s levels, Omega finds herself in diverse
places that make up a unique catalogue of pop-cultural and postmodern
phenomena’. For example, she travels to a zombie-infested cemetery, the ru-
ins of a Gothic castle inhabited by werewolves, a house made of flesh that
she-vampires are feeding on, and a settlement called Constitution that is un-

* For further reading see: Kostecka 2016.
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der a totalitarian regime. She also visits an Olympic stadium, a studio-like
place where a live quiz show is taking place, and a shopping centre. She also
stumbles upon the banks of the Vistula River, where the ghosts of Warsaw
insurgents roam, suspended in a timeless state. Therefore, what we are deal-
ing with here is a veritable hodgepodge of spaces and motifs; thanks to the
Internet and television they are perfectly familiar to the protagonist, as well
as to the hypothetical reader. Superordinate to all of these places is cyber-
space, which also - as part of the uncanny computer game - somehow en-
compasses them.

On every level of the game Omega must perform a particular task in order
to progress in this fascinating cyberworld. For example, the cemetery turns
out to be a place where the ‘undead, who are in fact living humans, persecute
the zombies, and the heroine must prevent this from happening. In a bizarre
temple of fun, Omega rescues humans who are oblivious to the threat from
evil clowns that are using subterfuge to deprive the former of all joy. In the
Clinic for the More or Less Unadapted, she saves children from being quite
literally brainwashed, etc. At the same time, every new experience motivates
the heroine - and thus, the reader as well - to consider pertinent subjects
from the contemporary world that are important from both an individual
and a social viewpoint. For example, in the aforementioned Clinic for the
More or Less Unadapted, the subjects are ‘normality; ‘being a normal human
being, and ‘normal life Omega considers their definitions, the point of such
definitions and, more importantly, what such categorization implies. In the
temple of fun, the heroine fends off being entertained by force. When a clown
warns her, “We're going to have fun whether you like it or not” (Szczygielski
2009: 381), it resembles a hidden message she might receive from any of the
many media potentates. In the Filters of Time, the heroine faces the para-
dox of the postmodern surfeit of knowledge, and she realizes that, as Robert
D. Abbott (1999: 14) puts it, “More now than at any time in the past we live in
an age of information overload”; the more information we get, the quicker we
forget it (see also: Abbott 2014: esp. 11-15).

All of these pop-cultural and postmodern stimuli mould the heroine’s
knowledge about the world. This knowledge is then reflected in the shape
and progression of the game, in its form, and its content. Szczygielski has
pop culture itself turn out to be a space where the places and themes from
a range of different orders meet. Indeed, in this novel we can read, for ex-
ample, about human beings persecuting zombies, some of which are of Jew-
ish origin. Thus we have a clear reference to those chapters of Polish history
that today are the subject of various conflicts between Poles over their own
past. Moreover, the heroine discusses whether the Warsaw Uprising of 1944
made any sense. The lightsaber, a pop-cultural icon from Star Wars, appears
in this story alongside an inflatable boat on which fighters are going to cross
the Vistula to aid the insurgents; a comic book-style chase on ostriches oc-
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curs alongside musings on the rights of people vs. otherness, etc. Apparently,
pop culture can absorb and, in a way, both present and transform current is-
sues and motifs from various origins and discourses. However, at the same
time we can say that it is the heroine - like Alice in a postmodern Won-
derland - who reproduces and modifies the elements of pop culture, using
them to populate her postmodern initiation scenario that is carried out in
cyberspace. The staging of the process of learning about the world, which
Milobedzka wrote about, here takes place in the 21 century and through 21+
century strategies: Omega explores this reality by playing, gaining points,
and fighting to progress to the next level, while at the same time adapting to
the dynamically changing environment.

Warda’s heroine, Mika, also explores a realm of cyberspace. The Battle for
Io players have diverse tasks connected with the human attempts to settle the
moon of Jupiter (as explained in the introduction to the game, living on Earth
has become extremely perilous due to the depletion of natural resources and
the outbreak of Ebola). Unfortunately, it soon turns out that the players’ ac-
tions, as well as the relations between players, are slipping out of anyone’s
control. There is no imposed scenario for the game, and no limited catalog of
options players might choose from. Indeed, ‘hidden’ in the virtual bodies of
their avatars, players can do whatever they wish.

The virtual moon Io turns out to be a completely authentic world, in the
sense that human behaviors and psychological mechanisms are authentic.
This can come as no surprise, as real people, after all, are behind the avatars
populating Io. Therefore, not only Mika recognizes the rules of the game on
the basis of her experiences and knowledge from the real world. While the
protagonist becomes familiar with the world of this innovative video game,
she also reconstructs her own knowledge about non-virtual reality, i.e.,
about the functioning of the world in the 21* century and the people and
mechanisms behind human behaviours. Significantly, when she asks: “Why
are they [other players] doing this? [...] Why do they cause so much pain?”,
her companion in the game replies: “Because they can” (Warda 2018: 247).
This short exchange leads to the disturbing conclusion that perhaps drastic
computer or video games can in fact trigger humanity’s inborn destructive
instincts.

Mika faces the ubiquitous fascination with violence, the thirst for power
and adrenalin, as well as her own emotions and problems. As Maria Nikolajeva
(2014: 125) points out:

[...] cognitive engagement with fiction is a two-way process: life-to-text and
text-to-life (or put in a more scientific way, practice-to-theory and theory-to-
practice). We use our real-life experience to understand fiction, and we gain ex-
perience from fiction to explain and understand the real world. As all dynamic
systems, it is a powerful mechanism of learning.
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If we agree that the notion of fiction might be referred to the virtual world
(that is created and functions differently than literary works, but still is a cre-
ation), we can conclude that the game The Battle for Io, which was initially
supposed to be only a form of entertainment, turns into a drastic and dramatic
process of identifying the rules of reality.

Of course, media reports about fatal shootings in schools, as well as liter-
ary works dealing with the subject of aggression among teenagers are noth-
ing new (see i.e., Golding 1954; Cormier 1974). However, in this case we are
dealing with an attempt at a more in-depth analysis of the issue. By enabling
her heroine to enter the world of a virtual game, the author recognizes both
planes of the story, i.e., the real one and the illusionary one, as equal. As a mat-
ter of fact, cyberspace imperceptibly starts to dominate Mikass life, and her
psychophysical relations with non-virtual reality begin to disappear slowly.
The heroine has to face more players whose only aim is to destroy, threaten,
harm, and kill. The author shows how the boundaries between the real world
and the game world become blurred. She presents the vision of a virtual world
that does not exist, but is still perceived by each player — not only by their
psyche, but their entire body as well - as real in every respect. Paradoxically,
it is cyberspace that is real: it can be experienced empirically, it is the place
where the most important events take place, and its gradual supplanting of
non-virtual reality makes the plot of the novel more dynamic.

Both Omega and Mika, citizens of postmodern, virtual Wonderlands, by
exploring their cyberworlds, strive not only to understand them, but also to
impose on them their own rules and principles. Omega tries to identify, to
understand, and to conjoin the diverse discourses of popular and postmodern
culture, whereas Mika makes attempts to identify and to understand destruc-
tive instincts and the mechanisms of destructive behaviours on which human
interactions are based (and consequently, to partially join in with these kinds
of interactions). Interestingly, the narrative strategies applied by both Szczy-
gielski and Warda do not include the author’s direct commentaries on the im-
pact of computer/video games on the ways players act in both the real and vir-
tual world. As Hans-Heino Ewers (2009: 160) indicates:

[...] young people’s novels explore various young people’s leisure activities —
parties, alcohol, drugs, computer games, for example — and judge these things
in ways that are sometimes quite different — as acceptable or at least tolerable or
as problematic and unacceptable. In a literary text, value judgements like this
may be uttered by the narrator or also by individual - child, youth or adult -
characters.

Although we can find a few value statements expressed by the protagonists
of both novels (particularly in Warda’s), it is significant that the hypothetical
young reader of both Omega and 5 Seconds to Io has a chance to appraise the
problem of computer and video games on his or her own, and to make judge-
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ments based on those games’ influence on the protagonists’ identities, ways of
thinking, and acting.

PLAY AS A PROCESS OF SHAPING A PLAYER'S IDENTITY

Researchers who observe contemporary cultural changes have noticed that a
new way of thinking, communicating, and internalizing information is under-
way. They point out the significant influence of modern technology and media
on the user, in particular the Internet and computers. Already in 1990s, John
Thompson (1995: 207) defined the process of shaping an identity as follows:

[...] with the development of modern societies, the process of self-formation
becomes more reflexive and open-ended, in the sense that individuals fall back
increasingly on their own resources to construct a coherent identity for them-
selves. At the same time, the process of self-formation is increasingly nourished
by mediated symbolic materials, greatly expanding the range of options avail-
able to individuals and loosening - without destroying - the connection be-
tween self-formation and shared locale.

At the same time, a phenomenon develops that the author referred to as a
“double-bind of mediated dependency: the more the process of self-formation
is enriched by mediated symbolic forms, the more the self becomes dependent
on media systems which lie beyond its control” (ibidem: 214). As I have already
mentioned, over the course of Warda’s novel, her heroine develops progressively
stronger ties to the game world. It is in this world that Mika creates herself: she
constructs her identity anew and even falls in love. Indeed, it is on the virtual
moon o that she really does have causative power, and it is here that she be-
comes an active participant in her surroundings, rather than a passive specta-
tor of events. However, in other ways she is completely dependent on the game.
Having said that, we could argue that 5 Seconds to Io is a novel that represents
the posthumanist trend in young adult literature; according to Victoria Flanagan
(2014: 1), “Posthumanism uses technoscience as the impetus for a radical reval-
uation of human subjectivity, exploring the many ways in which technological
innovations such as virtual reality have changed our understanding of what it
means to be human in the modern era” Ironically, if Mika is truly herself on Io,
then maybe the real Mika does not exist beyond this realm of cyberspace.

While exploring the pop-cultural cyberspace, Omega also creates her iden-
tity. The novel gives us the impression that all of her knowledge about the
world and people (and thus, to some degree, also about herself) comes from
the Internet and television. At the same time, the subsequent trials Omega
must go through, and the subjects she must consider, form the heroine’s pro-
cess of maturation. The ante of the game is in fact Omega’s identity; and her
opponent is herself, or more strictly speaking, those aspects of her personal-
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ity that have so far been responsible for her lack of internal maturity. From the
very first pages of the work, the protagonist manifests the need to shape her
autonomy and to define herself on her own. This is what Omega’s initiation in
the story involves: fighting for her individualism. While playing the unusual
computer game, the protagonist herself negotiates the shape of her identity. In
general, these ceaseless internal negotiations are between two tendencies: on
the one hand, the will to completely identify with a group through unification
and conformity; and the desire to establish her autonomy on the other. At a
virtual stadium, during the Olympics of the Senses, she fights for her identity
and her opinions. Despite losing several times to the representatives of the All-
Powerful Corporation, the Urban Bedroom, the Suburban Reaches, and the
Intellectual Basin, she does not succumb to the temptation to identify with any
of these ‘mental-intellectual’ groups or to begin thinking and acting like their
representatives. On the contrary, when at a shopping centre (also placed in a
virtual reality) Omega spots a hat in a shop window and then tries it on, she
feels it makes her prettier and much more confident. Other girls she meets in
the centre become ‘“friends’ with her, and a short yet key phrase, “you are just
like us” (Szczygielski: 539), is all Omega needs to find transient happiness as an
unconditional member of a group, at the cost of forsaking her individualism.
According to Susan Smith (2000: 88),

Through play, children learn to understand everyday experiences and deal with
their emotions. Observations of children playing indicate that they come to
terms with their experiences and feelings by re-enacting situations in which
they felt anxious or vulnerable until they have understood the situation and
feel in control of it. [...]

Through play, children learn important lessons about making healthy relation-
ships with others.

Although Omega’s playing cannot be equated with light-hearted, joyful,
and innocent play of little children as described by Smith, we could argue that
through playing and thanks to playing Omega is finally able to work through
her trauma and to mourn the death of her grandmother, as well as to start un-
derstanding her mother’s ways of behavior. Above all, she makes a ‘healthy re-
lationship’ not only with others, but also with herself by discovering who she
really is, and who she really wants to be.

Sherry Turkle (1995: 10), while discussing the influence of modern mul-
timedia reality on the identity of a person functioning within it, talks about
“inventing ourselves™ in cyberspace; while Antoni Porczak (2006: 159) talks
about “creating oneself as a shifting identity” The former statement applies to
Szczygielski’s heroine. Omega successfully carries out the initiation scenario

* See Turkle (1995: 10): “In the real-time communities of cyberspace, we are dwellers on
the threshold between the real and virtual, unsure of our footing, inventing ourselves as
we go along”
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and develops her identity. As has already been said, carrying out this scenar-
io involves, to a large extent, Omega inventing herself by taking a stance on
various postmodern and pop-cultural phenomena. In turn, Warda’s heroine
creates her shifting identity while playing, as it were. She is an ambiguous char-
acter because she is unable to get rid of the doubts concerning the situation she
finds herself in. As Turkle (1995: 10) pointed out:

In the story of constructing identity in the culture of simulation, experiences
on the Internet figure prominently, but these experiences can only be under-
stood as part of larger cultural context. That context is the story of the eroding
boundaries between the real and the virtual, the animate and the inanimate,
the unitary and the multiple self, which is occurring both in advanced scientific
fields of research and in the patterns of everyday life. From scientists trying to
create artificial life to children “morphing” through a series of virtual personae,
we shall see evidence of fundamental shifts in the way we create and experience
human identity. But is on the Internet that our confrontations with technology
as it collides with our sense of human identity are fresh, even raw.

Interestingly, 5 Seconds to Io has an open ending: Mika plans on establish-
ing a long-term link with the Work a Dream virtual world. Thus, the initiation
scenario will continue’. Mika’s identity will keep evolving, depending on the
stimuli she is subjected to and, as we all know, the stimuli in a virtual world are
constantly changing. Omega is an open-ended novel as well as it ends just as the
heroine is about to start a new game. Hence, while we may argue that the hero-
ines of both novels have constituted their identities through playing, we may
also expect that when starting new games, they will significantly enrich these
identities, or reshape them, or even ‘invent themselves’ from scratch®.

CONCLUSION

Significantly, the fantasy lands created by such authors as Lewis Carroll,
J.M. Barrie, Maurice Sendak, and Michael Ende (those mentioned at the be-
ginning of this article), are the spaces of play. At the same time, it is in Won-
derland, Neverland, the island of the Wild Things, Fantasia, and many other
fantasy worlds where the cognitive process is developed by childrens heroes
and heroines. The protagonists strive to understand the spaces they find them-

> In 2017, Warda published a continuation of this novel: Rebeliantka (The Rebel).

¢ Nikolajeva (2014: 194) claims that: “Open endings, becoming more and more common
in contemporary childrens literature, lead to thought experiment: what would have hap-
pened if the character made a different choice? How would I act in such a situation?
What would the consequences be of the options offered? The model of ‘narrative pos-
sibilities’ (Bremond 1996) can also provide good training in ethical thought experiments.
Learning from independent thinking is arguably more efficient than accepting ready-
made solutions.”
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selves in, and to explore these mysterious lands through diverse kinds of play.
By playing, they make attempts to grasp the very nature of human interactions,
to identify their own potentials and needs, to express themselves, and to dis-
cover who they really are. As the Polish scholar Jerzy Cieslikowski (1985: 214)
pointed out in his classic work Wielka zabawa (The Great Game), “childhood
itself is a big game”; although neither Omega nor Mika are little children, both
of them explore and learn about the world, create relations, and constitute
their own identities, in a sense, through play, i.e., through a computer/video
game. They are required to discover and apply the rules of these games, and
also to try and establish their own rules. In this context, they can be recognized
as protagonists who carry on the tradition of such literary characters as Alice,
the Lost Boys and Wendy, Max, and Bastian. Considering adolescence to be a
period when identity is being shaped, Nikolajeva (2014: 141) proposes a thesis
and tables the following questions:

Adolescence especially is a dynamic and turbulent phase of human life, and it
is perhaps young adult fiction that has the strongest potential to offer readers
somewhat accurate portrayals of selthood. If, as cognitive psychology points
out, adults have a better understanding of their own (as well as other people’s)
thoughts and feelings, the child or adolescent perspective in fiction should logi-
cally impede the artistic project. If an adolescent mind cannot assess its own re-
actions, if it defies reason, if it is a pandemonium of random impressions, how
then can a purportedly adolescent narrative voice convey an authentic, but at
the same time comprehensible portrayal of this chaotic consciousness?

Apparently, this ‘adolescent narrative voice’ can be reflected in the special
narrative of a computer or video game (in this case, its literary construction).
Through playing their games, both Omega and Mika mature, leave childhood
behind, and approach adulthood. It may thus be concluded that by interweav-
ing the literary convention of fantasy and speculative fiction with the liter-
ary motifs of cyberspace and computer/video games, Marcin Szczygielski and
Malgorzata Warda have created a type of novel that could be called a twenty-
first-century Bildungsroman: playing in cyberspace becomes a postmodern
staging of the process of learning about the world and the process of getting to
know oneself.

REFERENCES

Abbott, R.D. 1999. The World As Information: Overload and Personal Design. Exeter: Intellect.

Abbott, A. 2014. The problem of excess. — Sociological Theory, 32(1), 1-26.

Barrie, .M. 1911. Peter and Wendy. London: Hodder & Stoughton.

Buckingham, D. 2009. New media, new childhoods? Children’s changing cultural environ-
ment in the age of digital tchnology. - M.J. Kehily, ed., An Introduction to Childhood
Studies: Second Edition. Maidenhead: Open University Press, 124-138.

Filoteknos 9.indb 273 2019-09-20 12:48:34



274 Weronika Kostecka

Carroll, L. 1885. Alice’s Adventures in Wonderland, and Through the Looking-glass. New
York: Macmillan and Co.

Cieslikowski, J. 1985. Wielka zabawa. Wroctaw: Zaklad Narodowy im. Ossolinskich.

Cormier, R. 1974. The Chocolate War. New York: Pantheon Books.

Eggers, D. 2009. The Wild Things. San Francisco: McSweeney’s.

Ende, M. 1979. The Neverending Story. New York: Dutton Children’s Books.

Ewers, H.-H. 2009. Fundamental Concepts of Children’s Literature Research: Literary and
Sociological Approaches. London: Routledge.

Flanagan, V. 2014. Technology and Identity in Young Adult Fiction: The Posthuman Subject.
Basingstoke-Hampshire: Palgrave Macmillan.

Golding, W. 1954. Lord of the Flies. New York: A Perigee Book.

Kostecka, W. 2016. (Po)nowoczesne przestrzenie popkultury. Studium przypadku:
“Omega” Marcina Szczygielskiego. - W. Kostecka, M. Skowera, eds., Geografia krain
zmyslonych. Wokét kategorii miejsca i przestrzeni w literaturze dziecigcej, mlodziezowej i
fantastycznej. Warszawa: Wydawnictwo SBP, 337-350.

Kiimmerling-Meibauer, B. 2016. The impact of new digital media on children’s and young
adult literature. - M. Manresa, N. Real, eds., Digital Literature for Children: Texts, Read-
ers and Educational Practices. Brussels: P. Lang, 57-71.

Mitobedzka, K. 1989. Alicja w krainie rzeczywistoéci. — M. Tyszkowa, B. Zurakowski, eds.,
Obszary spotkan dziecka i dorostego w sztuce. Warszawa, Poznan: PWN, 256-267.

Nikolajeva, M. 2014. Reading for Learning: Cognitive Approaches to Childrens Literature.
Amsterdam: John Benjamins Publishing Company.

Papuzinska, J. 2006. Wplyw swiata mediéw na ksztalt ksigzki dzieciecej i style jej odbioru. —
G. Leszczynski, D. Swierczynska-Jelonek, M. Zajac, eds., Ksigzka dziecigca 1990-2005.
Konteksty kultury popularnej i literatury wysokiej. Warszawa: Wydawnictwo SBP, 13-31.

Porczak, A. 2006. Od pigmentu do piksela. Kraina uludy. - G. Leszczynski, ed., Kulturowe
konteksty basni. Vol. 2: W poszukiwaniu straconego krélestwa. Poznan: Centrum Sztuki
Dziecka, 151-162.

Sendak, M. 1963. Where the Wild Things Are. New York: Harper Collins.

Smith, S. 2000, Children at play. - J. Mills, R. Mills, eds., Childhood Studies: A Reader in
Perspectives of Childhood. London-New York: Routledge, 79-96.

Szygielski, M. 2009. Omega. Warszawa: Latarnik.

Thompson, ].B. 1995. The Media and Modernity: A Social Theory of the Media. Stanford:
Stanford University Press.

Turkle, S. 1995. Life on the Screen: Identity in the Age of the Internet. New York: Simon &
Schuster.

Warda, M. 2015. 5 sekund do Io. Poznan: Media Rodzina.

Warda, M. 2018. 5 Seconds to Io. Honolulu: Royal Hawaiian Press.

Filoteknos 9.indb 274 2019-09-20 12:48:35



Filoteknos, vol. 9 « 2019 « DOI: 10.23817/filotek.9-19

ANNA MARIA CZERNOW
University of Warsaw

Mary Poppins, Mr. Inkblot and Pippi Longstocking
as Three Embodiments of the Fool Figure

Abstract: This article analyzes three characters created by Astrid Lindgren, Pa-
mela L. Travers, and Jan Brzechwa. Pippi Longstocking, Mary Poppins, and
Mr. Inkblot, the title characters of classic fantasy fiction for children, are dis-
cussed through their appearances, identity, as well as status and interpreted as
embodiments of a fool defined as the central figure of carnivalesque in accor-
dance to Mikhail Bakhtin theory.

Keywords: fool, clown, carnivalesque, Bakhtin, children’s fantasy fiction

The subject of this paper is a comparative analysis of the eponymous charac-
ters of three works of fantasy fiction created in the 20" century. Two are part of
the canon of Western children’s literature, namely, Pamela Travers’ Mary Pop-
pins series and Astrid Lindgren’s Pippi Longstocking trilogy. The third work is
Jan Brzechwa’s trilogy about Mr. Kleks (Mr. Inkblot), which occupies a canoni-
cal position as well, though only in the context of Polish children’s literature.
The first two books of Travers’ series, Mary Poppins and Mary Poppins Comes
Back, appeared in the 1930s, the last one, Mary Poppins and the House Next
Door, was published 1988. Lindgren and Brzechwa created the first novels of
their trilogies almost simultaneously, during World War II: Pippi Langstrump
(Pippi Longstocking) came out in 1945, Akademia pana Kleksa (Mr. Inkblot’s
Academy) - in 1946. Pippi Langstrump gar ombord (Pippi Longstocking Goes
Aboard) and Pippi Langstrump pa Soderhavet (Pippi Longstocking in the South
Seas) followed shortly thereafter (published respectively in 1946 and 1948)
whilst Podréze pana Kleksa (Mr. Inkblot’s Journeys) and Tryumf pana Kleksa
(Mr. Inkblot’s Triumph) came out in the 1960s.

Pippi Longstocking, Mary Poppins and Ambrosius Inkblot are very similar
as regards almost every element of character construction and role played in
relation to the represented world. All three, as title characters of novels devot-
ed to them, are brought into the narrative limelight. All three are not protago-
nists but catalysts, that is, as Maria Nikolajeva puts it, they “initiate the story
and bring excitement [...] into the lives of real protagonists” (2002: 51). Finally,
all three may be interpreted as fool or clown figures — actors central to the nar-
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rative that Mikhail Bakhtin described as carnivalesque. Mary Poppins, Pippi
Longstocking and Mr. Inkblot alike constitute the structural axis of the works
discussed. All other elements of the represented worlds, including time, space
and remaining characters, function around them and in relation to them. As
Bakhtin points it out, they “create around themselves their own special lit-
tle world, their own chronotope” (2008). Consequently, Pippi Longstocking’s,
Mary Poppins’ and Mr. Inkblot’s clownishness has far-reaching narrative, aes-
thetic, and ideological implications.

In Bakhtin’s interpretation, one of the most significant attributes of the fool
or clown as a literary character is his “thoroughly allegorical nature” (2008).
Due to this feature, the fool’s existence in the represented world has a meta-
phorical, figurative meaning — as a literary character, active within the narra-
tive framework of a given work, he is at the same time a sign referring to the
outside of the text. Besides, as a semantic cousin of the mythical trickster, he
symbolizes the complexity and ambivalence of the elements of the primal cha-
os. This symbolic burden, which outlines a specific associative semantic field
around images and notions such as asymmetry, amorphy, blurring boundar-
ies etc., often distinguishes many elements that construct clown figures, from
their appearance and description of identity to activities undertaken in rela-
tion to other elements of the represented world.

In the beginning of his study in clowns and jesters William Willeford em-
phasises the importance of abnormal appearance of the fool (the physical de-
formity as well as the dress) as central to “the spectacle” presented by him
(15-16). For all of the characters analysed in this paper their look, freakish,
unusual or special, plays fundamental role in construction of their identity,
being the first sign communicating their oddity both to the other characters
in the novel and to the implied reader.

In the narrator’s description, the dominant element of Pippi Longstock-
ing’s corporeality is her hair. Its bright red colour and messy, spiky stiffness
brings to mind the hairdo of the circus clown. Mr. Inkblot’s variegated, multi-
coloured hair elicits similar associations. What predominates over Pippi’s face
is her ,really very large mouth, with healthy white teeth” (Lindgren 2015a: 5).
It is the mouth that the description focuses on almost exclusively, while the
nose is barely noticeable, and serves mainly as a basis for freckles and the eyes
are not mentioned at all. The portrait drawn in this way matches Bakhtin’s
concept of the comical face, in which ,[t]he eyes have no part” (1984: 316),
and which can actually be “reduced to the gaping mouth; the other features are
only a frame encasing this wide-open bodily abyss” (317). The open mouth is
voracious and eternally hungry, blurring the boundary between the body and
the world, hence, it symbolises a body that “is never finished, never completed;
it is constantly built, created” (317). Pippi’s mouth is a direct reference to “the
acts of the bodily drama” (317) such as eating and drinking. Both its size and
the emphasized existence of “healthy white teeth” are, according to Bakhtin’s
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thought, attributes of “comic features” (325). It indicates a continuous readi-
ness to take food, thus externalizing Pippi’s excessive voracity.

The mouth of Brzechwa’s character is invisible, covered by his moustache.
Instead, his dominant facial feature is the nose: ,,The majority of Mr Inkblot’s
face is taken up by his nose, which is always moving and keeps on leaning ei-
ther to the left or to the right, depending on the time of year”' (29). The motif
of the nose is described by Bakhtin as one of the most popular grotesque im-
ages. In the folk system of images referring to festivities, the nose substitutes
the phallus (1984: 316). It plays a significant role in the picture of the comi-
cal face, not only as a protruding element, which violates the border between
the body and the world, just as the mouth does, but also due to a certain au-
tonomy it acquires, detachment from the rest of the face, its ability to “lead an
independent life” (317). Indeed, Mr. Inkblot’s nose, described as “always mov-
ing” and keeping on “leaning either to the left or to the right” seems to lead a
self-sufficient life, independent from the rest of the face.

Mary Poppins’ corporeality is depicted only rarely, and always in the same
way: “Jane and Michael could see that the newcomer had shiny black hair - ‘Rath-
er like a wooden Dutch doll, whispered Jane. And that she was thin, with large
feet and hands, and small, rather peering blue eyes” (Travers 2016a: 125-127).
This resemblance to a wooden doll, emphasized in almost every description,
intensifies the impression of cool distance and mysteriousness. This fact, com-
bined with Mary Poppins’ penetrating glance and sparing, carefully controlled
facial expression perfectly fits into the associative field of order and norm, while
having little in common with the grotesque appearance of the clown or fool.
Mary Poppins’ face and impeccably clothed body complies with the rules of the
norm Bakhtin called “the new bodily canon” presenting “an entirely finished,
completed, strictly limited body” (1984: 320).

The above reflections uncover the fact that the three characters’ physicali-
ties differ significantly from one another. While Mary Poppins’ body is “entire-
ly finished, completed, strictly limited”, the bodies of both Pippi Longstocking
and Mr. Inkblot are characterized as permanently open to the world, which
manifests itself through the constant blurring of boundaries between “self”
and the reality external to “self”. A comparative analysis of their outfits con-
firms the existence of this fundamental difference. Mary Poppins’ interpreta-
tion of the idea of perfection expresses itself, among other things, in her con-
tinuous search for neatness and symmetry in appearance as regards herself, the
Banks children and all other carelessly dressed town dwellers. The perfection
of her outfits is easily associated with order, however, it is not the regular, gen-
eral, and anonymous order, but a strict, scathing and ruthlessly perfect ideal
of order still framed by the Victorian norm. This ideal, cool and aloof, strong-

' All quotations from Brzechwas Akademia pana Kleksa are taken from the not yet
published English translation by Marek Kazmierski.
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ly hinders the possibility of physical contact, which is, according to Bakhtin’s
concept, one of the possible ways of crossing the boundary between one’s body
and the world (1984: 317), an act impermissible from the Victorian world-
view (Huft: 45). Consequently, Mary Poppins cuts short any attempts at physi-
cal contact, including those made by the children: “Tll thank you to let go of
my shoes!” she snapped. ‘I am not an object in a Bargain Basement”™ (Travers
2016b: 18). It is symptomatic that her perfect clothing is an impassable bar-
rier between her and the children, and in this context may be interpreted as an
armour, protection against physical contact: “You've c-come b-back, at 1-last!’
stammered Michael excitedly, as he clutched her neatly shod foot. It was
warm and bony and quite real and it smelt of Black Boot-polish” (Travers
2016c: 16, my emphasis). Pippi Longstocking’s and Mr. Inkblot’s outfits func-
tion in a totally different way. Not only do they not constitute a layer protecting
a vulnerable body from excessive exposure to the world, but they are a tool for
a downright demonstrative blurring of borders between “self” and “not-self”
at every possible opportunity.

Wearing her shortish, motley dress, unfitting stockings and oversized
boots, Pippi Longstocking embodies a grotesque and clumsy child version of
the clown?. It is also how the town dwellers perceive her, which can be seen,
for example, in the scene of her confrontation with young rowdies (Pippi Long-
stocking). Deriding her appearance, they focus on those elements of her outfit
and looks that bear a direct association with the circus clown:

At first he simply stared in astonishment, and then a broad sneer spread over
his face. “Hey, blokes!” he said. [...] take a look at this. What a girl!” He slapped
his knees and laughed. [...] “Have you ever seen such hair! It’s a real flaming
bonfire! And what shoes! [...] Couldn’t I please borrow one of them? I'd like to
go for a row, and I haven’t a boat” (Lindgren 2015a: 19).

As a rule, laughter, both derogatory and friendly, accompanies public man-
ifestations of Pippi’s odd appearance, most frequently depicted from the “spec-
tators™ perspective, as in the following scene: “The people in the circus couldn’t
help laughing. It looked so silly, they thought, to see the beautiful Miss Car-
mencita held fast by a little red-headed scamp who stood on the horse’s back in
her big shoes looking as if shed never done anything but perform in a circus”
(74). What is particularly conspicuous here is the juxtaposition of the appear-
ance of both characters galloping on the horse. Pippi’s clownish demeanour is
all the more grotesque and bizarre, the prettier, according to the binding norm,
Miss Carmencita looks: “a beautiful lady dressed in green silk tights” (73).

Vivi Edstrom points out that Pippi is “thoroughly theatrical’, unrestrained
in changing roles, tirelessly searching for and providing entertainment for her-
self and all interested ones (1992: 96). Lena Kéreland puts forward a similar

> Pippi’s clownishness has been noticed by Vivi Edstrom and Ellen Buttenschgn has com-
pared Lingren’s heroine to a court jester (Edstrom 1992: 91).
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interpretation, suggesting that all activities of Lindgren’s title character are fea-
tured by “theatrical gesture” (1999: 294). For Pippi, her whole life is a stage, a
circus arena. By the same token, she perfectly fits into the dialectics of fool or
clown figures, described by Bakhtin as “life’s maskers; their being coincides
with their role, and outside this role they simply do not exist” (2008). Pippi’s
theatricality refers both to her behaviour and appearance, which is manifested
in the form of various dressing-ups. Particularly interesting are formal outfits,
worn for important occasions, when she plays the role of a stylish lady:

At three oclock that afternoon a very elegant young lady walked up the steps
of the Settergreen home. It was Pippi Longstocking. For the sake of being dif-
ferent, her red hair was unbraided, and it fell about her like a lion’s mane. She
had painted her mouth a violent red with chalk, and blackened her eyebrows
so much that she looked quite dangerous. With the red chalk she had also co-
loured all her nails, and she had put big green bows on her shoes. “I should
think I'll be the fanciest at this party,” she muttered, rather pleased with herself,
as she rang the doorbell (Lindgren 2015: 92-93).

Individual details of the disguise depicted above catch the reader’s atten-
tion, as they are inconsistent with the generally accepted image of a stylish
lady. Pippi’s loose hair, red and hanging “like a lion’s mane” around her, in-
troduce an element of primary wildness and unbridledness, which is further
intensified with the description of her intense eye make-up. Red lips may be
associated with a clumsy attempt to imitate “adult make-up” undertaken by a
little girl, but can also be interpreted as a typical element of the disharmoni-
ous mask of the circus clown. The big green bows, a grotesque ornament on
Pippi’s enormous shoes, also create an impression of clownishness rather than
stylishness.

A grotesque child wearing an artificial layer of “adult” make-up and dispro-
portionately loose, baggy clothes undoubtedly typifies the clown figure, a mask
put on for a while, bestowing a temporary right to “hyperbolize life; the right
to parody others while talking, the right to not be taken literally, not ‘to be one-
self’; the right to live a life in [...] the chronotope of theatrical space, the right
to act life as a comedy and to treat others as actors, the right to rip off masks”
(Bakhtin 2008). This principle may be illustrated with the description of dress-
ups in another Astrid Lindgren’s novel, The Children of Noisy Village, where the
act of putting on an adult costume by a child automatically negates the high
status of adulthood, making it an object of the child’s laughter:

Britta said she was going to dress up as a man, so she took Dad’s striped trousers
and a brown jacket, and his round black hat, and put them on. The trouser legs
were too long of course, so she fastened them up with safety pins, and she had
to roll up the sleeves as well. Then she drew a moustache and beard on her face.
She looked like a funny little old man, and Anna and I laughed at her so much
we could hardly get our skirts on. [...] Lasse put on a dress which belonged to
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Olle’s mum, and shoes with high heels. [...] Lasse ran around flapping his arms
and speaking in a squeaky voice. ,,How do you make your ginger biscuits so
delicious, my dear? Oh, may I have the recipe?” He thinks that’s how grown-up
ladies speak (Lindgren 2014: 86-88).

The very fact that a child assumes an unfitting “adult” image discloses the
ambivalence of being adult, ruthlessly and publicly exposing its other, usu-
ally concealed side, which is repulsive, hideous, and laughable. Therefore, the
adult role of a grown-up lady is ridiculous both in its interpretation by Lasse,
a carnivalesque boy in a woman’s dress, and when performed by Pippi, whose
elegance is thwarted by her oversized, “adult” boots.

The depiction of Mr. Inkblot’s clothes reads as follows:

Mr. Inkblot is of average height, but we don’t really know if he is fat or thin,
seeing as he always seems to be drowning in layers of clothing. He wears wide
trousers, which sometimes, especially when a wind is blowing, look just like a
balloon; a very spacious, long frock coat, the colour of chocolate or red wine;
a lemon-coloured velvet waistcoat, buttoned up with glass globes the size of
plums; a stiff, very high collar and a velvet bowtie instead of a cravat (Brzech-
wa: 28).

Brzechwass title character’s excessively loose and motely clothes evidently
come from the same circus clown wardrobe as Pippi’s low-cut dress, enormous
boots and big straw hat. As Willeford points out,

[t]his lumpishness suggests chaos registered by consciousness as a mere, crude
fact: the audience is confronted with something relatively shapeless, yet mate-
rial - there, with a human presence. The motely of medieval jesters, figures in
the Fastnacht processions, and many circus clowns implies a rudimentary dif-
ferentiation of the primal lump, the guise that chaos assumes when attention is
paid to it (16).

What is more, Mr. Inkblot’s set of clothes described above, containing a vel-
vet waistcoat, stiff collar and a bowtie, can also be interpreted as a dress-up -
a motely and incongruent version of an outfit of an elegant gentleman.
In the light of the above considerations, it seems impossible to describe
Mary Poppins’ appearance as clownish. One must remember however, that
clowns’ or fools’ costumes encompass a vast array of possible variants, includ-
ing harmonious and geometrical, “balanced” forms:

In every epoch, we [...] face a similar process, in which one should probably see
a persistent desire to return to the beginnings. The moment the representatives
of the next generation of carnies gradually acquired civility, and their clothes -
elegance and harmony, immediately new figures appeared next to them, whose
clothing, clumsiness, roughness and churlish behaviour referred anew to the
mythical first period. An example of such a figure was the clown from the Eng-
lish harlequinade, born in reaction to the gradual refinement of the harlequin
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character, as well as the auguste, who originated the characters of the first bur-
lesque films (Sznajderman: 20)°.

Therefore, it is very telling that a similar phenomenon occurs in the Mary
Poppins novels, as misshapen or ridiculous characters of clowns, beggars and
freaks appear beside the trig and trim figure of the title character. The physical-
ity of two such characters is particularly striking. What they have in common
is that they appear on the pages of the novel only indirectly, as main charac-
ters of a story Mary Poppins herself tells the children. The first is Dirty Rascal:

[A] tall, slim figure, curiously dressed. He wore stockings of red striped with
yellow, a red-and-yellow tunic scalloped at the edges, and on his head was a
large-brimmed red-and-yellow hat with a high, peaked crown. [...] He was the
strangest person they had ever seen, and yet — there was something about him
that seemed familiar (Travers 2016b: 147).

The second is the Tramp:

His tattered clothes were so old that you couldn’t find one bit of them that
wasn't tied with string. The brim of his hat framed a face that was rosy and mild
in the sunlight, and through the brim his hair stuck up in tufts of grey and sil-
ver. His steps were alternately light and heavy, for one foot wore an old boot and
the other a bedroom slipper. (Travers 2016d: 13-14).

The Tramp’s clothes are an example of “a medley of multicoloured patches,
spots, scraps and snippets” (Sznajderman: 19), and his unsymmetrical, unfit-
ting footwear representing different spheres of life produces the effect of lame-
ness, a physical deficiency which, along with amorphous clothes, Willeford and
Sznajderman claim to be characteristic for a clown’s appearance, “a gate through
which [chaos] enters [...] the world of cosmic order” (Sznajderman: 19). A scene
from the opening chapter of Pippi Longstocking, when Pippi becomes the sub-
ject of Tommy and Annika’s assessment for the first time, is very telling in this
context. The silent presentation that the siblings are witnesses to contains a set
of signs which become manifest not only in the already discussed external ap-
pearance, but also in the manner of walking: “Pippi went on down the street,
walking with one foot on the pavement and the other in the gutter. Tommy and
Annika watched her until she was out of sight. In a moment she returned, walk-
ing backwards” (Lindgren 2015a: 6).

Dirty Rascal as well as the Tramp not only act as main characters of the
stories devoted to them, they can be interpreted as Mary Poppins’ represen-
tations. Their semantic identification with the nanny reflects itself in the way
the tales told by her function in relation to the Banks children. Georgia Grilli
points out that, during her story-telling performances, Mary Poppins embod-

* Unless otherwise stated all quotations from Polish, Swedish and Russian appear in my
translation.
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ies the mythical storyteller, gathering listeners at her feet (11). The structure of
both tales is similar. The initial situation in the case of the tale of Dirty Rascal
is the picture of a kingdom ruled by a king so stupid that he is unable to learn
anything, despite the efforts of many life-risking professors. The story about
the Tramp starts with an idyllic image of a group of characters relaxing by a
stream. Each of them is convinced of their own uniqueness, concealed beneath
rather unattractive factual circumstances which they call “disguise”.

The situations outlined above are both disrupted with the appearance of
a strange creature. The activities that the newcomer undertakes in the repre-
sented world of the stories are carnivalesque in nature: the rules that govern
reality are contested, the masks of the drama’s participants — pulled down,
all this to unveil, if only for a moment, the true, simultaneously absurd and
harmonious nature of the world. At the same time, the opportunity to look
into the naked face of reality liberated from the shackles of the order- and
hierarchy-breeding norm is the only chance for self-recognition - the feel-
ing and understanding of one’s identity and one’s existence in the world. This
is what the King of the Castle experiences: “Ethelbert! What are you doing?
You forget yourself!” cried the Queen angrily. ‘I do not, my dear!” the King
called back. ‘On the contrary, I am remembering myself for the first time!™
(Travers 2016b: 164). The characters of the story about the Tramp are ex-
posed to this as well, when in the despised “disguise” they recognize the truth
about themselves.

Consequently, the bizarre newcomer, the grotesque fool and the tramp
function in those stories as a mirror which reflects things as they really are.
They stop for a moment in a specific section of space-time, renew it, and go
on. Therefore, in relation to the reality of Mary Poppins’ stories they play an
identical role as Mary Poppins herself in relation to the represented world of
Travers’ novels. It is characteristic that this sameness refers both to the struc-
tural layer (just as the nanny, Dirty Rascal and the Tramp are catalyst char-
acters in the narrative structures of both stories) and the semantic-symbolic
layer (Mary is the Banks children’s guide on their way to cognition and self-
cognition rather than to the socialization to the rules of the binding norm, as
could be suggested by the social function of the nanny, whose role she plays?).

The stories about fools and tramps may thus be interpreted as parables,
responses to Jane’s and Michael’s tormenting questions about what the world
is like, who they themselves are in it and who Mary Poppins is, taken into
narrative brackets®. What occurs here is a specific looping of meaning. As
fool characters, Dirty Rascal and the Tramp are figures of Mary Poppins, and
thus unveil her own figurativeness within the represented world. While Pippi

* T would not agree on this point with Giorgia Grilli, who maintains that Mary Poppins
“trains the children to respect what are considered to be norms” (5).

> Grilli perceives the story-telling episodes as the only moments when Mary Poppins
succumbs to children demanding explanations and stories (11).
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Longstocking plays the role of a little girl in Lindgren’s trilogy and Mr. Ink-
blot - the role of a teacher in Brzechwa’s novel, Mary Poppins plays the role
of a nanny in Travers’ series. None of the three is, as Bakhtin reminds, ,what
they seem” (2008). In line with this interpretation, Mary Poppins’ perfectly
symmetrical, always neat clothes and her normatively flawless appearance are
a “disguise” concealing a real, inaccessible and mysterious figure, made mani-
fest through, among others, the fool, festooned with bells, and the ragged,
lame tramp.

Mary Poppins always leaves Cherry Tree Lane flying upwards®, this is also
the direction that she comes from. Blown by the east wind (Mary Poppins),
pulled down at the end of a kite string (Mary Poppins Comes Back) or ap-
pearing as a result of a firework burst (Mary Poppins Opens the Door), she is
undoubtedly out of this world, a character “borrowed’ for a moment from
that unknown place where Mary Poppins has always existed”, to use Grilli’s
description (3). This fact inevitably translates into her otherness, evident re-
gardless of the perfection with which she meets the rules and constraints of
the binding norm. Despite her neat outfits and impeccable appearance, she is
perceived by the children under her care as “a figure [...] at once strange and
familiar” (Travers 2016b: 147). The category of strangeness also concerns the
other characters analysed in this paper, as each of them is, in a way, “bor-
rowed”. Pippi’s peers describe her as “the most curious child [they] had ever
seen” (Lindgren 2015a: 5), and adults as “a remarkable child” (3), an opinion
bolstered by the narrator’s objectivizing statement: “He was right. Pippi was
a very remarkable child” (3). These adjectives are also used with reference to
Mr. Inkblot, both by the characters of the novel and the narrator, just as in
Pippi’s case.

The oddity of all three characters stigmatizes them as Others and is an
external signal of their being out-of-this-world. Bakhtin explains that clown
and fool figures have “the right to be ‘other’ in this world, the right not to
make common cause with any single one of the existing categories that life
makes available [...]” (2008), and a character “other’ in this world” is one
whose past and future are in no way rooted in the represented or even im-
plied layer of the novel. Jean Starobinski elevates Bakhtin’s “right to be ‘other™
to the level of a rule without exceptions, pointing out that every true clown
comes from another world, and his appearance must necessarily mean cross-
ing the boundaries of what is real (Kéreland: 299), while in Sznajderman’s
conceptualization, the fool “is always someone strange, an outsider, in the
cultures of the past and in the culture of today” (24). Thus, the clown or fool
figures’ descent and past are always unclear: mysterious and puzzling (the
Mary Poppins series), blurred in an array of possible variants (the Mr. Ink-

¢ Staffan Bergsten interprets this fact in a broader context of mythical plots and refers to
Mary Poppins’ flights as Ascentions (27-30).
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blot trilogy) or signalled in the form of contradictory signs, which function
as disinformation rather than a source of knowledge (the Pippi Longstocking
novels). As Willeford points it out, a fool “comes and goes like an apparition
glimpsed for a moment” (4).

The readers’ pursuit of an unambiguous answer to the question of who
these characters are, of pulling down their masks and peeking behind the cur-
tain of the theatre they play in is doomed to failure, not so much due to the ef-
fectiveness of camouflage strategies adopted by the authors, but due to a more
general cultural principle, by which “the fool is a creature devoid of identity”
(Sznajderman: 18). Bakthin emphasizes fools™ lack of identity as well, stating
that these characters may only realize a reflected, alien existence, because “that
is all they have” (2008). Willeford and Sznajderman point out that this lack of
identity is signalled in the etymology of the fool’s designations in many lan-
guages, very often linked to the symbolism of the wind (Willeford: 10). When
examined from this perspective, the fool is as free and unpredictable as the
wind, but at the same time “has neither aim nor direction, neither weight nor
meaning” (Sznajderman: 19).

The air element, the wind, “pufted cheeks” (Willeford: 10), the lightness of a
body (Grilli: 80) rising up freely are all Mary Poppins’ attributes. Blown by the
east wind to the Banks’ house, she quickly proves her ability to move in the air
in the same natural and controlled manner as on the ground:

And at that moment, before the children’s astonished eyes, Mary Poppins did
a curious thing. She raised herself stiffly on her toes and balanced there for a mo-
ment. Then, very slowly, and in a most dignified manner, she turned seven Cath-
erine wheels through the air. Over and over, her skirts clinging neatly about her
ankles, her hat set tidily on her head, she wheeled up to the top shelf, took the
cake, and wheeled down again, landing neatly on her head in front of Mr. Turvy
and the children (Travers 2016b: 107).

What is striking here is the grotesque incongruity between Mary’s slow,
dignified moves and the circus activity of turning cartwheels. In the conge-
nial image of Harlequins somersaults performed in hell Bakhtin recognizes
an ambivalent carnivalesque act: “Harlequin’s somersaults are topographical;
their points of orientation are heaven, earth, the underworld, the top and the
bottom. They present an interplay, a substitution of the face by the buttocks
[...]” (1984: 397). A similar demonstration carried out by Pippi may be found
in the scene of the merry-go-round ride (Pippi Longstocking Goes Aboard):

She stood on her head on the horse, with her legs right up in the air. Her long
evening dress fell down round her neck. All that the people standing round could
see, was a red bodice, a pair of green nickers, Pippi’s long thin legs with one brown
and one black stocking, and her big black shoes which waved playfully backwards
and forwards. “That’s how it's done when a Real Lady goes on a merry-go-round”,
said Pippi when the first turn was over (Lindgren 2015b: 55).
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Provocatively displaying her intimate clothing, Pippi fulfils “one of the more
ancient functions of the fool”, which was, as Bakhtin states, “the making-public
of specifically nonpublic spheres of life — for example, the sexual sphere” (2008).
Moreover, standing on her head, she reverses the vertical bodily order, whose
points of orientation are “top” and “bottom”, presenting to the public her hind-
quarters, which are, in Bakhtin’s interpretations, “the face turned inside out”
(1984: 373). Mary Poppins gives in to a similar activity, “gracefully” landing
on her head, but in this case, there is no question of her baring or exposing her
body publicly: the intimate spheres of her physicality remain prudishly covered
by “her skirts clinging neatly about her ankles”

The air is also Mr. Inkblot’s basic element. He freely flies in and out through
windows, reaches the last, inaccessible floor of the Academy building through
the chimney and sits effortlessly in the air, all he has to do is to “puff his cheeks”.
The tendency to rise up, caused by the natural “lightness™ of the body, external-
izing an affinity with the wind and air, is built into the construction of both char-
acters, Mary Poppins and Mr. Inkblot, in a very similar way. They do not as much
fly as let themselves be elevated by the air which fills up their bodies:

Mr. Inkblot puffed his cheeks and flew upward on the tails of his frock-coat,
as he usually did when he was about to leave on a journey. He briefly floated
about above our heads, whereupon he sneaked away through the open window,
soared upwards and drifted away in the south-east direction (Brzechwa: 214).

Within those similarities, there is an astonishing identity of scenes® in which
both Mr. Inkblot and Mary Poppins demonstrate the ability to slide up the ban-
ister. The descriptions are as follows:

Actually, it is impossible to say that he “walks downstairs”, seeing as he slides
down the banister, sitting on it as if on a horse, holding onto his glasses with
both his hands. And there would be nothing unusual about this, if it wasn’t
for the fact that Mr. Inkblot is just as adept at riding the banister back up the
stairs. In order to do so, he holds his breath, swells his cheeks and becomes as
light as a feather (Brzechwa: 32, my emphasis).

[...] Jane and Michael, watching from the top landing, had an excellent view of
the extraordinary thing the visitor now did. Certainly she followed Mrs. Banks
upstairs, but not in the usual way. With her large bag in her hands she slid
gracefully up the banisters, and arrived at the landing at the same time as Mrs.
Banks. Such a thing, Jane and Michael knew, had never been done before. Down,
of course, for they had often done it themselves. But up — never! They gazed curi-
ously at the strange new visitor (Travers 2016a, my emphasis).

7 The word “lightness” was used with reference to Mary Poppins’ figure by Giorgia Grilli,
inspired by Italo Calvino’s conception (80).

& It is possible that Jan Brzechwa knew Mary Poppins, as the Polish translation by Irena
Tuwim was published in 1938.
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The similarity of both scenes is visible not only in the very idea itself, but
also in the way they are narratively realized. The nanny’s and the professor’s
behaviour is presented via the child protagonists’ observations’, hence, on the
level of explicitly formulated comments, their conduct is presented as aberrant
solely because it overcomes the constraints imposed by the laws of physics.
Sliding the banister is, however, one of those activities which come to an end
when childhood does. Hence, the implied layer of both descriptions contains
an additional element of puzzlement. This element is ambiguous, as it stays in
contradiction with the explicitly formulated assessments of the young spec-
tators — in their view, the very act of riding the banister performed by their
guardians was “nothing unusual” (Mr. Inkblot’s Academy) as “they had often
done it themselves” (Mary Poppins). Meanwhile, the demonstrative juvenility
of the title characters’ behaviour is additionally emphasized by the fact that, ac-
cording to the cultural and social norm, the professor’s and the governess’ roles
they play are based upon authority.

As put forward by Grilli, air affinity and the ensuing lightness of the body
flying away are connected with the symbolism of a threshold which joins sepa-
rate, usually disjunct realities. She juxtaposes Mary Poppins’ figure with the
ritual liminal roles in primal societies (witch doctor, Native Indian medicine
man, etc.), known from ethnographic records, with the trickster Greek god
Dionysus and the ambivalent dandy character (43-76). The perpetual cross-
ing of thresholds, effacing boundaries, mixing different orders is, however, pri-
marily the domain of the fool, who Willeford calls “a mascot who maintains
a relationship between the ordered world and the chaos excluded by it” (15).
Sznajderman expands on this remark, calling the fool “a mediator, in constant
transition between various states and worlds: between this and that world, be-
tween life and death, wisdom and folly, culture and nature, spirit and body, be-
tween the heavenly, the chthonic, and the human world” (24). A clown effaces,
blurs, and dilutes thresholds and borderlines - being “in-between” constitutes
the essence of his dual nature. Consequently, Mary Poppins and Mr. Inkblot,
who soar in the air, and Pippi Longstocking, who balances on a circus rope,
eternally oscillate between different orders of reality. Pippi, who lives “[a]t the
end of a little [...] town” (Lindgren 2015a: 1) lodges on the border of the or-
derly society and unpredictable nature'®. Mr. Inkblot and Mary Poppins re-
verse the social roles of the nanny and the teacher, and subjecting them to the
upside-down logic, they unveil the absurdity of the didactic norm ascribed to
these roles. All three hover somewhere between the human and the non-hu-
man state: Mr. Inkblot, who turns into a starling, a button and an ink bottle,

° The fact that in this episode Mary Poppins is described from the perspective of children
watching her was noted by Maria Nikolajeva, who used this observation for a different kind
of analysis (51).

12 Scholars often call Pippi a wild child of nature and emphasize her being outside of the
social structure (Edstrom: 91-92, Kéreland: 284).
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Mary Poppins, the relation of animals, celestial bodies, book characters and
plasticine figures, and Pippi, whose companion, Mr. Nilsson, is a living meta-
phor of the agility of her mind and body"!, but, on the other hand, as a monkey
in clothes, clearly represents clownishness'>.

The liminal, unclear, “in-between” position of clown or fool figures is not
ideology-free. In the case of works referred to in this paper, the ideological as-
pect strongly correlates with pedagogy, which is typical of children’ literature
and could be most expressively illustrated with Pippi Longstocking’s character
and her ambivalent social status. Despite being a child, a creature subordinated
and submissive by definition, dependent on the world of adults, she still man-
ages to cultivate her own freedom, ensured through financial independence,
supernatural physical power, and orphanhood understood as lack of external
control. Pippi, a catalyst character, distributes her own freedom to others, mak-
ing ita common rule for the use of a jolly caricature of the normative order, into
which the world depicted in the novel converts under her influence. This child-
ish freedom is cheeky and rebellious. Not only does it infringe the system of the
adult world, mercilessly ridiculing it in the process, but, above all, it challenges
and subverts the hierarchy of power. In the reality of the Lindgrens trilogy Pippi
acquires typically adult position, that of the supreme ruler.

Both Mr. Inkblot and Mary Poppins are adults, but the ambivalence of sta-
tus, resulting from a position between childhood and adulthood, pertains to
them as well. The age of Brzechwa’s character, just as any other aspect of his
identity, remains unspecified. “You just thought to yourself that I must be 100
years old, right? Meanwhile, I am 20 years younger than you” (Brzechwa: 26),
he says one day to the narrator and protagonist, Ada$ Niezgddka (Adam No-
tagreed). Seemingly old, Mr. Inkblot turns out to be younger than the young-
est children, so young that he does not yet exist. Other indications of his child
or even infant status may be found in the story told by Matthew, the starling:

[H]e told me that every day at midnight Mr. Inkblot begins to shrink, until he is
the size of a newborn baby, losing his hair, moustache and beard, then lies down
as if nothing was amiss in the minuscule bed next to Matthew. At dawn, Mr. Ink-
blot rises, puts the magnifying pump in his ear and a few moments later brings

1 Cf. the Swedish phrase “vig som en apa” (agile as a monkey). Many scholars point out to
Pippi’s linguistic prowess, one of the character’s basic features (Edstrom: 105, Kéreland:
289). In Swedish, Pippi is “vig i munnen’, that is linguistically “agile”. Mr. Nilsson’s figure
may be thus investigated as a kind of a realized metaphor.

12 According to Margaret Sullivan, ,, The monkey is an important character in a history of
fool and folly imagery, and interest of the subject of folly reached its height in the first
half of the sixteenth century”. In the didactic discourse of that time, folly symbolized
sin and moral perdition. Illustrations depicting “Dame Folly” were common, showing
her as she walks towards clowns clothed in their characteristic garments with bells and
leads bound monkeys on a chain leash. “This suggests the element of progression that
is implicit in much of the literature. The monkey represents men who are even further
down the road to damnation than the fool” (117-118).
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himself back to standard size. Next, he swallows a few hair growth pills and this
way, after about ten minutes, he regains his usual form (Brzechwa: 27).

Oscillating between early old age and infancy, Mr. Inkblot continuously
travels in time, at the same time violating the temporal logic of the represented
world.

Staffan Bergsten draws attention to Mary Poppins’ childishness (60-62). Re-
ferring to Wordsworth and his Immortality Ode, the scholar juxtaposes the ro-
mantic figure of the philosopher/poet/artist with the title character of Travers’
series. The philosopher/poet/artist, in Wordsworth’s understanding, is someone
constantly in touch with nature, reading its secrets like a book. This is a feature
he has in common with the child - the priest of nature: “This blessed seer is
then identified with the child” (60). Likewise, Mary Poppins, consequently de-
scribed as an unusual being, akin to all natural phenomena, whether they refer
to the universe, plants, or animals, may be unquestionably called the priestess
of nature. Comparing her to Wordsworth’s “blessed seer”, Bergsten invokes two
specific tales from Travers’ series, which focus on the youngest members of the
Banks family, infants. The first relates to the twins, John and Barbara (Mary
Poppins), and the second to the new-born, only one-day-old Annabel (Mary
Poppins Comes Back). What is typical of the series structure, both chapters are
symmetrical to each other, and are closely interlinked by the plot, the mood,
and the leitmotif - the loss of skills characteristic of early childhood. John and
Barbara, on account of their infancy, are part of the world of nature: they under-
stand the speech of all its components, including the sunlight ray, birds and the
wind. This gift disappears as soon as the babies develop their first teeth. When
the little Annabel is born, she brings to the world the memory of where she had
come from, but loses it after a few days spent in the Banks family. In both cases,
the sad necessity to forget, a fate common to all developing human beings, is
heralded by the Starling, as in “John and Barbara’s Story”:

“Isay you will,” [...] “You'll forget because you just can't help it. There never was
a human being that remembered after the age of one - at the very latest - ex-
cept, of course, Her” And he jerked his head over his shoulder at Mary Poppins.
“But why can she remember and not us?” said John. “A-a-a-h! She’s different.
She’s the Great Exception. Can't go by her;” said the Starling, grinning at them
both (Travers 2016a).

And in ,,;The New One”:

Beaks and Claws! Of course you will. By the time the week’s out you won't re-
member a word of it — what you are or where you came from!” Inside her flan-
nel petticoat Annabel was kicking furiously. “I will! I willl How could I forget?”
“Because they all do!” jeered the Starling harshly. “Every silly human, except -”
he nodded his head at Mary Poppins — “her! She’s different, she’s the Oddity,
she’s the Misfit -=” (Travers 2016b: 135).
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Both quoted excerpts emphasize the uniqueness of Mary Poppins, who de-
fies the laws of growing up. Unlike Mr. Inkblot, who continuously abandons
and returns to early childhood, she unchangeably remains in several stages of
development at the same time. Mary Poppins seems to be young and old at
once, she integrates adult and child features. (“I don’t know about you -” she
says in response to the Starling’s sighing over the flow of time. - “but I'm quite
as young as I was, thank you!” [Travers 2016b: 143]).

Mr. Inkblot, Mary Poppins and Pippi Longstocking alike oscillate between
adulthood and childhood. As fool figures, they “fix the very moment of transi-
tion and a change, a change of two powers and two truths, old and new, dying
and emerging”?’. All three embody ,the playing boy of Heraclitus who pos-
sesses the supreme power in the universe” (Bakhtin 1984: 82). Consequently,
they may be interpreted as fools of the world of children’s literature: mischie-
vous and disobedient, unpredictable children in power - the kings of misrule.

REFERENCES

Bakhtin, M. 1990. Teopuecmeso Pparcya Pabne u HapooHas kynomypa cpeoHesexosvsi u Pe-
Heccarca. Moscow: Xyo>KeCTBeHHaA IUTepaTypa.

Bakhtin, M. 1984. Rabelais and His World. Bloomington: Indiana University Press.

Bakhtin, M. 2008. The Dialogic Imagination: Four Essays. C. Emerson, M. Holquist, trans.
Austin: University of Texas Press. Kindle Edition.

Bergsten, S. 1978. Mary Poppins and Myth. Stockholm: Almqvist & Wiksell International.

Brzechwa, J. 1993. Pan Kleks. Akademia. Podréze. Tryumf. Warsaw: Polski Dom Wydaw-
niczy.

Edstrom, V. 1992. Astrid Lindgren. Vildtoring och ligereld. Stockholm: Raben & Sjogren.

Grilli, G. 2007. Myth, Symbol and Meaning in Mary Poppins: The Governess as Provocateur.
London and New York: Routledge.

Huff, J. L. 2001. A “Horror of Corpulence”: Interrogating Bantingism and Mid-Nineteenth-
-Century Fat-Phobia - ].E. Braziel, K. LeBesco, eds., Bodies Out of Bounds: Fatness and
Transgression. Oakland: University of California Press 39-59.

Kéreland, L. 1999. Modernismen i barnkammaren. Barnlitteraturens 40-tal. Stockholm: Ra-
ben & Sjogren.

Lindgren, A. 2015. Pippi Longstocking. E. Hurup, trans. Oxford: Oxford University Press.

Lindgren, A. 2015. Pippi Longstocking Goes Aboard. M. Turner, trans. Oxford: Oxford Uni-
versity Press.

Lindgren, A. 2014. The Children of Noisy Village. S. Beard, trans. Oxford: Oxford Univer-
sity Press.

Nikolajeva, M. 2002. The Rhetoric of Character in Children’s Literature. Lanham: Scare-
crow Press.

" The quoted excerpt has been omitted in the English translation. In the original the
full sentence reads as follows: “Bce a1n Tonorpaduueckie o6paspl cTpeMmInch sapu-
KCHPOBATh MIMEHHO CaMblil MOMEHT IIepeXofia M CMeHbI — CMEHBI [IBYX BIIacTell U ABYX
IpaBf, CTapoIi ¥ HOBOIA, yMypalolieil u poxxpaomeiics.” (Bakhtin 1990: 95).

Filoteknos 9.indb 289 2019-09-20 12:48:38



290 Anna Maria Czernow

Sullivan, M. A. 1981. Peter Breugel the Elder’s Two Monkeys: A New Interpretation — The
Art Bulletin, 1, 114-126.

Sznajderman, M. 2000. Blazen. Maski i metafory. Gdansk: stowo/obraz terytoria.

Travers, P. L. 2016. Mary Poppins: The Original Story. London: HarperCollins. Kindle Edition.

Travers, P. L. 2016. Mary Poppins Comes Back. London: HarperCollins.

Travers, P. L. 2016. Mary Poppins Opens the Door. London: HarperCollins.

Travers, P. L. 2016. Mary Poppins in the Park. London: HarperCollins.

Willeford, W. 1969. The Fool and His Scepter: A Study in Clowns and Jesters and Their Au-
dience. Evanstone: Northwestern University Press.

Filoteknos 9.indb 290 2019-09-20 12:48:38



Filoteknos, vol. 9 « 2019 « DOI: 10.23817/filotek.9-20

MICHAYL, WOLSKI ORCID: 0000-0003-1563-8878
Uniwersytet Wroctawski

This Game of Mine. Children’s Reaction to War
in Video Game This War of Mine

Abstract: The article aims to analyze video game This War of Mine with The Little
Ones DLC from the perspective of children characters. It argues that the game pro-
vides a double role reversal, which determines player’s ethical approach. The first
reversal is based on the well-described mechanism of procedural rhetorics and
consists of assuming the role of a victim of war rather than a warrior or a warmon-
ger. The second reversal is established by forcing player to create an environment
in which a child can be safe and play. In doing so, the player has to proactively
maintain an illusion of control - the very thing the game itself constantly takes
from them, leading to the bitter afterthought that war is most certainly not a game.

Keywords: game, This War of Mine, ethical gameplay, children, hermeneutics,
war simulator

This War of Mine is a Polish war game developed by 11bit Studios and released
on November 14, 2014. The titular conflict takes place in a fictional country
of Graznavia (city of Pogoren), but it was inspired by an actual event — Siege
of Sarajevo during the Bosnian War in the early 1990s. The game was received
very well and won multiple awards, including Games for Change 2015 for Best
Gameplay. (McWhertor 2015) 11bit Studios also uses this game to raise funds
for War Child Charity, which works to support children refugees from Syria.

Unlike most of the war games available on the market, it focuses on a civil-
ian perspective rather than a soldier’s one; the goal is to ensure a survival of
a group of non-combatants caught in the war zone. The game offers multiple
scenarios which are random to a certain point. Ultimate number of charac-
ters, their identities, events, locations, and playtime - everything randomizes
each time player starts a new scenario. As it would be the case in an actual war,
player cannot be certain of anything.

Surviving is not however the sole purpose of the game. A little less obvious —
but far more important one - is to create the emotionally realistic war experi-
ence. It is mostly delivered by creating a gamework and environment support-
ing ethical gameplay, in which the player must make difficult choices and deal
with their consequences.

Filoteknos 9.indb 291 2019-09-20 12:48:38



292 Michat Wolski

This is a perfect example of a wicked problem, because it offers imperfect infor-
mation without clear outcomes. Lastly, he suggested designing technology such
that players cannot save a particular state or start over from a certain point.
This is exactly the mechanism employed in [This War of Mine] when the play-
able character cannot be respawned. If a player chooses to restart the game,
the conditions are different each time. This means that the same gameplay can
never be repeated. (Kors et al. 2016: 8)

Game mechanics introduce two types of player’s activities. During daytime,
the player controls multiple (up to four) characters living in their shelter, repre-
senting various genders, ages and social statuses, trying to adapt the location to
their needs, eat, sleep, gather water and so on. At night, one of these characters
must go out scavenging for resources like food or wood in more or less danger-
ous areas, in which certain ethically challenging events may occur.

When playing the game we noticed that some of the game constraints put pres-
sure on the player to make decisions which contribute to the emerging narra-
tive of the gameplay. The game informs the player regarding their characters’
needs. They may be hungry, sleepy, injured, or depressed, and depending on the
fulfilment of these needs, the characters may live or die, they may be more or
less efficient in the activities that they engage with. [...] These constraints turn
small everyday decisions in life and death decisions, leading to the rhetorical
procedure of a survival game. The message that the game thus sends is that life
is difficult during wartime and details regarding time and resources manage-
ment become to have a high importance for civilians, that food and safety may
turn common people into killers or victims. The narrative component of the
game together with the procedural rhetoric based on the games’ affordances
creates difficult choices for the players. (Toma 2015: 213)

The most important issue is, the game does not actually reward good and
noble deeds (they may pay off, but it does not happen often), forcing player to
bear the cost of both good and bad decisions (mostly in resources and/or in
mental well-being of the characters). Overall, This War of Mine “delivers a sad-
dening and profound experience of war, famine, murder, suicide and failure,
bringing the player closer to its victims, which are similar to them, thus hav-
ing the potential for becoming a counter pedagogy of war” (Toma 2015: 216)

This goal is supported by the music and the graphic design of the game.
“The game looks like a platformer at first glance, but it is much more nuanced
than that” (Hall 2014) Using 2D environment may be perceived as overall sim-
plistic and unrealistic, but the graphics are crucial in the process of shifting
player’s perception from visual to emotional. “Everything seems to be drawn
with dark pencil. If any colors appear, they are pale and dim, as well as the
characters met by the player during gameplay. They have dirty faces, messed
up hair, lax facial hair and fatigued clothes. Characters’ appearance emphasiz-
es the togetherness in the time of war, in the situation when all of past social
standards are gone and only survival counts”. (Bomba 2015: 90)
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On January 29, 2016, 11bit Studios released a paid DLC (downloadable con-
tent) for This War of Mine entitled The Little Ones, containing four new scenarios
and nine new playable characters, six of whom are children (which from now
on could also show up in previous scenarios). It creates a new gameplay and
moral possibilities, as player’s characters now not only need to ensure their own
survival, well-being and, eventually, physical and mental health, but also have
to take care of the same needs of the innocent and helpless child. This situation
provides a more difficult gameplay as well as extends player’s emotional burden.
To all possible difficult choices the player has to make, The Little Ones adds those
concerning children, such as leaving them alone in a shelter at night to scavenge
for necessary resources, risking that they will be attacked and hurt by raiders; or
spending time and effort playing with them to lighten their mood instead of e.g.
fortitying the shelter. As the lead game writer, Maciej Skora, points out: “If you
look up The Little Ones in the game perspective, how they [children] fit into the
equations, they really don't. They shouldn’t be there. They are a burden. Not a big
one. Not to the point of breaking the game because they can help a little bit but
they really don’t belong here”. (de Smale, Kors, Sandovar 2017: 14-15)

I argue that This War of Mine with The Little Ones DLC provides a double
role reversal, which determines player’s perspective and forces them into an
ethical approach to the game. The first reversal I have already invoked above
and it is based on the well-described mechanism of procedural rhetorics and
consists of assuming the role of a victim of war rather than a warrior or a war-
monger. The second reversal is established by forcing player to create an envi-
ronment in which a child can be safe and play. In doing so, the player has to
proactively maintain an illusion of control - the very thing the game itself con-
stantly takes from him. In this paper I would like to focus on the game’s imple-
mentation of the creative strategies which force the player to act against their
survival instincts.

In my opinion, one can divide these strategies into three categories:

- the story’, engaging the player on the intellectual level;

- the gamework model, engaging the player on the behavioral level;

— the axiological dilemmas, engaging the player on the emotional level,
therefore appealing to player’s sense of ethics.

This categorization loosely emulates the hermeneutic approach to game-
play described by Rafal Kochanowicz, who recognizes three steps of player’s
engagement: “playing in text” (using game interface to discover its plot, as
well as for entertainment purposes), “playing with text” (immersion into the
game and investment into characters’ moral or ethical dilemmas) and “play-
ing text” (using game mechanics to achieve better results or changing the rules

' I chose not to use the term ‘narration; as in game studies it may refer not only to the
textual aspects of a game (mostly as micro-narratives (Bizzocchi 2007: 7), but also — and
much more frequently - to the gameplay itself. In this case, I am more interested in the
characters’ backstories, which are textual in nature.
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with cheats or mods) (Kochanowicz 2012: 140). The third mode is rather ir-
relevant in our case. This War of Mine does not have any tutorial or save/load
mechanism which could be abused to replay certain stages of the game in or-
der to achieve a more desirable outcome? (which supports the effect of game’s
emotional realism). Conversely, any modifications made by the player could
completely overwrite or ignore virtually anything that makes this game the
counter pedagogy of war. In fact, any score-oriented gaming style may dimin-
ish or even disable the player’s ethical approach, therefore reducing potential
emotional investment. In such case, the game would be highly unsatisfactory,
as the primary goal is to help characters survive and there are no additional
points for ensuring the quality of their survival.

The “playing in text” and “playing with text” steps derive however from the
strategies categorized above, as in the first step player focuses on the story and
main goals (on behavioral and intellectual level), and then becomes invested
into characters and their well-being, at which point he has to make difficult
choices and deal with their repercussions. The game does very much to elevate
players to the second step as soon as possible, because only then its persuasive
measures will be most effective.

With that being said, let us examine those strategies in context of children
in The Little Ones DLC, where they are particularly effective.

1. STORY

Whether being in player’s characters” shelter from the beginning or joining in
the course of the game, the children characters bring unique backstories and
perspectives to the further game events. As I stated before, there are six of them:
Kalina, Misha, Sergei, Iskra, Ivano and Lydia. The former three are orphans or
lost children, the latter three come with adult guardians: father, grandfather, and
aunt accordingly. Despite not being orphans (or at least not fully), their physical
and mental health happens to be even more fragile than for the rest of the chil-
dren. All of them, however, present their background stories in a way connected
to the mood in the shelter; if morale is high, then their stories have more positive
vibe and are even a little lighthearted.

For example, Iskra tells about her, her dad, and their friend hiding from sol-
diers in the basement. If the morale is high, she says, “I don't really like this place,
but it’s better than our basement. It was dark and damp in there. And there were
rats living there. I hope there are no rats here. I'm afraid of rats. They are icky,
they climb over you when you are asleep, and they can bite you!™. Then, she fo-
cuses on her efforts to scare off the rat from their basement, and if mood in the

2 Although playing different scenarios many times helps with familiarizing oneself with the

game’s mechanics, which in turn results in more effective gameplay. (Toma 2015: 219)
* All dialogues from the game are cited from http://this-war-of-mine.wikia.com.
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shelter is still good, she says, “Our anti-rat barricade worked! That night the rat
retreated! We were victorious! I was so happy about it that I decided to share my
last bit of chocolate that I had been saving for my birthday. The next day the sol-
diers came and we had to leave our basement and look for another place to live.
I don’t know what happened to that rat” But when morale is low, the same parts
of the story sounds angrier and more depressing: “I hate this place! It has a base-
ment and rats live in basements! I hate rats! They are icky, they climb over you
when you are asleep, and they can bite you! I don’t want to stay here, I want to go
home’, and, “Our anti-rat barricade worked at first, but the following night the rat
broke through it. Rats are unstoppable. What was worse was that it stole the last
bit of chocolate that I was saving for my birthday. I felt so miserable. The next day
the soldiers came and told us to get out. They didn’t even give us time to take our
things. I hope that rat eats them”. Either version of the story is sad and traumatic,
but it is the tone that decides on how the player will eventually perceive it.

Every child in the game has some kind of foster story, which occurs during
wartime, but focuses on some other aspects of its life. For Iskra it is the tale of
fighting with the rat, for Lydia it is about her split family, Sergei talks about his
lost brother Oleg, and so on. Probably the most touching tale is that of Misha,
who speaks about being separated from his parents and living with his faithful
dog Roxy. One night Roxy’s barks woke up Misha and allowed him to hide from
a gang of raiders, who instead killed the dog (the description of dying Roxy is
more detailed when Misha’s mood is bad, as if he focused on his pain and trau-
ma). In final part of the story he says, “I buried Roxy with her bowl and her toys
and her blanket, and I marked the place on the wall. I didn’t know what to do,
so I waited. Then Daniel found me and took me with him. He said that Roxy is
in heaven for saving me, and that one day I'll see her again. I just wish she was
here, and my parents too. I have so much to tell them”, or alternatively, “I dug a
hole and put her in and I had to cover her with earth because that’s what you do.
Her paws were sticking out and I couldn’t bend them, so I brought sand from the
sandbox. Then Daniel came and took me with him. He said Roxy is in heaven
and promised to find my parents. But I think he lied. I think they’re with Roxy”.
Both variants underline the unjust death of an innocent being (the dog*), the
feeling of loss mutual to the loss of parents (the pessimistic variant even stresses
out that Misha believes them to be dead), but also the child’s apathy and inability
to take care of himself. The player realizes that Misha probably would not sur-
vive in the warzone if he did not run into his neighbor Daniel and, ultimately,
the player’s characters.

All those children’s stories prove that they cannot really grasp the very con-
cept of war and look for “foster” topics to describe their uneasy feelings about it.
According to the player’s activity, the traumatic experience of war may or may

* Misha’s story feels even more personal if the player’s character goes night scavenging to

St. Mary’s Church and finds Roxy’s grave; it is possible even in the standard version of
This War of Mine (without The Little Ones DLC), only then this finding lacks any context.
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not catch up to them (more on this issue later on). This outcome is mirrored by
the possible ending summaries describing characters’ vicissitudes after the war.
Children characters — unlike the adult ones - are unable to die or commit sui-
cide, but they can become so traumatized that they abandon the shelter, or live
through wartime to the ceasefire, and then — depending on the level of trauma -
they are scarred by the war for the rest of their lives or begin the slow recover-
ing process. For example, in case of Ivano the sad outcome means that, “His war
experiences caused Ivano to become very aggressive, particularly towards the
Grazni. Convinced that violence is the right way to solve all problems, he had
difficulties adjusting to school life and ended up in a reformatory school. Even-
tually he joined an extremist terrorist group”. However, the good ending says,
“Henrik did his best to alleviate the effects that the war had on Ivano. He paid
for professional psychological help and sent him to a good school. Ivano found a
way to express himself through street art, and became quite famous. Once a year
he lights a candle for his father by the Unknown Soldiers’ memorial in Pogoren”.
Either way, player has to deal with a compelling, uneasy story of a war orphan
that stresses children’s mental and physical vulnerability and susceptibility for
trauma, often leaving them broken and unable to live the regular life.

2. GAMEWORK

This War of Mine uses numerous strategies utilizing player’s gaming habits to
create an ethically challenging situations. Those strategies are mostly coded into
game mechanics, so they support and further develops the game’s persuasive
rhetorics brought in by storytelling aspects through engaging the player into
actions familiar to them from unusual perspective. That is because “[t]hrough
their interactivity, goal driven nature and various opportunities for role-tak-
ing, games already present a compelling toolkit for stimulating empathy.” (Kors
et al. 2017: 92) That being said, let us examine those mechanics and how they
create an ethical gameplay in regard to children characters.

As stated before, children in the shelter do not fit into the setting of the
game, and in goal-oriented perspective are a kind of liability. And yet there is a
limited usability of them regarding necessary works, such as keeping fire in the
furnace or manufacturing simple toys. They can even be taught to make meals,
firewood, water filters, and so on. However, they are considerably slower and
tire more easily than adult characters. It is important because the more they
work, the more sad they become, and their sadness drastically lowers morale
in the shelter; sad or depressed children cry a lot, and their crying is actually
one of the few sounds heard in the whole the shelter, which has a diminishing
effect on the player’s mood as well. Conversely, the same mechanic applies to
children’s laughter. So if the player manages to keep the child happy, it upholds
the spirits of other characters.
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Children’s well-being becomes therefore one of the player’s many concerns, if
not aiming to take care of good mood of their characters, then to prevent morale
from collapsing. Children may be a little helpful, but taking care of their activi-
ties is another task that has to be fulfilled in the narrow time window between
dawn and dusk in the game, while there often is need to provide help to oth-
er characters, upgrade the shelter, react to random events, and so on. An adult
character also has to, at least once a day, speak with the child (more than once
if it is sad), and they cannot be preoccupied in the meantime. There is also the
mechanism of bonding. Children tends to bond with their guardians or, if they
do not have any (like Kalina, Misha and Sergei), they start to call another char-
acter aunt or uncle. This person has greater influence on the child, i.e. can sleep
with it in one bed to comfort it. Problem is, when the said person has to be oc-
cupied elsewhere, i.e. go out scavenging, it makes child feel uneasy and worried.
When that person dies, the child becomes instantly depressed, and may even
abandon the shelter (as I stated earlier, children cannot die or commit suicide in
the game, but they can leave the player’s party).

All of this - as well as taking care of the shelter’s defenses, as children cannot
defend themselves and often get hurt during raids - forces the player to take into
serious consideration the well-being of any child character in the game. It is not
easy though, as there always has to be one adult character at least partially delegat-
ed to comforting the child. Dealing with many borderline situations the game pro-
vides may however make it impossible, as the major premise of This War of Mine
game mechanics remains unchanged in The Little Ones; conformist and egoistic
decisions may help retain resources crucial for maintaining physical health, but
undermine the mental stability. A child’s well-being is therefore an important part
of the moral dilemmas. Examples may vary: for instance, should player send one
of the characters to help rescue neighbors from collapsed building, they also risk
weakening the shelter’s defense during the night. The player might decide to scav-
enge for toys, which could improve a child’s morale, or they may collect firewood
instead, which would help keeping the shelter warm. This leads us to the most im-
portant aspect of This War of Mine: the lesson in morality.

3. AXIOLOGICAL DILEMMAS

As was stated several times before, This War of Mine provides numerous moral
dilemmas during one session, especially — but not exclusively — during the night
sequences. Therefore, the game “forces the player into ethical decisions, which
yields uncomfortableness. For example, the decision to steal resources from the
older couple leaves the player feeling uncomfortable and questioning herself, her
identity”. (de Smale, Kors, Sandovar 2017: 14) The Little Ones DLC stays true to
that goal; however, children’s participation in those decisions is limited by the
game’s mechanics. Children cannot go scavenging at night, and when there is
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a kind of a moral dilemma in the shelter (as, for instance, whether to give some-
body food or to help rob an elderly couple), the youngest characters cannot in-
teract with a person presenting the dilemma (they are asked to call an adult). So,
although moral decisions have a significant impact on children in the game, they
rarely involve children directly.

It was the designer’s deliberate choice not to include the youngest characters
in the game without facing them with direct danger. As one of the designers
said, “If you start to kill children in a war game it stops to be an action game,
right? It becomes a slaughterhouse. That’s not what you want to achieve. On
the contrary, in our game you have children but they cannot be killed as well.
Because we didn’t want to make it a gore game.” (de Smale, Kors, Sandovar
2017: 14) Killing or hurting the children - even by accident - is considered by
our culture as an ultimate evil and a sourc of great distress, and it was a con-
scious effort on the part of the game designers to spare the player such experi-
ences. Therefore, if children are somewhat involved in moral dilemmas, they
are mainly non-player characters met in certain circumstances and/or in cer-
tain locations. For example, in some scenarios the city’s central square is a snip-
er junction, where the player’s character can meet a shot and wounded man. By
helping him get out of the sniper’s range, player discovers that he is in fact the
father of an infant baby crying alone in a building nearby. Thus, through ethi-
cal gameplay, player can experience the horror of taking care of an infant in the
war zone. It is one of the numerous occasions in which the game “do not only
ask[s] players to empathize with certain game characters, they also present the
player with arguments that might cause one to think and feel differently about
the people, events or situations”. (Kors et al. 2016: 12)

The most shocking aspect of this scenario is that said infant cannot really
grasp its situation and reacts with fear and crying. But not only the infants are
unable to fully understand the reality of war. The game’s counter pedagogy of
war concerning children is located in interactions with the youngest characters
instead of in mechanics. To put it simply, the player focused on ethical game-
play can witness several dialogues between adult and children characters, in
which the latter try to understand some aspects of the war, asking about when
the fights would stop, who makes all the bombs, or is it cool to be a sniper. The
adult’s answers are mostly oriented to sensible approach to war, and can serve as
a pedagogical example of rationalizing and explaining tough topics to children,
in particular, when the game aims to collide cruelty of war with child’s inno-
cence. This aspect of the game may be not interactive and therefore less persua-
sive (Sicart 2009: ix), but it supports the overall anti-war message.

* % %

As Martjin Kors et al. pointed out, video games often have both the oppor-
tunity and the responsibility to increase knowledge, sensitivity, and - finally —
morality of their players.
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In addition to becoming instrumental tools for institutional goals, videogames
can also disrupt and change fundamental attitudes and beliefs about the world,
leading to potentially significant long-term social change. I believe that this power
is not equivalent to the content of videogames [...]. Rather, this power lies in the
very way videogames mount claims through procedural rhetorics. Thus, all kinds
of videogames, from mass-market commercial products to obscure art objects,
possess the power to mount equally meaningful expression. (Kors et al. 2016: 6)

This War of Mine and its DLC, The Little Ones, took this opportunity very se-
riously, creating a unique, uneasy, and highly ethical game experience. This is in
particular supported by said DLC and the introduction of the children charac-
ters, further advancing the designers’ anti-war agenda. “Moreover, as it delivers
a both realistic and frustrating experience, the game proposed a continuous re-
evaluation of our deeds, the message of the game turning to be more relevant than
our skills as players” (Toma 2015: 215) Although the game does not put children
directly in danger, as they cannot be killed nor injured by the player, the specific
adolescent perspective implemented into the story, the gamework, and the moral
dilemmas in a compelling and convincing way reinforce the game’s overall mes-
sage — one that war is most certainly not a game (Toma 2015: 215).
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Zabawka jako historyczny artefakt
w niemieckiej literaturze i kulturze dzieciecej

Abstrakt: Artykul przedstawia istote i role zabawki jako kulturowego artefaktu,
(w tym lalki i pluszowego misia) widzianego oczami najmlodszych §wiadkow
historii Holokaustu. Zagadnienie to zostanie naswietlone z perspektywy histo-
rycznej oraz z punktu widzenia rozwoju emocjonalnego dziecka i bedzie sie
odwotywa¢ do przykladéw niemieckiej literatury dzieciecej. Korpus tekstow
ma za zadanie ukaza¢ jak prosta zabawka staje si¢ rOwnorzednym bohaterem,
trwalg istota fabuly, osobnym watkiem wyluskanym z zakamarkéw pamieci
i ingredientem historycznoliterackim.

Abstract: The paper focuses on the essence and the role, which toys such as
a doll or a teddy bear play as cultural artifacts in German children’s literature.
The toys I will be describing play an important role in texts about children, who
witnessed Holocaust. I will investigate this issue from a historical perspective
and from a point of view of emotional development of a child. I intend to show
that toys, brought from memories of the past, become as important for the sto-
ry as child protagonists, build an integral art of the story throughout the narra-
tive, and symbolize a particular historical event in the literary context.

Stowa kluczowe: artefakt historyczny, literatura dziecieca, zabawki i Holokaust

Keywords: historical artifact, children’s literature, toys and Holocaust

Nie nalezy wstydzi¢ si¢ zabawy. Nie ma zabaw dziecinnych.
Niestusznie méwig doroéli, a za nimi powtarzajg zarozumialscy:
»Taki duzy, a bawi sie jak dziecko. Taka duza — bawi si¢ jeszcze lalkami”

Janusz Korczak!

Janusz Korczak dywagowal w Prawidlach Zycia, iz istotny nie jest rodzaj za-
bawy, ale odczucia i mysli dziecka majace miejsce w jej trakcie oraz rozumna,
ciekawa i fantazyjna forma podejscia do niej (por. Korczak 1988: 52), a takze
bogata wyobraznia i wlasna inicjatywa zapewniajaca dziecku poczucie szcze-

! Cytat pochodzi z: Korczak 1988: 52.
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$cia (por. Baluch 1998: 43). To podejscie wielkiego pedagoga nie ujmuje zna-
czeniu zabawy, nie umniejsza jej istoty i roli, nie ogranicza jej wiekowo.

Wspolczesnie wielu badaczy ludycznosci, historykéw wychowania, pe-
dagogow, psychologdw zajmuje si¢ interdyscyplinarnymi rozwazaniami wla-
$nie na temat zabawy jako ,uniwersum dziecka” (Maciejewska-Mroczek
2012: 91) - réwniez o statusie kategorii uniwersalnej (Por. Kusio 2017: 22) —
ktdrej nieodlgcznym atrybutem jest zabawka® oraz jej sposobem ,,funkcjono-
wania w kulturze, szczegélnie w perspektywie historycznej, antropologicznej
czy socjologicznej” (Maciejewska-Mroczek 2012: 90). Zabawka przenikajac
w naturalny sposob do literatury (takze dziecigcej) i ikonografii stala sie, jak
twierdzi Grzegorz Leszczynski, kanonicznym rekwizytem i ,,ikong dziecin-
stwa” (Leszczynski 2006: 51).

Skoro, jak pisze Przemystaw Czaplinski, ,,[...] Zaglada wylonita si¢ z zycia
rodzinnego i szkolnego, z elementarzy i gazet, z rozméw towarzyskich i wie-
cow publicznych, z zabawek i przedmiotéw codziennego uzytku® (Czaplinski
2009: 201), to wlasnie dlatego migdzy innymi lalka czy tez pluszowy mi$ po-
przez swoja ,polimorficzno$¢ gatunkows jako rzecz/narzedzie i artefakt” (Mu-
niak 2012: 16) (w tym przypadku historyczny) uswiadamiajg bezposrednia,
egzystencjalng wspoétzaleznos¢ przedmiotu wobec istoty ludzkiej, a w omawia-
nym kontekscie dziecka Holokaustu staja si¢ ,,figurami ludzkich losow” (Wéj-
cik-Dudek 2016: 32), stanowigc istotng ,,egzemplifikacje danego momentu hi-
storycznego” (Kabacinska 2010: 127). Zabawki jako rzeczy ,wyznaczajg czgsto
centrum narracji’ (Czaplinski 1999: 207), sg istotniejsze niz sama fabufa, nad
ktdra niejednokrotnie dominuja.

Przytoczony tu cytat Korczaka stal si¢ naczelnym mottem wystawy’ zorga-
nizowanej przez Instytut Yad Vashem pod tytulem Kein Kinderspiel. Kinder im

2 Do badan naukowych na temat roli i funkcji zabawki przyczynily si¢ publikacje: ,,Zaba-
wy i Zabawki. Studia antropologiczne” - czasopismo wydawane przez Muzeum Zabawek
i Zabawy w Kielcach oraz monografie i prace wieloautorskie: . Bujak, Zabawki w Europie.
Zarys dziejow - rozwoj zainteresowari, Krakow 1988; R. Kantor, Powaznie i na niby. Szkice
o zabawach i zabawkach, Kielce 2003; M. Marchewa-Pichlinska, Co dorosly o zabawce
wiedzie¢ powinien, Warszawa 1987; T. Lewinska, Kolorowy swiat zabawek, Kielce 1995;
G. Leszczynski, Kulturowy obraz dziecka i dzieciistwa w literaturze drugiej potowy XIX
iw XX w. Wybrane problemy, Warszawa 2006; K. Kabacinska, Zabawy i zabawki dzieciece
w osiemnastowiecznej Polsce, Poznan 2007; A. Mysliwiec, Problematyka zabaw i zabawek
w ksiegozbiorze biblioteki Muzeum Zabawek i Zabawy, Kielce 2007; Dawne i wspétczesne
zabawki dziecigce, red. D. Zotadz-Strzelczyk, K. Kabacifiska, Poznan 2010; D. Zoladz-
-Strzelczyk, K. Kabacinska-Luczak, I. Gomulka, M. Nawrot-Borowska, Dzieje zabawek
dziecigcych na ziemiach polskich do poczgtku XX wieku, Wroctaw 2016; Zabawka - przed-
miot ludyczny i obiekt kolekcjonerski, red. D. Zotadz-Strzelczyk, K. Kabaciniska-Luczak,
Poznan 2016; Zabawa i zabawka. Konteksty, wartos¢, znaczenia, red. B. Bilewicz-Kuznia,
Lublin 2017 i inne opracowania cytowane w artykule.

»Moje pogodne dziecinstwo skonczyto sie 1 wrzesnia 1939. Zabawki z czasdéw II wojny
$wiatowej”. To tytul innej wystawy zorganizowanej w 2011 roku w Muzeum Zabawek
w Kielcach, ktorej przedmiotem byly zabawki ocalate z czaséw wojennych.
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Holocaust - Kreativitit und Spiel (No Child’s Play). Jej poklosiem jest niewiel-
ka, lecz bardzo cenna publikacja z 2007 roku Three dolls ilustrujaca losy trzech
dziewczynek z Polski, Wegier i Francji, ktore przetrwaty w réznych okoliczno-
$ciach Holokaust. Ich nieodfgcznym atrybutem pozwalajagcym stworzy¢ sobie
inng od otaczajacej je rzeczywistos¢ byly lalki, pelnigce tu zasadniczo funk-
cje konsolacyjnag?, ktore staly sie symbolem indywidualnych (por. Abramski
2007: 6) kolei losow dzieci i formg wyrazu ich instynktu przetrwania.

W relacji jednej z nich, Zofii Zajczyk-Rosner urodzonej w 1939 roku
w Warszawie, przesiedlonej do warszawskiego getta®, wykonana wlasnorecznie
przez jej matke lalka Zuzia pelnita funkeje socjalizacyjng (por. Kabacinska-Lu-
czak 2016: 246), stajac sie zantropomorfizowang towarzyszka dnia codzien-
nego podczas nieobecnosci matki uwiklanej w przemyt. W odbiorze matej
dziewczynki ta do$¢ prymitywna i niedoskonata (por. Cieslikowski 1985: 313)
w formie zabawka stala si¢ namiastka osoby, zaspokajajaca potrzeby emocjo-
nalne (por. Kopczynska-Sikorska 1983: 261), na ktéra bohaterka ,przelewa
swoje opiekuncze uczucia® (Baluch 1998: 43), troszczac si¢ o nig i martwigc
z powodu jej zbyt ciemnych wloséw oraz malo aryjskiego wygladu. To zna-
ne jej doswiadczenie wyzwala u Zosi zachowania altruistyczne, wrazliwo$¢ na
krzywde i umiejetno$¢ niesienia pomocy® towarzyszce. Przezorna dziewczyn-
ka ukrywa lalke pod materacem wyjasniajac otaczajacy $wiat i grozace niebez-
pieczenstwo: ,Kochanie powinnas sie tutaj ukryc¢, ,Nie powinna$ glosno pta-
ka¢. Ustyszg cig; ty masz ciemne wlosy, to zle sie skoniczy dla ciebie” (Abramski
2007: 25). To spersonifikowanie zabawki dowodzi stusznosci tezy Jurijego Lot-
mana, ktéry zakladal, iz:

»lalka moze przenosi¢ w sfere zabawy i wyobrazni nie tylko elementy material-
ne [...], ale i elementy zachowania: lalka nie musi méwi¢ — bawigcy si¢ mowi
i za nig, i za siebie; nie musi si¢ porusza¢é — moze leze¢ bez ruchu, bawiacy sie
za$ bedzie udawal, ze lalka chodzi, biega lub lata” (Lotman 1978: 49).

Zachowanie jej wlascicielki mozna postrzegac jako istotny czynnik psycho-
logiczny i mechanizm obronny ,,przeniesienia” wtasnych lekéw na zabawke.

Gdy podczas szmuglu Zosi na aryjska strone okazuje sig, iz w piwnicy po-
zostala jej ukochana lalka, przemycajacy ja mezczyzna zostaje zmuszony do
powrotu po zgube. Ttumaczac si¢ matce z ryzykowania swojego i jej wybawcy
zycia, dziewczynka stwierdza: ,Nie mozna zostawia¢ wlasnej corki na pastwe
losu™. Skromna lalka Zuzia staje si¢ realnym uczestnikiem wydarzen II woj-
ny i przedmiotem szczeg6lnym, odzwierciedlajacym istotny kontekst spotecz-
no-historyczny oraz otaczajaca dziecko rzeczywistos¢. Lalka pomaga Zofii

* Funkcja konsolacyjna polega na dziataniach o charakterze pocieszajacym, podnoszacym
na duchu.

* http://www.yadvashem.org/yv/de/education/lesson_plans/no_childs_play.asp (21.03.2018).

¢ Por. Zoladz-Strzelczyk, Kabacinska-Luczak, Gomulka, Nawrot-Borowska 2016: 276.

7 http://www.yadvashem.org/yv/de/education/lesson_plans/no_childs_play.asp (21.03.2018).
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w nieréwnej walce z samotnoscig, zimnem i glodem (por. Abramski 2007: 30)
w zamieszkiwanej przez nig i matke piwnicy. Zabawka jest w tym przypad-
ku historycznoliterackim ingredientem przyjmujacym charakter réwnopraw-
nego wspoluczestnika dziatan. Nie nalezy jej zatem postrzega¢ jako jedynie
zwyklej dziecigcej zabawki, ktorej przypisywana jest najczesciej funkcja edu-
kacyjna czy tez bezinteresowna, autoteliczna (por. Kusio 2017: 21). Niepozor-
na lalka, wabigca do przytulnego $wiata dziecinstwa (por. Lotman 1978: 50),
przywodzi wspomnienie przedwojennego luksusu i $wiadczy mimo kontek-
stu Zaglady o ,,dziecigcosci bohateréw” (Wojcik-Dudek 2016: 273). Posiadanie
zabawki w okresie wojny to niewatpliwie unikatowe zjawisko, niedo$cignio-
ne marzenie, symbol dziecinstwa, rzadki wyroéznik, ktorego nie kazdy mogt
doswiadczy¢®. Jej powszechny brak rekompensowano sobie dzieki wyobraze-
niom o nich.

Opisy dziecigcych zabaw obrazujace brutalne realia wojny (zabawy w la-
panki, rozstrzeliwania) unaoczniaja zaburzone postrzeganie rozumienia rze-
czywisto$ci (por. Witek-Malicka 2013: 101), zacieraja granice migdzy zabawa
dorostych i dzieci (por. Leszczynski 2006: 146) i wpisujg si¢ w kategorie mimi-
cry oznaczajacg nasladownictwo oraz odgrywanie jakiejs roli’.

Ciekawy watek biograficzny $ledzimy za sprawa ksigzki Gardy-Kithe Ru-
der Holocaust im Geddchtnis einer Puppe. Unterwegs auf Lebensspuren von und
mit Inge Auerbacher (2006). Autorka przedstawia historie matej zydowskiej
dziewczynki (Inge Auerbacher) i jej lalki, ktérej obecno$¢ pozwolita przetrwac
deportacje oraz trzyletnie ,,pieklo KZ Theresienstadt i sta¢ si¢ glosem 15000
zamordowanych dzieci” (Ruder 2006: 33). Stworzona w istniejacej do dzisiaj
manufakturze ,,Schildkrot” lalka o czysto aryjskiej urodzie miata stanowi¢ od-
zwierciedlenie idealéw czasu jej powstania, demonstrowa¢ hasta III Rzeszy
oraz upamietnia¢ Letnie Igrzyska Olimpijskie w 1936 roku w Berlinie'’. Pa-
radoksalnie lalka Marlena", gloryfikujaca posrednio nazizm, staje si¢ najbliz-
szym powiernikiem sekretow, protektorem zydowskiej dziewczynki, motywa-
torem do zycia i nadziejg na nowg rzeczywisto$¢. ,,Ona zawsze byla przy moim
boku, nikt nie moégt nas rozdzieli¢. Wspieraly$my si¢ wzajemnie w naszym
strachu. [...] Tylko ona zna moje tajemnice [...]” (Ruder 2006: 33).

# O odebranej i niezaznanej w obozowym dziecinstwie mozliwoéci zabawy czytamy we
wspomnieniu Urszuli Koperskiej, jednej z 12 bohaterek ksiagzki Sylwii Winnik Dziewcze-
ta z Auschwitz. Glosy ocalonych kobiet: ,, A my$my si¢ niczym nie bawili. Woké? byta gota
ziemia. Bez jednego drzewa czy zdzbla trawy”. Cyt. za: Montean-Pankow 2018.

® Francuski filozof i etnolog Roger Caillois w ksigzce Zywiol i fad (przel. A. Tatarkiewicz,
Warszawa 1973) dokonat klasyfikacji zabaw i stworzyt kategorie: ilinx, mimicry, alea i agon.

19 O historii olimpiady pisal angielski dziennikarz i historyk Guy Walters w wydanej w roku
2006 ksigzce Igrzyska w Berlinie. Jak Hitler ukradt olimpijski sen (polski przektad ukazal
sie w 2008 roku nakltadem wydawnictwa Rebis).

" Lalka zostata wystawiona w Muzeum Holokaustu w Waszyngtonie, a Giora Gerzon na-
krecit film edukacyjny The Olympic Doll inspirowany do$wiadczeniem Inge Auerbacher
i ofiar Holokaustu.
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Lalka przybiera w historii Inge Auerbacher funkcje ,,autoteliczng — pozwa-
lajaca na wykorzystanie spontanicznego aktu zabawy” (Kabacinska 2010: 131)
w celu zaznania uczucia cho¢ chwilowego odprezenia, zapomnienia i radosci
osadzonego w trudnym, historycznym kontekscie rozdrapanych wspomnien,
ktoérych bohaterka'? nigdy nie wyrzucita z pamieci.

Echem podobnych, autentycznych historii jest oparta na faktach powies¢
dla dzieci i mtodziezy Mirjam Pressler Malka Mai, ktérej tlem sa wydarzenia
roku 1943 oraz losy zydowskiej rodziny, matki i jej dwdch corek uciekajacych
pieszo przed okupantem przez Karpaty na Wegry.

Choroba 7-letniej Malki zmusza matke do pozostawienia cérki w domu
obcych ludzi. Fakt ten przeklada si¢ na pdzniejszg odyseje dziewczynki skut-
kujacg utratg tak niezbednej z matka relacji, nieodzownej nie tylko do za-
spokojenia potrzeb uczuciowych, lecz wiez warunkujaca prawidlowy roz-
woj emocjonalny dziecka bedacy gwarantem pelnowartosciowej osobowosci
(por. Lopatkowa 1989: 15).

Malka Mai na krotko przed ucieczky z domu zabiera podczas wspdlnej za-
bawy z niemiecka kolezanka Veronica Schneider jej lalke i wchodzac w posia-
danie szmacianej Liesel’ o z6itych wlosach i niebieskich oczach, biatej koszu-
li nocnej i zielonej bieliznie tworzy z nig silng relacje rozrastajaca si¢ w trakcie
samotnego pobytu Malki w getcie. ,,Zabawka $wiadczy o dziecku, jest wyra-
zem jego charakteru” (Muniak 2012: 143) - twierdzi Radostaw Filip Muniak.
Malka okazuje si¢ silng dziewczynka, potrafigcg stawic czota zyciu w getcie
i walce z gtodem, zimnem i chorobami. Skromnie wygladajaca Liesel nabie-
ra wyrazu i znaczenia za sprawg temperamentu i osobowosci oraz wyobrazni
jej wlascicielki zyskujac przez to charakter podmiotowy (por. Marchewa-Pi-
chlinska 1987: 8).

W chwilach zwatpienia, bolu i strachu przed nazistami Malka ,,egzorcy-
zmuje paralizujace [...] leki” (Wojcik-Dudek 2016: 274), kontrolujac obec-
nos¢ lalki w kieszeni i upewniajac sie o jej istnieniu. To forma dodania so-
bie otuchy, by zniwelowa¢ poczucie samotnosci i bojazni. Malka trzyma sie
kurczowo lalki i przerzuca na nig wlasng potrzebe poczucia bezpieczenstwa.
W obliczu zagrozenia i niewoli Malka odtwarza zaobserwowane czynnosci
dorostego (por. Kielar-Turska 2001: 580), ,gra wobec zabawki role matki
(opiekunki)” (Leszczynski 2006: 58), ubiera Liesel, ktadzie ja do snu i szuka
przy niej utraconej bliskosci. Wysoka goraczka wywoluje u Malki pods$wia-
domie negatywne emocje oraz halucynacje prowadzace do animizacji Liesel
pod postacia niemieckiej dziewczynki wyrazajacej swdj antysemityzm i rzu-

12 Inge Auerbacher uczestniczy w licznych spotkaniach autorskich, na ktérych opowiada
mlodziezy o swoich wspomnieniach, ktére opisata m.in. w: Ich bin ein Stern (oryg.: I Am
a Star: Child of the Holocaust).

3 Charakteristik der wichtigsten Figuren des Romans »Malka Mai« von Mirjam Pressler. —
https://www.beltz.de/fileadmin/beltz/downloads/material/Figurencharakteristik%20
Malka%20Mai.pdf, (23.03.2018).
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cajacej w nig kamien. Ozywiona lalka przypomina zachowania jej kolezanek
z przesztosci.

W sytuacji, gdy Malka jest pod opieka dorostych, w towarzystwie ktérych
czuje sie pewnie i bezpiecznie, Liesel traci na znaczeniu. Pozostawienie lalki
w jednym z odwiedzanych doméw oraz swiadomos¢ jej utraty dotyka Malke
tak gleboko, iz sytuacja wydaje si¢ jej ,nie do zniesienia, gorsza niz wszystko,
co przezyta do tej pory. [...] Nie mogta sobie przypomnie¢, kiedy tak ostatnio
plakala” (Pressler 2001: 183; ttum. wlasne). Pociesza ja jedynie wyobrazenie,
iz Liesel, z ktora Malka identyfikuje sie w tej chwili, postanawia powrdci¢ do
domu, do swojej pierwotnej niemieckiej wlascicielki, gdzie z pewnoscig zazna
bezpieczenstwa i ciepla. ,Tam masz wlasne 16zko i mozesz cieplo i przytulnie
spac. Tam jest wystarczajaco jedzenia. Tam mdwi si¢ po niemiecku” (Pressler
2001: 196; tlum. wlasne). Malka rozstajac si¢ w ten sposob duchowo z ozy-
wiong lalka zyczy jej lepszego losu i ostatecznie zegna z towarzyszka tulaczej
odysei.

W przytoczonych tu autentycznych relacjach oraz wspomnieniach bohate-
réw i na pozdr nieco odrebnych biografiach dziecigcych doswiadczen Zagtady
ich pamiec staje si¢ nad wyraz wymowna i wspolna.

W krétkometrazowym filmie Jochena Alexandra Freydanka Spielzeu-
gland z 2007 roku (Kraina zabawek), jego gtéwny bohater, Heinrich w obliczu
wydarzen II wojny $wiatowej pragnie wyjecha¢ podobnie jak jego zydowski
przyjaciel Dawid do tajemniczej i wyjatkowej ,, Krainy zabawek”. Jest ona nie-
opatrznym wymyslem matki, ktéra probuje wyttumaczy¢ synowi nagly wy-
jazd jego zydowskiego sgsiada. Heinrich podczas ucieczki z domu i w pogoni
za deportowanym przyjacielem gubi pluszowego misia, dotychczasowy obiekt
przywiazania, pofaczenia dwdch réwiesniczych charakteréw i osobowosci, po-
zytywnych emocji dziecka, doznanej milosci (por. Kielar-Turska 2001: 580).
W kulminacyjnym momencie historii, w ktérej losy zydowskiego i niezydow-
skiego bohatera zostaja rozdzielone, mis staje si¢ synonimem rozlaki, utra-
ty tozsamosci, zagubienia, odcigcia si¢ od dotychczasowej wspdlnoty (naro-
dowej) (por. Maciejewska-Mroczek 2012: 74). W tej perspektywie zgubiona
w poplochu przytulanka i jej maly wtasciciel bedacy $wiadkami tapanki nie
identyfikuja si¢ z oprawca, ktdry zatrzymuje rodzing Davida Silbersteina.

Gléwnym narratorem i centralng figura-zabawka ksiazki obrazkowej To-
miego Ungerera Otto. Autobiografia pluszowego misia jest spersonifikowany
pluszowy mis", ktéry opowiada swoja skomplikowang i bolesng histori¢. Bez
zbednych metafor, mistyfikacji w prostych i niewyszukanych sformufowa-
niach oraz obrazach mlody czytelnik doswiadcza relacji zestawionych ze soba
loséw zydowskiej i niemieckiej rodziny, ktérej tto stanowia narodowy socja-
lizm, motyw wojny oraz Holokaust. Otto amortyzuje trudne doswiadczenia

' Pluszowy mi$ nawigzuje do zabawki kilkuletniego Ungerera, ktora pisarz przedstawia we
wspomnieniach - Ungerer 2017: 18-19.
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i ciezar calej opowiesci, chociaz i jego los nie oszczgdza. Mis-autobiograf, pod
historig ktérego ukrywa si¢ sam autor'®, nakresla nam swoje zycie od momen-
tu ,,narodzin” w Niemczech w pewnym warsztacie (por. Ungerer 2011: b.p.), az
do sedziwego i statecznego wieku. Wizerunek Otto ewoluuje wraz z rozgrywa-
jaca sie w tle fabuta. Ungerer w tej chronologii wydarzen stygmatyzuje misia
poprzez fioletowa plame atramentu na chwile przed naznaczeniem jego kilku-
letniego wlasciciela Dawida z6tta gwiazdg. Zabawka targana przez zawieruche
historii wedruje z rak do rak, by ostatecznie zatoczy¢ koto i powrdci¢ do doro-
stego juz Dawida i jego niemieckiego przyjaciela Oskara.

Otto jest nie tylko ulubiong maskotka, $wiadkiem przyjazni i wydarzen
wojennych, lecz réwniez bohaterem poswigcajacym swe zycie dla innych oraz
sponiewierang ofiarg przemocy dzieci ladujaca w koszu na §mieci.

W ilustrowanych przykladach niemieckiej literatury oraz kultury dzie-
ciecej antropochodna lalka i zoomorficzny mi$'® zatracaja swoje pierwotne
znaczenie ludyczne, stricte zabawowe. Przytoczone tu teksty eksponujg isto-
te zabawek nieograniczonych jedynie do realizacji potrzeb spotecznych czy
tez sfery sentymentalnej (por. Leszczynski 2006: 59). Swiadcza one o egzy-
stencji doswiadczonych przez wiry historii ,osmalonych™” bohateréw dzie-
ciecych i osadzajg si¢ jako artefakty w przestrzeni pamigci reprezentujacej
»dtugi cien Zagtady”*®. Sledzgc biografie zabawek jako rzeczy (por. Kopytoff
2005: 249-274) doswiadczamy wielosci ich znaczen w tekscie, poniewaz moz-
na go czytac i interpretowac z wielu perspektyw (por. Czaplinski 1999: 209).
Przytaczane tu dwa rodzaje dzieciecych zabawek tworza hybryde wielora-
kich funkgji: spersonifikowanego, niewywyzszajacego si¢ partnera stojacego
na réowni z dzieckiem', pocieszyciela w potrzebie (por. Ruder 2006: 10), re-
prezentanta ,,czlowieka w fikcjach kulturowych” (Muniak 2012: 23), doroste-
go towarzysza zabawy, powiernika dzieciecych trosk i klopotéw, pozytywnej
retrospekcji minionych chwil w gronie rodzinnym, symbolu namiastki ro-
dziny, proby zachowania poczucia tozsamosci. Omawiane zabawki pelnigc
niejednokrotnie funkcje konsolacyjng oraz terapeutyczng jako forma wyra-
zu instynktu przetrwania wplywaja na rozwdj ,,psychiczny lub emocjonalny”
(Bujak 1988: 24) dziecka, sa gwarantem poczucia bezpieczenstwa oraz proba
stworzenia wyimaginowanej przestrzeni czy tez odmiennej rzeczywisto$ci.
Ten historyczny artefakt porusza gteboko warstwe zmystowa i metafizyczna
(por. Muniak 2012: 22) przedstawionych w artykule bohateréw literackich,
dajac przy tym mozliwos¢ wgladu w stan emocjonalny dzieci Shoah. Fantazja

> Tomi Ungerer opisuje swoje alzackie przezycia wojenne we wspomnianej ksigzce Die
Gedanken sind frei, nazywajac si¢ ,produktem tego czasu’, Ungerer 2017: 11.

16 Taki podzial stosuje w swoich badaniach, etnolog Ryszard Ziezio. Por. Zigzio 1997: 22-23.

17 To nawigzanie do tytulu opowiadan Irit Amiel Osmaleni, Swiat Literacki, Izabelin 1999.

18 Sformulowanie odnosi si¢ do tytutu ksigzki Feliksa Tycha Dlugi cieri Zagtady. Szkice hi-
storyczne, wyd. Zydowski Instytut Historyczny, Warszawa 1999.

19 Kabacinska-tuczak, Zotadz-Strzelczyk 2016: 7.
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i kreatywnos¢ $wiata wewnetrznego protagonistow warunkuje ich przezycie,
karmi ich wyobraznie i abstrakcyjne my$lenie*.

Zagubienie lalki czy tez pluszaka wplywa na dziecko destrukcyjnie, wigze
sie z utratg tozsamosci, dezorientacja, bolem, rozlaka, odcieciem si¢ od do-
tychczasowej wspdlnoty i znanych ideatow.

Zatem mozna konkludowa¢, iz zabawki jako artefakty i zarazem dziecigce
»rzeczy, podobnie jak ludzie gromadza w sobie czas, przemieszczajq si¢ i zmie-
niajg” (Kobiatka 2008: 231). Sa one kluczem do zamknietych w pamieci trau-
matycznych wspomnien, waznym uczestnikiem w dramacie istnienia i §mierci
konstytuujacym dziecigcego protagoniste i odzwierciedlajagcym przy tym kon-
tekst historycznoliteracki, kulturowy, duchowy i spofeczny.
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Abstract: The subject of this article is modern guides for good manners for
children, considered in the context of the idea of “great fun” of prof. Jerzy
Cieslikowski. This is an attempt to answer a question, wheter these publica-
tions, aimed mainly at the implementation of the child-care section, also fea-
ture a plaything element? By oscillating between postpedagogy and new didac-
ticism, they satisty the aesthetic needs of small audiences?
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»Mind your manners!” How boring! Instructions
such as ,be nice” and ,you can't do that’, later
changing to a more mature ‘it’s inappropriate, are
a nuisance not only to children. Poets turn a deaf
ear to such reprimands in mischievous agreement,
which proves again their alliance with children
against conventions of “adults”, especially when
they are such bores with their constant admoni-
tions (Cieslikowski 1985b: 375-376).

Professor Jerzy Cieslikowski, the author of the above statement, despite a cer-
tain degree of scepticism, was willing, under certain conditions, to recognize
the ludic potential of explicitly didactic works for children and include them
within the scope of big fun, the term used by him to refer to children’s folklore.
Bearing in mind that the ,,fourth” literature, writings for children, arose from
educational intentions, from the imperative to morally instruct minors, that ,,it
all started with moralization” (Cieslikowski 1985b: 364), Cieslikowski recog-
nized, especially in relation to the nineteenth century, the educational primacy
of such genres as fairy tale, nursery tale, and fable, which provide an explic-
itly expressed moral. At the same time, he noticed that they contain a record
of childhood offences, faults, and sins in addition to the proclaimed virtues of
diligence, piety, obedience, respect for the work and property of other people,
and philanthropy, codified according to the commandments of the Decalogue
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or the catechismal deadly sins, which from the perspective of two centuries has
undergone some adjustment due to a different model of upbringing (secular-
ism and democratism) but nevertheless remains ,basically valid to this day”
(Cieslikowski 1985b: 365).

However, the researcher was not interested in the ,,boring” factual content
of the poems with their warnings and admonitions. Instead, Cieslikowski in-
vestigated ,how to give artistic value to a literary work that serves an edu-
cational purpose” (Cieslikowski 1985b: 367-368) because he had concluded
through numerous analyses and interpretations of texts for children that artis-
tic qualities determine the attractiveness of the work to the young reader, and
thus (implicitly) enhance the potential persuasive effectiveness of its educa-
tional content. Education offered as a ,,toy” (following the 19" century idea?)
and correlated with the concept of homo ludens seems to almost guarantee ar-
tistic success.

However, it begs the question whether a guide to etiquette, which is obvi-
ously a how-to publication, needs to demonstrate such lofty ambitions and as-
pire to the rank of texts with significant aesthetic qualities, or maybe, consid-
ering its short-lived usefulness, it can ignore such requirements. The answer
to this question is worth exploring in light of the explosion of guides to good
manners for children over the past two decades.

The problem of character flaws in children and the necessary corrective ac-
tions probably still remains an area of interest of highbrow literature with the
exception that the contemporary catalogue of such childhood ,,sins” has been
radically reduced and their perception relaxed; also, teaching politeness has, in
a way, been replaced by teaching manners. This is an evident effect of not only
the changing mores and the post-educational doctrine that implies freeing the
adult from the “educational approach” in relations with the child (Schoene-
beck 2008: 99), but also the commercial imperative to adapt the contemporary
publishing market to popular culture that offers easily accessible, simplified
products adjusted to the needs of the postmodern consumer society (Kossa-
kowska-Jarosz 2006: 36). A sign of these changes are also books on etiquette
for children, appearing in response to the popularity of such publications for
adults. In the case of the children’s book market, they function in parallel to
all kinds of compendia and encyclopaedias of various branches of knowledge,
including culinary publications. And although the market for children’s guides
to etiquette and manners does not appear to be as large as the market for cui-
sine and cooking books for children, their booming popularity is probably un-
precedented in the history of books for young readers in this category.

Books on etiquette not only compete with traditional genres associated
with strong didacticism but also gradually push them out of the market, take
over their role, or even supplant them by offering a gentle type of persuasion
and creating a new type of audience: children who are not unruly, capricious,
or naughty but, at worst, not sufficiently instructed and refined, unfamiliar
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with social and interpersonal skills. Therefore, these books, considering the
substantive overtones of the notion of etiquette, culturally associated with the
customs of the upper classes, ostensibly aspire to ,,respect the standards of high
culture, while in fact they oversimplify and trivialise them” (Kossakowska-]Ja-
rosz 2006: 36), presenting in an easy-going manner the principles of ,,simpli-
fied” pedagogy.

Over forty years ago, when Prof. Cieslikowski wrote his study, the catalogue
of childhood vices was still considered to be current. Since then, however, it has
been significantly remodelled and reclassified, rewritten as a record of edited
and touched up minor flaws and instances of ineptitude. The authors/narrators
of the texts transform from educators of souls who profoundly influence and
shape the characters of unruly children into stylists and make-up artists, ,,ex-
perts” in tested methods of attaining superficial attractiveness, in sync with the
values promoted by consumer culture, such as success, independence, individ-
uality, knowledge, creativity, competitiveness, pleasure, fun, and youth (Sam-
borska 2009: 84). We should, therefore, go beyond the contemporary view of
Cieslikowski, who spoke of ,,certain modifications and reclassifications” in the
catalogue of children’s virtues and faults, as there is also a significant qualita-
tive change. The educational goal of the texts — ,,the programme of the culture
of everyday life, always important in upbringing” (Cieslikowski 1985b: 365),
which in the past consisted of elimination of negative traits of character: bore-
dom, lying, boasting, and informing on others, gives way to much less serious
errors in behaviour, resulting primarily from unawareness and childhood ig-
norance. Lack of good manners is a kind of substitute for defects of character.
There are no bad, ill-mannered children—there are only those who sometimes
do not know how to behave.

Books on etiquettes are trendy and portraits of children ,with a flaw” iden-
tified by Cieslikowski in literature are demodé, including the eponymous hero
of the poem Stefek Burczymucha by Maria Konopnicka (,,the first boaster in
children’s literature”, styled after Papkin from the comedy play Revenge by
Aleksander Fredro), the protagonists who engage in self-discrediting mono-
logues in poems by Jan Brzechwa: Samochwata (Boaster), Skarzypyta (Tell-
tale), Ktamczucha (Liar), and Len (Slouch), and the grotesquely portrayed
arrogant child from the poem Zosia Samosia (Self-Willed Sophie) by Julian
Tuwim (Cieslikowski 1985b: 368-371). After all, who needs provocative and
permanently flawed characters such as unruly Manolito (from a book series
by Elvira Lindo), horrid Henry (from a book series by Francesca Simon), and
nasty Stefcia (from a book by Anna Potyra)—all these pseudo-funny, tire-
some offspring are useless to literary didacticism and have been long been
abandoned by classical pedagogy, already derided in such confrontation.
Therefore, it would be futile to search in guides to etiquette for the great-
grandchildren of the eponymous heroes of two poems by Stanistaw Jacho-
wicz: Stas, who made a stain on a dress, and Andzia, who despite the warn-
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ing of her mother, touched a rose and pricked her finger painfully on a thorn.
There is not even the boy in a pink sweater from the poem Piotrus i powietrze
(Peter and the Air) by Ludwik Jerzy Kern, who, when asked what he wanted to
be in the future, replied that he wanted to be the air because it does not have
to work. Only after he empirically experienced the phenomena caused by the
wind, becoming one with the air, the bon vivant finally understood the uni-
versal need for work of all creation.

According to one modern guide to etiquette, written by Ana Serna Vara,
teaching children good manners should begin by installing into them the prin-
ciples of personal hygiene, keeping the house tidy, and proper behaviour at the
table, at school, during ceremonies, games and sports, and in public places and
situations. ,,Did you use the toilet, dear? / You forgot to flash its rear!”; “People
don’t dine at the table, / As if they were in a stable. / Do be careful, find it fit-
ting not to belch while you are eating”; ,,If you want to be respected by your
schoolmates, then correct it. / What? Behaving like a fool / Or a monkey in a
pool” (Vara 1995: 12, 18, 64). Here, good manners are taught step by step but
skilful adaptation of the content to the means of communication proves chal-
lenging. The book addresses its audience in a rather rude and disrespectful
manner, which is off-putting given that etiquette is still synonymous with a
degree of sophistication.

At the same time, the use of an improper register to describe good manners
reveals that, characteristically of postmodern poetics, the language form is
maladjusted to the presented subject (Wréblewska 2006: 107), inapt, and sty-
listically inappropriate. This is also directly associated with typically commer-
cial means of persuasion, aimed at encouraging a more thorough examination
of the secrets of good manners. The narrators try to convince their audience
that the offered advice is not ‘boring and useless’ and the bonuses for good be-
haviour are respect, better quality of life, but also a sort of comfort and conve-
nience. The pragmatism contained in the massage that it pays to be well-man-
nered is not the only incentive to acquire how-to knowledge. The authors try
to present it in the most attractive way, among others re-describing fairy tales
known to the child. One example of encouraging consistent dental hygiene is
a quasi-fable about prince Charles, who, through neglect, had caused so much
havoc in his mouth that when he awoke the princess with a kiss and smiled at
her, his empty tooth sockets terrified her, making her relapse into sleep. The
punchline of this anti-fairy tale without a traditional happy ending (Torasso
2002: 5-10) is the vision of the pedlar king, who dressed in hermit’s clothes
agitates for the use of toothbrush. This simple fairytale-styled dental story is
an example of the mixing of conventions typical of popular culture. Here, ele-
ments of fairy tale, horror, and guidebook are combined and this treatment,
considering the pragmatics of the text, eludes unequivocal assessment by the
readers, preventing them from relying on known patterns and aesthetic or eth-
ical experiences (Pankowska 2006: 228).
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A large part of guide books is limited to formulating the instructions of:
»do this”, ,don’t do that”, toned down to the form ,,;you shouldn’t” e.g. listen to
music loudly, dance, roller blade or cycle, run in clogs etc. (Torasso 2002: 36).
However, from the perspective of text aesthetics it remains an open question if
the problem of e.g. unbearable relations between neighbours could not be re-
solved better by a funny and succinct, although grotesquely exaggerated, poem
such as Pawet and Gawel by Aleksander Fredro? The instructional nature of
the set phrases, supply of educational content in the form of a predefined so-
lution reduced to a pattern of behaviour, forms “mainly habits, thus depriving
us of the opportunity to instil into the child creativeness and inventiveness
triggered by traditional play” (Kossakowska-Jarosz 2006: 46). Consequently,
the child is adapted to the role of a consumer while omitting conscious cre-
ation of their attitude towards reality. Due to the practical role of guides to
etiquette (mastering the rules of behaviour and habits), the creative playful
ingenuity of the child loses its value: the child ,,plays less and is entertained
more” (Cieslikowski 1985a: 62), forced to rely on the learnt phrases, gestures,
and social rituals.

In the past, the children were also taught orderliness by means of liter-
ary works (see poems by Heinrich Hoffmann or Maria Konopnicka) but the
educational content was delivered observing artistic principles. There was an
unwritten rule not to overburden a literary work with educational directives,
focusing on one topic so that it had a better chance of being absorbed. This
idea stands in contrast to the very compositional nature of an etiquette guide
perceived as a collection of dozens or hundreds of suggestions.

The problem of information overload affects even the most attractive pub-
lications, such as Dobre maniery czyli savoir-vivre dla dzieci (Good Manners or
Etiquette for Children) by Joanna Krzyzanek, in which important educational
content is presented in the form of short stories about everyday life situations
in the Wafelek family. The book is rooted in the justified belief that upbring-
ing, learning good manners starts and takes place primarily in the natural fam-
ily environment. The intuitive concern of the author that the child may get
tired and will not remember the large number of comments is reflected by
the imperative reminders added as side notes to the fictional narratives about
the lives of the characters that illustrate specific cases of inappropriate behav-
iour. These notes (marginal as to their location, but not importance) repeat the
guidelines on proper behaviour contained in the stories, acting as reminders
and “fixators” of the discussed topics.

One example of such overdose of the content is the story about the sleepy-
head Filipek Wafelek, who is hard to wake up in the morning. Tricks and strat-
agems devised by the family, such as little green frogs [!] scattered on his quilt
or loud music played on various instruments by the family quintet are no good
because the boy falls asleep even in the bath during his morning ablutions.
On the margins of this story there are a dozen instructions concerning not
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only the difficulty of getting up early — “If you have trouble waking up in the
morning, ask a household member to wake you up or set the alarm clock” -
(Krzyzanek 2012: 6) but also being quiet when others are still asleep, looking
out of the window and dressing according to the weather, making the bed etc.
However, in terms of their relevance, some of the comments mentioned here
go beyond the field of etiquette. A metaphor for this excess could be the story
about how Lusia Wafelek took a bath and started playing with the lily-of-the-
valley bubble bath liquid. The produced foam crawled out of the bath and in-
vaded the kitchen, the attic, and the basement (Krzyzanek 2012: 8-9).

Controversially, the book assumes that good manners include proper diet
and eating habits and makes the following appeal: ,Don't eat just chocolate or
biscuits for breakfast” (Krzyzanek 2012: 12), supported by a short scientific
discussion about the importance of a varied diet for health and proper devel-
opment. In this publication, the concept of etiquette is understood as savoir-
vivre — “Principles of good manners, social forms, knowledge of these forms”
(Szymczak 1981: 182), both the general art of living and, to a lesser extent, the
ability to behave properly in interpersonal relations, in the company of oth-
ers, as exemplified by the comments on table manners: ,,Don’t lean over your
plate. Keep your elbows off the table”; “Don't lick plates or bowls”, ,Don’t
talk with your mouth full” (Krzyzanek 2012: 16-17), which are interspersed
with health advice: “Chew all food thoroughly. Swallowing large pieces is un-
healthy, ,,Eat a little faster than a snail”, ,,Eat a little slower than a rabbit”
(Krzyzanek 2012: 18). It is not difficult to notice the characteristic postmod-
ernist tendency to ignore the genre ,,purity” of the text, ,mixing of various
conventions and creative methods, i.e. a kind of eclecticism, a departure from
the model of a cohesive work” (Wréblewska 2006: 102). This results in a sub-
stantive chaos, controversial inclusion in etiquette guidance of some areas of
activity that have nothing to do with interpersonal communication or, as it
was once said, cultivation.

Consequently, the formative aspect of guides to etiquette for children
seems rather hypothetical and ambiguous and the status of the authors/nar-
rators is also unclear. After all, these publications are a manifestation of both
the post-pedagogical trend and the simplified neo-didacticism that contra-
dicts it. It is implicitly assumed that such ,programme of the culture of ev-
eryday life” (J. Cieslikowski), being in fact an integral subordinate element of
the whole process of upbringing, can be separated from this process on a pars
pro toto basis in the belief that it is enough to teach ,tricks” to raise a well-
mannered child.

The pedagogy of etiquette books aimed at children focuses on habit for-
mation rather than teaching the rules of interpersonal relations and accom-
panying the child in the development of character traits and attitudes towards
people. Thus, such guides in a sense reveal the phenomenon of identity scat-
tering or, in other words, ,transition of identity from depth to surface” (Sam-
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borska 2009: 123) Modern guides to etiquette focus on external manifestations
of the child’s behaviour, without probing the causes and motives behind them.
Moreover, they exert influence similarly to cultural advertising messages and
instead of developing in children ,imagination and freedom of opinion and
expression’, they force them into ,,behavioural patterns developed according
to the behaviour and lifestyles of adults” (Samborska 2009: 129).

It is also worth considering whether the rules presented in this way still fall
within the scope of big fun? There is no room for play in guides whose primary
aim is to teach and enforce on the child desirable behaviour according to in-
structions and dos and don'ts. All that is left is uninspired imitation, although
the tips can be, and most often are, presented in an entertaining way. This pri-
ority eliminates or at least overshadows the idea of play, ,which, in turn, can
embrace everything, becoming the main activity” (Cieslikowski 1975: 91). The
authors of the guides are worried that playing with good manners could be
perceived as mocking, which paralyses their imagination. However, they over-
look the fact that children’s folklore knows strategies and ways of getting used
to such rigid pedagogical messages because it covers ,all forms of the child’s
expression, whether deeply personal or acquired from the outside world of
adults, spontaneous, original or mimetic” (Cieslikowski 1975: 89).

As already mentioned, guides for children redefine the concept of etiquette
in a special way. They include some advice on healthy lifestyle (“Don’t spend
the entire day in front of the computer. It’s very unhealthy””) as well as numer-
ous appeals to children to engage in creative activity: ,,Draw, paint, cut, and
mould”; ,,Run, jump, dance, and turn somersaults”; ,Collect something, for
examples beads, screws, or sweet wrappers.’; ,,Observe nature, for example a la-
dybird sitting on a leaf, a cat basking in the sun, or raindrops dribbling down a
windowpane”; ,,Read and look at books.”; ,,Listen to music and play various in-
struments.” (Krzyzanek 2012: 28-29). A healthy lifestyle and cultivation of tal-
ents, interests, and “Don’t gossip.”; ,Don’t use foul language.”; ,,Don’t backbite”;
»Don't eavesdrop.” (Krzyzanek 2012: 36-37, 39), the teaching of manners stated
as commands is still off-putting and does inspire play situations.

Professor Cieslikowski would probably question the veracity of the arbi-
trarily formulated persuasion with which one of the authors/narrators ad-
dresses the young audience: ,,I have no doubt that each of you wants to be a
good and well-behaved child, as expected by your families” (Skwark 2008: 5).
This not only dissuades the children from playing but also emphatically her-
alds a kind of neo-didacticism that accompanies the young protagonists of the
guide, who spend their holidays in the village of Dobrotkowo (Allgood) under
the supervision of the village administrator Oglada (Mr Decorum), and where
they start an etiquette fun club. In their mission to popularize good manners
among their peers, they are advised by aunt Dorotka (Dorothy) and the club
mascots, namely count Culture and two socialites: Fuks and Luks, acting as re-
viewers and instructors in the world of decorum. The book is complemented
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by a glossary for cultured kids, which defines such concepts as elegance, eti-
quette, grace, honour, good upbringing, courtesy, good manners, refinement,
mores, cultivation, appearance, tact, and charm (Skwark 2008: 166-167).
However, there is little room for spontaneous fun and engagement of children
in discovery of everyday life situations where they could apply the rules from
the guide. On top of everything else, misbehaviour of the protagonists usually
ends with an intervention of the auntie and the kids have no choice but to ac-
cept the authoritarian power of an adult. The static stories, dominated by situ-
ations rather than action, are characterized by a lack of authenticity and psy-
chological truth as well as artificiality of the language, as seen in, for example,
the following statement by Julka, who is pacifying two quarrelling twins, Ja$
and Jasia: ,Let’s go to the club to work on the art of conversation” (Skwark
2008: 83). The auntie, who loses her temper due to a quarrel between the chil-
dren and starts screaming, justifies her reaction with a vague excuse, namely
her meteoropathic hypersensitivity and, in a self-critical mood, declares the
need to work on her emotions. Working through all these circumstances may
take the children audience a lot of time.

Some authors attempt to do away with the openly authoritarian pedagogy
and in their guides they eschew a moralizing tone in favour of an easy-going
way of communicating with the audience, who are treated more like equals.
Instructional phrases in the form of versified bon mots, mottoes, and max-
ims on etiquette, e.g: “When you speak, select each word / With which no-
body is hurt”; ,When you say hello to a lass / Take your hat off - don’t be an
ass’; ,When you walk along a street / Don’t behave like a stupid git.” (Stanczuk
2010: 21, 65, 79), accompanied by annotations explaining the context, do not
yet create an atmosphere of good fun, but at least they can be rapped.

The versed form of guides to etiquette, which has a long tradition in Polish
culture, starting with the fifteenth-century O zachowaniu si¢ przy stole (Poem
on Table Manners) by Przectaw Stota, was also drawn upon by Lukasz Debski,
who wrote his work in the style of poetry on moral issues. The object of civi-
lizing endeavours are two children: Monika, ,,hard like a clog”, who apparently
“Once bit her sausage dog. / She starves her hamster and barks at her cat, /
And spits on the pavement—imagine that!” (D¢bski 2009: 7-8) and Marcinek,
mummy’s boy, who ,,Smears his hair with jam, / Belches at the table and licks
his braces, / Or picks his nose while pulling faces.” (Debski 2009: 12). They are
both sent to a place near Sandomierz to attend an etiquette course run by uncle
Teodor, a gentleman and ex-diplomat. Initially, the kids behave like arrogant
brats: they kick at the entrance door of Teodor’s house, unceremoniously ask
their uncle about his age, and with unbridled criticism and contempt classify
his TV set as a piece of junk. With time, however, their social skills begin to
improve. The acquisition of good manners is consolidated by distichs writ-
ten on ideograms, which concern, among others, table manners, e.g.: ,Do you
like soups? Eat them like cheese, / Without slurping and sucking, please!”, and
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hygiene, clothes, and personal manners” ,Like Tom, Adam, Kate and May, /
Do comb your fringe every day”’; ,,Every day look in the box, / To pick fresh
undies and socks”; ,Everybody will think, Gross! / If you pick your teeth or
nose.” (Debski 2009: 32, 36-37, 39). The efforts to civilise ,,savages” by the un-
cle are supported by Lady Bent, Countess of Kent, who has come from England
and lets the kids into a few secrets about ,,things adults hate although no one
knows why” and things they love for no reason-absolutely worth remember-
ing: ,Rub your shoes against the mat, / They want clean floors in their flat”;
»You may chew gum when youre walking, / Just don’t blow balloons while
talking” (Debski 2009: 42).

Jerzy Cieslikowski appreciates the fact that the author ,winks knowingly” at
the audience over the heads of adults, whose educational demands and expecta-
tions often seem illogical and incomprehensible to children. The light-hearted
tone allows to come to terms with difficult requirements and reach a modus vi-
vendi in the adult world. However, it is hard to comprehend why the bonus for
the perfectly passed etiquette course is a balloon flight over Sandomierz.

Interestingly, rhymed guides to good manners are advertised as easier and
lighter reading, as evidenced by the poem included on the back cover of a book
by Agnieszka Fraczek, whose protagonist cannot stand an adult ,,droning on
and on” to educate him and responds as follows:

I don’t know the rules, that’s true!

I would get to know them, maybe

If you told me, like a baby

How to do this chic bon ton

With the use of a lighter tone!’ (Fraczek 2008: b.c.)

It should be clear by now that teaching children good manners by means
of books on etiquette poses a significant challenge. This approach must rec-
oncile the interests of the narrator, who wants to educate the child, with the
expectations of the child, who could learn the rules through creative activities
using their potential fun factor. Also, the rules of ,,official” culture may stand
in opposition to, and come into conflict with, the attitude of a defiant trick-
ster, mocker, and anarchist who disarms pathos with humour, deconstructs
»values education’, and breaks taboos by criticism. In effect, things marginal-
ized, turned upside down, ridiculed, and mocked become less authoritarian,
and thus more approachable (Leszczynski 2012: 163) and disassociated from
pedagogy, even if it serves short-term objectives. Despite the assertion that
buffoonery and carnivalisation must not accompany the fundamental social
principles and values of aesthetics and good taste as well as morals and eth-
ics, and thus standards, norms, ideals, and dogmas (Leszczynski 2012: 163),
the prospect of educating with the use of amusingly correct behaviour is very
tempting, even if the author risks being accused of provoking the audience and
creating an unintended grotesque effect.
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Contrary to the popular belief that seriousness of the directives on teach-
ing principles and values cannot be reconciled with a contrasting, irreverent
attitude, Grzegorz Kasdepke takes up the challenge in his book Bon czy ton.
Savoir-vivre dla dzieci (Bon or Ton: Etiquette for Children), which has already
seen twenty-one editions. As a safety valve for the inevitable confrontation
between serious etiquette book directives and everyday life, the author intro-
duces child heroes in the style of enfants terribles, who distrust and resist all
arbitrary pedagogisms. Kuba and Buba, the twins known from other books by
the same author, who are ,,nice kids” but, nevertheless, ,,can sometimes drive
you mad” (Kasdepke 2016: 130), study a guide to etiquette, testing its rules on
themselves and people around them, often interpreting them perversely, veri-
fying their sense and meaning depending on the specific situation, and chal-
lenging their rigorism and absoluteness.

Therefore, the whole play with etiquette comes down to a critical, dialogue-
based confrontation with its rules, as a result of which the process of percep-
tion does not consist in mechanical memorization of the rules and their un-
reflective reproduction, but in the ability to match and use them in specific
circumstances. The challenges posed by the guide create an intriguing, explor-
atory journey into unpredictable, surprising situations, in which both children
and adults commit numerous faux pas, correct each other’s mistakes, and to-
gether study the difficult art of etiquette. The attitude demonstrated by Kuba
and Buba, who treat all rules with reserve and engage with them in a perverse
dialogue, does not lead to their negation, but rather revision. This is facilitated
by the spirit of anti-pedagogy evident in partner-like communication between
adult and child characters, respecting the opinions of children, not infringing
their sense of self-determination, acknowledging their right to make errors
and mistakes, and relinquishing instruments of authority and control in favour
of understanding and dialogue etc. (Frindt 2002: 126-127).

There are serious, funny, and informative moments. Educational clashes
over good manners result from the contrast between the spontaneous, naive,
sincere, almost overly candid attitude of the kids and the often dubious be-
haviour of the adults, who apply double standards by requiring the children
to strictly follow the rules while making allowances for their own behaviour.
The observant exposers of hypocrisy pick out these inconsistencies in a flash,
revealing the gap between the practice and the norm and pushing it ad absur-
dum like the eponymous hero of the novel The Good Soldier Svejk by Jaroslav
Hasek. Since one of the rules says you must not read someone else’s mail, Kuba
refuses to comply with the request of his Polish language teacher to read out
an essay in the form of a letter (Kasdepke 2016: 20). He unceremoniously asks
an elderly man about the causes of his baldness and shaky hands, while as-
suring him of his discretion (Kasdepke 2016: 25). On the other hand, Buba’s
lack of discretion results in tactless behaviour towards her aunt and uncle and
a reproach overhead from conversations between adults that you should first
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get married, then have a baby. Such behaviour is a product of naive childish
prattle (Kasdepke 2016: 33), not seeing the difference between what is allowed
and what is inappropriate. Sometimes it can also result from a funny literal in-
terpretation and the child’s logic. That is why Buba is astonished that the term
pushy is not applicable to her maths teacher who at each lesson quizzes her
orally in front of the class - after all, the word pushiness etymologically means
constant bothering, insistent demands made by someone who will not leave
you alone (Kasdepke 2016: 60).

Bon czy ton. Savoir-vivre dla dzieci is a book of adventures in a maze of
difficult choices and mutually incompatible values, tailored to the dilemma:
which is better? To walk wearing socks with sandals (contrary to good taste),
or (even dumber) walk sockless with dirty feet? (Kasdepke 2016: 91). The
suspicious reading of the guide to good manners by the heroes of the book
inspires them to play with unpredictable everyday life and leads from impro-
visation and play to thought and reflection. What is more, it strengthens the
still valid belief expressed by Cieslikowski that even the literature for chil-
dren created primarily to perform instrumental functions (formative, didac-
tic, or educational) must, if it wants to be pragmatically effective, “resort to
ludic messages, codes of play, and intellectual, imaginary fun” (Cieslikowski,
1985a: 65). This remark also applies to modern books on etiquette for chil-
dren. It should also be noted that guides to good manners that encompass the
concept of playfulness benefit significantly in terms of their literary and aes-
thetic qualities.
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Gamification or the Ludic Expectations of Literacy

Abstract: This article attempts to show how play, namely gamification, can fit
the determined goal of achieving outstanding literacy instruction for Primary
Education children. We first provide a brief overview of the recent history on
the research of literacy and play. We also make reference to strong standards
and gamification in Primary Education childhood classes. To do so, and after
reviewing current research into the issue of gamification and literacy in edu-
cation, we describe a practical experience in a state Primary Education school
in Valencia (Spain) connecting gamification and literacy skills. By doing this
we will try to fill a gap found after our search of the literature, which revealed
that to date there are few studies that have investigated practical experiences
of teachers using games. The main objective of the didactic proposal depicted
here was to enhance the children’s literacy skills through gamification in the
field of Teaching English as a Second Language (TESL). Thus, the implemen-
tation of this experience has studied the way of integrating game dynamics in
non-recreational environments to enhance their learning. The design of the
teaching sequence shown here was contextualized by using the picture book
The Gruffalo, and the students as the main protagonist to finally achieve a close
relationship between learning, literacy and entertainment.

Keywords: Learning, literacy, play, gamification, English as a Second Language

INTRODUCTION

In recent years, there has been an increasing amount of literature that has docu-
mented and examined the effects of play on the development of early literacy
and the overlying zones of these two fields. Thus, in this article we attempt to
show how play and gamification can promote the striving objective of accom-
plishing outstanding early literacy instruction for Primary Education children.
We first provide a brief overview of the recent history on the issue. We also make
reference to strong standards and gamification in Primary Education childhood
classes. To do so, and after reviewing recent research into the issue of play, namely
gamification, and literacy in education, we describe a practical experience con-
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necting gamification and Primary Education literacy skills. By doing this we try
to fill a gap found after our search of the literature. This showed, surprisingly,
that to date there are few studies that have investigated practical experiences of
teachers using games (Alexander&Losh 2010; Hodgson 2013; LaVaque-Manty
2013; Shultz Colby 2013; Bianchi&Bohunicky 2014; Colby 2014).

PLAY AND LITERACY IN EDUCATION

This introductory section provides a brief overview of the recent history of play
and literacy and their gradual convergence. It then goes on to deal with the link-
age between play and literacy.

Literacy is more than a skill; it is a core learning that our students should
use to construct, lead and transform their lives. Literacy, that is mainly read-
ing and writing, has been studied by many researchers from the 1980s. In that
time, some researches showed how many children started to read at a very early
age, even before their school attendance, just by watching and interacting with
other people in “literacy-focused routines such as storybook reading and in ev-
eryday life activities that involve reading (e.g., menus, signs) and writing (e.g.,
shopping lists, notes to family members).” (Christie&Roskos 2006: 64). In turn,
play research in early childhood dates back the beginning of the 20th century
when Karl Groos (1898) and G. Stanley Hall (1907) started to find linkages
between play and development. It was in the late 1980s when, some research
on the connections between literacy and play started to be carried out. Lat-
er, in the 1990s some support for early literacy-enriched play programs start-
ed (Christie&Rosko 2006; Yaden, Rowe&MacGillivray 2000). The educational
possibilities of language play, as noted by Fernandez-Fein and Baker’s (1997),
point to the fact that when children play with nursery rhymes, songs and story-
telling-based activities, they are developing phonological skills (Adams, Foor-
man, Lundberg&Beeler 1998). This brief overview of the recent history of play
and literacy suggests that play in childhood is linked to later literacy accom-
plishment.

THE LINK BETWEEN PLAY AND LITERACY

When it comes to reading and writing, it has been thought by some means that
it has to be taught mainly through direct instruction and be based on stan-
dards due to time constraints basically. We understand by standards “static ex-
pectations, outcome statements, or ‘amounts’ meant to satisfy established cri-
teria (e.g., what children should know and be able to do at certain age levels)”
(Christi&Roskos 2006: 58; Marzano&Kendall 1998). A case in point is the cur-
rent Spanish educational system that sets its foundations on strict and rigorous
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standards as observed upon our experience in-class. That leads to teachers to
apparently be more focused on accomplishing the standards of the curriculum
than on finding more motivational ways to make children learn. Hence, stan-
dards increase responsibility for emergent literacy instruction, “thus creating
new pressures for play’s role as a medium for learning and a shift from unfo-
cused free play to ‘educational” play - play activities that are linked to educa-
tional goals, objectives and outcomes.” (Christie&Roskos 2006:59). At some
Primary Education levels, this kind of teaching may constrain children’s op-
portunities to communicate, become literate and construct meaning in terms
of the world surrounding them. All this said, play and standards can coexist,
and play-based methods are necessary in the Primary Education curriculum.

Even though play is an “intrinsic, evolutionary, and synergistic activity;”
(Woods 2017) for children, teachers feel overwhelmed due to curricular over-
load and instead of having their pupils reading and writing in more ludic
ways through games, they made the decision of basing their teaching on more
conventional methods and activities. Nevertheless, these constraints in teach-
ing regarding the use of games in Primary Education classes overshadow the
fact that play is crucial to a best literacy learning of young students (Vygotsky
1978; Roskos&Christie 2001 and Stegelin 2005).

At this point, we should like to shed some light on the way that play could
help to develop literacy. The first idea we would like to transmit in this article
is that literacy does not compete with toys, computer games and other kinds
of entertainment that do not demand fluent reading skills or the ability to in-
terpret texts. On the contrary, literacy and play complement each other. The
link between literacy and play is positive and constructive due to the fact that
it “may create an entertainment orientation toward reading and writing, sup-
plying important motivation for mastering written language (Sonnenschein,
Baker, Sepell&Schmidt 2017: 124). In addition, according to Woods (2017: 2),
“play supports the use and understanding of symbolic representation and oral
language while providing opportunities for children to demonstrate and ex-
pand what they know®. For instance, role play is a meeting point for oral lan-
guage development and play due to the fact that this kind of language embod-
ies actions, objects and situations, while in games children also use things and
actions, as well as language, to represent some other things. For instance, when
children are role-playing in literacy-enriched play corners, they have theme-
related reading and writing materials such as, when playing to hospitals, pen-
cils, prescription-like papers, appointment books, patient folders and signs
(Please be quiet, Please wait to be called) and easy-to-read children-adapted
patient information leaflets. In the case of playing to restaurants, they have the
menus, notepads to write down the orders, signs such as Toilet (or Men, Wom-
en), stickers in some bottles or cansthat “increases in the amounts of emergent
reading and writing activity during play”. (Neuman&Roskos 1992). In turn,
taking part in play-related literacy activities
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may foster the appropriation of literacy. Appropriating literacy means more
than just learning to read and write through mastery of a symbol system and
a set of rules: it also includes self-identification as a member of the literate com-
munity (Serpell 1997). Thus, appropriation involves cognitive, social, and mo-
tivational dimensions, consistent with a perspective on reading that emphasiz-
es engagement (Baker, Afferbach&Reinking 1995).

(Sonnenschein, Baker, Serpell&Schmidt 2017: 107)

In addition, play is in itself one of the most important sources of learning (Vy-
gotsky 1978) and thus, it contributes to create an atmosphere of literacy learn-
ing. Consequently, through the addition of literacy materials to children’s play
such as, flashcards, play dough, picture books, fancy dresses, videos, songs, digi-
tal games (for instance Kahoot' or Plickers*), board games (like Password); apps
(like Story cubes) to mention but a few, within our classes, “children’s uses and
understanding of literacies increase significantly” (Comber 2000; Dyson 2003
and Woods 2017). Furthermore, play promotes language use, learning by do-
ing, investigating, experimenting and socialization through oral language skills.
Therefore, play is central to children’s learning and needs to take a principal place
in our pedagogy. So, as teachers, we should fill our classes with literacy-focused
materials and tools and create literacy play corners (for instance the reading
corner, the writing corner, the book creation corner, the dramatic play corner
(Woods 2017), the creativity, the hospital, the shop corners and so on), to de-
velop an environment inside our classrooms that respects, encourages and make
time for literacy play (Stegelin 2005). Literacy play, as pointed out previously,
can also be experienced through both video games and non-digital games such
as card and board games. These materials are multimodal systems that provide a
wide range of pedagogical chances for play literacy-based activities.

Opverall, play, games in general, in the educational environment do not have
to be seen as mere burn-out-extra-energy or time-wasting activities for children
(Smith 2017: 4). On the contrary, “Literacy-enriched play environments encour-
age more play with print, support book reading, develop language skills, and
motivate children to read and write” (Roskos 2017: xi). Thus, getting the class-
room ready for literacy teaching and learning through play, teachers make a key
contribution to children’s development as a literacy learners (Woods 2017).

GAMIFICATION

As seen before, there are several powerful motives to teach literacy with games.
For instance, all games, but particularly commercial video games, “provide
richly multimodal spaces that incorporate visual, aural, written, spatial, and

' https://kahoot.com/what-is-kahoot/
* https://www.plickers.com/
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kinaesthetic modes that students can then analyse and explore”’(Shultz Colby
2017: 55). According to Paya (1936: 38), Gamification is considered a compre-
hensive educational process that includes playing activities and their large num-
ber of values in the educational field. In addition, this methodology could be
applied to both, the physical part of the students and the intellectual and senti-
mental one, since if we use gamification framed in a didactic approach, it could
be observed a global progress of the students (Ortega 1990: 21; Paya 1936: 49).
Recent developments in the field of games have led to a renewed interest in
looking at them as a natural method. The literacy-play based methodologies we
are dealing with are called gamification and game-based learning.

In recent years, there has been an increasing interest in the differences be-
tween Gamification and Game-Based Learning (GBL). Both concepts have been
confused for each other at times. Isaacs (2015) shows how, on the one hand,
Gamification is the idea of combining game components to a circumstance
where game is not included. In contrast, Game-Based Learning, is related to the
use of games to improve the learning process. In other words, gamification is, to
some extent, a more adaptable and multi-purpose concept. The reason for this is
that it shares the objective of increasing student commitment with Game-Based
Learning, albeit without creating bonds to a particular game.

Turning now to the experimental evidence on Gamification, Isaacs (2015)
states that it does not consist on textbook activities but lessons are built through
the use of game mechanics such as leader boards, points and similar means
to achieve their own goals at their own pace. Furthermore, with educational
games you should take into account how elements comfort the learning pro-
cess. According to Hilton (2017), there are 12 items that should be borne in
mind when gamifying any content: conflict, collaboration, competition, strate-
gy, chance, aesthetics, theme, story, resources, time, rewards and levels. In addi-
tion, when comparing the two methodologies, Gamification and Game-Based
Learning, it can be seen that in game-based learning, commercial games are a
dynamic and effective learning tool because they really hold the attention of the
students (Isaacs 2015). In turn, Hilton (2017) explains that unlike Gamification,
Game-Based Learning draws into a real game that motivates people learning.
The result of the implementation of these methodologies is that students, while
playing, will either be familiar with something as for example, instead of using
solely texts books, being able to achieve a goal as a result of playing a game.

GAMIFICATION IN THE EDUCATIONAL FIELD

To put in context Gamification in the field of education, it is crucial to men-
tion previously the marketing and business world, since the term Gamification
arises as a result of the use of some mechanisms belonging to games to the
aforementioned fields. This entails the use of tools such as
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quests, levels, badges, points, leaderboards, virtual goods, avatars, narratives,
and progress bars, used in isolation or in various combinations. Other forms of
gamification draw on design principles inspired by digital games, such as giv-
ing students the freedom to fail and retry a task without penalty, and freedom
to choose activities and learning pathways that best suit their interests.

(Hung 2017: 57)

Frequent Travelers is an example of gamification in an airline marketing
campaign. On this occasion, regular customers were rewarded with the option
to redeem miles driven by points for their next trip. Nevertheless, the origins
of this method goes back approximately to the origin of the human species. As
Kockenberger (2003: 109) argues, “not only toys but also materials belonging
to Nature and everyday life have to be investigated, tested and moved. They in-
vite new motor experiences and support the development of the child” In this
way, we can find games such as mancala or manqala, of African or Asian origin,
that was expanded by Roman soldiers during the Roman Empire time (Arnold
2014: 35), with some mechanisms in common such as materials consisting of a
board seeds. That is, we can see how new technologies have been changing the
concept of the game over the years.

Regarding the impact of gamification on education, the first thing we would
like to point out is that this method can develop instructional practice when it
is designed in a reliable way, focusing on a user-centred approach (Hung 2017).
Applying Gamification within the educational field could be carried out by fol-
lowing a five-step process (Huang and Soman 2013: 7): (i)understanding the
public and its context; (ii) definition of learning objectives; (iii) structuring the
experience; (iv) identification of resources and application of the Gamification
elements. The mechanisms of the game can be catalogued as self-elements or
socio-elements. The first of these mechanisms are the points, award symbols,
levels or simply, time constraints. These components enable students to focus
their attention on self-improvement and enjoy their success at a personal level.
The second mechanism refers to group competition, such as classification ta-
bles. These kinds of challenges help relationships between students by stating
their progress in public results (Huang and Soman 2013: 13). It is also recom-
mended that both, in the educational and the familial fields, boys and girls have
to play in a natural way. For this reason, students must play, no matter their age
or circumstance. Any positive aspect of Gamification could be transmitted to
the educational field and thus to literacy development, as it could be the case of
toy libraries, that would act as intermediaries between the game and the school.
Fortunately, currently, no teacher or student is surprised when some more play-
ful activity is introduced in the classrooms since these dynamics are totally ac-
cepted todays (Garcia and Ruiz 2001: 11).

Together these studies provide important insights into the potential for de-
veloping literacy through gamification. Overall, there seems to be some evi-
dence to indicate that Gamification enhance writing pedagogy and reading
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comprehension (Shultz Colby 2017); that using information technologies and
gamification elements, assists learners to deal with the school curriculum with
less difficulties and extend their knowledge (Djordjevi¢&Brki¢ 2016); that gam-
ification through video game pedagogy could provide flexible learning for stu-
dents using methods that go beyond the predictable tool-based approach (Gar-
neli, Giannakos&Chorianopoulos 2016). That is, “the complex tasks, recurrent
failures and final success of board game play in preschool enables the chil-
dren to create an open mind for enhancing literacy (Markey et al. 2008), logi-
cal thinking (Kapp 2012; Wilson et al. 2009), cognition skills (Goldstein 2012),
play therapy and aesthetics (Pearce 2006)” (Chou 2017: 2405). Hence, finding
the way to intertwine gamification, literacy and new-technologies-based peda-
gogical methods related to playing must be imperative if we wish our children
meet 21* skills and competences.

METHODOLOGY

A case-study approach was adopted here to obtain further in-depth informa-
tion on the use of linkages between gamification and Primary Education litera-
cy skills. The main goal of the teaching proposal described here was to develop
children’ literacy skills through gamification (either using traditional or new
technologies mechanisms) in the field of Teaching English as a Second Lan-
guage (TESL).

Forty-two students studying their third year in Primary Education in a State
school in Valencia, Spain were recruited for this study. They were divided into
group A (20 students) and Group B (22 students). Both third-year groups were
selected on the basis of a degree of homogeneity and equity of their level of for-
eign language (English).

After an in-depth observation period of the classes routines, the first step in
this process was to bear in mind the main objectives of this teaching sequence
so they could be useful for the present study and thus, being able to design the
proper activities that foster the student’s interest on the subject English as a For-
eign Language. This was a not popular subject due to the traditional method-
ology, more based on instruction and memorization, used until that moment.
While this interest was arousing through gamifying the activities they had to
carry out to fit the syllabus proposed for third year of Primary school, we would
develop the children’s literacy skills in English language. In other words, literacy
would be developed through more ludic activities that would let them develop
their reading and writing while having fun. We made the decision of choosing a
reading whose main topic would fit the textbook the students were dealing with
and thus, do not ruin the teacher’s planning of the month.

Prior to the developing of gamified activities, we made the decision of using
a picture book in order to provide relevance and context for significant learning
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and develop both, visual and text lit-
eracy (Cleveland 2015; Oliveira&Cruz
2017). Nevertheless, one of the greatest
challenges was to make a choice regar-
ding a proper reading that could be
used as common thread for the ac-
tivities proposed. Finally, we took The
Gruffalo® (2006) by Julia Donaldson
and illustrated by Axel Scheffler. The
reason for this choice was that the to-
pics ‘animals’ was present all through
the story, a topic the students were deal-
ing with in class. The Gruffalo tells the
story of a mouse, the main protagonist
of the book, walking through a Euro-
Fig. 1. oalsn, The mﬁo, pean fores‘t where it meets many dan-
il A. Scheffler gerous animals (a fox, an owl, and a
snake). This picture book was the win-
ner of many awards* for children’s literature, and has been developed into plays
on both the West End and Broadway. The Gruffalo front page can be seen in
figure 1. Apart from this reading, some flashcards made by the teacher were de-
signed and used to help in the development of the activities.
Once the reading was chosen, the activities chronogram was divided into
six sessions as can be seen in table 1 below.

IR

Iia 'Da.l-lldsw Anel SehedFler 0

Table 1. Chronogram

1st session Introductory video, Running dictation &Find and choose
2nd session Which one is missing? Jump and point & Hide and find
3rd session Mime, Song, Who is who? &Painting my zoo
4th session Mouse and cat & Find and choose
5th session Game on vocabulary (interactive whiteboard (IWB))
Chair's game

6th session Final assessment

* http://www.gruffalo.com/

* The Gruffalo won the gold award (in the 0-5 category) of the 1999 Nestlé Smarties Book
Prize. It also won the 2000 Nottingham/Experian Children’s Book award, and the Blue
Peter Best Book to Read Aloud award. The audio version won the Best Children’s Audio
award in the Spoken Book Awards. In November 2009 the book was voted “best bedtime
story” by listeners of BBC Radio 2.
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For the purpose of the study, we briefly describe the sessions that were im-
plemented with the purpose of drawing conclusions regarding the develop-
ment of literacy through gamification.

The first session in this process was aimed at introducing the reading by
means of an introductory video about it. Thanks to this video students could
get introduced to the Reading process gradually. In this way, those pupils who
were more reluctant to reading would get motivated since they do not start
reading directly. Then, we implemented a Running dictation. This activity also
helped to fulfil the reading process introduction due to the fact that students
were reading but in a very different and unconscious way. Thus, when we start-
ed to read the story, all the children were able to understand some of its details
because they had revise them previously. So, to carry out the game, we chose
a short passage of The Gruffalo, before reading it and made several copies. We
put the copies up around the walls of the classroom and organized the students
in small groups. The aim was for one of the students in each group to run to
read the passage on the wall. They had to remember a sentence of the passage
and run back to their group. Then, they quietly dictated what they remem-
bered to their partners, who wrote it down. Another member of the group
swapped roles. Over several turns they built the whole passage. The winning
team was the one that finished first. We checked for mistakes and if there were
any, they had to run once more to check. We used this activity also to learn
some punctuation and some difficult words spelling and pronunciation. We
finished this session with the game Find and choose to work literacy more in
depth in this first session. The reason for this is that this game looks to work
the vocabulary included in the Reading in a more ludic way. In this way; if stu-
dents matched play and reading, or learning to read, they would change their
point of view with regard to this skill. They would be more and more motivat-
ed to understand Reading as a different and enjoyable learning process. This
game was focused on explaining the vocabulary related to the reading. To that
aim, some flashcards with the target vocabulary (nouns, verbs and pictures re-
lated) were created and stuck around the class. The children had to stand up
one by one, take one flashcard, either a picture or a noun and look for their
appropriate couple. In this way, the learners were able to read the keywords of
The Gruffalo in a ludic way.

The second session started with the game Which one is missing? Which
served the purpose of revising the vocabulary previously introduced in the
first session. In this activity, the pupils had all the flashcards representing pic-
tures stuck on the blackboard. Then, the students had to close their eyes while
we took one of the flashcard off. When they opened their eyes, they had to
tell which one was missing. With this activity we reinforced the vocabulary
comprehension. This game was focused on learning the vocabulary through
a memory game which helped little by little to set the animals in their corre-
sponding scene of the story. Thus, the learners were unconsciously reminding
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the story once and again each time they wanted to discover which animal was
missing. On finishing this game, we moved to the next one: Jump and point.
This game was basically centered on the fact that children did not see reading
as a static process which they must always work sitting in their chairs and stuck
to a desk. They realized that vocabulary of a reading could also be worked by
jumping and playing with their peers. We started by distributing all the flash-
cards to the students so each and every child had at least one flashcard (either
noun or picture). Then, we started to tell the vocabulary aloud and they had
to run to look for their corresponding partner. After that, when all of them
were with their couples, they had to go to one particular place within the class-
room. To finish, each time we said aloud the name of an animal or action,
those students who had the corresponding flashcard had to jump. Once this
activity was over we ended the session by playing Hide and find as a follow-up
phase of the reading vocabulary session. This is an easy-to-play game where all
the flashcards were hidden around the class while the students remained with
their eyes closed. When we finished, the kids had to open their eyes and start
looking for the pictures in groups of four people. The goal of this game was
making the students working the story unconsciously once more, since when
they lacked only one or two flashcards to finish, they needed to remember the
reading to notice which ones they need to complete the story. Hence, they were
all the session working literacy without spending the whole class reading and
writing. To finish this session, The Gruffalo was read in a storytelling activity.
Now the children were able to understand the story and were really willing to
know the development of the story, after two days of working on it.

We started the third session by playing Mime as a warm up activity. This
game was very familiar to the children, they had to think of an animal, it did
not matter if the animal did not appear in the reading. Then, they had to go
one by one in front of their peers and mime his or her animal until someone
guessed which animal it was. Literacy was also worked here since most of the
animals they mimed were contextualized in the story so their peers could
understand them. We then moved to
focus on The Gruffalo song® which in
the first place they heard once with-
out stopping it. In subsequent listen-
ings, we stopped the song focusing
on the parts of the body and colours
vocabulary to finish by singing and
miming it. This was an activity based
on the methodology Total Physical
Response (TPR). For the next game,
Fig. 2. Painting my Zoo template Who is who? We prepared another

* https://www.youtube.com/watch?v=CcCkEpKCLAs
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group of flashcard on the vocabulary related to the parts of the body and
added them to the whole bunch. We then hid one flashcard behind a paper
and we started to show the card slowly until someone guessed it. This time,
to finish, we let some of the children to read, in a collaborative activity, the
story to the rest of the class. After guessing the animal, the children had to tell
us which scene of the Reading the animal appeared in and what it was doing.
This was the link with literacy in this game.

The fourth session started with the activity Painting my zoo. In pairs, each
participant had two equal templates with some animals drawn (see figure 2).
In one template, they had to draw their own zoo with the same animals that
appeared in The Gruffalo, but in the places that they wanted. Then, they cov-
ered the paper with a book or with another paper. After that, they had to ask
each other some questions because, in the second template, they had to draw
their partner’s zoo. For example, one question could be: “Where are the mon-
keys?” His or her partner had to answer: “The monkeys are next to the goril-
las” In this way, the couple could draw the monkeys next to the gorillas. And
so, successively to complete both zoos. This activity made our students realise
that working literacy could also entail drawing and painting, activities that
they like profoundly.

Move the mouse. Make questions and answers. [ Move the mouse. Make questions and answers. IR

. ,i) ,‘) ,i) . the:
&ﬁ-‘ ,;) ,“) flamingo. m?._‘ ,i) ,i_\
next ,‘_\ ,_‘) Where's ’ij
Answer ... i3 Question.. )i‘ )‘) )i)
Y Y

T It's the = ‘
<> & ,_i) ,;) <+ "_‘) 2 crocodile
ol (o) ScT=S[c)] Nl = | (oo ] ()
Fig. 3. Mouse and cats (answer) Fig. 4. Mouse and cats (question)

We got to our fourth session and we devoted it to an online game Mouse
and cat. We started to incorporate interactive games which provided the op-
portunity of making them working vocabulary and everyday expressions while
reading. It is an online game where the students, helped by the keyboard ar-
rows, had to lead a mouse by creating the necessary questions and answers. But
they had to stay away from the cats’ squares in order to complete those ques-
tions see figures 3 and 4 below).

As a cool down activity to finish the session, we played Musical Chairs.
A similar game to the well-known game of elimination involving players,
chairs, and music in which there is one fewer chair than players. Whoever
player fails to sit on a chair is eliminated when the music stops. Then a chair
is removed and the process repeated. This time, when the students sat down,
they had to say the name of the flashcard that was on the chair they had cho-
sen. They were eliminated unless the find out the name of the thing (object,
action, etc.) on the flashcard.
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The last session was devoted to a final evaluation aimed at drawing results
from this experience. Thus, this didactic sequence was evaluated through three
different mechanisms:

« by means of a direct observation procedure by keeping record of ev-
erything that happened or was heard during the sessions worth it to be
mentioned. This assessment was carried out by means of a logbook,

« through a written assessment that the students had to carry out in order
to assess the didactic sequence from their point of view,

« through a self-evaluation in which we assessed the experience from our
point of view

RESULTS AND DISCUSSION

The results obtained from the preliminary analysis taken by means of direct ob-
servation recorded in our logbook showed very interesting findings regarding
the linkage of play and literacy in Second Language Learning. These are some of
the positive and negative points that we would like to highlight:

Regarding the development of literacy, it was noticeable to observe how chil-
dren that were used to a more traditional and direct instruction type of classes
got quite surprised when something different and more playful was proposed,
as is the case of games. These children were used to make use of textbooks and
a digital whiteboard (with the activities of the textbook). They had to be quiet
and sat and it was difficult for them to understand that they were allowed to
leave the book aside, stand up and even run all around the classroom. For those
children reading and writing was only on textbooks and picture books, the only
learning mechanisms they knew. The fact that they could read and write while
playing got them motivated to improve their literacy.

Nevertheless, a number of issues were identified. The short time that normal
classes take, 45-minutes, is reduced to half an hour or 35 minutes. This is so since
teachers of English have to pick the pupils up from the current classroom and
take them to the English one. The consequence of this is that very short time is
devoted to teach. For this reason, when gamifying the activities, it is difficult to
carry them out completely. For instance, in one of the sessions, we had prepared
four games and we were able to carry out just two of them.

Although it is true that gamification involves more work on the part of the
teacher and more attention on the part of the students, the reward is greater when
you hear them asking: ,,Have we already finished?”, while in a normal class they just
want to leave as early as possible. By observing their gestures we were able to realize
how much fun they had had. The satisfaction is even greater when you know that
apart from implementing a funny class, the goal set for that class, in this case learn-
ing to identify, read and write the vocabulary about animals, their parts of the body
and their actions, had been fulfilled. In addition, the motivation of our students
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took them to tell Prof. Marquez: “~ I want you to be my teacher forever!” or to their
tutor: ,,— Andrea teaches very good English, she is a very good teacher”.

Interestingly, we observed that with games, no child got distracted as easily as
they did with a direct instruction class, we thought that the surprise factor always
helps. Moreover, the children wanted to participate constantly and, therefore, ei-
ther directly or indirectly, to practice more their literacy. They were always curious
to know what game or activity they were to play after and so, they listened very
carefully to the explanation, since they wanted to understand it perfectly so that
they could develop the game without any problem. Due to this, we can affirm that
working literacy through games raises students’ motivation when, for instance,
taking part in a storytelling activity since they know that it implies they are going
to play some games after that and they learn by doing and do by playing.

With regard to the written task carried out by the students in order to as-
sess the experience on developing literacy through gamification, they had to an-
swer which games they had liked the most, whether the change of the role of the
teacher had pleased them and whether they preferred the activities of foreign
language (English) through the discipline of gamification. All these questions
and any other ideas that came to their minds were written in the shape of an es-
say activity.

A number of issues were identified from their analysis. In most cases, the
students reported that one of the activities that they had liked the least was the
running dictation. The main reasons they claimed were related to the fact that
they had to learn by heart some sentences which they did not understand as a
play since it was a too similar method to the daily routine they used to have.

Additionally, there was a sense of disappointment amongst students with the
game Jump and point, which they had already played previously many times, so
they considered it a routine task. Nevertheless, Musical chairs and Hide and
find, were two of their favourite games because, in their opinion, they had had
alot of fun and had learned a lot.

Turning now to the change of the role of the teacher, the overall response
to this question was very clarifying since none of the students wanted Prof.
Marquez-Gomez to leave due to the fact that it would entail going back to their
routine focused on a more direct instruction. It was clear that they were more
willing to learn within a more dynamic framework. The most important and
striking result to emerge from the writings regarding the development of literacy
is that learners did not relate gamified classes solely with play, but most of them
wrote that these lessons had been a different and funnier way to learn for them.

With regard to the final part of the assessment, the self-evaluation focused
on the development of the didactic sequence, there was a significant positive re-
sponse on the part of the students towards this method. Thus, our initial expec-
tations had been fulfilled satisfactorily. Nevertheless, there were some aspects
which needed some improvement, namely, to study more in depth the way we
had to attend those children with special educational needs. Also, since gamifi-
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cation entails a more dynamic class, conflict solving needed to be enhanced, due
to the fact that conflicts aroused more often than usual. Taken together, these re-
sults suggest that the association between literacy and gamification is worth it to
be implemented more often within the Primary Education curricula.

CONCLUSION

Closing the article, we encourage a more dynamic support and backing of edu-
cational play in Primary Education programs. It is within our understanding
that educating in the 21% Century is the considering of a better prepared genera-
tion of children.

Gamification is a not very well know teaching method in Primary Education,
even though many teachers put it into practice without even being conscious
about it.

Within our project, our first achieved aim has been to fill the gap due to the
few studies that have investigated practical experiences of teachers connecting
gamification and Primary Education literacy skills. The following findings have
been observed: (i) children's literacy skills through gamification in the field of
Teaching English as a Second Language (TESL) has been enhanced through
gamification according to the direct observation data gathered during the ex-
perience. (ii) Thus, the implementation of this teaching sequence has studied
the way of integrating game dynamics in non-recreational environments to en-
hance their learning. (iii) The design of the teaching based on The Gruffalo by
making it an interactive and gamified storytelling activity has allowed for a bet-
ter comprehension of the story and its elements on the part of the students, to
finally achieve a closer relationship between learning, literacy and entertainment
in a foreign language; (iv) for teachers, unlike students, gamification entails too
much work according to their claims. It was easier to base the English classes on
the text book. Even though, they admit that ludic activities within the classroom
classes help students to socialize more and to have a break in their daily routine.

Regarding the limitations of the present study, we have not found much in-
formation in terms of the linkages between literacy and gamification, neither in
first nor second languages learning, in Primary Education.

To finish, we want to leave this idea: gamified activities may work as a launch
pad for the development of children’ critical thinking skills, let’s help them.
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Dokad zmierza , statek zwany wyobraznig”?
O wyobrazni w ksztalceniu polonistycznym

Wyobraznia tworzy wiecej niz rzeczy i dramaty,
tworzy nowe zycie; tworzy nowy umyst;

otwiera oczy, ktore uzyskujg nowe sposoby widzenia.
Gaston Bachelard

Abstrakt: W tekscie zatytutowanym Dokgd zmierza ,,statek zwany wyobraznig”?
O wyobrazni w ksztatceniu polonistycznym skupiam uwage na wyobrazni, réznych
znaczeniach, jakie przypisywano temu pojeciu w tradycji i wspolczesnie. Zasta-
nawiam si¢ miedzy innymi nad tym: czym w ogole jest wyobraznia? Co znaczy
mie¢ wyobraznie? Czy mamy na nig wptyw? Czy mozna jg stymulowac i rozwiac?
Jak mozna spozytkowac jej potencjal w ksztalceniu i wychowaniu? Stephen Kos-
slyn i inni badacze doszli do konkluzji, ze wyobraznia jest procesem autonomicz-
nym o identyfikowanej lokalizacji mézgowej, zwiazanej przede wszystkim z prze-
twarzaniem sensorycznym. Zwolennicy tego rodzaju argumentacji rozprawiaja
sie z pogladami, ktdére odbieraty wyobrazni prawo do istnienia niezaleznego od
innych proceséw poznawczych. W literaturze poswieconej wyobrazni czesto za-
stepuje sie termin wyobraznia pojeciami operacyjnymi jak: wizualizowanie czy
obrazowanie wewnetrzne, a w odniesieniu do wyobrazen uzywa sie wtedy ter-
minéw wizualizacje lub obrazy mentalne. Wyobraznia jest zdolnosécig pozwala-
jaca na mniej lub bardziej szczegétowe tworzenie w umysle dowolnych sytuacji juz
kiedys zaistniatych lub hipotetycznych. Wytwarzane obrazy moga by¢ oryginal-
ne, wowczas méwimy o wyobrazni tworczej. W ksztalceniu wazng role odgrywa
wyobraznia kierowana. Jest ona przydatna przy przyswajaniu sobie wiadomosci,
ktére odnosza sie do przedmiotéw i zjawisk niedostepnych naszemu bezpo-
$redniemu do$wiadczeniu, np. w historii, biologii, geografii i w innych naukach.
Wspolczesne dazenie czlowieka do ,,zanurzania si¢ ” w $wiecie fantazji jest jed-
nym z motoréw napedowych rozwoju sztuki i technologii, a w szczegdlnosci spo-
sobdw osiagania wplywu na podmiotowos$¢ widza- czytelnika- odbiorcy. Lektura
moze mie¢ duzy wplyw na rozwdj wyobrazni czytelnikéw, gdyz wzmacnia uwage,
emocje, empatie czy intuicje, powodujac integracje oraz wspoéldzialanie roznych
procesow psychicznych. Wyobraznia jest zatem nieodzowna w odbiorze tekstow
kultury, w poznawaniu czy doswiadczaniu zjawisk artystycznych, estetycznych,
moralnych. Czytanie dziel literackich, malarskich, teatralnych czy filmowych jest
dzieki wyobrazni procesem dynamicznym i wieloaspektowym. Tworcze odczyty-
wanie tekstow to réwniez uruchamianie zywej tradycji, ktorej dziedzictwo prze-
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staje by¢ zbiorem pustych form i martwych konwencji, lecz staje si¢ narzedziem
organizujacym rozumienie oraz wyobraznie literacky i historyczng i in. Obecnie
w pracach poswigconych odbiorowi sztuki, szczegélnie warunkowanej medialnie,
pisze si¢ o immersji jako nowej formie odbioru, przejawiajacej si¢ w procesie
zanurzania albo pochlaniania osoby przez sztuke elektroniczng, $wiat wirtualny,
$wiat gry komputerowej lub dzieta sztuki (zwlaszcza cyfrowej).

Abstract: In the text: Where does the “ship called the imagination” go? About ima-
gination in Polish language education 1 focus on imagination, the different me-
anings that have been attributed to this concept in tradition and today. Among
other things, I wonder: what is imagination in general? What does it mean to
have imagination? Do we have any influence on imagination? Can it be stimu-
lated and dispelled? How can we use its potential in education and upbringing?
Stephen Kosslyn and other researchers came to the conclusion that imagination
is an autonomous process with an identified brain location, primarily related to
sensory processing. Proponents of this kind of argumentation deal with views
that deprived the imagination of the right to exist independent of other cogniti-
ve processes. In literature devoted to imagination, the term imagination is often
replaced by operational concepts such as visualization or internal imaging, in
which case the terms visualization or mental images are used to refer to the ima-
gination. Imagination is the ability to create in the mind in more or less detail any
situations already existing or hypothetical. The produced images can be original,
then we are talking about creative imagination. Managed imagination plays an
important role in education. It is useful for assimilating knowledge that relates to
objects and phenomena that are inaccessible to our direct experience, e.g. history,
biology, geography and other sciences. Contemporary aspiration of man to “im-
merse himself” in the world of fantasy is one of the driving forces behind the de-
velopment of art and technology, and in particular the ways of achieving influen-
ce on the subjectivity of the viewer-reader-recipient-recipient. Reading can have
a big impact on the development of readers’ imagination, as it strengthens atten-
tion, emotions, empathy or intuition, causing integration and cooperation of va-
rious mental processes. Imagination is therefore indispensable in the reception
of cultural texts, in getting to know or experiencing artistic, aesthetic and moral
phenomena. Reading literary, painting, theatre or film works is a dynamic and
multifaceted process thanks to the imagination. Creative reading of texts is also
the launching of a living tradition, whose legacy ceases to be a collection of emp-
ty forms and dead conventions, but becomes a tool for organizing understanding
and literary and historical imagination, and others. At present, works devoted to
the reception of art, especially media-conditioned art, write about immersion as
a new form of reception, manifested in the process of immersion or absorption
of a person by electronic art, virtual world, world of a computer game or a work
of art (especially digital art).

Stowa kluczowe: wyobraznia, rodzaje wyobrazni: twércza i odtworcza, kiero-
wana, literacka (poetycka); wizualizacja, wyobrazenie, marzenie, imersja.

Keywords: imagination, types of imagination: creative and reproducible, direc-
ted, literary (poetic); visualization, imagination, dream, immersion.
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Akwatyczny tytul tego tekstu odnosi sie do jednego z zywioldéw: ognia i wody,
ziemi i powietrza, ktére wywotywaly u poetéw réznych epok i kultur cztery
typy obrazdéw i zespoléw wyobrazen. Mozna w tym miejscu zapytac: dlaczego
woda a nie inny z zywiotéw? Wodzie przypisywano najistotniejsze sensy sym-
boliczne: zycia i $mierci, oczyszczenia i odrodzenia, tworzenia i niszczenia,
prawdy i porzadku, ale takze: narzedzia kary, kobiecosci, milosci (Kopalinski
1990: 475-479).

Krajobraz akwatyczny w literaturze pojawiat si¢ tez jako symbol samopo-
znania, a towarzyszacy mu motyw wedrowki wystepowal czesto jako obraz
zeglugi. Przestrzenie morskie to réwniez symbol Zycia i jego potegi, poszuki-
wania i odkrywania tego, co nowe. To takze obraz tesknoty cztowieka za nie-
skonczonoscig, za warto$ciami metafizycznymi.

Wody poetyckie s3 ze swej istoty niewyczerpane, jak wyobraznia.

Mowimy czesto: Prosze sobie wyobrazic. Wyobraz sobie... To przekracza grani-
ce ludzkiej wyobrazni! Ale masz wyobraZnig! Pojecie wyobraznia funkcjonuje
zatem w jezyku potocznym jako jedna z form aktywnosci psychicznej cztowie-
ka, jako zdolno$¢ do tworzenia w myslach obrazéw, kombinacji idei, inaczej —
fantazja, imaginacja. Dookreslana réznymi przymiotnikami, np. btyskotliwa,
bujna, $miala, wizjonerska, poetycka, wrazliwa, ale takze chora, chorobliwa,
niespokojna, zmystowa itd., jest pojeciem nieostrym i wieloznacznym. Wyste-
puje w bardzo réznych kontekstach zycia spotecznego i dziedzin takich, jak:
filozofia, estetyka, teoria sztuki, socjologia, pedagogika i psychologia i in. Kaz-
da z tych dyscyplin troche inaczej okresla istote wyobrazni. Filozofia traktuje
ja jako narzedzie poznania, historia i teoria sztuki jako podstawe tworczosci,
pedagogika akcentuje jej uzyteczno$¢ dydaktyczng i aspekty wychowawcze,
a psychologia taczy ja z mysleniem, procesem zapamietywania i przechowy-
wania w pamieci, a takze z emocjami. Dictionary of Philosophy of Mind podaje,
ze pojecie wyobrazni bylo i jest stosowane w okoto 1500 znaczeniach, akcen-
tujac tym samym jej polisemicznos¢ (Thomas N. J. T. 2000).

Pytania o to, czym jest wyobraznia i jakie pelni funkcje w zyciu czlowie-
ka, nalezaty do kanonu podstawowych problemdw filozoficznych stawianych
przez myslicieli od czaséw Platona i Arystotelesa. Pierwotnie o wyobrazni
myslano jako o sztuce przedstawiania w umysle przedmiotéw nieobecnych
w danym miejscu i czasie. P6Zniej zaczeto postrzega¢ wyobraznie jako umie-
jetno$¢ tworcza. Ksztaltowanie pogladéw na temat wyobrazni odbyto dluga
droge przez wieki. Nie bede relacjonowac tej historii, cho¢ jest interesujaca,
lecz zasygnalizuje jedynie z wybranych koncepcji te watki, w ktérych odgry-
wala gtéwng role w procesie poznania i tworzenia.
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Od czasow Kartezjusza zaczeto eliminowaé wyobraznie z procesu two-
rzenia poje¢, ktorych tresci powstawaly niezalezne od poznania zmystowego,
a tym samym od poznawania realnego $wiata. Zwigzek poje¢ z wyobraznia
traktowano jako incydentalny, nie majacy wptywu ani na ich tres¢, ani na ich
relacje z rzeczywistoscig. W ten sposob z procesu tworzenia poje¢ wyelimino-
wana zostaje wyobraznia, a poznanie intelektualne nabiera charakteru aprio-
rycznego (Starobinsky 1972: 217-232).

W oswieceniu o wyobrazni cz¢sto méwiono, ze jest wlasciwoscig dzieci,
szalencéw i ludzi niewyksztalconych, a racjonalistyczny dualizm podporzad-
kowal wyobraznig¢ (jako zdolno$¢ zalezng od ciata) inteligencji. William Bla-
ke, ktory swoimi pogladami i twdrczo$cia zapowiadal przyjscie epoki roman-
tyzmu niezlomng wiara w wyobraznie, traktowal ja jako centrum stwdrcze
wszech$wiata, cywilizacji, kultury, sztuki. Romantycy przyjeli, ze cztowiek
przy pomocy wyobrazni moze widzie¢ zarazem realno$¢, jak i idealnos¢. Wy-
obraznia w tym okresie nie byla tylko ,ubocznym skfadnikiem geniuszu”,
oddanym slugg uczestniczagcym we wspdlnym dziele wszystkich wtadz czto-
wieka, lecz inng nazwg dla samego geniuszu; zamiast by¢ dodatkiem do kon-
cepcji dziela, stala sie najwazniejsza sila twodrcza, ,krolowa wladz” (Baude-
laire), aktywnym logos (Am Anfang war die Tal [na poczatku byt czyn]), od
ktérego wszystko jest zalezne. Dla duszy romantycznej wyobrazaé — to zara-
zem tworzy¢ i zna¢, to uczestniczy¢ z miloscig w zyciu wszechswiata (Staro-
binsky 1972: 227).

W Prologu do III czgsci Dziadéw spotykamy wielka pochwate ludzkiej wy-
obrazni i jej sily:

Czlowieku! gdybys wiedzial, jaka twoja wladza!
Kiedy mysl w twojej glowie, jako iskra w chmurze,
Zablyénie niewidzialna, obloki zgromadza,

I tworzy deszcz rodzajny lub gromy i burze; [...]
Ludzie! kazdy z was mogltby, samotny, wieziony,
Mysla i wiarg zwalaé i podzwigac trony.

Romantyczna rewolucja przywracata wyobrazni wolnos¢, pomagata odzy-
skac cztowiekowi wlagciwe mu miejsce w $wiecie, chociaz nie zawsze w rzeczy-
wistym. Tajemnica romantyzmu polegala na tym, ze stworzyl rzeczywistos¢
réwnorzedng i konkurencyjna wobec realnego $wiata — 6w $wiat ducha.

Od romantykéw, od Baudelaire’a, w poezji europejskiej zaczyna si¢ konsty-
tuowa¢ wyobraznia jako najgtéwniejsza z wladz cztowieka. Potem, zdaniem
Jeana Starobinskiego, wyobraza¢ nie znaczylo juz uczestniczy¢ w swiecie, lecz
$ciga¢ swoj wlasny obraz, ktéry moze przybiera¢ zmieniajace si¢ bez konca
formy. W symbolizmie wyobrazone bedzie si¢ wigza¢ z mitem Narcyza. Nie
jest przypadkiem, ze na poczatku naszego stulecia introwersja okreslana jest
jako: die Riickbiegung der Libido auf die Phantasie [ukierunkowanie zwrotne
libido na fantazje] (Starobinsky 1972: 228).
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W filozofii Gastona Bachelarda wyobraznia jest Scisle zwigzana z subiek-
tywnym punktem wyjscia, to znaczy z cogito marzenia i zachwytu. Filozof
szczegdtowo badal strukture swiata wyobrazni, jej wymiary - opcje nauko-
wa i wyobrazeniowa byty dla filozofa réwnocze$nie biegunowo przeciwstaw-
ne, symetryczne i uzupelniajace si¢ (Bachelard 1975: 230). Wyobraza¢ sobie
to zawsze wigcej niz zy¢ — pisal w Poetyce przestrzeni (Bachelard 1975: 243),
a poezja byla dla niego ,,fenomenem wolnosci”. Zakladat, ze rzeczywistos¢ wy-
obrazni najpierw si¢ wylania, a potem dopiero dokonuje samoopisania. Tym,
co kieruje wyobraznia, co ozywia, aktualizuje cztowieka, jest reakcja na pod-
stawowe pierwiastki materialne: ziemie, ogien, wode, powietrze. Wyobraz-
nia poruszona nimi rozwija si¢ i dochodzi czasem do takich konstrukeji jak
poezja. Triada, ktérg zajmowat si¢ filozof, streszcza si¢ w stowach: wyobraz-
nia - marzenie — marzyciel. Bytowos¢ czlowieka jest poswiadczana przez wy-
obraznig; mozna strawestowac¢ formule Kartezjusza: ,wyobrazam sobie — wigc
jestem”. W ujeciu autora Poetyki przestrzeni wyobraznia nie jest tylko wolnym
wytworem ducha. Posiada glebokie zakotwiczenie w materii (Panas 1976: 3).
Zdaniem Wtadystawa Panasa ,,Bachelard proponuje, »by uznac wyobraznie za
jedng z najwazniejszych poteg ludzkiej natury«” (Panas 1976: 3).

W psychologii na poczatku lat siedemdziesigtych XX wieku wyobraznia
budzifa zainteresowanie przede wszystkim ze wzgledu na jej funkcje, a takze
jako mnemotechnika, strategia poznawcza lub jako proces analogiczny do per-
cepcji. Wspolczesnie — jedni badacze sg zdania, ze wyobraznia jest rodzajem
iluzji, ktorej ulegamy wtedy, gdy na przyklad usitujemy odpowiada¢ na pytania
dotyczace wlasnosci obiektow wizualnych lub przestrzennych relacji miedzy
nimi. A dane wizualne kodujemy w mézgu za pomoca sadéw, nie specjalnych
systemow, przeznaczonych wylacznie do zapisywania danych sensorycznych
(np. Zenon Pylyshyn, kognitywista z Uniwersytetu Rutgers) (Soszynska, Fran-
cuz 2007: 291-313). Inni (jak Stephen Kosslyn) na podstawie badan ekspery-
mentalnych doszli do konkluzji, Ze wyobraznia jest procesem autonomicznym
o identyfikowanej lokalizacji mézgowej, zwigzanej przede wszystkim z prze-
twarzaniem sensorycznym. Zwolennicy tego rodzaju argumentacji, powolujac
sie na nowe ustalenia neuropsychologii (Soszynska, Francuz 2007), rozprawia-
ja sie z pogladami, ktére odbieraly wyobrazni prawo do istnienia niezalezne-
go od innych proceséw poznawczych. Ten nowy watek, ktdry pojawit sie pod
koniec XX wieku, zwigzany byl z zastosowaniem w badaniach neuropsycho-
logicznych aparatury medycznej, umozliwiajacej obrazowanie aktywnego moé-
zgu. Wyniki badan moézgu aktywnego podczas wykonywania zadan wymaga-
jacych zaangazowania réznych proceséw poznawczych rzucily takze zupelnie
nowe $wiatlo na role, jaka w spostrzeganiu odgrywa wyobraznia. Ujawnily $ci-
Slejszy zwigzek miedzy spostrzeganiem wzrokowym i wyobraznig niz dotad
przypuszczano. Istotny jest wplyw, jaki wywiera informacja wzrokowa na in-
terpretacje bodzcow stuchowych. Na to, co styszymy, wplywajg takze nasze
oczekiwania, konteksty, wiedza uprzednia. Percepcja dzwigku nastepuje w obu
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potkulach mézgowych, nie jest biernym przyjeciem informacji akustycznej.
W procesie percepcji istotne s3 rowniez emocje wywolywane przez dane
dzwieki i wyobraznia muzyczna (Koryl 2015).

Mimo tych ustalen od niemal 40 lat trwa dyskusja migedzy zwolennikami
i przeciwnikami pojmowania wyobrazni jako autonomicznego procesu po-
znawczego — w literaturze przedmiotu znana jako imagery debate.

Podsumowujac ten watek, trzeba powiedzie¢, ze w literaturze przedmioto-
wej pojecie ,wyobraznia” bywa uzywane w réznych znaczeniach:

1. Jako zdolnos¢ do generowania wyobrazen zmystowych, czyli repre-

zentacji obiektow, ktore znajduja si¢ poza zasiggiem zmystow (Francuz
2007: 149-189).

2. Jako jeden ze zmysléw wewnetrznych, receptywno-tworczy, ktory swym
wplywem obejmuje ludzkie poznanie intelektualne, wole oraz uczucia,
odgrywajac wazng role w osobowym zyciu cztowieka (poznanie teore-
tyczne, postepowanie moralne, twdrczos¢ artystyczna i techniczna oraz
zycie religijne).

3. Jako przypominanie sobie, tj. wytwarzanie w umysle pewnych bodzcow
odbieranych przez zmysly: obrazéw wizualnych, dzwickéw muzycz-
nych, szuméw lub stéw (réwniez wyrazéw i zdan), a takze zapachow,
smakow, réznorodnych bodzcéw dotykowych i in. (Jaroszynski 2010).

4. Jako przewidywanie mozliwych zdarzen przyszlych na podstawie aktu-
alnie posiadanych informacji;

5. Jako przekazywanie w dowolnej formie artystycznej swoich wrazen
i tworczych wyobrazen, poprzedzone zwykle uobecnieniem wytworu
swego dzialania w umysle.

W literaturze pos$wieconej wyobrazni czesto zastgpuje si¢ termin wy-
obraznia poj¢ciami operacyjnymi jak: wizualizowanie czy obrazowanie we-
wnetrzne, a w odniesieniu do wyobrazen uzywa si¢ wtedy terminéw wizu-
alizacje lub obrazy mentalne. Niezaleznie od tego, z jaka terminologia sie
zetkniemy, to warto pamigta¢, ze udzial wyobrazni w procesach myslenia jest
nierozlaczny, a sama czynnos$¢ myslenia przejawia sie gléwnie w wyobraze-
niach, czyli obrazach istniejacych mentalnie, bedacych odzwierciedleniem
w $§wiadomosci spostrzeganych uprzednio form i zjawisk, ktére w danym mo-
mencie nie dzialajg na nasze zmysty. Wylaniaja sie z pamieci swiadomej, tacza
sie z elementami nieSwiadomosci, ozywione dzialaniem fantazji, kreuja tresci
tworcze.

Jean Paul Sartre w rozprawie Wyobrazenia. Fenomenologiczna psychologia
wyobrazni analizuje poznawcze funkcje wyobrazenia. Ktadzie nacisk na wy-
obraznie jako aktywno$¢ swiadomosci, na $Swiadomos¢ wyobrazajaca. Aktyw-
nos¢ ta jest dla niego empirycznym przejawem wolnos$ci swiadomosci, ktora
obdarzona jest zdolnoscig uobecniania sobie przedmiotéw nieobecnych (Sar-
tre 1970). W postrzezeniu wiedza ksztaltuje sie stopniowo; w wyobrazeniu
jest natychmiastowa. Tadeusz Stawek pisze, ze dzieki wyobrazeniom:
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dotykamy drugiego sposobu wchtaniania przez nas $wiata: uwolniona i wcie-
lona dusza jednostki wydobywa sie z zawezenia, przebija przez mroczne i za-
techle podglebie, aby wydoby¢ sie z podziemia na powietrze, a ten ruch nalezy
juz do wyobrazni (Stawek 2001).

Wyobrazenie jest aktem syntetycznym, ktory faczy konkretng nie-obrazo-
wa wiedze z elementami przedstawiajacymi. Wyobrazenia réznicuje si¢ na od-
tworcze, bazujace gléwnie na procesach pamieci oraz wytworcze, powstajace
na podstawie wcze$niejszych spostrzezen, wiedzy i fantazji (Filozofia. Leksy-
kon PWN 2000: 356).

Moc wyobrazniowego poznania sprawia, ze cztowiek wcigz stwarza miej-
sca, w ktorych przebywa, gdyz przestrzen przeniknieta wyobraznig otwierajg-
ca droge ,,oczyszczonym” zmyslom jest niegotowa i nieskonczona.

Od XVIII wieku zaczgto wyobraznie réznicowaé, wyodrebniajac dwie jej
klasy: ,,wyobrazni¢ tworcza” i ,wyobraznie odtwdrcza”, pierwszej z nich
przydzielajac mozliwosci ksztaltowania czegos nowego i dotychczas niespoty-
kanego, powstajacego na podstawie wczesniejszej wiedzy i fantazji; drugiej —
odwolanie si¢ do dawniejszych do$wiadczen utrwalonych w pamieci (Sartre
1970). Zaréwno jeden i drugi rodzaj wyobrazni spetnia wazna role w procesie
twdrczym, kazdy inaczej manifestuje swoja obecnos¢. W zaleznosci od tego,
w jakiej mierze wyobrazenia powstaja pod wplywem $wiadomego zamiaru
i wysitku woli, wyodrebniamy wyobrazni¢ mimowolna i dowolna. Te pierw-
sza charakteryzuje swobodny bieg wyobrazen, przesuwanie w $wiadomosci
réznych obrazéw, dos¢ luzno ze soba powiazanych. W wyobrazni mimowolnej
snujemy wyobrazenia na jawie. Skrajnym przejawem wyobrazni mimowolnej
s3 marzenia senne, ktorych tre$¢ jest nieraz oderwana od rzeczywistosci, a sy-
tuacje i zdarzenia, jakie sobie wyobrazamy $nigc, nieprawdopodobne. Charak-
terystyczna cechg wyobrazni dowolnej jest umiejetnos¢ wywolania réznego
rodzaju wyobrazen w sposob §wiadomy i celowy.

Marzenia s3 odrebnym przejawem wyobrazni dowolnej. Stanowia one ze-
spot wyobrazen samodzielnych i twérczych, rzutujacych w przyszlosc i zwia-
zanych z naszymi pragnieniami i dgzeniami. Trescig marzenia jest urzeczy-
wistnienie jakiego$ pragnienia; bywaja one bardziej lub mniej realne, wéwczas
okreslane s3 mrzonkami. Na og6! marzenia sg zwykle $cisle zwigzane z pla-
nami zyciowymi czlowieka, wzbogacaja jego wewnetrzne zycie, zachecajac go
do planowania drogi do celu. W sktadanych zyczeniach czgsto powtarzamy:
Spetnienia marzen.

Drugim rodzajem wyobrazni jest wyobraznia kierowana, w ktdrej wy-
obrazenia powstaja pod wplywem okreslonych bodzcéw, np. przez lekture,
film, muzyke, ilustracje, opowies¢ itp. W trakcie lektury powiesci wyobraza-
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my sobie opisane w niej zdarzenia, przestrzenie, bohateréw, ich wyglad itp. Po
obejrzeniu adaptacji filmowej badz teatralnej powiesci czesto jestesSmy rozcza-
rowani, gdyz rezyser wybrat aktoréw, ktorzy nam sie¢ nie kojarza z ich wyobra-
zeniem, np. z panng Lecka, Olenka Billewiczowna itd.

Wyobraznia kierowana odgrywa wazna role we wzbogacaniu doswiad-
czen czlowieka. Spetnia wazng funkcje w ksztalceniu. Jest ona przydatna przy
przyswajaniu sobie wiadomosci, ktére odnosza si¢ do przedmiotow i zjawisk
niedostepnych naszemu bezposredniemu doswiadczeniu, np. w historii, bio-
logii, geografii i innych naukach. Méwi si¢ wowczas o ,,pracy z wyobraznig’,
0 ,rozwijaniu’, o ,stymulowaniu’, czy o ,ksztalceniu” badz ,ksztaltowaniu”
wyobrazni (Sztuka 2010).

Wyobraznia bylaby wiec zdolno$cia pozwalajacg na mniej lub bardziej
szczegotowe tworzenie w umysle dowolnych sytuacji juz kiedys zaistniatych,
hipotetycznych, czyli mogacych zaistnied, jak i takich, ktére nie mogtyby za-
istnie¢ w rzeczywistosci, lecz s3 nam uzyteczne w pojmowaniu i twérczym
przeksztalcaniu rzeczywistosci. Wytwarzane obrazy moga by¢ oryginalne,
wowczas moéwimy o wyobrazni tworczej. Wyobraznie tworcza maja silnie
rozwinietg wynalazcy i konstruktorzy, uczeni i pisarze, kompozytorzy, plasty-
cy, architekci, a takze racjonalizatorzy, ktorzy ulepszajg istniejace juz urzadze-
nia lub tworza nowe, ktérzy pisza lub malujg oryginalne dzieta. O ich orygi-
nalnos$ci decyduje takze indywidualna wrazliwos¢ i twércza intuicja danego
czlowieka, a takze cechy osobowosciowe. Intuicja powigzana z wyobraznia
jest wytworem mozgu, odnosi si¢ do procesu szybkiego spostrzegania, wy-
obrazania, myslenia czy o$wiecenia umystu. Podpowiada ona rozumowi, jak
nalezy tworzy¢ obraz otaczajacego nas $wiata. Intuicja i zwigzane z nig procesy
tradycyjnie taczone sg z problematyka twdrczosci, gdyz w wyobrazni tworczej
duza role odgrywa myslenie intuicyjne, pojmowane jako skrécony akt analizy
i generalizacji.

Wyobraznia tworcza przewaza w pierwszym okresie zycia czlowieka, z wie-
kiem te proporcje si¢ na og6l odwracaja. Wyjatek stanowia artysci, u ktérych
wyobraznia twoércza dominuje nad odtworczg. Twdrcza wyobrazni¢ uwaza sie
za jeden z najistotniejszych elementéw réznigcych ludzi miedzy soba, gdyz jest
zdolno$cig niepowtarzalng, a dokonania twdrcze uznawane sg za oryginalne.
Tworczos¢ jako proces uznawana jest za afirmacje zycia ludzkiego (Bronowski
1984: 24-31).

W przestrzeni ludzkiego umystu wyobraznia zachowuje niezaleznos¢ dzie-
ki prawu do swoistej autonomii, ktéra oznacza porzadek wlasny niezalezny
od okolicznosci, warunkéw, presji i napie¢, jakim poddawana bywa $wiado-
mo$¢ czlowieka. Dziata wbrew ograniczeniom, a czesto dzigki nim. Nie po-
zwala umystowi ulec stagnacji i zalamaniu. Jest stale otwarta na rzeczywistos$¢
wewnetrzng. Wyobrazni¢ trudno ujaé w schematy, dziala ona w sposoéb indy-
widualny, dostarczajac stale nowego materiatu inspirujacego i uruchamiajace-
go roznorodne procesy i dziatania twoércze, sygnalizujac - jak to ujal przed laty
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Kazimierz Wyka: ,,prawo rozrastajacego sie wciaz §wiata, prawo rzeczywistosci
przybywajacej” (Wyka 1977: 10).

Bez jej udzialu zadne dzialania twdrcze nie bytyby mozliwe. I cho¢ zupelnie
inaczej rozwija si¢ zdolnos¢ tworzenia fabuly filmowej, muzyki, form plastycz-
nych czy utwordw literackich, to jednak zawsze mozna méwic o tych samych
warunkach koniecznych do powstawania warto$ciowych dziatan i oryginal-
nych dziet artystycznych.

Trzeba tu réwniez sygnalizowac zjawisko réznorodno$ci wyobrazni, ktéra
w zaleznosci od rodzaju osobowosci cztowieka, inteligencji i uprawianej przez
niego dyscypliny tworzy swoiste ,,specjalizacje”, np. wyobrazni¢ matematycz-
ng, historyczna, przestrzenng, literacka, poetycka itd. W literaturoznawstwie II
polowy XX wieku zaczeto badania struktur wyobrazni nie tylko danego okresu
czy pradu artystycznego, ale rowniez pisarza'.

Jean Starobinski w eseju Wskazowki do historii pojecia wyobrazni pisze: ,Wy-
obraznia literacka jest jedynie szczegélnym rozwinieciem sprawnosci o wiele
ogolniejszej, nieodiacznej od samego dzialania $wiadomosci’, gdyz wiaze sie
z innymi dziedzinami (filozofig, psychologia), nie ma wyraznej odrebnosci
jako pojecie (Starobinski 1972: 217-218). Cytowany autor daje w swoim tek-
$cie jej piekng definicje opisowa:

Wyobraznia (literacka B.M) - przenikajaca samo postrzezenie, uczestniczg-
ca w operacjach pamieci, otwierajagca wokoét nas horyzonty tego, co mozliwe,
kierujgca projektem, nadzieja, obawa, przypuszczeniami - jest czyms znacznie
wiecej niz zdolnoécig ewokowania obrazéw, ktére pomnazalyby $wiat naszych
bezposrednich postrzezen: jest to umiejetnos¢ oddalania sie, pozwalajaca nam
przedstawi¢ sobie rzeczy odlegle i wyprzedzaé otaczajacg nas rzeczywisto$¢.
Stad ta dwuznaczno$é, z ktorg wszedzie bedziemy sie spotykaé: wyobraznia
swym antycypowaniem i przewidywaniem stuzy dzialaniu, zarysowuje przed
nami ksztalt tego, co mozliwe do urzeczywistnienia, zanim to zostanie urzeczy-
wistnione (Starobinski 1972: 217-218).

Sadzi on, ze nasze przystosowanie si¢ do $wiata wymaga - z jednej strony
tego, bysmy wyszli poza chwile obecng, celem myslowego opanowania przy-
sztosci; z drugiej - odwracajac sie od $wiata oczywistego, wytwarzali swoje
zmyslenia w kierunku, ktory jest fikcja, gra lub marzeniem. Obie spelniaja sie
w dziele (literackim), ktére jest wytworem krolestwa wyobrazni tworczej,
»wyobrazni utrwalonej”.

Jak zatem odbywa si¢ w tej skomplikowanej rzeczywisto$ci poznanie? Zda-
niem Kazimierza Wyki:

Poznanie poetyckie jest poznaniem poprzez wyobraznie. Filozofia poetycka
podobnie. Moralno$¢ podobnie. Nawet funkcja agitacyjna. Wyglada, ze poezja

! Pionierska pracg jest Rolanda Barhes'a Michelet par lui-meme, Paris 1958, w ktdrej zajat

sie on opisem komplekséw obrazéw Micheleta - pisarza, §ledzac skojarzenia, jakie tacza
np. kobiete i zywioly itd. Za: Blonski 1962: 310-318.
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nowoczesng, podobnie jak malarstwem nowoczesnym, rzadzi prawo trudne do
ujecia w schematy. Prawo rozrastajacego si¢ wciaz $wiata, prawo rzeczywistosci
przybywajacej. Do takiej rzeczywistosci i podobnego $wiata wyobraznia arty-
sty wnosi swoje propozycje [...]. Rzecz wyobrazni to na pewno sprawa
gltéwna kazdej poezji, kazdej indywidualnosci poetyckiej (Wyka 1977: 9-10).

W polskim literaturoznawstwie istnieje wiele prac poswieconych wyobrazni
tworczej wybranego poety, pisarza, a takze calego pokolenia®. Tworcy, majac —
z jednej strony dar kreacji $wiata, zdeterminowani posiadang wiedzg, $wiato-
pogladem, klimatem epoki, dawali jej literacki obraz, z drugiej - tworzac swoje
wizje — ksztaltowali horyzonty wyobrazni odbiorcow.

Lektura moze mie¢ duzy wplyw na rozwdj wyobrazni czytelnikow, gdyz
wzmacnia uwage, emocje, empati¢ czy intuicje, powodujac integracje oraz
wspotdzialanie réznych proceséw psychicznych. Wyobraznia jest zatem nie-
odzowna w odbiorze tekstow kultury, w poznawaniu czy doswiadczaniu zja-
wisk artystycznych, estetycznych, moralnych. Czytanie dziet literackich,
malarskich, teatralnych czy filmowych jest dzieki wyobrazni procesem dyna-
micznym i wieloaspektowym. Twoércze odczytywanie tekstow to rowniez uru-
chamianie zywej tradycji, ktorej dziedzictwo przestaje by¢ zbiorem pustych
form i martwych konwencji, lecz staje si¢ narzedziem organizujacym rozumie-
nie oraz wyobraznie literacka i historyczna i in.

Obecnie w pracach poswieconych odbiorowi sztuki, szczegélnie warunko-
wanej medialnie, pisze si¢ o immersji jako nowej formie odbioru, przejawia-
jacej sie w procesie zanurzania albo pochlaniania osoby przez sztuke elektro-
niczng, $wiat wirtualny, $wiat gry komputerowej lub dziela sztuki (zwtaszcza
cyfrowej). Przejawy immersji ujawniaja sie¢ m.in. wygluszaniem bodzcow do-
plywajacych do odbiorcy ze $wiata fizycznego i intensyfikowaniem przezy¢
plynacych z zanurzenia si¢ w $wiecie pozafizycznym. Jesli multimedialnos¢
traktujemy jako scalenie kilku mediow w jeden przekaz, to immersje uwaza
sie za wyzsza forme multimedialno$ci, silnie wzmocniong paradygmatem imi-
tatio realis. W kontekscie mozliwosci, jakie daje nam elektronika nowej gene-
racji, immersja zmierza w stron¢ generowania $wiatow alternatywnych. I tak
w $wiecie gry gra przestaje by¢ ludyczng rozrywka, lecz staje sie rze-
czywisto$cig, dlatego wszystko, co sie¢ w niej wydarza, dokonuje sie
w afekcie. To, co wirtualne, nie przeciwstawia sie temu, co rzeczywiste. Jest
to poznawczy imperatyw, ktory odmienia specyfike tradycyjnej recepcji, gdyz

? Zob. Baranowska M., Surrealna wyobraznia i poezja, Warszawa 1984; Cywinska M., Ma-
nufaktura snéw. Rozwazania o polskiej poezji nadrealistycznej, Warszawa 2007; Korn-
hauser J., Usmiech Sfinksa. O poezji Zbigniewa Herberta, Krakow 2001; Legezynska A.,
Sliwiniski P., Poezja polska po 1968 roku, Warszawa 2000; Machej Z., Smakosze, kochan-
kowie i ptatni mordercy, Warszawa 1984; Machej Z., Trzeci brzeg, Krakéw 1992; Ma-
chej Z., Wspomnienia z poezji nowoczesnej, Wroctaw 2005; Maliszewski K., Nasi klasycy,
nasi barbarzyricy. Szkice o nowej poezji, Bydgoszcz 1999; Mati¢ D., Tajny ptomien, przet.
J. Kornhauser, Krakéw 1980; Michaux H., Seans z workiem, red. i przel. ]. Hartwig, War-
szawa 2004; Sliwinski P, Swiat na brudno. Szkice o poezji i krytyce, Warszawa 2007.
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w $wiecie stymulowanym hiperprzestrzenig immersyjnosc¢ to proces zanurza-
nia albo pochlaniania osoby przez rzeczywistos¢ elektroniczng. Immersja ma
miejsce w momencie, kiedy gracz ulegnie wrazeniu bycia catkowicie otoczo-
nym przez wykreowang rzeczywisto$¢, w ktorej sie znajduje (Heim 1993, Grau
2003, Prajzner 2009). Uznaje si¢ przy tym, ze wystapienie immersji jest kluczo-
we dla zadowolenia z gry (pisz¢ o tym szerzej w tekscie: Immersja - szansqg czy
zagrozeniem dla poetyki odbioru? - w druku).

Czy immersja mozliwa jest w odbiorze innych przekazow kultury? Zjawi-
sko utozsamienia sig, a nawet zatracenia sie¢ w czytanym dziele, jest znane jako
motyw literacki. Przywolam bohateréw powiesci Miguela Cervantesa - szlach-
cica Don Kichota z la Manchy i jego stuge Sancho Panse - dwa typy postaci
wymyslone na uzytek przeprowadzenia wywodu autora o wyzszosci zdrowego
rozsadku nad bezptodnym oderwaniem od rzeczywistosci. Dzieje Don Kicho-
ta, ktéry pod wplywem fantazji, rozkolysanej czytaniem ksiag rycerskich, spie-
szy w $wiat z giermkiem, aby wsrdd tysigcznych przygod i niebezpieczenstw
broni¢ niewinnosci, cnoty i prawa, mozna potraktowac jako jeden z najstar-
szych opiséw immersji czytelniczej. W prologu Cervantes wyraznie mowi, ze
pragnal tylko ,,obali¢ znaczenie i popularnos$¢, jaka zdobyly w swiecie ksiegi
rycerskie’, a przy zakonczeniu czesci drugiej dodaje: ze ,,mial jedyny zamiar
obrzydzi¢ ludziom urojone i niedorzeczne historie ksigg rycerskich” (poner en
aborrecimiento de los hombres las fing i das y disparatadas historias de los libros
de caballerias) (Swiecicki, b.r.).

Don Kichota mozna odczyta¢ takze jako odtworzenie odwiecznej walki
idealizmu z materializmem i krytyke skrajnosci obu zywiotéw.

Innym przykladem bohaterki, ktéra zyta w $wiecie fantazji wywotanej li-
teraturg romantyczng opisujaca idealng milto$¢, jest Emma Bovary, bohaterka
Flauberta. Jej dzieje to takze opis straconych ztudzen, upadlych marzen, ktore,
gdy blizej im si¢ przyjrze¢, byly od poczatku infantylne. Wierna czytelniczka,
obsesyjnie zakochana w literaturze i wyobrazni rozbudzonej pod jej wplywa-
mi, zagubila si¢ w otaczajacej ja rzeczywistosci, zyjac ztudzeniami, ktére do-
prowadzily ja do tragicznej $mierci.

Oba przytoczone przyklady maja charakter konfrontacyjny, w pierwszym
przykladzie satyryczny, w drugim - ironiczno-tragicznym.

Wedlug Krzysztofa M. Maja ani porywajaca fabuta, ani fascynujace posta-
cie nie s warunkiem dla wywotania u odbiorcéw immersji. Jest nim zanurze-
nie w otwieranym przez utwor $wiecie i pograzenie w lekturze, niewywotane
sztuczng koncentracja, ale wyciszeniem bodzcow zewnetrznych i ukierunko-
wanym $wiatoodczuciem, pozwalajacym powoli aklimatyzowac si¢ w odlegtej
rzeczywisto$ci (Maj 2015: 395).

Zadziwiajace efekty obrazu, ruchu i dzwieku przynidst film Doroty Kobie-
li i Hugha Welchmana Twéj Vincent o zyciu i malarstwie van Gogha. O tym
filmie czytamy w recenzji zamieszczonej w SPIDER'S WEB, Ze to porywajace
dzieto sztuki i kryminat jednocze$nie:
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wyjatkowo$¢ tego filmu, to thumacze, Ze mamy tu do czynienia z pierwszg w hi-
storii animacja pelnometrazows, ktéra zostala namalowana farbami olejnymi.
Nastepnie obrazy wprawiono w ruch za pomoca metody rotoskopii, znanej sze-
rzej jako animacja poklatkowa (aktor odgrywal swoja role, a nastepnie na bazie
jego ruchéw tworzono animacje. Byla to wybitnie mozolna robota - klatka po
klatce, kazdy ruch musial zosta¢ skopiowany — przyp. B.M.). Na ekranie ob-
serwujemy wiec prawdziwie ruchome obrazy utrzymane w stylistyce i poetyce
samego Vincenta van Gogha. Poruszajace si¢ z poetycka gracja obrazy, jakie
przyjdzie nam oglada¢, sa wrecz hipnotyzujace, magiczne. ,,Jwdj Vincent” do-
starcza bowiem jedno z najbardziej niezwyklych i oryginalnych do$wiadczen
wizualnych na duzym ekranie (Dobrzynski 2017).

Do tego pigkna muzyka Clinta Mansella.

Odbiorca Twego Vincenta staje przed nowym doswiadczeniem wlasnego cia-
fa, ktore wlaczone w rzeczywistos¢ pokazang na ekranie tworzy integralng czes¢
wirtualnego spektaklu, bo nie ma juz ramy oddzielajacej widza od obrazu, bo
jest on w jego wnetrzu. Jednak w odniesieniu do literatury kategorie wizualne
»muszg opiera¢ sie do pewnego stopnia na metaforze, poniewaz wszelkie dane
zmystowe przywolywane sg w tekscie za pomoca stowa” (Birkholc, b.r.).

Wspolczesne dazenie czltowieka do ,,zanurzania sie” w $wiecie fantazji jest
jednym z motoréw napedowych rozwoju sztuki i technologii, a w szczegolnosci
sposobow osiggania wplywu na podmiotowo$¢ widza — czytelnika — odbior-
cy. Celowe jest przytoczenie sadéw Marie-Laure Ryan, badajacej zagadnienie
immersji, ktéra twierdzi, ze literatura w zestawieniu z elektronicznym dzietem
interaktywnym zyskuje przewage pod wzgledem immersyjnosci. Czytanie wy-
maga od odbiorcy zaangazowania intelektualnego, natomiast dzieta cyfrowe nie
majg tej wlasciwosci, gdyz dajg Swiat uksztaltowany, oferuja gotowe narzedzia
stuzace do poruszania si¢ w nim i mniej angazujg w procesy percepcyjne i wy-
obraznie (Ryan 2001: 352-353).

Czy jest cos wigkszego

niz swiat caty?

Juz wiem:

moje stowa,

w ktorych wszystko sig zmiesci.

Julian Kornhauser

Istotne w tym miejscu jest pytanie: czy i jak edukacja polonistyczna ,wyko-
rzystuje” wyobraznie w procesie ksztalcenia i wychowania? W dyskusjach wo-
kot ostatniej reformy systemowej i programowej, w artykufach i monografiach
naukowych pojawia si¢ to zagadnienie w sposdb umiarkowany (Biedrzycki
iin. 2014). W tych przekazach zjazdowych wiele miejsca poswigcono waznym

Filoteknos 9.indb 350 2019-09-20 12:48:49



Dokad zmierza ,statek zwany wyobraznig”? ... 351

zagadnieniom, takim jak: kondycja polonistyki szkolnej i akademickiej, pro-
gnozowanie jej rozwoju (edukacja jako ksztalcenie dla jutra), edukacja poloni-
styczna jako misja i zobowigzanie wobec spoleczenstwa, ksztalcenie przysztych
nauczycieli, aksjologiczny ksztalt polonistyki szkolnej i akademickiej, zasto-
sowanie nowych teorii literaturoznawczych w procesie interpretacji dzieta li-
terackiego, itd. Jednak w warto$ciowych wystapieniach i opracowaniach zbyt
malo miejsca po$wigcono roli wyobrazni w procesie poznawania i wychowa-
nia. Zagadnienie to zostalo docenione najbardziej w wychowaniu przedszkol-
nym i wczesnoszkolnej edukacji, a takze edukacji dzieci niepelnosprawnych.
W ksztalceniu na poziomie klas IV-VIII szkoly podstawowej i w szkole sred-
niej zostalo pokonane przez ducha scjentycyzmu niesprzyjajacego rozwijaniu
wyobrazni uczniéw, lecz przyswajaniu informaciji (testy, sprawdziany, punkto-
wanie informacji). A wiedza nie sprowadza si¢ do zapamigtania samych infor-
macji, lecz do sposobu ich interpretacji, krytycznego oddzielenia istotnych od
nieistotnych, a takze intelektualnej intuicji wyrastajacej z wyobrazni.

Bogdan Dembinski, filozof z Uniwersytetu Slaskiego, w wywiadzie dla Ma-
gazynu ,Gazety Wyborczej” méwi o tym wprost: ,,Szkota kladzie nacisk na
zapamigtywanie informacji. UwierzyliSmy, ze suma informacji przektada sie
na wiedze, ale to nieprawda. Nasz mo6zg zachowuje si¢ racjonalnie i szybko eli-
minuje to, czego nie wykorzystujemy. Stad pytanie: po co nam taka wiedza?”
(rozm. Dembinski 2017). I na pytanie, jakie warunki muszg by¢ spelnione, by
informacja stala si¢ wiedza, odpowiada: ,,sens edukacji sprowadza si¢ do tego,
by zbudowa¢ wyobrazni¢” [...] Wyobrazni nikt nam w spadku nie zostawia.
Musimy ja sami zbudowac¢ (rozm. Dembinski 2017).

Przytoczone wypowiedzi sg bliskie mojemu rozumieniu edukacji szkol-
nej, szczegdlnie polonistycznej, a przedstawione w tekscie rozwazania akcen-
tuja role wyobrazni w ksztalceniu polonistycznym. Drugim zrédtem inspira-
cji sg ustalenia neurodydaktyki, w §wietle ktorej rozwdj poznawczy czlowieka
jest wynikiem wzajemnego oddzialywania dwoch proceséw — rozwoju mézgu
oraz zdobywania do$wiadczen, ktére wywieraja wplyw na ksztaltowanie sie
zdolno$ci umystowych. W edukacji wazne jest aktywizowanie pracy moézgu
obu potkul oraz usprawnienie wspétpracy obu cze¢$ci mézgu. Prawa poétkula
moézgu wplywa na wigksza dynamike procesu uczenia si¢ oraz usprawnienie
wspolpracy obu czgsci mdzgu. Lewa potkula odgrywa role specyficznego fil-
tra, ktory chroni mozg przed nadmiarem bodzcéw i zapewnia mu prawidiowa
prace, przy jej udziale dzieci poznaja zasady logiki, ucza sie poprzez stucha-
nie i powtarzanie materialu, wykonywanie zadan twoérczych (Sikorski 2015).
W rozwijaniu mozliwo$ci poznawczych wazna role spelniaja réznego rodzaju
kreatywne zadania powiazane z literaturg i sztuka, a w czasie ich wykonywa-
nia uczniowie nabywaja rowniez umiejetnosci komunikacyjne, za ktére odpo-
wiedzialne s3 m.in. neurony lustrzane (Zyliniska 2013). Nazwano je tak, gdyz
jak w lustrze odbija zachowanie, ktore zostalo zaobserwowane przez czlowieka
(Bauer 2003). Majg one w mézgu indywidualny schemat ruchowy, identyczny
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jak ten, ktory odpowiadalby za konkretng czynnos¢, gdyby cztowiek wyko-
nywal ja sam. Dlatego kazde obserwowane dzialanie jest zapisywane w neu-
ronach, w ktérych tworzy si¢ pewnego rodzaju symulacja odzwierciedlajaca
dzialanie rzeczywiste, ale niezaistniate (Bauer 2003).

Odkrycie neuronéw lustrzanych obala dotychczasowe pojmowanie isto-
ty procesOw uczenia si¢ oraz umozliwia znalezienie odpowiedzi na pytanie,
dlaczego tradycyjne formy nauki maja tak niska efektywno$é¢ (Zyliniska 2013).
Neurony lustrzane rozwijaja si¢ tylko wtedy, gdy dostarczamy im doswiadcze-
nia bezposredniego, np. w czasie dramy, recytacji, gier dydaktycznych wyko-
nywanych przez uczniéw, zabaw wyobrazeniowych, tworzenia projektu, roz-
wigzywania problemow itd.

Jedna z technik zabawy wyobrazeniowej jest ,,Zabawa w lekture¢”. Amos Oz
tak jg widzi:

,Zabawa w lektur¢” wymaga od ciebie, czytelniku, czynnego udziatu, wykorzy-
stania twego do$wiadczenia Zyciowego i twej niewinno$ci, a takze uwagi i prze-
bieglosci. Kontrakty wstepne bywaja czesto ukryte (kontrakty narracyjne —
wyjéciowe strategie narracji - przyp. B.M), wymagaja odnalezienia [...] czasami
przypominaja partie szachdéw albo rozgrywke pokerowa (Oz 1996: 141).

W innym miejscu autor dodaje:

W kazdej z tych opowiesci znajdujemy co$ nieosiagalnego inng droga: nie tyl-
ko odbicie znanego nam $wiata i nie tylko podréz w nieznane, ale prawdziwe
ol$nienie, wywotlane dotykiem ,,niewyobrazalnego”. Ktdre za sprawg tego utwo-
ru staje si¢ wyobrazalne, dostepne naszym zmystom i naszym lekom, naszej
wyobrazni i naszym uczuciom (Oz 1996: 24-25).

Amos Oz pisze o roznych strategiach stosowanych przez autoréw w literac-
kich narracjach, analizuje uzyte przez nich strategie kompozycyjne, ktére nazy-
wa kontraktami. Rolg uwaznego czytelnika jest ich rozpoznanie ,,[...] jaki wa-
runek czytelnik musi spetni¢, by wej$¢ do wnetrza domu — wnetrza powiesci?
Jest to surowy wymog powolnej i szczegotowej lektury: bez uwaznego obser-
wowania sceny nie sposob wypatrze¢ przesuwania sie cienia” (Oz 1996: 25)
(podkresl. — B.M.). Przy czym uwazne nie powinno by¢ nudne ani Zzmudne.

Konczg te rozwazania pytaniem: jak zainspirowac¢ ucznia ze smartfonem do
takiej lektury? Sadze, Ze wyobraznia nam podpowie, jak to zrobi¢.
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Mtodos¢, mitosé, feminizm -
czyli 0 kobietach w Jezycjadzie
Malgorzaty Musierowicz. Prolegomena

Abstrakt: Ze wzgledu na przynalezno$¢ gatunkowg cyklu Malgorzaty Musiero-
wicz Jezycjada, sposdb kreowania w nim zenskich bohaterek powinien by¢ jed-
nym z najwazniejszych przedmiotéw zainteresowania badacza tych powiesci.
Nie ulega watpliwosci, ze kobiety w $wiecie autorki Kwiatu kalafiora dominu-
ja zaréwno liczebnie, jak strukturalnie, stanowig jednak stosunkowo monoli-
tyczng grupe, dopasowujac si¢ do wzorca, ktory nie ulega znaczacym mody-
fikacjom na przestrzeni lat. Dzigki cigglo$ci fabularnej czytelnik moze $ledzi¢
dorastanie wielu bohaterek; ich przemiany na réznych etapach zycia. W okre-
sie mlodzienczym dzielg sie one na (finalnie) poskromione buntowniczki i po-
korne konformistki. Zakonczenie tego okresu nieuchronnie oznacza wejscie
w zwigzek matzenski i zalozenie rodziny. Charakterystyczna jest sp6jnos¢ mo-
delu, w ktory wpisuja sie zardwno mescy, jak zZefiscy bohaterowie sagi. Sympto-
matyczna jest takze nieobecnos¢ watkdéw feministycznych w wymiarze innym
niz komiczny badz epizodyczny.

W artykule analizie poddane zostaly powiesci od Széstej klepki (1977) do Ciotki
Zgryzotki (2018), co umozliwito podejécie komparatystyczne i ukazanie sposo-
bu kreowania kobiecej (dziewczecej) bohaterki w kontekscie przemian spotecz-
nych, historycznych oraz politycznych. Dzieki siegnieciu do pojeé obecnych we
wspoélczesnym dyskursie spotecznym, takich jak feminizm oraz ple¢ kulturo-
wa, i przytozeniu ich do tresci Jezycjady, mozna otrzymac stosunkowo spojny
obraz wzorca kobiety opisywanej, a zatem i lansowanej przez autorke. W szer-
szej perspektywie moze to prowadzi¢ do wyciagniecia wnioskdéw na temat roli
kobiety w powieéciach dla dziewczat w ogdle.

Abstract: Due to the genre membership of Malgorzata Musierowicz’s novel se-
ries ,,Jezycjada’, the way of creating its heroines should be one of the most impor-
tant objects of interest while studying and researching the series. Undoubtedly,
the women in Musierowicz’s world of fiction outnamber the male characters, but
they also dominate in terms of structure; nevertheless, they are a relatively mono-
lithic group, matching up to the standard, which doesn’t undergo significant mo-
difications throughout the years. Because of the continuity of fiction, the reader
can observe various stages of adolescence of those heroines and their conversions
during specific stages of life. During the youth stage, they divide into two groups:
the (ultimately) tamed rebels and the humble conformists. The end of this stage
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inevitably means getting married and having their own family. The cohesion of
the model is very characteristic, in which fit in the heroes, as well as the heroines.
The absence of feminist plots is also very symptomatic, unless they appear as co-
mical or episodic.

In the article have been analyzed the novels from Szdsta klepka (1977) to Ciot-
ka Zgryzotka (2018), which let apply a comparative approach and show the way
of creating heroine in the context of a social, historical and political alterations.
Ranging the ideas of feminism or gender and applying them to the ,,Jezycjada™s
plot let receive relatively consistent view of the portrayed woman, therefore pro-
moted by the author. In a wider perspective, it can lead to conclusions on woma-
ns role in novels for girls in general.

Slowa kluczowe: dorastanie, feminizm, kobiety, powie$¢ dla dziewczat

Keywords: adolescence, feminism, women, novel for girls

Klasyfikacja gatunkowa Jezycjady Malgorzaty Musierowicz przysparza pew-
nych trudnosci i budzi watpliwosci badaczy. Wskazuja oni wprawdzie na cechy
przynalezne powiesciom dla dziewczat, zauwazajg paralele z innymi egzem-
plifikacjami tego gatunku', wyrazaja zgode na nazywanie Jezycjady ,literaturg
dziewczecy” (Biedrzycki 1999: 11), jednocze$nie jednak podkreslaja brak kon-
kretnych wyznacznikéw gatunkowych, chetniej méwiac o literaturze mlodzie-
zowej w ogole czy sadze rodzinnej (Gomota 2004: 8-9).

Mozna zatem uzna, ze cykl ten stanowi hybryde réznych odmian gatunko-
wych, wpisuje sie w wiele estetyk, faczy w sobie elementy zaréwno sagi rodzin-
nej, jak i obyczajowej powiesci dla mlodziezy* dominujace jednak sg wciaz te
cechy, ktore wskazujg na przynaleznos$¢ do grupy powiesci dla dziewczat. Beda
to: zwigzki z tradycjg basniowa w zakresie przedstawiania inicjacji’, dominanta
fabularna i strukturalna, czyli gtéwna bohaterka, nierzadko narratorka zarazem
(tu mamy do czynienia z narracjg trzecioosobowg, ale z perspektywy bohaterki
prowadzacej, sporadycznie bohatera) w wieku dorastania, uczynienie ze swia-

Na podobienstwa w réznych obszarach do powiesci Kornela Makuszynskiego i Lucy
Maud Montgomery zwraca uwage Ewa Thnatowicz, por. Thnatowicz 2002: 172.
Zwlaszcza w najnowszych tomach cyklu, co w obliczu przemian wspélczesnej powiesci
dla dziewczat staje si¢ swoistg tendencjg, majaca na celu - jak sie wydaje — poszerzyc
grono potencjalnych odbiorcéw; podobnie rzecz ma si¢ z twoérczosciag Ewy Nowak, ktéra
w kolejnych powiesciach wiele uwagi poswieca réwniez meskim bohaterom. Zofia Brzu-
chowska wskazuje, ze gatunek ten wychodzi ,poza tradycyjne ramy i czesto lokuje sie
w szerszym przedziale psychologiczno-obyczajowej powiesci dla mlodziezy”; por. Brzu-
chowska 2006: 450.

Basniowo$¢ w Jezycjadzie przejawia si¢ rowniez w innych aspektach; wiele powiesci
jest w mniejszym badz wiekszym stopniu renarracjg klasycznych basni (Cérka Robroj-
ka wyraznie nawigzuje do Pigknej i Bestii, Klamczucha do Kopciuszka), co jest fatwe do
zdekodowania dzigki licznym aluzjom, a nawet lekturom, po ktére si¢gaja bohaterowie;
zauwaza to m. in. Krzysztof Biedrzycki, por. Biedrzycki 1999: 59.
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ta jej przezy¢ i emocji gtéwnego tematu i o$rodka fabuly. Istotna, zwlaszcza
w kontekscie Jezycjady, o czym bedzie jeszcze mowa, jest zasada (zywa w tej
literaturze od czaséw Richardsonowskiej Pameli!) ograniczania watku mitosne-
go do wymiaru ,,platonicznego’, pozbawionego erotyzmu badz tez neutralizu-
jacego go do minimum (Brzuchowska 2006: 449).

Cykl Malgorzaty Musierowicz wpisuje sie¢ rowniez w model przedstawio-
ny przez Anne Kruszewska-Kudelska. Wedlug niej bohaterki powiesci dla
dziewczat przewaznie mieszcza sie w przedziale wiekowym 12-16 lat*, a utwo-
ry koncentruja si¢ przede wszystkim na problematyce moralnej i obyczajowej,
jednoczesnie eliminujac watki przygodowe, batalistyczne czy naukowe (Kru-
szewska-Kudelska 1972: 68).

W artykule zostaly wziete pod uwage powiesci ukazujace sie na przestrzeni
ponad czterdziestu lat: od Szdstej klepki (1977) do Ciotki Zgryzotki (2018). Tak
duzy przedziat czasowy i liczba toméw (22) umozliwia podejscie komparaty-
styczne i ukazanie sposobu kreowania kobiecej (dziewczecej) bohaterki w kon-
tekscie przemian spolecznych, historycznych oraz politycznych. Dzieki siegnieciu
do pojec obecnych we wspotczesnym dyskursie spotecznym, takich jak feminizm
oraz ple¢ kulturowa, i przylozeniu ich do tresci Jezycjady, mozna otrzymac sto-
sunkowo spdjny obraz wzorca kobiety opisywanej, a zatem i propagowanej przez
autorke. W szerszej perspektywie moze to prowadzi¢ do wyciggnigcia wnioskow
na temat roli kobiety w powiesciach dla dziewczat w ogdle.

BOHATERKI, CZYLI OBECNOSC

Akcja cyklu powiesciowego Malgorzaty Musierowicz obejmuje ponad czter-
dziesci lat. Bohaterki pierwszych czeéci dorastaja zatem, zakladaja rodziny,
doczekuja si¢ potomstwa, a nawet wnuczat. Szeroka reprezentacja kobiecych
(i dziewczecych) bohaterek na kartach poznanskiej sagi sugerowataby, ze beda
to postacie barwne, réznorodne, zrdznicowane charakterologicznie, ale tez ze
ich losy potocza si¢ odmiennie w wypadku kazdej z nich. Krzysztof Biedrzycki
w swojej monografii Malgorzata Musierowicz i Borejkowie stwierdza, ze ,,[autor-
ka — A.P.] za kazdym razem inaczej przedstawia swoja bohaterke. Kazda z dziew-
czat »Jezycjady« jest inna, kazda w odmienny sposéb reaguje na swoje uczucie,
kazda gdzie indziej odnajduje madros¢ zyciowq” (Biedrzycki 1999: 15-16).

Do pewnego stopnia mozna si¢ z tym zgodzi¢; faktycznie, bohaterki pierw-
szoplanowe — cztery corki protoplasty rodu, Ignacego Borejki — wydaja si¢ od-
znacza¢ réznymi cechami. Najstarsza, Gabriela, jest opiekuncza, ciepta i odpo-
wiedzialna; Ida - szalona i zywiolowa; Natalia — refleksyjna i introwertyczna;
za$ najmlodsza, Patrycja — optymistyczna i uczuciowa. Nieprzypadkowo na-

* Nieliczne wyjatki, jak np. wysuniecie na pierwszy plan 25-letniej Natalii (Nutria i Ner-

wus) uzasadni¢ mozna infantylnoscig owej bohaterki, a takze tym, ze nieustannie towa-
rzysza jej mlodsze siostrzenice: Rdza i Laura, corki Gabrieli.
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suwaja sie w opisie Borejkowien same zalety; trudno bowiem wskaza¢ w nich
cechy prawdziwie negatywne (chyba ze w funkecji komicznej: jak hipochondria
i skfonno$¢ do histerii Idy w okresie nastoletnim). Z jednej strony zwigzane
jest to z gatunkowoscia: Jezycjada, jako cykl powiesci przeznaczonych dla mlo-
dziezy, skapi opisow zla, zamykajac bohateréw w swoistej bance, bezpiecznej
enklawie, do ktdrej trudno przedostac sie emocjom czy ludziom negatywnym?®.
Z drugiej strony za$ wzmacnia to przekonanie o stusznosci przyznania zenskim
bohaterkom roli protagonistek oraz sprawia, ze czytelniczce fatwiej bedzie sie
z nimi, jako postaciami pozytywnymi, utozsamic®.

Cho¢ zatem pozornie tak rézne, bohaterki wykreowane przez Musierowicz
majg finalnie podobne zadania do zrealizowania: poza zdobyciem wyksztalce-
nia (co jednak nie stanowi gléwnego problemu powiesci, o czym bedzie jeszcze
mowa) powinny szczedliwie sie zakocha¢ i zalozy¢ rodzing. Nie ma w poznan-
skim cyklu (przynajmniej wsrod bohaterek majacych znaczenie dla rozwoju ak-
cji) wyjatkéw od tej reguty, postaci, ktére pokierowalyby swoim zyciem inaczej.
Bohaterki reprezentuja wigc nieco zrdznicowane, ale jednak usrednione typy oso-
bowosciowe; zaréwno pod wzgledem rozwoju ich loséw, jak i relacji spotecznych.

Nie sposob usprawiedliwia¢ takiego zamystu autorki realiami historycznymi
(czyli okresem PRL), w ktorych Jezycjada byta wydawana i czytana, wspolcze-
$nie nic si¢ bowiem pod tym wzgledem nie zmienia. Pozornie mozna zakladac,
ze wydzwigk Jezycjady jest pozytywny dla projektowanej grupy odbiorcow (od-
biorczyn). Caly cykl jest bowiem zdominowany przez kobiety. Nic dziwnego,
jesli przyjmiemy, ze Jezycjada jest istotnie cyklem powiesci dla dziewczat. Warto
zauwazy¢ chociazby, ze tytuly poszczegdlnych toméw odnosza si¢ do kobiecych
(tudziez dziewczecych) bohaterek, a mezczyzni tylko im towarzysza (s3 to za-
zwyczaj obiekty ich westchnien czy potencjalni partnerzy — przyktadem Nutria
i Nerwus). Wyjatki stanowia: Szésta klepka, Opium w rosole (opium jest tutaj
metaforg domu Borejkéw w ogdle, nie konkretnego bohatera), Imieniny, Czarna
polewka (odwolujaca sie do rekuzy, ktorg Ignacy Borejko daje absztyfikantom
swoich wnuczek, Rozy oraz Laury) oraz Feblik.

Liczebne zdominowanie cyklu, o ktérym bedzie jeszcze mowa, to za malo,
by przyjac¢ automatycznie owg dominacje w zakresie rol czy sposobu oddzia-
tywania kobiet na innych bohateréw. Dobrym przykladem jest rola autorytetu
w Jezycjadzie, problem poruszony przez Ann¢ Gomote. Wskazuje ona na lite-
rackich mentoréw, przynalezacych do $§wiata przedstawionego i bedacych prze-
kaznikami wartosci, ktérzy — obok samej narracji czy fabuly - stanowig filar
edukacyjny dla mlodych czytelnikéw. Gomoéta wymienia profesora Dmuchaw-

Nieliczne wyjatki, jak np. Janusz Pyziak, czyli wiarotomny maz Gabrieli, szybko zosta-
ja usuniete ze $wiata bohaterdw, a ich ponowne (sporadyczne) pojawianie si¢ ma tylko
utwierdzi¢ czytelnika w przekonaniu, ze stusznie nie po$wigca sie im wiecej uwagi.
Utozsamienie si¢ czytelniczki z protagonistka jest jednym z czynnikéw, ktore wplywaja
na prawidlowy odbiér powiesci i realizacje jej zalozen; w tym zakresie jest to przejecie
funkcji z romansu popularnego.
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ca, Ignacego Borejke, a takze pojawiajacych sie jednorazowo inzyniera Zaka
(Szdsta klepka) i Karola Paszkieta (Ida sierpniowa) — wylacznie mezczyzn (Go-
mota 2004: 22). I faktycznie, zwlaszcza dwaj pierwsi sa niekwestionowanymi
autorytetami dla wielu bohateréw sagi, a co za tym idzie - mentorami réwniez
dla czytelnikéw. Stanowia drogowskaz moralny oraz rezerwuar wiedzy z zakre-
su literatury i filozofii; s3 postaciami, z ktérymi nalezy sie liczy¢. Trudno szukaé
w Jezycjadzie podobnych funkcji wérdd kobiet. Do pewnego stopnia bedzie ja
spelniala Mila Borejko, zona Ignacego, a takze licznie pojawiajace si¢ na kartach
kolejnych powiesci inne matki i babcie. Nie stanowig one jednak przewaznie
autorytetéw intelektualnych, a raczej emocjonalne, duchowe - co wiecej, wy-
nika to zazwyczaj z ich wieku, roli ,,strazniczki rodziny” i wptywu, jaki maja —
chcac nie chcac - na wychowanie potomstwa.

Stosunek Musierowicz do roli kobiety, szczegdlnie w zakresie jej interakcji
z mezczyzng i w srodowisku rodzinnym, ujawnia si¢ zaréwno na plaszczyznie
fabularnej, poprzez przedstawianie loséw kolejnych pokolen bohaterek, jak i po-
przez wypowiedzi bohaterek, komentarze narratora (ograniczone, gdyz w wiek-
szo$ci mamy tu do czynienia z wyrazng personalizacja narracji) czy epizody do-
tyczace bohaterow trzecioplanowych. W tej drugiej kategorii zawrg si¢ réwniez
poszczegolne wypowiedzi, fragmenty o ,,typowo kobiecych’zajeciach” (P, 8)* czy
nawet wzmianka o sukniach przeznaczonych ,,dla matzonek bogatych handlow-
cow” (P, 83), co sugeruje niesamodzielno$¢ kobiety, w tym wypadku finansowa.

Obie te plaszczyzny sa spojne i przekazujg zbior statych (dos¢ wyraznie wy-
brzmiewajacych) wartosci: kobieta bez mezczyzny nie istnieje; jej zycie, dzia-
tania, decyzje - wszystko jest podporzadkowane mezczyznie i od niego uzalez-
nione. Co wigcej, jesli spojrze¢ na Jezycjade jako na rozwojowy cykl powiesci
(w takim sensie, ze jego bohaterki dorastaja, zmieniajg si¢, wprowadzane sa
nowe pokolenia), to nawet wowczas stosunek autorki do pozycji kobiety w ro-
dzinie, czy szerzej: w spoleczenstwie, nie tylko nie staje si¢ z uptywem lat bar-
dziej liberalny, nastawiony prokobieco czy feministycznie, ale ulega zaostrze-
niu. W najnowszych czesciach mianowicie przestanie autorki Kwiatu kalafiora
zdaje si¢ wybrzmiewac jeszcze mocniej, bardziej eksplicytnie, a sprowadzic je
mozna do tego, ze kobieta, dopoki nie znajdzie meza i nie zalozy z nim (szczeg-
$liwej i docelowej) rodziny, nie jest w pelni kobieta’.

Autorka, tworzac swoich bohaterdw, czesto zdaje si¢ odwotywac do arche-
typicznej opozycji meskosci i zenskosci, w ktorej meskos¢ jest utozsamiana
z sila, brutalnoscig i ostroscia, za$ zenskos¢ z fagodnoscia i opiekunczoscia.

7 Typowo kobiece zajecia w przeddzien slubu Idy to pranie, suszenie i upinanie zabrudzo-
nego welonu przysztej panny mlodej.

Jako zrodlo cytatu podaje w nawiasach skrét tytutu oraz numer strony. Skroty, czesciowo
zaczerpniete z pracy Anny Gomoly, umieszczone zostaly w bibliografii przy opisie wy-
dan, z ktorych korzystatam.

Taki wniosek mozna wyciagna¢ chocby po lekturze Wnuczki do orzechéw, powiesci
z 2014 roku.
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Swiadczg o tym nie tylko same czyny (cho¢ one jak najbardziej si¢ w owg opo-
zycje wpisuja, chocby postac tagodnej i dobrej Gabrieli jako uosobienie owej
zenskosci skonfrontowana z jej ztym, ,wykletym” przez Borejkéw, niezdolnym
do kochania bytym mezem), ale tez tematy, jakie poruszaja bohaterowie i spo-
sob, w jaki to czynig.

Mesko$¢ i zenskos¢ sa rozumiane przez autorke w sposéb bardzo stereoty-
powy i takie rozumienie tych poje¢ przejmuja jej bohaterowie, nawet jesli nie
zgadzajg si¢ z nimi, a ich postepowanie §wiadczy o checi odrzucenia tej binar-
nej opozycji czy dazeniu do wymknigcia si¢ ograniczajgcym ramom. Konrad
Bitner, p6zniejszy maz Aurelii Jedwabinskiej, w obliczu konfrontacji z agre-
sywnymi mezczyznami stwierdza z rezygnacja:

- No, to zaczalem trenowa¢ karate. Zeby juz nigdy sie nie ba¢ przemocy. Lecz
niestety, musze przyznac... ze nadal sie¢ jej boje.

- To nic dziwnego. Ja tez sie boje.

- Ty jestes$ dziewczyna, Aurelio [...]. Natomiast ja, trudno, naleze do me¢zczyzn.
Tchoérzy¢ mi nie wolno. [...] C6z, bardzo to jest przykre, ale nie mam wyboru.
Musze¢ tam, do nich i$¢, przystapi¢ do walki i prawdopodobnie dosta¢ potezny
wycisk, bo jednak ich jest trzech, a ja jeden (DP, 150-151).

BUNTOWNICZKI I KONFORMISTKI, CZYLI MLODOSC

W rézny sposob przebiega realizacja dazenia kobiecych bohaterek w Jezycjadzie
do ustatkowania si¢ czy choc¢by poskromienia ich buntowniczej natury; zawsze
jednak istotng role w owym procesie odgrywa mezczyzna, a przede wszystkim
jego interakcja z bohaterka. Na plaszczyznie fabularnej mozna wyodrebni¢ dwa
modele kobiet Jezycjady: dzielg si¢ one mianowicie na (finalnie) poskromione
buntowniczki i pokorne konformistki.

Do pierwszej grupy zaliczy¢ mozna: Aniele Kowalik (Ktamczucha'), 1de
Borejko (Ida sierpniowa), Patrycje Borejko (Pulpecja), Laure Pyziak (Tygrys
i Réza) czy Elzbiete Strybe (Noelka). Wérod konformistek znajdg sie z kolei:
Melania Borejko', jej corki Gabriela i Natalia, Bella Rojek (Cérka Robrojka),
Roza Pyziak oraz Lucja Palys (Sprezyna).

Druga grupa nie podlega przemianom charakterologicznym; powiesci,
w ktorych wymienione bohaterki odgrywaja pierwszoplanowsg role, maja na
celu ukazanie kolei ich losu, wsrdd ktérych prymarne miejsce zajmuje, oczywi-
$cie, mito$¢. To jej odnalezienie, ktore prowadzi do zalozenia szczesliwej i trwa-
tej rodziny, stanowi przypieczetowanie ich zycia, w pelni wpisujgc si¢ zaréwno
w ich charakter, jak dotychczasowe nastawienie do $wiata. Nie oznacza to wca-

1 W nawiasach podaje tytuly powiesci, w ktérych dana bohaterka staje sie pierwszoplanowa.

' Opisywane przeze mnie grupy dotycza lat mtodzienczych (w dorostosci bowiem wszyst-
kie zlewaja sie w stosunkowo jednolita grupe kobiet biernych i spokojnych); informacje
na temat mlodosci Mili mozna znalez¢ przede wszystkim w Kalamburce.
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le, ze ich Zycie przebiega w sposdb niczym nie zakldcony. Nieslubna cigza Rozy,
zerwanie dwoch zwigzkow przez Natalie, a wreszcie rozwdd Gabrieli (o kto-
rym bedzie mowa dalej) stanowig konieczne przeszkody, ktore jednak tatwo
pokonac¢, gléwnie dzigki ulegtosci bohaterek i cudownosci wlasciwej estetyce
basniowe;j'2.

Nieco inaczej rzecz wyglada w wypadku buntowniczek, ktére wyrdzniaja sig
silnym charakterem, zdecydowaniem, odwaga i bezkompromisowoscia. Taki
wyjsciowy status pozornie mogltby swiadczy¢ o bardzo oryginalnym, nowator-
skim podejsciu Musierowicz do kreowania kobiecych bohaterek.

Wszystkie bohaterki-buntowniczki w pewnym momencie odbywaja po-
droz, co moze by¢ rozumiane jako swoista emancypacja badz - interpretowa-
na w kategoriach antropologicznych - element rytu przejscia. Aniela Kowalik,
pietnastolatka z Leby, decyduje si¢ na samotng przeprowadzke do Poznania, by
pobiera¢ nauki w Liceum Poligraficznym. Ida Borejko, odwazna, samodzielna
i niepokorna, takze wyrusza w samotng podrdz (powraca z wakacji na wlasna
reke). Patrycja Borejko, pozornie tagodna i dobra, w okresie wchodzenia w do-
rosto$¢ przezywa bunt i nie zdaje matury, a przypieczetowaniem jej niepostu-
szenstwa jest wyprawa nad jezioro ulokowane pod Poznaniem. Laura Pyziak,
przezywana w rodzinie Tygrysem, ucieka z domu i udaje si¢ do Torunia. Elz-
bieta Stryba rezygnuje ze spedzania wigilijnego wieczoru z bliskimi na rzecz
odgrywania roli aniotka na poznanskich ulicach.

Cho¢ wszystkie te sytuacje $wiadcza o samodzielnosci i niezaleznosci,
a takze $mialym podejmowaniu ryzyka, to jednak za niemal kazda z owych
decyzji stoi mezczyzna - stoi lub dopiero sie objawi, by finalnie buntownicza
nature protagonistki poskromic.

Aniela udaje si¢ do Poznania nie z pedu do wiedzy, a dla Pawelka Nowac-
kiego, ktérego spotkanie w rodzinnej Lebie wzbudza w niej poktady - jak jej sie
wydaje — wielkiej miloéci. Ida podczas samotnego pobytu w Poznaniu i proby
zarobkowania poznaje Krzysia, wnuka wspomnianego juz pana Paszkieta. To
niespelnione zauroczenie bedzie dla Idy sprawdzianem pewnosci siebie. Patry-
cja nie zdaje matury z powodu poczatkowo nieszczesliwej, a potem (nad wspo-
mnianym jeziorem) spelnionej mitosci do Floriana Goérskiego, zwanego Bal-
tong. Za podro6za Laury stoi nigdy nie poznany przez nig ojciec, wiarofomny
Janusz Pyziak, ktérego brak w jej Zyciu stal sie przyczyna trudnych relacji z mat-
ka. To nie ojciec jednak ja poskramia (ten do konca przedstawiany jest jako
nieodpowiedzialny i niegodny obecnosci w zyciu Borejkéw mezczyzna); Laura,
w wielu tomach przejawiajaca trudny i opryskliwy charakter, zostaje wreszcie
spacyfikowana przez Adama Fidelisa, jej pozniejszego meza. Elzbieta za$, po-
sta¢ raczej drugoplanowa w perspektywie catego cyklu, zakochuje sie szczesli-
wie w Tomku Kowaliku, co réwniez wplywa na ztagodzenie jej charakteru.

12 Podgzajac tropem basniowos$ci, mozna owe przeszkody zaliczy¢ do prob, ktérym jest
poddawana protagonistka — po ich pomys$lnym przejsciu otrzymuje nagrode.

Filoteknos 9.indb 363 2019-09-20 12:48:51



364 Anna Pigon

Od reguly ,,poskromionych buntowniczek” nie ma wyjatkéw - jest to waru-
nek, ktéry nalezy spelni¢, by by¢ postaciag w powiesci jakkolwiek znaczaca.

MILOSC, MALZENSTWO I RODZINA,
CZYLI DOJRZALOSC

W Jezycjadzie wigkszo$¢ malzenstw to szczesliwe i dlugotrwate zwiazki. Ich
szczgscie wydaje sie wynikac z wyrastajacych na tradycyjnych podstawach za-
sad, przestrzeganych przez bohateréw; wspolnego systemu wartosci, ktory pie-
legnuje si¢ jeszcze przed §lubem. Jak zaznacza Gomota, ,w okresie poprzedza-
jacym jego [malzenstwa — A.P.] zawarcie wyraznie widac rezygnacje z erotyki
[...] na rzecz tworzenia intelektualnych i etycznych podstaw zwiazku” (Gomota
2004: 49). Druga (powiazang z pierwsza) przyczyna trwalosci matzenskiej wie-
zi, co silnie wybrzmiewa zwlaszcza w nowszych tomach, jest katolicka podbu-
dowa zwigzku, bedaca gwarantem stalosci.

Malzenstwo wsrod bohateréw pierwszoplanowych staje si¢ czyms$ obliga-
toryjnym, nieuniknionym i nie bierze si¢ pod uwage innej drogi kobiety. Ida
w dniu swojego $lubu stwierdza: ,,Mam lat dwadziescia osiem. Naprawde chce
juz wyjs¢ za maz” (P, 11).

Kobiety w role zony, a potem matki wchodzg naturalnie, bez trudu. Warto-
$ci przekazywane w rodzinie z pokolenia na pokolenie s3 jasno sprecyzowane,
podobnie jak zadania kobiet. Majg one by¢ strazniczkami domowego ogniska,
odpowiedzialnymi za codzienne obowigzki opiekunkami bliskich. Nie dotyczy
to tylko Borejkéw, réwniez postaci trzecioplanowe w takim modelu funkcjo-
nuj3. Nikt nie prébuje z nim polemizowac¢ ani go negowac. Bronistaw Janko-
wiak, wozny w szkole i wdowiec, tak wspomina okres po $§mierci zony: ,,na po-
czatku wdowienstwa on sobie calkiem nie umial poradzi¢ z tymi domowymi
pracami. Jak ta Hela to robita, wszystko jej sie samo w rekach ukladalo, takie te
rece miala pracowite i zgrabne” (DP, 57).

Anna Gomola zauwaza:

W powiesciach Malgorzaty Musierowicz mezczyzni niezwykle rzadko wykonuja
zajecia tradycyjnie wpisane w role meska. W latach siedemdziesigtych Ignacy nie
pomaga zonie w obowigzkach, ani nie podejmuje zadnych innych domowych prac.
Podobnie zachowuja sie jego zigciowie. [...] Mezczyzni, ktorzy weszli do rodziny,
mezowie Gabrieli i Idy, realizuja model zblizony do tego, ktéry obowigzywat w po-
przednim pokoleniu — wysoko cenig prace intelektualna, innej w zasadzie nie wy-
konuja, a ich Zony biorg na siebie wiekszo$¢ obowigzkéw (Gomota 2004: 78).

Powyzsze stuszne stwierdzenie pokazuje, jak niezmienna jest poznanska
saga. Autorka kreuje bezpieczny, stabilny $wiat, ktéry opiera si¢ pozostajacym
na zewnatrz — i by¢ moze niepotrzebnym wedtug niej - modyfikacjom w za-
kresie modelu rodziny.
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Gomota zauwaza rowniez, ze pozytywne kobiece bohaterki nie tylko wy-
pelniaja tradycyjnie przeznaczone im role, ale czerpig z tego rado$¢ i przy-
jemnos¢. ,,Dobra rodzina to taka, w ktdrej matka lubi swoje zajecia, docenia
ich wazno$¢, a co najwazniejsze — za posrednictwem banalnych, codziennych
prac ma kontakt emocjonalny z dzieckiem, widzi jego potrzeby” (Gomoéta
2004: 132). Obowigzki domowe nabierajg tu zatem znaczenia formujacego
i utrwalajacego wiezi rodzinne.

Pewna zmiane zaobserwowa¢ mozna w malzenstwie Patrycji i Floriana —
juz sama ich wyprowadzka z Poznania na wie$ zapowiada odejscie od trady-
cyjnego, wpisanego w zycie Borejkéw modelu. Ich zwigzek wydaje si¢ bardziej
partnerski, Florian uczestniczy w Zyciu domowym, wykonujac cho¢by prace
remontowe i ogrodnicze.

Natomiast rzeczywiscie znaczacym i wyrdzniajacym si¢ sposrod innych
lansowanych modeli rodzinnych wyjatkiem jest malzenstwo Anieli i Bernar-
da Zeromskich. Aniela, z domu Kowalik, wcze$niej buntownicza i zdecydo-
wana dziewczyna, spelnia swoje marzenia i zostaje aktorka. Bernard réwniez
jest artystg (plastykiem), ale jego praca nie absorbuje w takim stopniu, co Ze-
romska. Przejmuje on zatem wigkszos¢ prac domowych oraz opieke nad bliz-
nietami: Piotrem i Pawlem:

Jestem szczesliwym ojcem i malzonkiem kobiety genialnej. [...] Aniella catymi
dniami ptawi si¢ w kaskadach sztuki scenicznej lub przynajmniej przebywa na
probach, doskonalac swoj aktorski kunszt, ja zas z przyjemnoscia zajmuje sie
pielegnacja i wychowaniem naszych kochanych blizniakéw, obaj lat dziewiec.
Zajmuje si¢ takze domem, piore, znakomicie gotuje, pieke babki, strucle i za-
wijafice oraz zmywam naczynia [...] (I, 94-95).

Czyni to bez poczucia, ze zaburza odwieczny system — wchodzi w swoja
role naturalnie. Bernard jest jednak postacig raczej komiczng - bywa me-
czacy, a takze bardzo kordialny i gadatliwy. Jego rola w rodzinie nie zosta-
je wprawdzie w zaden sposdb wy$miana czy sparodiowana, ale sama postacé
Bernarda jest na tyle oryginalna i odbiegajaca od arbitralnie'® ustalonej nor-
my, ze wszystkie jego relacje i zachowania réwniez mozna tak odczytywac.

W Jezycjadzie, mimo zdecydowanej przewagi trwalych i udanych zwigz-
kow, zdarzaja si¢ rowniez rozstania (w wieku mlodzienczym; nie stanowig one
jednak tragedii, a s3 jedynie naturalnym etapem w procesie dojrzewania — tak
dzieje si¢ w wypadku Idy, ktéra ma kilku absztyfikantéw, i Laury, ktdra zry-
wa zareczyny z Wolfgangiem Schoppe [S, 43-44]) oraz rozwody. Te drugie sa
silnie pigtnowane i krytykowane zaréwno przez bohateréw, jak i narratora.
Mlodsze pokolenie przejmuje te poglady i nie dopuszcza nawet mozliwosci
rozwodu. To dlatego Laura, pozornie niezalezna, w rozmowie ze swoim adora-
torem Luckiem Lelujka, zdradza matrymonialne zapedy, ale stwierdza stanow-
czo, ze pod uwage bierze wylacznie matzenstwo:

13 Czyli przez autorke oraz tradycje.
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Zaraz wiec po maturze powinna wyj$¢ za maz, bo potem moze by¢ za pézno.
W gre wchodzi — powiedziala Luckowi — wylacznie malzenstwo, gdyz wolne
zwiazki [...] konczg sie bolesnym rozstaniem. [...]

— Ale bywa, ze i malzenstwa konczg si¢ bolesnym rozstaniem — odpowiedzial
jej na to [...]. Lecz Laura przebita go argumentacja, przywolujac prawa kobiet,
prawa dziecka, prawo jako takie oraz powage tradycji (Z, 85-86).

Malzenstwo jest wedltug Laury pewng instytucja, co poniekad wynika ze
wspomnianej wyzej chrzescijaniskiej podbudowy, ktérej wierni sg Borejkowie
i zwigzani z nimi bohaterowie.

Co znamienne, inicjatywa rozwodu nie wychodzi od kobiet - to stawia je
na pozycji bezbronnej, czyni z nich dobre i fagodne postaci, a jednoczesnie
wyraznie bierne, bo to one sg porzucane. Me¢zczyzni, ktorzy si¢ tego dopusz-
Czaj3, s3 potepiani. Zaréwno na plaszczyznie fabularnej - ich Zzycie nie toczy
sie po ich mygli, czytelnik moze odnies¢ wrazenie, ze jest puste i bezcelowe,
a takze nieszczesliwe — jak i poprzez konkretne wypowiedzi i zachowania bo-
hateréw z ich otoczenia.

Pierwszy rozwéd ma miejsce w rodzinie Borejkow: najstarsza Gabriele po-
rzuca Janusz Pyziak, maz poslubiony w mlodym wieku, jedynie (co jest zreszta
podkreslane ze wzgledu na rosngcy w miare kolejnych toméw cyklu wydzwiek
katolicki i moze stanowi¢ argument za wazng rolg chrzescijanskiego funda-
mentu) droga cywilna: ,Ku jej [Mili Borejko — A.P.] utrapieniu, Gaba miala
za sobg tylko $lub cywilny, na ktérym poprzestal Janusz Pyziak, twierdzac, ze
koscielny natozytby mu wiezy zbyt juz nieznosne. I rzeczywiscie. Cywilne roz-
wigzal bez trudu” (P, 13).

Janusz znika z Zycia Gabrieli, zrywajac przy tym kontakty nie tylko z nia,
ale takze ich dwiema cérkami: Pyzg i Tygrysem. Takie rozwigzanie jest wygod-
ne z perspektywy wzorcéw, ktérym Musierowicz holduje. Wyeliminowanie
wiarofomnego meza umozliwia bowiem Gabrieli utozenie swojego zycia na
nowo'; system wartosci, jaki autorka stara si¢ przekaza¢, nie bytby wiarygod-
ny w sytuacji np. dzielenia si¢ opiekg nad dzie¢mi przez wspoimatzonkow. Ja-
nusz jest postacia jednoznacznie negatywna, okreslang jako nieodpowiedzial-
ny mezczyzna (P, 24); co wiecej, negatywnie przedstawiona zostaje réwniez
siostra Janusza, Alma. Ma to przekona¢ czytelnika, ze caly klan Pyziakow jest
niewarty swojej obecno$ci w zyciu rodziny Borejkow, a decyzja o rozwodzie
wynika ze ztego charakteru.

Na rozwod decyduja sie takze Eugeniusz i Ewa Jedwabinscy, rodzice Ge-
nowefy-Aurelii, bohaterki Opium w rosole oraz Dziecka pigtku. Z informacji
przekazywanych czytelnikom gtéwnie ustami bohateréw wynika, ze Euge-

" Gomola zauwaza, ze szansa Gabrysi na ponowne szczescie wynikala z rozwigzania
fabularnego, jakim byl $lub cywilny; religijni Borejkowie nie zglaszali zatem obiekcji
wobec zwigzku swojej pierworodnej cérki z Grzegorzem, tym bardziej, ze zostal on
usankcjonowany ,,prawdziwym’, koscielnym $lubem (Gomota 2004: 54).
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niusz bezlito$nie porzucit Ewe. Cho¢ on sam usituje ttumaczy¢ si¢ jej trudnym
charakterem oraz checig zmiany wlasnego zycia:

Poméglbym jej przeciez... ale ona nie chciala. Byta przerazliwie ambitna. Cho-
robliwie. Oczywiscie, zrobila to specjalnie po to, zebym teraz miat wyrzuty su-
mienia. I jak ja wygladam w oczach znajomych? Jak potwdr. To wtasnie byl jej
cel. [...] Ona mi w pewnym sensie zmarnowata zycie! [...] Zreszta, w pewnym
sensie - ja jej tez. [...] Byla fatalng matka! [...] Zero radosci zycia. Chodzacy
stres (DP, 77),

to jednak zostaje potepiony przez wszystkich, facznie z wlasng matka. Jego
nowa rodzina nie daje mu szczescia ani poczucia bezpieczenstwa, nowa part-
nerka jest opisywana jako tadna, cho¢ agresywnie wygladajaca brunetka; pali
papierosy, ma pomalowane paznokcie i jest niezbyt mila — przynajmniej w opi-
nii pana Jankowiaka, ktéry przychodzi do domu jej i Eugeniusza Jedwabin-
skiego (DP, 75).

Obaj wiarolomni mezowie zostaja wigc ocenieni jednoznacznie negatyw-
nie, cho¢ - w duchu chrzescijanskich wartosci — otrzymuja szans¢ odkupienia
swoich win. Gabriela przebacza Januszowi, przedstawionemu jako cztowiek
gleboko nieszczesliwy', za$ Eugeniusz opuszcza nowa rodzine'®, jako ze jego
miejsce jest przy corce.

Los porzuconych kobiet uklada si¢ réznie. Gabriela odnajduje szczgscie
u boku spokojnego wdowca Grzegorza Stryby; Ewa Jedwabinska jest za$ po-
stacig tragiczng, umiera bowiem w szpitalu, a jej los i nieszczescie przejmuje
niejako w spadku cdrka. Sama Aurelia jednak pojednuje si¢ z ojcem (jesli trak-
towac corke jako duchowsq czy emocjonalng spadkobierczynie swojej matki,
to owo pojednanie miatoby wymiar pojednania bylych malzonkow) i réwniez
odnajduje szczgscie malzenskie z Konradem Bitnerem.

Malgorzata Gwadera wskazuje na podobienstwa pomiedzy tymi dwiema
bohaterkami; ma je mianowicie faczy¢ cierpienie, o ktéorym obie rozmawiaja
z jednym z autorytetéw sagi: profesorem Dmuchawcem. Odmiennos¢ ich lo-
sow, jak sugeruje Gwadera, wynika z ich stosunku do owego cierpienia. Pod-
czas gdy Gabriela pokornie je przyjmuje, mimo nazwania przez Dmuchawca
odejscia od niej meza ,,kleska” (,,Ja tylko zaptacitam swoj rachunek za doswiad-
czenie - i juz je nabytam. Juz je mam. Jestem madrzejsza. I silniejsza. Przeciez
sam pan nas uczyl, ze zycie bez cierpienia jest jak jedzenie bez soli..” [O, 93]),
Ewa Jedwabinska boi si¢ go i stwierdza, ze ,juz dosy¢ pocierpiala” (O, 179)
(Dmuchawiec jednak uwaza, ze ,wielu rzeczy nie jestes w stanie nawet pojac,

!> Finalnie wspoétczuje bylemu mezowi jego niezdolnosci do kochania (MD, 259-262). Po
tym akcie, rzecz jasna, Pyziak znika z fabularnego horyzontu Jezycjady zgodnie z tym, co
wskazywalam wczeséniej.

!¢ Informacja ta zostaje podana niejako mimochodem w Nutrii i Nerwusie; przekazuje ja
babcia Aurelii: ,,Eugeniusz juz wrécil na Norwida, a Orelka z nim. Teraz sg tam razem”
(NiN, 148).
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jezeli przedtem nie pocierpisz” [O, 179]). Dlatego tez ,,dla Ewy, uciekajacej od
bdlu, niezdolnej zaréwno do kochania, jak i bycia kochang, cierpienie jest de-
strukcyjne, prowadzi do nieszcze$cia i $mierci, zaréwno duchowej, jak i fizycz-
nej. Dla Gabrysi [...] cierpienie jest tworcze, zbawcze, prowadzi do szczescia”
(Gwadera 2008: 128).

Po pierwsze zatem jedyne ,,prawdziwe” i czesto omawiane w kolejnych to-
mach cierpienie wynika z rozpadu wigzi matzenskiej — nawet $mier¢ nie sta-
nowi takiego problemu'. Do nieudanego malzenstwa Gabrieli powraca sie¢
przeciez wielokrotnie, stanowi ono nie tylko czgs¢ jej przeszlosci, ktéra w pe-
wien sposdb ja uksztaltowala, ale tez przestroge oraz przyczyne konfliktu Lau-
ry z matka. Po drugie, wedle interpretacji Gwadery, to sposob radzenia sobie
z problemami malzenskimi warunkuje ewentualne pdzniejsze szczescie bo-
haterki. Gabriela uklada sobie zycie na nowo, co wedlug aksjologii wpisanej
w tekst jest rownoznaczne ze spelnieniem (,,Teraz bylo zupelnie inaczej - Ga-
brysia juz niebylata nieszczg¢sng porzucona [podkr. - A.P], ktorej
zycie tak si¢ powiklalo, nie udato. Byla zupelnie innym czlowiekiem, kobieta
nie tylko kochajacg - ale takze kochang” [DP, 164]); Ewa zyje samotnie, az
wreszcie umiera.

FEMINIZM WYKLETY, CZYLI NIEOBECNOSC

Eliza Szybowicz w swoim artykule Musierowicz jest w ztym humorze zauwaza:
»Paradoksalnie Musierowicz wlasciwie propaguje pewien rodzaj feminizmu. Jej
mezczyzni s cisi i czesto nieporadni, a kobiety - silne i ekspansywne. Ale jest to
matriarchat $cisle domowy” (Szybowicz 2013). Pytanie jednak, czy owa pozorna
dominacja kobiet wynika z ich faktycznej sity, czy moze po prostu z przewagi li-
czebnej (rodzina Borejkow jest zdominowana przez kobiety i nie zmienia si¢ to
nawet po pojawieniu si¢ Grzegorza, drugiego meza Gabrieli, ani ich syna — Igna-
cego Grzegorza) albo, co si¢ z tym zresztg wiaze, z gatunkowosci cyklu: powies¢
dla dziewczat bowiem zakltada Zenska dominacje per se — zaréwno jesli chodzi
o perspektywe narracyjna, jak i rozwigzania fabularne. Nie musi to bynajmniej
oznacza¢, ze wszystkie bohaterki powiesci dla dziewczat beda miaty okreslony
zespot cech, ktdre pozwola zaliczy¢ je do 0séb niezaleznych czy réwnych mez-
czyznom - po prostu ich obecno$¢ literacka bedzie silniej zaakcentowana.
Szybowicz zwraca réwniez uwage na ewolucje stfowa ,,feministka” w miare
kolejnych czgsci sagi, co bez watpienia sprzezone jest z przemianami spotecz-
nymi, jakie dokonaty sie¢ w Polsce od lat 80. XX w. W Opium w rosole feminist-
ka zostaje nazwana przez jednego z bohateréw Gabriela, cho¢ wyglada na to, ze
Piotr Ogorzalka, sasiad Borejkow i autor tego stwierdzenia, myli rzekomy femi-

17 Aurelia Jedwabinska w Dziecku pigtku cierpi wprawdzie po utracie matki, ale gtéwnym

problemem wydaje si¢ pamiec¢ o niefatwym zyciu niezyjacej juz Ewy i konflikt z ojcem,
ktory odszed! od rodziny.
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nizm Gabrieli z jej idealizmem. Nie zmienia to jednak faktu, Ze jako feministka,
Gabrysia zostaje ostatecznie przez Ogorzalke skreslona jako potencjalny obiekt
zainteresowania:

Pani Gabriela jest oczywistg feministka i jako taka nie moze wystepowaé w mo-
ich rozwazaniach o kobietach. Ple¢ zeriska, Macieju, mozna podzieli¢ z grubsza
na: baby, babsztyle, babusy, babki, kobietki, kobieciatka oraz chopczyce. Naj-
mniej w tym gronie jest kobiet, Macieju, Kobiet - bo Kobieta - to brzmi dum-
nie (O, 160).

Uwazam Gabriele Borejko za przemadrzalg feministke bez wdzigku i nie oze-
nilbym sie¢ z nig, nawet gdyby byla jedyna kobieta na $wiecie! (O, 181-182)

Nie jest to zatem ani pochwata feminizmu, ani potepienie Gabrysi. Prze-
konanie o jej feministycznych zapedach posiada bowiem jedynie Ogorzatka,
wy$miany zresztg przez swojego interlokutora, ktérym jest jego brat Maciej.
Czytelnik moze wigc bez trudu rozszyfrowac intencje autorki, a tym samym
samodzielnie (cho¢ nie bez wskazéwek) sprowadzi¢ figure feministki do cze-
go$ wynaturzonego, czym poczciwa Gabrysia by¢ nie moze.

Feministka w rozumieniu zblizonym do (potocznego!) wspoélczesnego ob-
jawia sie w Jezycjadzie w roku 1994 (Nutria i Nerwus), gdzie stanowi jedynie
margines na tle rozbudowanej fabuty; margines, ktérego gtéwna funkeja wy-
daje si¢ komizm i bycie katalizatorem przemian czy stosunku do $wiata oraz
najblizszych dla jednej z pierwszoplanowych bohaterek — Laury. Feministka
owg jest Barbara, kolezanka Gabrieli z pracy, spotkana przez Natali¢, Roze
oraz Laure w pociaggu do Poznania. Uosabia ona, jak si¢ zdaje, stereotypowe
wyobrazenie feministki: ma krotkie wlosy, okulary, pali papierosy i sprawia
wrazenie pewnej siebie — wszystko to przedstawione zostaje jako cechy ne-
gatywne:

Pasazerka byla ostrzyzona na jeza, na nosie miata metalowe okulary, a za okula-

rami - pewne siebie, zaczepne spojrzenie. [...] i zajela si¢ zapalaniem papierosa.

Zaraz tez skierowala na Laure wielki ktab dymu [...] (NiN, 142-143).

Jednak najwigksza uwage zwraca jej zachowanie. Barbara jest nieuprzej-
ma, wrecz opryskliwa, a takze, co niewybaczalne w obliczu tego, kim s3 jej
rozmoéwczynie, wypowiada si¢ o Gabrieli w sposob protekcjonalny. Wspot-
czuje jej mianowicie opdznienia (czy zamrozenia) kariery naukowej, co spo-
wodowane jest, w jej mniemaniu, urodzeniem przez nig dziecka i zaloze-
niem rodziny (,,C6z tam urodzila, biedaczka?” [NiN, 143]; ,,A do pracy Gaba
nie wraca, co? [...] Prokreacja bardzo absorbuje” [NiN, 143]). Chwali za to
jej wezesniejsze zachowanie, jako ze byta blednie przekonana, iz to Gabrie-
la opuscila swojego meza, Janusza Pyziaka (,Gabriela mogtaby juz by¢ do-
centem. Kiedys byla to kobieta w miar¢ niezalezna, kobieta, ktéra umiala
rzuci¢ wyzwanie swojemu $rodowisku, opuszczajac meza..” [NiN, 144]).
Nietrudno dostrzec, ze w $wiecie Jezycjady niezalezno$¢ kobiety i uznanie jej
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w oczach $rodowisk feministycznych jest nieodlacznie sprz¢zone z wyrze-
czeniem si¢ mezczyzny, wiecej: ze skrzywdzeniem go. Tak blednie pojmowa-
ng niezaleznos¢, wychodzaca od falszywych zatozen, tym tatwiej o$mieszy¢
i sfalsyfikowac.

Rzecz jasna, wydzwigk owej sceny jest jednoznacznie negatywny dla Bar-
bary, czemu wyraz daje nawet niepokorna i buntownicza Laura, domagajac
sie od ciotki Natalii interwencji i pytajac, co owa obca jej kobieta ,,chromoli
o naszej mamie” (NiN, 145) (mamie, z ktérg Laura ma permanentny konflikt;
majgc jednak wybiera¢ pomiedzy stosunkiem do Zycia reprezentowanym
przez matke, a tym uosabianym przez feministke, wybiera Gabriele). Scena ta
daje raczej wyczerpujacy oglad na stosunek autorki do kobiet niezaleznych,
bezdzietnych i/lub robigcych kariere. Sg one mianowicie przedstawiane jako
agresywne, nieszczesliwe i niespelnione, a przede wszystkim bywaja przery-
sowane.

Wedlug poznanskiej autorki jedynie uwicie gniazda rodzinnego i trwanie
w nim moze przynies¢ szczescie i rados¢. Rodzinnemu pozyciu wcale nie musi
towarzyszy¢ kariera: cho¢ Gabriela pracuje na uniwersytecie’, informacje
o zdobywaniu przez nig kolejnych stopni naukowych sg podawane mimocho-
dem, niejako na marginesie opiséw jej zycia rodzinnego, skoncentrowanego
wokot domu. Natalia jest skromng polonistka pracujaca w szkole, Ida — lekar-
ka, za$ Patrycja, cho¢ z wyrdznieniem skonczyta lesnictwo, zajmuje si¢ jedynie
domem i gotowaniem dla meza i dzieci (a potem takze rodzicow, ktorzy prze-
prowadzaja sie do niej z Poznania).

W tym zakresie Patrycja jest spadkobierczyniag i kontynuatorka stylu zy-
cia swojej matki, Mili, ktéra, cho¢ z wyksztalcenia ekonomistka'’, szybko po-
rzucita prace zawodowg na rzecz rodziny ,,i zajeta si¢ wylacznie domem oraz
wychowywaniem cdrek, $cibolac na maszynie dziewiarskiej swetry i czapki,
co zlecala jej Spotdzielnia Pracy »Swit«” (KK, 14). Nie znaczy to jednak, ze
jej maz, Ignacy Borejko, sam zarabial tyle, zeby by¢ w stanie utrzymac sze-
$cioosobowa rodzing: pensja filologa klasycznego, pracownika Biblioteki Ra-
czynskich, byta raczej skromna, co w Jezycjadzie jest podkreslane wielokrot-
nie. Wygralo jednak wyksztalcenie humanistyczne, a przede wszystkim, jak sie
wydaje, model patriarchalny. Wpisuje si¢ w niego réwniez watek pdzniejszy,
siegajacy przelomu XX i XXI wieku, kiedy Mila robi wielka kariere jako dra-
maturzka publikujaca pod pseudonimem Kal Amburka, ale ukrywa ten fakt
przed mezem i dopiero najnowsza powies¢ cyklu, Ciotka Zgryzotka, przynosi

18 Warto zauwazy¢, ze Gabriela jest filolozka klasyczna: poszia zatem w $lady ojca, ktdry
stanowi dla niej wzor i miat duzy wplyw na jej zainteresowanie tym obszarem nauki.
Jest to podkreslane w powiesciach kilkukrotnie, np.: ,Gabriela przypomniata sobie nagle
tate swojego dziecinstwa, ktory byl wtedy wszystkowiedzacym medrcem, filarem $wiata,
busolg; znal odpowiedz na kazde pytanie, niczego sie nie bal i potrafil rozwigza¢ kazdy
(no, zwlaszcza abstrakcyjny) problem” (S, 38-39).

¥ Bez dyplomu, w ktdrego zdobyciu przeszkodzilo jej urodzenie dziecka; por. K, 106.

Filoteknos 9.indb 370 2019-09-20 12:48:53



Miodo$¢, mitos¢, feminizm — czyli o kobietach w JeZycjadzie... 37

informacje o tym, ze Ignacy domyslat sie prawdy od poczatku (CZ, 275). Po-
niewaz Kal Amburka zyskuje stawe i rozglos, pozycja Mili w rodzinie (a takze
sprzezone z nig cechy charakteru, jak skromnos¢) nie pozwala jej na odstonie-
cie sie nawet przed najblizszymi.

Kobiety, ktérym nie dane bylo zatozy¢ rodziny, a ktére za to osiagaja suk-
cesy zawodowe, przedstawia si¢ w powiesciach jako gleboko nieszczesliwe,
niespelnione, a przede wszystkim nie s3 one istotne z punktu widzenia fabuly:
ich watki to jedynie epizody ubarwiajace narracje. Tak bowiem jawig sie czy-
telnikom dwie niezamezne i bezdzietne mieszkanki Torunia, do ktérego uda-
je sie Laura (Tygrys i Réza) w poszukiwaniu ojca. Spotyka sie tam z jego sio-
stra, Alma, ,najlepsza w Toruniu specjalistka od gramatyki opisowe;j” (TiR,
129), a takze jej kolezanka i wspolpracowniczka, Ola. Alma swoje poczucie
niespelnienia (,,Miala takiego kawalera z uniwersytetu. Ale dlugo nie wytrzy-
mal, bo ona jednak ma ciezki charakter. [...] Alma si¢ zalamata i do dzi$ jest
sama” [TiR, 133]) maskuje surowoscia, Ola za$ otwarcie przyznaje, ze jej ,,nikt
nie potrzebuje i nikt nie kocha” (TiR, 130). W rozmowie z Ola Laura, ktora
probuje ukaza¢ swoja rodzine, a zwlaszcza matke, w jak najgorszym swietle,
klamie, ze Gabriela ,jest zajeta — tym ich wspdlnym dzieckiem, robieniem
kariery... Wtasciwie, to nic jej nie obchodzi, poza wspinaniem si¢ na nowe
szczeble naukowe” (TiR, 132). Jakakolwiek kobieca niezaleznos¢ (tutaj aku-
rat fikcyjna) i ambicja sg zatem ukazywane negatywnie, potepiane explicite,
Ola bowiem odpowiada: ,,To okropne! [...] Mozesz u mnie zostac¢, jak dlugo
zechcesz” (TiR, 133).

Problem kobiecej ambicji i nieczynienia z rodziny centrum swojego zycia
w sadze pojawia si¢ rowniez przy okazji wspomnianej juz Ewy Jedwabinskiej
oraz Jozefiny Bitner, mamy Bebe i Kozia (Brulion Bebe B.). Obie kobiety wyso-
ko cenig sobie swoja prace i karier¢ — Ewa pedagozki i aspirujacej naukowczy-
ni, za$ Jozefina - aktorki. Eliza Szybowicz twierdzi, ze: ,,Matki wyznaczajace
wyrazne granice swojej autonomii, jak Ewa Jedwabinska czy Jézefina Bitner,
robig dzieciom krzywde” (Szybowicz 2013). Nie o sama autonomie tu jednak
idzie, ale przede wszystkim o problem kariery oraz wyjscia z ogolnie przyje-
tych ram i norm.

Ewa od poczatku, nawet gdy nie wiadomo jeszcze, ze jest matka Aurelii vel
Genowety, fabula jest bowiem skonstruowana w taki sposob, ze prawda obja-
wia si¢ czytelnikowi stopniowo, przedstawiona zostaje jako osoba dazaca do
celu i majaca duze aspiracje.

Od razu, na samym poczatku, powiedziala im wyraznie, ze nie jest zachwy-
cona tym, ze musi uczy¢ w szkole. Oznajmita im, ze miala wigksze ambicje.
Po studiach pedagogicznych zamierzala poswieci¢ sie calkowicie pracy na-
ukowej, ale niestety-niestety — skierowano ja do podstawdwki, a teraz wla-
$nie do tego liceum [...]. Powiadomita ich tez, ze robi mimo wszystko dok-
torat z psychologii. W istocie, cechowala si¢ duzym rozpedem naukowym
(O, 83).
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Obok rzeczowych informacji na temat dazen Jedwabinskiej, pojawiaja si¢
tez emocjonalne jej opisy, bez watpienia negatywne, przedstawiane z punk-
tu widzenia ucznidw, zwlaszcza Kreski, wnuczki profesora Dmuchaweca. Jest
zatem Ewa ,zupelnie bezbarwna” (O, 83), ,,odprasowana i sztywna” (O, 84),
a ,,dystans miedzy nig a reszta Swiata byt wprost nie do przebycia” (O, 84).

Co wigcej, jej surowos¢ sprawia, ze szescioletnia Aurelia boi si¢ matki do
tego stopnia, ze regularnie ucieka z domu, krazac po Jezycach w poszukiwaniu
serdecznosci i mitosci. Ewa to kolejna przerysowana posta¢; wydzwiek historii
z jej udzialem jest do$¢ jednoznaczny i malo subtelny. Egocentryzm rozumia-
ny jako niegotowos¢ (czy w ogdle nieche¢, ktora nigdy w gotowos¢ moze sie
nie zmieni¢) na po$wigcenie swojej indywidualnosci i swoich planow, zwlasz-
cza poswiecenie ich na rzecz dziecka czy szerzej: rodziny, krzywdzi bliskich
owej osoby, a ja samg — jak wiemy z dalszych loséw Jedwabinskiej — skazuje na
zycie w cierpieniu i przedwczesng $mierc.

Réwniez wzmianki na temat feminizmu czy réwnouprawnienia, nawet
niezwigzane z konkretnymi bohaterami czy sytuacjami, spelniaja przede
wszystkim funkcje komiczng; problem zostaje zbagatelizowany, przedstawio-
ny jako blahy czy wrecz bedacy wymyslem, obecny ewentualnie wéréd tych
spoza bezpiecznej enklawy. Taki charakter ma przemdwienie studentow Ga-
brieli; przemdwienie, ktére miato na celu zwolnienie grupy z zaje¢ z okazji
Dnia Kobiet:

Dzienn Kobiet zostal wprowadzony, co prawda, przez komunistéw [...], lecz
mimo odej$cia komunizmu w przesztos¢, to akurat $wieto obchodzi¢ nale-
zy, gdyz dziewczyny sobie tego wyraznie zyczg. W chwili obecnej, zdaniem
dziewczyn, dola kobiety jest ho-ho! - o ile gorsza od niegdysiejszej, bo oprocz
zwyklych swych ciezaréw, nalozonych przez biologie i réwnouprawnienie,
musi ona jeszcze dzwiga¢ ciezar meskich frustracji, zwigzanych z przemiana-
mi ustrojowymi, bezrobociem, rewolucja ekonomiczna [...] (P, 92-93).

W podobny sposéb przedstawiona zostaje dziewczyna, z ktéra Wolfgang
Schoppe, pdzniejszy narzeczony Laury, umawia si¢ na randke: ,,dziewczyna
miata tadne nogi, ale przez caly czas atakowata go sloganami o meskiej domi-
nacji” (Z, 69), co, rzecz jasna, dyskwalifikuje ja w oczach Wolfganga.

Bezposrednio feministyczne watki funkcjonuja w powiesciach Musiero-
wicz na dwa sposoby. Albo zostajg osmieszone badz zbagatelizowane ad hoc
jako problem wydumany, nieistniejacy czy blednie nazwany (jak w przy-
padku pani Barbary); albo w formie bardziej dydaktycznej, cho¢ réwniez
niepozbawionej komicznosci: mianowicie w strukturze fabularnej, prze-
mianach, jakie dokonuja si¢ w samych bohaterkach. Dobrym tego przykla-
dem jest postawa Patrycji, a potem takze i Laury, ktdre, cho¢ poczatkowo
wypowiadaja si¢ w sposdb pozornie bardzo feministyczny, finalnie powie-
laja schematy zachowan swoich matek i bab¢. Patrycja w przedmaturalnym
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okresie uczuciowych burz zdradza zapedy do niezaleznosci, cho¢by w roz-
mowie z Natalig:

Cholera! - wybuchneta Patrycja. - Niech ich wszyscy diabli porwa. Méwig ci,
Nutria, méwig ci z calg moca, chociaz jestem mlodsza od ciebie: nie kochaj si¢
w nikim, do diabta! Badz niezalezna, dumna i wolna. Jak Artemida. Oni wszy-
scy nie sg tego warci (P, 76).

Feminizm jest tutaj rozumiany jako daremna proba ucieczki od nieunik-
nionego, ktérym to nieuniknionym jest szczesliwy zwigzek zakonczony mat-
zenstwem. Jest tez przynalezny mlodosci, w tym kontekscie rozumianej jako
niedojrzaloé¢, brak doswiadczenia i naiwno$¢. Nie sposob bowiem inaczej
odczyta¢ rozmowy Idy i Patrycji na temat zamazpdjscia (w dniu Slubu tej
pierwszej):

- [...] Zauwaz, ze nawet najpiekniejsze i najmadrzejsze kobiety po zalozeniu
sobie na szyje wezléw malzenskich brzydna i glupieja w oczach. Matzenstwo
szkodzi na urode i inteligencje, oto prosty wniosek ex promptu. [...] Nie wycho-
dze za maz. Nie. Nigdy i przenigdy.

— Zobaczymy, co bedzie, gdy cie kto$ poprosi - powiedziata Ida z wyzyn swego
doswiadczenia. — Gadanie (P, 12).

Oczywiscie, postawa Patrycji (sprzeciw wobec instytucji malzenstwa jako
takiej) jest wyraznie przesadzona i wyolbrzymiona, ukazana w sposob wrecz
karykaturalny. Ale to tylko podkresla negatywny stosunek, jaki autorka zywi
wobec tego typu pogladow. Nie daje czytelniczkom nawet szansy przemyslenia
ewentualnej stusznosci tez gloszonych przez najmlodsza Borejkéwne, w tym
samym tomie bowiem zakochuje si¢ ona szczesliwie, a co wigcej, deklaruje
che¢ zamazpdjscia (ma osiemnascie lat). Wszelkie jej wczesniejsze wypowie-
dzi zostaja wigc zanegowane i o§mieszone, a racja zostaje tym samym przyzna-
na $wiezo upieczonej mezatce Idzie.

Krzysztof Biedrzycki nazywa wyjsciowa postawe Patrycji ,,motywem »§lu-
béw panienskich«” (Biedrzycki 1999: 53) i twierdzi, ze ,,trzeba go potraktowac
tylez jako wyraz pewnych komplekséw nastolatki, co jako aluzje literacka, wo-
kot ktorej zostanie dopiero skomponowana wariacja” (Biedrzycki 1999: 53).

Zaprzeczeniem idei feministycznych jest oddanie wszystkich badz wigk-
szosci praw w rece jednej plci. Pewne przejawy takich tendencji widoczne sa
w Jezycjadzie, a rozkodowac mozna je dzigki zastosowanej przez Musierowicz
narracji personalnej. Owa narracja, ktéra przybiera rézne punkty widzenia
w obrebie jednej powiesci, pozwala czytelnikowi na poznanie pogladéw roz-
maitych bohateréw; rowniez takich pogladow, ktére (by¢ moze intuicyjnie) nie
chca by¢ przez nich wyrazone wprost, np. w rozmowie.

Czes¢ owych postaw (wyrazonych czy pomyslanych przez mezczyzn) do-
tyczy wymagan badz oczekiwan wobec kobiet — przez czytelniczki mogg by¢
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one zatem odczytywane jako swoiste wskazéwki na temat tego, jak nalezy sie
zachowywac, by zyskac przychylno$¢ mezczyzn.
I tak, stary Jankowiak nie lubi, jak kobieta pali papierosy lub sprzeciwia sig
mezczyznie:
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Drzwi otworzyta mu przystojna brunetka z papierosem, ubrana jak do wyjscia
i pan Jankowiak z miejsca si¢ do niej uprzedzit. Bardzo mu sie nie podobalo,
jak kobiety palily. Uwazal, ze kobieta z papierosem wyglada jako$ agresywnie,
jakby chciata koniecznie i na site co§ udowodnié. [...] Do Eugeniusza - ani sto-
wa. Oho. Wygladalo na to, ze sie wlasnie pokldcili i teraz ona na zlo$¢ jemu
wychodzi (DP, 75).

Za$ maly Jozinek, syn Idy i Marka Patyséw, obserwujac przygotowania do
$lubu swojej kuzynki Laury, ma okreslone poglady na temat pozadanego wy-
gladu panny miodej:

Prosze: zlikwidowat ten fryzjerski kicz, zaplotl dziewczynie wlosy w gladki
warkocz, a na gtowe nasadzit jej spleciony na poczekaniu gruby, réwny wianek
z biatych ro6z, poprzycinanych tazienkowymi nozyczkami do paznokci. Wygla-
data super. Wygladata doktadnie tak, jak powinna wygladaé panna mioda [...]
(MD, 220).

Co ciekawe, owo niewypowiedziane zyczenie dotyczace jego wlasnej przy-
sztej zony sie spelnia: w Ciotce Zgryzotce opis wygladu oblubienicy Jozefa jest
wobec powyzszych jego mysli dziwnie znajomy:

Dorota zostawila to cale zamieszanie i udala si¢ niespiesznie do domu, gdzie
sie spokojnie wykapala, a nastepnie wysuszyla swoja jedwabista, jasng grzywe,
a w koncu przywdziala prosta biala sukni¢ i na tym zakonczyla proces, ktory
innym pannom miodym przysparza calych godzin nerwowej udreki. Jej mama
réwnie spokojnie, a do tego zrecznie, splotta pigkny, gruby wianek z bialych
frezji oraz mirtu i umiescila go z duma na glowie swej jedynaczki. Kiedy prze-
obrazona tym sposobem Dorota wyszla na ganek, wlasnie przyjechata Ida [...]
z wytwornym Markiem - i oboje naraz si¢ wzruszyli, widzac tak $liczna i $wieza
panne mloda, pelna uroczej i wykwintnej prostoty (CZ, 260).

Podobnie jak postawa Jozinka, zwigzana z wygladem, ale juz wyrazona
w dialogu, a nie tylko za pomocg mowy pozornie zaleznej, jest opinia Igna-
cego Borejki na temat fryzury jego przyszlej matzonki Mili. Scena zostaje opi-
sana w retrospektywnej Kalamburce, ale powraca si¢ do niej tez w kolejnych
czedciach. Ignacy obraza sie¢ wowczas na Mile, ze ta obciela swoje diugie wlosy
bez konsultacji z nim:

Teraz odbyla si¢ miedzy nimi ozywiona wymiana zdan, z ktérej wyniklo, ze,
zdaniem Ignacego, narzeczona powinna pyta¢ narzeczonego o zdanie, kiedy
pragnie strzeli¢ jakie$ kolosalne gtupstwo, na przyklad — pozbawi¢ sie swojej
najwiekszej ozdoby przez Sciecie warkocza i naczupirzenie resztek wltoséw oraz
zlanie ich lakierem (K, 114).
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Najwazniejszym argumentem, ktory moze legitymizowa¢ taki sposob przed-
stawiania kobiecych bohaterek w Jezycjadzie jest eskapizm, czyli wazna funkcja
nie tylko powiesci dla dziewczat, ale calego obiegu dziecieco-mltodziezowego.
Eskapizm bedzie w tym wypadku rozumiany jako ucieczka do znanych i utrwa-
lonych w tradycji wzorcow, przede wszystkim w zakresie ukladéw spoteczno-
-rodzinnych. Musierowicz bazuje tutaj na stereotypowym podejsciu, ktore, jak
sie wydaje, jedynie wzmacnia i utrwala jej wielkopolskie pochodzenie.

Gomota nazywa model opisywany przez autorke ,,uproszczonym i wyide-
alizowanym” (Gomota 2004: 79), by¢ moze lepiej jednak byloby go nazwac za-
korzenionym w patriarchacie i stereotypach. Nie idzie tu bowiem o to, by na-
turalistycznie opisywac spoleczenstwo, a zwlaszcza takie jego zachowania czy
wzorce (jak postuluje cytowana przez Gomoéte Kinga Dunin®), ktére nalezy
uzna¢ po pierwsze za marginalne, po drugie za$ za nielicujace z wyidealizo-
wanym modelem, do ktérego Musierowicz bez watpienia dazy. Blednie jednak
zdaje sie ona zaklada¢, ze warunkiem sine qua non owej idealizacji jest upo-
rczywe przypisywanie kobietom tych samych rél na przestrzeni kilkudziesie-
ciu lat. Otwarcie sie na czy wrecz po prostu uwzglednienie zmian, jakie w spo-
teczenstwie zaszly i wciaz zachodza, nie musi wcale oznacza¢ opuszczenia
srodowiska inteligenckiego na rzecz innych §rodowisk; nie musi tez oznacza¢
zmuszania owej inteligencji do alkoholizmu czy innych patologii.

O ile ,tradycyjny” sposdb kreowania relacji czy samych bohateréw byt uza-
sadniony w latach 70. czy 80., o tyle dziwi¢ moze nieco niezmiennos$¢ tego
ukladu réwniez po roku 1989, a tym bardziej w latach 2000. Moze to rodzi¢
niebezpieczenstwo, ze ksigzki wydawane wspodlczesnie nadal oddziatywac
beda gléwnie na czytelniczki, ktore, w tej chwili juz doroste, wychowywaly sie
w warunkach prezentowanych przez Musierowicz w Kwiecie kalafiora, kiedy
zdominowanie kobiety nie byto niczym zaskakujacym?*.

Anna Gomola przypomina stowa Grzegorza Leszczynskiego, ktory ,,po-
réwnuje twdrczos¢ Musierowicz do literatury dziewigtnastowiecznej, ktora
rozumiala pisarstwo jako postannictwo spoleczne, majace wyjasnia¢ wspol-
czesno$¢ i wpltywac na nig przez ksztaltowanie postaw odbiorcéw” (Gomota
2004: 21). W obliczu tej stusznej paraleli tym wazniejsze wydaja sie wartosci,
jakie pisarka przekazuje, koncepcja dziewigtnastowiecznej jednoznacznosci
nie pozostawia bowiem przestrzeni na polemike.

W innym swoim tekscie Leszczynski zauwaza, ze

0 Kinga Dunin wytyka Musierowicz fakt, ze rodzine Borejkéw omijajg bezposrednio te-
maty takie, jak zdrada matzenska, aborcja czy alkoholizm, mimo ze, jak twierdzi, ,,zycie
prawdziwe nie moze oby¢ si¢ bez takich lub podobnych doswiadczen” - cyt. za: Gomoéta
2004: 79.

! Watek ten mogltyby rozwing¢ badania nad recepcja Jezycjady, nie stanowig one jednak
przedmiotu moich rozwazan.
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Musierowicz nie epatuje czytelnika obrazami nieuchronnie zblizajacego si¢ fin
de siecle’u, nie siega ku rozktadowi wartosci [...]; w $wiecie ogarnietym przez roz-
szalale zlo, w $wiecie ludzkiego upadku i rozktadu wiezi, w $wiecie miedzyludz-
kiej obcosci - jej glos dzwieczy czysto, przypominajac o podstawowych warto-
$ciach: lojalno$ci, uczciwosci, mitosci, o ktérych tu, w tych ksiazkach po prostu
nie wstyd mowic, ktore realizujg sie w szarej codziennosci (Leszczynski 2001: 60).

To, co dla Leszczynskiego stanowi zalete, zwlaszcza w konfrontacji z innymi
wspoélczesnymi tekstami dla mlodziezy (autorstwa Marty Fox, Anny Onichi-
mowskiej czy Tomka Tryzny), inni zarzucajg Musierowicz jako szkodliwg her-
metyzacje i budowanie sztucznej enklawy™.

Biedrzycki zauwaza: ,mniej istotne [dla autorki — A.P] jest przedstawienie
socjologicznej czy psychologicznej prawdy o dziewczetach ostatniej ¢wierci XX
wieku, wazniejsze stajg sie inne kwestie: stworzenie pozytywnego projektu za-
chowan (dydaktyczna wymowa powiesci!), a takze ukazanie uniwersalnego, juz
nie tylko dziewczecego dochodzenia do dojrzalosci wewnetrznej” (Biedrzycki
1999: 31). Trudno si¢ z tym nie zgodzi¢ i nie zauwazy¢, zZe hermetyzacja Swiata
przedstawionego (dostrzegana, jak wida¢, przez wielu badaczy i komentatorow
poznanskiej sagi) nie rosci sobie praw do przedstawiania prawdy czy faktow
jakkolwiek popartych dowodami (choc¢by natury socjologicznej).

Nie jest to, jak trzeba zaznaczy¢, problem obecny wylacznie w Jezycjadzie.
Wskazuje na niego réwniez Marlena Bednarska w swojej analizie powiesci,
poza Musierowicz, takze Krystyny Siesickiej i Natalii Rolleczek; badaczka za-
uwaza owe stereotypowe kreacje protagonistek literatury dla dziewczat, uspra-
wiedliwia je jednak tym, Ze majg one ,,dawac [czytelniczce — A.P.] wybdr mie-
dzy brutalnoscia $wiata pozaliterackiego, a urzeczywistnianiem w swoim zyciu
sielankowej iluzji powiesciowej” (Bednarska 1998: 12). Z takiej argumentacji
wynikaloby jednak, ze tradycyjna rola kobiety w spoleczenstwie jest rodzajem
sielanki i stanowi pozytywny wzorzec oraz wazny element wychowania.

W obliczu pierwszoplanowosci funkcji dydaktycznej tym wazniejsze moze
sie wydawa¢ dazenie do ukazywania kobiet zréznicowanych nie tylko pod
wzgledem charakterologicznym, ale takze ich loséw, pelnionych przez nie
funkcji oraz relacji z innymi - tymczasem pod tym wzgledem Musierowiczow-
skie bohaterki stanowia swoisty monolit.
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,Duchu puszczy” Wiadystawa Ludwika Anczyca

Abstrakt: Wszyscy znawcy zachodniej literatury amerykanskiej i kina zachod-
niego wiedzg, ze amerykanski pisarz — Robert Montgomery Bird - stat si¢ staw-
ny, miedzy innymi, dzieki pelnym nienawiéci, a nawet rasizmu, przedstawieniom
rdzennych Amerykanéw w swoich dzielach. Z tej strony znana jest jego powies¢
Nick of the Woods (1837). Jesli chodzi o polskich czytelnikéw powiesci o Dzikim
Zachodzie, mogg czu¢ si¢ oni nieco zdezorientowani, gdy stysza lub czytaja, ze
Bird byt ,.indianozercy’, poniewaz jego najstynniejsze dzielo, tj. Nick of the Woods,
przettumaczone na jezyk polski przez Wiadystawa Ludwika Anczyca w 1872 r.
(Duch Puszczy), nie przedstawia amerykanskich Indian jako potworéw. W nie-
ktorych czgsciach ttumaczenia — calkiem przeciwnie. Przyczyna tkwi w tym, ze
dzielo Anczyca stanowi adaptacje powiesci Birda. Polski pisarz interpretowal po-
wies¢ Nick of the Woods w czasach, gdy Polacy tatwo identyfikowali swoj los pod-
bitego narodu ze stanem rdzennych Amerykandw. W pierwszej czesci artykutu
S. Bobowskiego i P. Perlinskiego czytelnik znajdzie prezentacje¢ sposobu przedsta-
wiania Indian przez Anczyca, w drugiej zas — sposoby, w jaki czyni to Bird, oraz
przyczyny jego stosunku do rdzennych mieszkancéw Ameryki.

Abstract: All connoisseurs of western American literature and western cinema
know that American writer - Robert Montgomery Bird - got famous because of,
among other things, full of hatred and even racism portraying Native Americans
in his works. From this side his novel Nick of the Woods (1837) is well known. As
far as Polish readers of novels of the wild West are concerned, they can feel a bit
confused when they hear or read that Bird was such an “Indian-eater”, because
his most famous work, i.e. Nick of the Woods, translated into Polish by Wladystaw
Ludwik Anczyc in 1872 (Duch Puszczy), does not present American Indians as
monsters. In some parts of the translation — quite oppositely. The point is that the
Anczyc’s work is just an adaptation of Bird’s novel. Polish writer was interpreting
Nick of the Woods in the times when the Poles easy identified their fate of the co-
nquered nation with the condition of Native Americans. In the first part of the
article by S. Bobowski and P. Perlinski a reader will find the presentation of An-
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czyc’s way of portraying Indians, and in the second - the way of Bird’s with expla-
ining the causes of his attitude towards the American Natives.

Stowa kluczowe: Robert Montgomery Bird, Wladystaw Ludwik Anczyc, India-
nie, adaptacja, ttumaczenie, analiza poréwnawcza, powie$¢ amerykanska

Keywords: Robert Montgomery Bird, Wiadystaw Ludwik Anczyc, American
Indians, adaptation, translation, comparative analysis, American novel

Stynny piecioksiag powiesciowy Jamesa Fenimore’a Coopera o Sokolim Oku
stanowil efekt nostalgii za §wiatem odchodzacym. Tragedia ginacej rasy stala sie
od momentu publikacji pierwszych utworéw cyklu' wazkim motywem litera-
tury amerykanskiej. Po §wiecie temat ten rozszed! sie zwlaszcza dzigki Coope-
rowi i malarzowi Georgeowi Catlinowi, ktéry swoj talent poswiecit w pierwszej
polowie XIX wieku na utrwalanie ,,gingcej rasy” na ptétnach. W tymze stule-
ciu szlachetny dzikus/noble savage, poza nielicznymi wyjatkami, staje si¢ mod-
nym bohaterem literackim. Mgt jednak egzystowa¢ tylko i wylacznie na Dzi-
kim Zachodzie, ,,poza skorupa zaawansowanej cywilizacji biatych” (Berkhofer
1979: 89). Lista autorow powiesci postcooperowskich, powstalych w okresie
kolonizacji Indian, jest dluga. Ale nie znajduja si¢ na niej tylko nasladowania
afirmatywne — bynajmniej. Negatywny stereotyp Indianina przenika ksigzki
Roberta Montgomeryego Birda. By¢ moze najstynniejsza demonizujaca — we-
dle licznych komentatoréw — tubylcow amerykanskich powiescia tego autora
jest Nick of the Woods (1837), przetozona na jezyk polski, a wlasciwie zaadap-
towang przez Wladystawa Ludwika Anczyca i wydana w roku 1872 pod tytu-
tem Duch Puszczy. Mial Bird glosi¢ w niej zarliwa i bezkompromisowa apologie
postepu cywilizacyjnego oraz potrzebe tepienia Indian, a takze zapobiegania
jakiemukolwiek wspétczuciu wobec nich ze strony Biatych®. Gléwna ,,atrak-
cj¢” powiesciowej fabuly stanowia akty zemsty dokonywane w stanie Kentuc-
ky przez tajemniczego msciciela, nazywanego Duchem Puszczy, na Osagach.
Ksigzka ta miata do tej pory dwadziescia cztery wydania w Ameryce, utwier-
dzajac, jak pisze amerykanska badaczka, ,wiare, ze rasa indianska zostata utwo-
rzona z brutalnych bestii, ktére znajdowaly si¢ ponizej wszelkiej krytyki i poza
zbawieniem” (Kilpatrick 1999: 8). Sam Bird w przedmowie do jednego z wydan

! Pionierowie (1823), Ostatni Mohikanin (1826), Preria (1827). Potem ukazaly sie jeszcze:
Tropiciel sladow (1840) i Pogromca zwierzgt (1841).

? Tak prezentuje, oczywiscie nie bedac w takim sadzie odosobnionym, polskiego pocho-
dzenia antropolog-indianista Andrew J.R. Wala. Zob. Wala 2001: 34. Z amerykanskich
autor6w jednoznacznie negatywnie oceniajacych powies¢ Birda mozna wymieni¢:
Jacquelyn Kilpatrick (Celluloid Indians. Native Americans and Film); Ward Churchill
(Fantasies of the Master Race. Literature, Cinema and the Colonization of the American
Indians).
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jego powiesci pisal, iz ,,Indianin jest bez watpienia dzentelmenem, ale takim,
ktéry nosi brudng koszulg i wiedzie nedzne zycie, wypelniane przez niego ni-
czym poza przyjemnoscig $cigania wrogoéw i uganiania si¢ za skalpami - co
my gornolotnie nazywamy wojng” (cyt. za: Kilpatrick 1999: 7)°. Jest przy tym
tepy i nie potrafi ,,méwic¢ po ludzku”, kaleczac niemitosiernie angielszczyzne,
wypowiadajac si¢ jedynie przy pomocy bezokolicznikéw i rzeczownikéw an-
gielskich, tak jakby nie mial w ogole wlasnego jezyka. Powies¢ Birda napotka-
ta przygotowana na jego ideologie publiczno$¢ o mentalnosci nasigknietej ra-
sowo-kulturowymi stereotypami, wywiedzionymi z fikcyjnej, zmyslonej przez
kolonizatoréw, historii amerykanskich Indian i zawartymi w sensacyjnych,
a nie realistycznych, relacjach prasowych dotyczacych indianskich rebelii. Pu-
blicznos$¢ miala tez swoje wlasne uprzedzenia. Pisarz ten takze ,wzmocnil po-
czucie, ze ludobdjstwo dokonujace sie w jego czasach bylto konieczne i uspra-
wiedliwione” (Kilpatrick 1999: 7)*.

Badzmy nieco przekorni i ztosliwi i przyjrzyjmy si¢ temu tak bardzo spost-
ponowanemu zabytkowi, jakim jest powie$¢ Birda na przykladzie jej polskiej
adaptacji dokonanej w drugiej potowie XIX wieku przez Wladystawa Ludwika
Anczyca. Jesli zawierzy¢ tej powiesci, zawsze chwalonej przez krytykow, na-
lezy przyzna¢, iz zadziwia sprawnoscig warsztatows, zwlaszcza sugestywno-
$cig prowadzenia akcji, opisow walk i ich skutkéw — §mierci, ran. W tym kon-
tekscie jawi si¢ niemal jako utwodr naturalistyczny. A pamietajmy, ze powstala
w 1837 roku. Jest, co trzeba przyzna¢, bardzo podobna fabularnie do Ostat-
niego Mohikanina Coopera, ale przewyzsza go literacko; natomiast poznaw-
czo prezentuje si¢ gorzej (Birdowi nie chcialo si¢ w ogéle prébowac rozumiec
$wiat kultury Indian).

Generalnie w wielu epizodach Czerwonoskoérzy ukazani sg jako istoty
krwiozercze, ale jednoczesnie — jakby w sprzecznosci z owa krwiozerczo$cig —
mniej sprawne w walce. Juz na samym poczatku putkownik Bruce opowia-
da gléwnemu bohaterowi Rolandowi Forresterowi, jak jego dzielny matoletni
syn pokonat w walce dwoch Osagéw - ,,rabusiow’, ztodziei koni, a nastepnie
zerwal triumfalnie skalp z glowy pokonanego wroga. Ale juz w tej ekspozy-
cji zostaje uwydatniona ,ludzka’, szlachetniejsza strona Osagéw: jeden z wo-
jownikow zostal przez putkownika nazwany ,,silnym i doswiadczonym w boju
szermierzem” (Duch Puszczy 1990: 8)°. Wojowniczos¢, odwage, dzielno$¢ tu-
bylcéw niejednokrotnie podkresla autor/tlumacz w narracji. Na korzys¢ In-

Przekiad wlasny. Podobnie przy wszystkich przettumaczonych obcojezycznych cytatach,
jesli nie bedzie przy nich podanego nazwiska autora przektadu.
Autorka podkresla, ze jeszcze w drugiej polowie XX wieku nawet szanowani i uznani ba-
dacze literatury odnosili si¢ do Birdowskiej prezentacji Indian z pelnym zaufaniem, np.
Curtis Dahl w swojej monografii z roku 1963 poswieconej autorowi Nick of the Woods.
Zob. Kilpatrick 1999: 8.
Cytaty z Ducha Puszczy pochodza z wydania: Duch Puszczy, wg dra M. Birda opracowat
Wtadystaw L. Anczyc, Oficyna Cracovia, Krakow 1990.
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dian przemawia poza tym fakt, iz najgorszymi nikczemnikami s3 w powie-
$ci dwaj biali osobnicy — Daniel Doe, Zyjacy migdzy Osagami na ich sposob,
pozornie zasymilowany do ich kultury, by méc tatwiej realizowa¢ swe niecne
knowania®, oraz wspdlpracujacy z nim zlodziej i malwersant. Kontrowersyj-
na, cho¢ zapewne fascynujaca dla czytelnikow z czaséw popularnosci dzieta
Birda, posta¢ kwakra Natana, ktory okazuje sie owym tajemniczym, tytulo-
wym Duchem Puszczy, mécicielem swojej wymordowanej przez Osagow ro-
dziny, nierzadko — w koncu to kwakier - wypowiada si¢ o Czerwonoskdrych
jak prawdziwy chrzescijanin. Méwi na przyktad do mlodego Rolanda: ,,Cho-
ciaz jestem czlowiekiem cichym, kochajagcym pokéj i brzydzacym sie rozle-
wem krwi, jednakze nie mam wam za zle, ze chcecie walczy¢ zabdjcza bronia
i pozbawiac¢ zycia ludzi, majacych prawo to samo, co i wy, uzywania daréw
ziemskich (podkr. - S. B.)” (Duch Puszczy 1990: 41). Pisarz/tlumacz tez nie
stara si¢ specjalnie zohydzi¢ Indian. Jeden z jego biatych bohateréw oswiadcza:
»Powiadano mi, jako rzecz najpewniejsza, ze dzicy, znalaztszy zamordowane-
go ktorego ze swoich bliskich, zajmujg si¢ nim i zaprzestajg $ciga¢ zdobycz”
(Duch Puszczy 1990: 47). Wida¢ wigc, Ze nawet u Birda (w adaptacji Anczy-
ca) tubylcy nie s bezgranicznie barbarzynscy, tzn. - powiedzmy - nieludzcy.
Najbardziej korzystny wizerunek Indian zawiera rozdziat XIII. Woda ognista,
gdzie jeden z Czerwonoskorych, prowadzacych biatych bohateréw do niewoli,
tak rozczulil si¢ pod wpltywem whiskey, ,,ze zaczat klepa¢ Rolanda po ramie-
niu i przyrzekl mu uroczyscie, iz za powrotem do swojej siedziby przyjmie go
wobec calego plemienia za syna” (Duch Puszczy 1990: 80). W innym momen-
cie uzalal sie, jak kazdy zwykly ojciec, nad $miercig wlasnego syna, ,,ktorego
mu biali barbarzyncy zabili” (Duch Puszczy 1990: 81). A na koniec, catkowi-
cie ,rozklejony” woda ognista, wyglosil, tak czesto spotykang w powiesciach
i filmach o Indianach, filipike przeciwko bialym, swiadczacg o jego etnicznej
i ludzkiej samo$wiadomosci:

I dlaczegoz blade twarze opuszczajg rodzinng ziemie? Po cdz przebywaja wiel-
ka wode stong na skrzydlatych todziach? Po to, azeby mordowaé czerwonych
ludzi, wydziera¢ ich ziemie, ktorg Wielki Duch przeznaczyt im na mieszkanie,
a potem nazywaja nas zabodjcami, ze bronimy swoich wigwamoéw. Czerwone
twarze nie wedrujg do krainy bialych ani nie palg ich wiosek. Snadz Wielki
Duch opuscil swoje dzieci! (Duch Puszczy 1990: 81).

Biorac wiec pod uwage przeklad/adaptacje powiesci Birda dokonang przez
Anczyca, nalezaloby zauwazy¢, iz Duch puszczy nie $wiadczy bynajmniej o in-
dianozerstwie Birda. Co wigcej, nalezy podkresli¢, ze jesli nawet pisarz po-

¢ Poprzez odpychajaca figure Daniela Doe pisarz probowat skompromitowaé dos¢ nie-
rzadkie zjawisko asymilowania si¢ bialych wsrdd Indian. Dotyczylo to na przyklad my-
$liwych, traperow, ktorzy czesto z przyczyn praktycznych taczyli sie w zwigzki malzen-
skie z Indiankami i asymilowali do Zycia spotecznosci zon, aby latwiej realizowa¢ swoje
zawodowe cele.
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przez publikacje tej powiesci zerwal z mitem ,,noble savage”, to zdyskredytowat
réwniez mit/fantazmat idealnego frontiermana, ktérego pierwszym weciele-
niem byt Sokole Oko. To — przypomnijmy - czlowiek idealnie rownowazacy
cechy cywilizowanego biatego z dyspozycjami ,dzikiego Czerwonoskorego”.
Natomiast kwakier z powiesci Birda jest wrecz monstrualnie okrutny i msciwy,
monstrualnie ,,dziki”. Bird, jak sugeruje Berkhofer, nalezal do autoréw, kto-
rzy nie wierzyli w trwalo$¢ rownowagi miedzy dzikoscig a ucywilizowaniem
tzw. idealnego frontiermana. Postugiwali si¢ oni w swoim pisarstwie figura
»zindianizowanego biatego” nienawidzacego Indian, mszczacego si¢ na nich,
mozna by rzec - dokonujacego na wilasng reke ich eksterminacji (Berkhofer
1979: 95). Warto nadmienic¢, iz dwadziescia lat po ukazaniu si¢ Nick of the Wo-
ods Herman Melville opublikowal swa powies¢ pt. Oszust, w ktorej, zwlaszcza
w rozdziale pt. Metafizyka nienawisci do Indian, ,,potepit (...) perwersje amery-
kanskich i cywilizacyjnych warto$ci stuzacych do usprawiedliwiania okrutnej
przemocy [wobec Indian]” (Berkhofer 1979: 95).

Wiadystaw Ludwik Anczyc (1823-1883) tworzyl juz w czasach, kiedy w we-
sternowej literaturze amerykanskiej pozytywny fantazmat Indianina stawal si¢
coraz bardziej popularny. W polskiej literaturze wtasciwie od poczatku obec-
nosci tematu indianskiego zywy byt tylko wlasnie 6w pochlebny wobec rdzen-
nych Amerykanow fantazmat, albowiem egzystencja w warunkach zaboréw
sprzyjata identyfikacji losu Polakéw z losem kolonizowanych Czerwonosko-
rych. Jeden z najzagorzalszych wrogéw Polski i jej konkwistadoréw — Fryderyk
Wielki - sam podsunat Polakom te analogie, kiedy napisal we wzgardliwym to-
nie w liscie do francuskiego filozofa D’Alemberta o nas jako Irokezach, ktérych
trzeba cywilizowac’. Jedli rzuci¢ okiem na biogram twoérczy Anczyca, stanie si¢
od razu jasne, Ze jego romantyczna wizja Indian byla pochodng niezlomne;
spotecznikowsko-patriotycznej postawy — artysty gleboko przejetego ideata-
mi romantyczno-pozytywistycznymi. Nie mogh wiec taki pisarz zaakceptowac
rasistowskiego, bezwzglednie kolonizatorskiego, konkwistadorskiego punktu
widzenia, z jakiego uksztaltowana zostala fabula w powiesci Birda. Tego, ze
adaptacja Anczyca jest istotnie ,,niewierna” wobec amerykanskiego orygina-
tu, znaczaco i nadmiernie w stosunku do niego dowartosciowujaca, upodmio-
tawiajaca rdzennych Amerykanéw, dowodzi druga czes$¢ niniejszego szkicu,
omawiajgca geneze, strukture i sensy oryginalu Birdowskiego.

II

Jak na ksigzke, o ktdrej tytutlowym bohaterze Mark Twain napisal, iz ,jest
znany kazdej wyksztalconej osobie”, powies¢ Roberta Montgomeryego Birda

7 ,Biednych tych Irokezow bede sie staral oswoic z cywilizacja europejska”. Podaje za Wi-

kipedia: Wikicytaty: Fryderyk II Wielki. — https://pl.wikiquote.org/wiki/Fryderyk_II_
Wielki (17.06.2019).
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Nick of the Woods (1837) popadta w sposéb widoczny w zapomnienie (Bla-
ine 1940: 138). Wiekszos¢ wspolczesnych studentow uniwersytetéw prawdo-
podobnie nigdy nie sltyszato o niej. Utwor, po pierwszym wydaniu adaptowany
z wielkim powodzeniem kilka razy na scen¢ teatralng, pozostaje obecnie zupel-
nie poza wszelkim zainteresowaniem kregéw historykéw czy literaturoznaw-
cow. Ta westernowa opowies¢ posiada Zzywe tempo akcji oraz interesujace, cho¢
nieco statyczne postacie, a przy tym intryge pelna dramatyzmu i napigcia, wy-
nikajacych z zagrozen i skrajnych niebezpieczenstw doswiadczanych przez pro-
tagoniste i jego akolitow przy kazdym zwrocie akcji. Pod tym wzgledem utwor
dziewigtnastowiecznego pisarza faczy wiele z popularnymi powiesciami sen-
sacyjno-przygodowymi czasow dzisiejszych. Jednakze wrazliwo$¢ czytelnikow
zmienila si¢ ogromnie od czaséw pierwszej potowy dziewigtnastego wieku,
kiedy Nick of the Woods ujrzal przestrzenie ksiegarni i bibliotek po raz pierw-
szy. Zwlaszcza jesli chodzi o Amerykanoéw, ktdérzy obecnie s znacznie bardziej
wrazliwi i krytyczni wobec wlasnej historii, a nade wszystko wobec jej kontek-
stow zwigzanych z rasizmem, kolonializmem i przemoca.

Gléwnym watkiem powiesci Birda jest historia romansu pomiedzy mlo-
dym kapitanem Rolandem Forresterem a jego kuzynka Edith. Bogaty wuj ma-
jor Forrester, bedacy zwolennikiem toryséw (amerykanskich, postbrytyjskich
konserwatystow), umiera i wydziedzicza miodego Rolanda, ktéry walczyt
w wojnie z Wielka Brytanig po stronie zwolennikéw niepodleglosci. W dru-
gim testamencie wuj zapisuje swdj majatek corce swojego brata — Edith (jest
ona sierotg, tak jak sierotg jest jej wybranek — Roland). Nikt nie jest w stanie
tego drugiego testamentu znalez¢. Pdzniej si¢ okaze, iz to prawnik wuja, nieja-
ki Richard Braxley, uknut intryge, polegajaca na ukryciu testamentu i ubiega-
niu si¢ o reke Edith, by przeja¢ majatek. Dziewczyna zmuszona jest do podrézy
do swojej ciotki w Ohio, poniewaz nie posiada zadnych $§rodkéw utrzyma-
nia - jej rodzice nie Zyja, a testament zaginal. Oboje z Rolandem podrézuja na
zachod i do$wiadczajg agresji Indian — porwania i napadu. Wszystko jednak
szczgsliwie sie konczy, nikczemny prawnik ginie w potyczce z Indianami, Na-
than uwalnia Rolanda, a p6zniej obydwaj oswabadzaja Edith. Testament sie¢
odnajduje, Edith poslubia Rolanda.

Zasadnicza czes$¢ akeji, obejmujaca wspomniang wedréwke, rozgrywa sie
w lecie 1772 roku: grupa osadnikéw przemierza stan Kentucky, by dotrze¢ do
fortu Bruce Station. Wéréd nich znajduja si¢ wlasnie mtody Kapitan Roland
Forrester i jego kuzynka Edith. Komendantem fortu jest Putkownik Bruce.
Jest tez major Forrester, wuj mtodego Rolanda, i inni — kobiety i mezczyz-
ni. Pomiedzy osadnikami znajduje sie takze traper Nathan Slaughter, kto-
rego rodzing wymordowali Indianie®. Biali przybysze z Europy ekscytuja sie

8 Zwroémy uwage na nieelegancka perswazyjnos¢ dyspozycji powiesciowej (kompozycji):
bohater tytulowy, ktory przezyt traume wymordowania na jego oczach najblizszej rodzi-
ny i ktéry sam rozkoszuje si¢ w rzeziach dokonywanych na Indianach w imie zemsty, ten
czlowiek nazywa sie Slaughter, czyli ,,rzez, uboj, masakra, pogrom”.

Filoteknos 9.indb 383 2019-09-20 12:48:54



384 Stawomir Bobowski, Paul Perlinski

opowiescia o legendarnym pogromcy Indian, zwanym Nick of the Woods,
ktdry to zabija Indian, skalpuje ich i wyrzyna im na piersiach krzyze. Tubyl-
cy nazywajg te postac ,Jibbenainosay” czyli w ich jezyku ,wedrujacy duch/
demon’”, co nasz Ludwik Anczyc przelozyl na ,,Duch Puszczy”. Biali sprzyjaja
bohaterowi tych opowiesci, krwawemu mscicielowi, poniewaz Indianie sta-
nowia dla osadnikéw powazne zagrozenie. Nikt poczatkowo nie wie, ze to
wlasnie kwakier Nathan Slaugther jest owym mscicielem i pogromca tubyl-
cow. Tych ostatnich reprezentujg w powiesci — wodz plemienia Szauniséw
(Szawanezoéw) imieniem Wenonga i jego wojownicy. Pomiedzy osadnikami
a Indianami tocza si¢ potyczki, trwa wojna. W finale powiesciowej fabuty
Nathan zabija Wenonge i skalpuje go, gdyz to wlasnie 6w Szaunis dowodzit
grupa wojownikow, ktora przed laty wymordowala rodzing Nathana. O tych
strasznych zdarzeniach, jakie rozegraly si¢ dziesig¢ lat temu, Nathan opo-
wiada mlodemu Rolandowi. Syn Nathana i jego dwie corki zostaly przebite
nozami, a krew z piersi Zony tryskata strugami wprost na niego, gdy trzymat
ja umierajaca w ramionach. On sam zostal oskalpowany i odtad ma potwor-
nie zmasakrowana glowe, ale jako jedyny z rodziny przezyt i trawi go za-
dza zemsty. Wkrotce po dowiedzeniu sie przez Rolanda o Zyciowej tragedii
Slaughtera zostal on zlapany przez Indian podczas potyczki i nastepnie nie-
spodziewanie uwolniony przez Nathana, ktory ,,przy okazji” usmiercit trzech
mlodych indianskich wojownikéw. W kolejnej rozmowie Nathan pyta wraz-
liwego Rolanda, ktérego traktuje troche jak odbicie swojego sumienia, co on
by zrobil, gdyby tubylcy wyrzneli jego rodzine, na co uzyskuje stanowcza
odpowiedz mlodzienca, Ze micilby sie dzien i noc. W dalszej czesci fabuly
przyjaciele wedruja przez las i nagle Nathan robi wypad w jego glab i wraca
z zakrwawionym nozem, co uswiadamia Rolandowi, Ze niebezpieczenstwo
ze strony Indian czyha na nich nieustannie. Podczas innej walki z tubylcami
Roland pokonuje, rozbraja i bierze do niewoli mtodego wojownika, po czym
prosi Nathana, zeby nie zabijal jerica, poniewaz jest on ostatnim reprezentan-
tem swojego plemienia, ale — niestety — krwawy kwakr bez namystu morduje
Czerwonoskdrego i czyni to z diabelskim, pelnym satysfakcji wyrazem twa-
rzy. Bije od niego i jego czynéw groza, przesladuje go patologiczna obsesja ze-
msty. Jednakowoz rowniez sam Roland, ktory wszakze skupia na sobie najcie-
plejsze uczucia czytelnika, takze postrzega Indian jako barbarzyncéw, a inny
bohater powiesci, prawda, ze nie najlepszej konduity, Roaring Ralph Stack-
pole, nazywa ich ,rale children of Sattan” (Bird 2003: 265)°. Nathan msci si¢
takze na doroslych synach i dorostych wnukach Szaunisa Wenongi, zabijajac
ich. W tym dziele zemsty unika jednak mordowania kobiet i dzieci, w przeci-
wienstwie - jak zaznacza — do swych wrogdw, ktorzy, wedlug niego, uwielbia-
ja plawic sie w krwi kobiet i dzieci. Sama scena zabicia Wenongi jest bardzo

° Tlum. ,Rzezace dzieci szatana”. Cytaty z Nick of the Woods pochodzg z wydania: R. M.

Bird, Nick of the Woods. Or, The Jibbenainosay: A Tale of Kentucky, ed., intr. C. Dahl,
Rowman&Littlefield Publishers, Inc., Lanham 2003.
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naturalistyczna i drastyczna, nadaje calej powiesci odcien wrecz gotycki. Ale
przeciez Wenonga nie byl w okrucienstwie ,,gorszy”, skoro chwalil sig, jak to
wlasnorecznie z przyjemnoscia zabijal biale kobiety i dzieci. Fabuta dobiega
konca w momencie, gdy po zabiciu Wenongi Nathan znika i odtad juz nikogo
nie u$mierca, nie kontynuuje swojej zemsty, ktéra wraz z wyeliminowaniem
jego osobistego wroga ustaje.

Sam Robert Montgomery Bird w przedmowie do powiesci zaznacza, ze
jego dzieto ma na celu skompromitowanie pokus uromantyczniania Indian, ze
pragnie realistycznie opisa¢ ekspansje osadnikéw na Zachdd oraz okrucien-
stwa, jakich dopuszczali si¢ tubylcy na Biatych, wyrzynajac ich, znegcajac sie
nad nimi i niewolgc. W tym ostatnim wypadku chodzi szczegdlnie o dos¢ licz-
ne grupy osob porwanych w dziecinstwie i przymusowo asymilowanych do
spotecznosci indianskich albo tez, bezdusznie, bo bez zwracania uwagi na wie-
lokrotnie silne przywiazanie Biatych jenncéw do spotecznosci indianskiej, do
ktorej przybyli w wyniku porwania za mlodu - odsprzedawanie ich Biatym;
tak czynili zwlaszcza Komancze, ktorzy z porwan i wymuszania okupow uczy-
nili swdj intratny interes. Pojawia si¢ w owym wstepie opinia, ze w natural-
nym stanie Indianie sa niecywilizowanymi barbarzyncami i ze nalezy pokaza¢
ich $wiatu takimi, jakimi s3 naprawde. Pisarz przyznaje wprawdzie, ze tubylcy
amerykanscy nadaja si¢ do cywilizowania, bo tego dowodzi na przyktad kul-
tura Inkow, lecz nie mozna im wybaczy¢, ze mordowali kobiety i dzieci osad-
nikéw. I w zadnym razie nie byli - co z sila podkresla Bird — romantyczni czy
szlachetni, jak to przedstawia romantyczna literatura z powiesciami Coopera
na czele (Bird 2003: 31-35).

Charakterystyka Indian nakreslona przez pisarza jest jawnie nieprzychyl-
na, nawet wroga wobec nich. Jednak nalezy pamietac, ze w czasach powsta-
wania ksigzki nie byl taki ton wobec rdzennych Amerykanéw czyms niezwy-
ktym. U Coopera uromantycznienie Czerwonoskérych réwniez nie szlo zbyt
daleko, skoro ich biaty admirator Sokole Oko co chwila podkresla, Ze w nim
samym nie plynie ani kropla krwi indianskiej. Ponadto 6w czarny wizerunek
Indian nie jest u Birda nazbyt sp6jny z innymi wypowiedziami, jakie pisarz ten
wyglaszal czy tez formulowal na temat rdzennych Amerykanéw przy réznych
okazjach. Czy naprawde zywil wobec nich takie nienawistne uczucia, jakie wy-
razil w swej stynnej powiesci, uznanej w jego czasach, a jeszcze bardziej zde-
cydowanie w czasach krytyki postkolonialnej za typowo ,rasistowsky’? Czy
moze w gre wchodzi jaki$ nieznany czynnik sprawczy?

Pelna niecheci i uprzedzen, znamiennych dla znacznej czgsci amerykan-
skiej literatury swojego czasu, powies¢ ta czesto ukazuje rdzennych Amery-
kandéw bardziej jak zwierzeta niz jak ludzi. Kiedy Bird chce na przyktad za-
prezentowac¢ zachowanie swoich indianskich bohateréw, uzywa animalizacji:
»zarzal jak kon’, ,,ryknat jak byk’, ,,szczeknal jak pies”; potem jakby mimo-
wiednie pisze: ,krzyknat jak Indianin”, by nastgpnie, znéw powroci¢ do wia-
$ciwego sobie sposobu charakteryzowania: ,,zaskowyczal jak pantera’, ,,zawyt
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jak wilk”. Tak jakby Indianie byli czescia fauny stanu Kentucky. Bird nie por-
tretuje Indian jako ludzi godnych szacunku. Ukazuje ich jako zagrozenie, jako
czyhajacego na biatych ludzi wroga - brutalnego, okrutnego, dzikiego. W roz-
dziale trzynastym, kiedy Nathan zostaje wiezniem Szauniséw, nie mozna miec¢
watpliwosci co do ich absolutnie dzikiego, pierwotnego usposobienia — wodz
Wenonga, ktéry przewodzil atakowi na domostwo i rodzine Nathana: ,pije
krew kobiet i dzieci”. Dostownie. W istocie przeciez powies¢ Birda miescita sie
w formule amerykanskiego literackiego gotyku.

Jednakowoz pisarz amerykanski, co ciekawe, kreuje obraz ,,dzikosci” row-
niez z naciskiem na jej animalistyczng urode, gdy przy pewnej okazji okresla
posta¢ putkownika Bruce’a jako stoicka, zwierzeca, przypominajaca zachowa-
nie konia czy niedzwiedzia. Indianie w powiesci Birda s3 traktowani inaczej
niz Biali - nie jak niemoralne lotry, lecz raczej jako grozna, amoralna dzicz.
Dos¢ zaskakujaco wobec takiego podejscia do Czerwonoskdrych jawi si¢ ich
plastyczne/malarskie wyobrazanie przez pisarza, ktory przejawial talenty ma-
larskie i je realizowal. Seria konterfektow Indian sporzadzonych przez niego
jest postrzegana przez autoréw strony internetowej poswigconej jego malar-
stwu jako ,bardziej humanistyczna” od ,antropologicznych” wizerunkow Ja-
mesa Otto Lewisa — stynnego malarza Indian z pierwszej potowy dziewietna-
stego wieku:

Latwo odrézni¢ ,antropologiczne” podejécie Lewisa w ukazywaniu rdzen-
nych Amerykanéw od bardziej humanistycznego podejécia Birda. W niektd-
rych jego powiesciach, takich jak Nick of the Woods, pisarz portretuje ,morder-
czych dzikuséw” w sposéb, jaki niepokoi wspodlczesnych czytelnikéw; nie byt
on zresztg calkowicie akceptowany w swoich czasach. Ale Birda malarskie por-
trety rdzennych Amerykanéw wskazujg na inne podejscie. Jego robocze szkice
(...) sa popiersiami w stylu Lewisa i innych amerykanskich portrecistow, ktorzy
dzialali w tym samym czasie. Kiedy jednak Bird wykancza obrazy swych tu-
bylczych protagonistow, wtedy wyraznie usuwa ich z areny antropologicznych
okazow, na ktorej, podobnie jak na portretach Lewisa, wydaja sie szkicami. Za-
miast tego przywraca ich $wiatu, w ktérym on i oni egzystuja, jako zywych ak-
toréw (Penn Library/Exhibitions 2012a).

Wigkszos¢ badaczy uznaje, ze ksigzka Birda zostala napisana w duchu
agresywnej, ekspansjonistycznej filozofii, gloszonej podéwczas przez prezy-
denta Andrew Jacksona i demokratéw. Wszakze kldci sie to z tym, co nam
skadinagd wiadomo o przekonaniach Birda, ktory kiedys nazwal siebie ,wi-
giem i to bardzo sumiennym’, bo w istocie byl zagorzaltym antydemokrata
przez cale zycie (Hughes 2011: 197-226). Wydawal nawet prowigowski pe-
riodyk ,,North American and United State Gazette” od 1847 roku az do swo-
jej $mierci; napisal tez biografi¢ wigowskiego prezydenta Zacharyego Taylora
oraz niemalze zaangazowal si¢ w polityke, w czym jednak przeszkodzilo mu
pogarszajace si¢ zdrowie. Wigowie, ktérzy faworyzowali silniejsze federalne
rzady i modernizacje, czgsto manifestowali nieche¢ do agresywnej ekspansji,
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preferujac konsolidacj¢ wtadzy narodowej na wschodzie kraju. Nie znaczy to
jednakze, iz byli antyekspansjonistyczng partia; polityczna niezgoda wobec
takich zagadnien, jak niewolnictwo czy wlasnie ekspansjonizm, dzielita par-
tie na dwie frakcje. Z drugiej strony stwierdzenie, ze Bird byt jacksonistg czy
ekspansjonistg albo zwolennikiem eksterminacji Indian, byloby nieprawda
(Hughes 2011: 197-226).

Co zatem spowodowalo, ze w powiesci Nick of the Woods jego opis ,,dzi-
kich” jest tak nieprzychylny? Kto$ mogltby orzec, ze skoro Bird pisal powies¢
z Pogranicza, zatem dazyl po prostu do realizmu, tak jak to sam deklarowat
we wstepie do niej. I rzeczywiscie, kiedy powies¢ ukazala sie po raz pierw-
szy, komentowano ja jako ,realistyczne” przedstawienie sklonnos$ci Indian
do przemocy na tle mody na romantyczne opowiesci z Pogranicza (Hughes
2011: 197-226; Enotes.com).

Prezentujac w swej powiesci rdzennych Amerykanoéw, Bird pisze na przy-
kiad:

[...] taki to jest ten czerwony amerykanski cztowiek, ktérego odwaga atrybu-
tem, jak wszystkich piewcow krwi, czleka czy tez zwierza; przeznaczeniem
nieszcze$cie, w kazdej globu czesci, jak tez kazdej rasy barbarzynskiej, ktora
w kontakcie z rasg cywilizowana ucywilizowana by¢ nie moze, i ktérego ima-
ginacja poetow i sentymentalistow obdarzyla charakterem nieadekwatnym do
jego kondycji (Bird 1839: 201-202).

W tym samym akapicie pisarz zauwaza:

Cnoty indywidualne mozna odnalez¢ miedzy ludzmi w stanie naturalnym, ale
honor, sprawiedliwos¢ i wspanialomy$lnos¢, jako cechy spoteczenstwa maso-
wego, stanowig subtelnosci nalezace tylko do zaawansowanego stadium cywi-
lizacji (Bird 1839: 202).

Bird krytykuje wszystkich ludzi, zwlaszcza pisarzy, postrzegajac ich jako
naiwnych hipokrytéw, ktérzy przedstawiaja zycie rdzennych Amerykanéw
jako czyste, proste, bliskie natury i przez to szlachetne. Szczegélnie krytycz-
ny stosunek miat pisarz do Coopera, ktéry zainicjowal w literaturze amery-
kanskiej proces idealizacji rdzennego Amerykanina - Indianina. Bezwzgledny
méciciel Nathan to odpowiednik a rebours Nataniela Bumppo z pigcioksiegu
Coopera, cztowieka w znacznym stopniu identyfikujacego si¢ z Czerwonosko-
rymi - ,bialego Indianina™".

10 Zob. Bartleby.com: Nick of the Woods. Robert Montgomery Bird (1806-1854). Inne opra-
cowanie dzieta Birda podaje: “the Philadelphia Quaker Nathan Slaughter turned »Injunc
killer - is Bird’s reply to Cooper. Cooper saw Native Americans as “noble savages”. Bird
disagreed with that view. “The North American savage has never appeared to us the
gallant and heroic personage he seems to others,” he wrote in 1837. Sixteen years later
(1853), his view of Indians - “ignorant, violent, debased, brutal” - had, if anything, har-
dened” (Penn Library/Exhibitions 2012b).
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Zamiast tego Bird kresli wizerunki Indian jako istot anarchistycznych,
nieprzewidywalnych i niebezpiecznych oraz podkresla, ze interakcja Bialych
z nimi jest staraniem skazanym na nieustanng udreke i chaos. Taka wizja, nie-
zupelnie w owym czasie pozbawiona uzasadnienia, gdyz pisarz formulowat
ja w okresie, kiedy biali Amerykanie spotykali si¢ z gwaltowna niechecia In-
dian, podgrzewata konflikt miedzy obiema rasami/kulturami, kiedy to przy-
kiady sporadycznej i straszliwej przemocy odciskaty glebokie $lady na zbioro-
wej psychice.

Mimo ze Bird pisal swe powiesci dla tej samej publiczno$ci, ktéra potem
ogladata ich sceniczne adaptacje w teatrze, nie cenit jej, owej publicznosci, zbyt
wysoko. Wiekszos¢ zwyklych ludzi poznawala jego dziela wlasnie poprzez
wspomniane teatralne inscenizacje, poniewaz poziom czytelnictwa w Amery-
ce nie byl wysoki, m.in. ze wzgledu na do$¢ powszechny analfabetyzm. W li-
stach i artykutach dziennikarskich Bird czesto ubolewal nad niskim poziomem
ucywilizowania swoich rodakow, piszac na przyktad, ze ,wszyscy geniusze rze-
ki i prerii sa wielce nudnymi, glupimi totrzykami; chcialbym z powrotem by¢
w [Filadelfii]” (Hughes 2011: 197-226). Zapewne, kiedy pisal powies¢ Nick of
the Woods, odczuwal potrzebe przemdwienia do ,wrazliwosci” swojej publicz-
nosci, co fatwo zrozumied, jesli sie wezmie pod uwage, ze ksigzka ta byla pisa-
na jako tekst przeznaczony dla aktoréw teatralnych. Tak samo bylo wczesniej
w przypadku powiesci o Spartakusie The Gladiator (1831), ktéra Bird pisat dla
i z inspiracji Edwina Forresta — wielkiego aktora tragicznego i teatralnego im-
presaria owych czaséw (Hughes 2011: 197-226; Enotes.com).

Uprzedzenia Birda w stosunku do amerykanskich wiesniakow i mieszkan-
cow Pogranicza, frapujaco réwnolegle wobec jego dystansu do Indian, ujaw-
niaja sie takze w wizerunkach postaci stworzonych przez pisarza. Odbywszy
osobiscie podréz do Kentucky i napisawszy o wojnie z Indianami pod do-
wodztwem George'a Rogersa Clarka, byt dobrze zaznajomiony z amerykan-
skim Pograniczem, jego ludZzmi i jego kultura (Enotes.com). Powiesciowi Ro-
land i Edith, ktérzy pochodzg z wyzszych sfer péinocnych stanéw, a zmuszeni
przez okolicznosci i rodzinne niepowodzenia do migracji do Kentucky, wypo-
wiadaja si¢ elokwentnie i przejawiaja dobre maniery. Ale juz powiesciowi ro-
dzimi mieszkancy Kentucky czesto méwia barwnym, kolokwialnym jezykiem,
zdradzajac swoje pozbawione edukacji pochodzenie. Pionier Pardon Dodge
oraz bufon i zlodziej Ralph Stackpole szczegdlnie wyraziscie reprezentuja ten
styl méwienia, przez co nie mogg by¢ brani przez czytelnika zbyt serio. Jest to
oczywiscie zamierzone przez pisarza i tematycznie wiaze sie z fabula, ale wat-
pliwe, czy Bird stworzylby taka postac jak Roaring Ralph Stackpole po to tyl-
ko, zeby byta nikim wigcej jak nieokrzesanym Kentuckyniczykiem. Majac taka
a nie inng opini¢ na temat prostych ludzi, czy mozna stwierdzi¢, ze Bird nie
darzyt ich sympatig tak jak Indian? Zapewne nie. Jako wig, zainteresowany
zjednoczeniem i unowoczes$nianiem Ameryki, prawdopodobnie odczuwat zal
z powodu kondycji kulturalnej jego rodakow z czaséw pionierskich. Wigow-
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ska wizja Ameryki opierala si¢ na duchu rywalizacji wobec Europy, jej cywili-
zacyjnego poziomu, ktéremu trudno bylo doréwnac w sytuacji, gdy ogromne
obszary kraju stynety jako gleboko zapadte prowincje, uwiklane w przerézne
konflikty (Enotes.com). Pisarz jednak uwazal, Ze Indianie nie stanowig jakie-
gos$ wazkiego problemu, ktdry nalezatoby szybko rozwigza¢; raczej preferowat
postawe rezygnagji i nieinterweniowania oraz odizolowania si¢ od nich, osie-
dlajac ich w wydzielonych terenach (rezerwatach).

Mozna by sadzi¢, ze stanowisko Birda zmierzalo prawdopodobnie w kie-
runku pozostawienia Indian samym sobie i wzmacniania potencjatu, jaki Ame-
ryka juz posiadala. Odpowiadaloby to zreszta typowej dla péinocnych wigéw
politycznej filozofii tamtego czasu. Bird, odwiedziwszy Kentucky przed napi-
saniem powiesci i bedac osobiscie zainteresowanym historig wojny miedzy In-
dianami i generalem Georgem Rogersem Clarkiem, na wydarzeniach z ktorej
oparl swg fabule, prawdopodobnie zamierzal przedstawi¢ indianska przemoc
i okrucienstwo jako co$ wiarygodnego i realistycznego. W atmosferze, jaka
nastata po wojnie z Indianami, opowie$¢ o pokojowo nastawionych tubylcach
nie korespondowataby z doswiadczang przez Amerykanow rzeczywistoscia,
a w kontekscie swoich czaséw prawdopodobnie bytaby niemozliwa do napisa-
nia, bo niestosowna. Niektorzy uprawiajg literature dla polityki, inni po prostu
dla pieniedzy jak Bird swoja ksiazke Nick of the Woods, niezaleznie od swoich
politycznych przekonan. W poézniejszym okresie zycia o wiele trudniej przy-
chodzito mu zarabianie pieniedzy pidrem, kiedy zajal sie medycyna albo wy-
dawaniem ,,North American Magazine and United States Gazette” az do jego
przedwczesnej $mierci w roku 1854 (Encyclopaedia Britannica).
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Why did you decide to become a teacher? Which aspects of this profes-
sion did you find most interesting and valuable?

I began my teaching career teaching 7™ and 8" grade reading at a small,
rural school in Herscher, Illinois, just forty miles south of Chicago. After four
years there, I moved to Bloomington, Illinois, where I taught eighth grade
reading. I spent the next eight years teaching reading and taking on extra-
curricular activities like scholastic bowl (a team-based academic competition)
and multicultural club. I also served as the team leader for my eighth grade
team. In all, I taught middle school reading for twelve years. I started at Illi-
nois Wesleyan University in 2006, first as an adjunct instructor and then as a
full time visiting instructor for six years. I have now finished my fifth year in a
tenure line position at Illinois Wesleyan University, so I have been at IWU for
ten years full time.

I have always known that I wanted to be a teacher, ever since I was in el-
ementary school. What I love about teaching is that it never gets boring. There
is always something new to learn, and the students are always changing and
bringing new and exciting ideas to the classroom. What I find most interesting
is how teaching has changed and evolved over time. We now view teaching as a
collaborative, reciprocal effort, where the teacher learns from the students, and
the students learn from the teacher. We are also deeply interested in the indi-
vidualization of education, which is challenging but also vitally important: we
must recognize that every student brings a unique set of gifts to the classroom,
and the teacher’s job is to use those gifts to facilitate teaching. It is an exciting
time to be in education.
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Which topics/themes have been the most interesting, relevant, and chal-
lenging during your teaching career in the Educational Studies depart-
ment? What do programs/syllabi entail nowadays?

The bulk of my teaching responsibilities are in the Educational Studies de-
partment, where I teach courses centered on literacy. Included in my teaching
load are courses that explore English linguistics, reading in the content areas
(e.g., math, science, social science), and literacy development. My favorite
course to teach, however, is children’s literature.

There are many challenges associated with my teaching load. First, espe-
cially regarding children’s literature, I must stay current on new children’s
books as they become available. I am always seeking the highest quality chil-
dren’s books, and while there are so many books on the market in the United
States, not all of them are of the best quality. I look for books that are repre-
sentational, meaning that they feature characters from all different cultures.
I strive to find books with bilingual characters, African-American characters,
Asian-American characters, Native- American characters, LGBTQ characters,
and characters with disabilities, to name a few. Of crucial importance to me
is that I introduce beginning teachers to the kinds of books they can use in
their classrooms that reflect their students and that introduce their students
to people who are different from them. In short, I want my students to see lit-
erature as both a window into another culture and as a mirror reflecting their
own culture (Botelho and Rudman, 2009).

What kind of books for children do you read with your students? Which
genre do you consider to be the “most valuable” one? Which characters and
topics are most interesting for your students?

I can’t really choose the most valuable genre because it depends on who
the reader is. Some readers value one genre, and others value another. I have
over 450 children’s books from all different genres in my collection, and I
draw from these books to deliver many of my lessons. A crucial compo-
nent of the course is a critical examination of children’s literature in which
we evaluate the images, the text, and the interplay between the images and
the text, so having a wide assortment of texts is important for the deliv-
ery of the course. In class, we have robust discussions about which authors
should write which kinds of books - in other words, who has the right to
tell a particular story. I also require students to create their own children’s
books. They must apply the concepts we've discussed in class and by doing
so, they discover how difficult it is to create a thoughtful, high quality chil-
dren’s book. In addition to children’s picture books, I also teach about ado-
lescent literature and graphic novels. It’s challenging to keep up with the vast
array of books available.

A second challenge I encounter teaching education courses, which I be-
lieve is true for most teacher educators, is the challenge to not only teach
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about effective pedagogy, but also to enact effective pedagogies in my own les-
sons. I am always trying to find ways of delivering college level content using
elementary education methods. I try to make sure that I am modeling effec-
tive methods in my courses so that students are well-equipped to enact those
methods themselves.

Finally, our students complete many field placements prior to their full-se-
mester student teaching practicum, so I help facilitate discussion about those
field placements and what students are learning through their time in the lo-
cal public school. This is a challenge in that there is often a bit of a disconnect
between what is taught at the college level and what actually happens in the
field. This disconnect is especially interesting to me as I seek to simultane-
ously support our local public school teachers while also pushing our own
students to try new things in the classroom.

How do you understand the reading process? What would you empha-
size during courses on reading? What kind of competences do you teach
during courses on reading?

Teaching courses about the reading process is difficult and complex. Not
only must I teach about how we learn to read, but I must also teach about ef-
fective teaching strategies to use with children from age five and older. I also
feel compelled to use the strategies I am teaching students about, so I put a lot
of pressure on myself to use appropriate and worthwhile pedagogies with the
students.

The most challenging course I teach is our Foundations of Literacy course,
a course that covers everything from speaking and writing to reading to lis-
tening. Specifically, I teach about morphology and etymology as approach-
es to understanding and teaching spelling as opposed to the more traditional
approach used in schools that involves a sometimes random list of words to
memorize. In other words, I emphasize the importance of understanding our
language in sophisticated ways and teaching children accurate information.
Too often in American classrooms, children are told that the English language
is random and arbitrary and makes no sense -I work to ensure that my stu-
dents understand the logic of our language and then know how to teach that to
their own young students someday.

I also teach about the stages of children’s literacy development, as well as
difficulties children have when learning to read and write with an emphasis on
dyslexia. In addition to helping students develop a sophisticated understand-
ing of the English language, childrens literacy development, and the interplay
between speaking, listening, reading, and writing, I also teach about children’s
literature and engage students in a critical evaluation of picture books, novels,
and graphic novels. Throughout the course, we also discuss lesson planning,
teaching methods, and pedagogy. needless to say, this is the most intensive
course I teach.
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Do you have a reading curriculum? Does the ,literary canon’ change?
What are the changes like? Can you list 10-15 books which are the most pop-
ular with American students?

I think the literary canon is always evolving and changing, so it’s impos-
sible to define in terms of specific texts. While some classic books may always
be in the canon, others are added or removed depending on a wide range of
factors. I have seen significant changes in children’s literature over the past ten
or fifteen years. There are far more books with female characters, characters of
color, and different family configurations than there were just a few short years
ago. As our culture changes, so too does the children’ literature that is avail-
able. yet, the literature available and/or taught in schools is still not fully reflec-
tive of our population, so we have a long way to go.

* Read-aloud
** Read-along

Texts lllustrating the Complexity, Quality, and Range of Student Reading K-5

«  Over in the Meadow by Jof

= ABoy a Dog, and a Frog by Mercer Mayer (1967) = Truck by Donald Crews (1980)
*  Pancakes for Breakfast by Tomie DePaola (1978) *  /Read Signs by Tana Hoban (1987)
= AStory, A Story by Gail E. Haley (1970)" v

s (2004)"

You Do With a Tail Like This? by Steve Jenkins and Robin Page (2003)"

 Edith Thacher Hurd (196;

*  Little Bear by Else Holmelund Minarik, illustrated by Maurice Sendak (1957)* *  Follow the Water from Brook to Ocean by Arthur Dorros (1991)°*
*  Frog and Toad Together by Amold Lobel (1971)** = From Seed to Pumpkin by Wendy Pfeffer, illustrated by James Graham Hale (2004)"
*  Hil Fly Guy by Tedd Arnold (2006) = How People Learned to Fly by Fran Hodgkins and True Kelley (2007)*

= “Who Has Seen the Wind?" by Christina G. Rossetti (1893) = A Medieval Feast by Aliki (1983)

d to Plant by Gail Gibbons (1991)

nder by Walter Wick (1997)
trated by Mark Teague (2001) The Flight of Apolio 11 by Brian Floca (2009)

= Alice’s Adventures in Wonderland by Lewis Carroll (1865) . o g Mars: The Amazing Story of the Red Planet by Melvin Berger (1992)

= “Casey at the Bat" by Emest Lawrence Thayer (1888) *  Hurricanes: Earth's Mightiest Storms by Patricia Lauber (1996)
= The Black Stallion by Walter Farley (1941) * A History of US by Joy Hakim (2005)

Seymour Simon (2006)

*  “Ziateh the Goat" by Isaac Bashevis Singer (1984) *  Horse
*  Where the Mountain Meets the Moon by Grace Lin (2009)

Quest for the garoo: An Expedition to the Cloud Forest of New Guinea by
Sy Montgomery (2006)

Fig. 1: Sample texts that address the Common Core State Standards

About 39 states in the US have adopted the Common Core State Stan-
dards, a comprehensive list of specific literacy standards that children should
learn at every grade from kindergarten through high school. Within those
standards are recommended texts to help meet the standards. Among those
texts are: Charlotte’s Web, Sarah Plain and Tall, Alice’s Adventures in Won-
derland, and Black Stallion. However, missing from this list are books that
have significant diverse representations of students. If I were to offer a pre-
liminary list of my favorite picture book authors (and sometimes illustra-
tors), it would include:

o Jacqueline Woodson

e Jan Brett

+ Kadir Nelson

« Eve Bunting

o Patricia Polacco

o Chris Van Allsburg

o Pam Munoz Ryan
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o Demi

o Vera B. Williams

o Tomie de Paola

I am certain I have left many laudable authors off this list, but these are the
authors that I especially appreciate. To narrow the list down to specific texts
would be too painful in that I would have to leave too many oft the list.

That said, there are some principles I use to select books for my library, in-
cluding:

« an interesting interplay between words and images;

« meaningful topics that will resonate with a wide range of students;

o diverse representation of characters;

« high quality illustrations;

« possible connections to disciplinary content (e.g., books that can be used

to teach social studies, math, art, or science).

How do you use new media in the courses for future teachers? Are stu-
dents interested in computer games? Do you teach “computer game narra-
tives”?

This is a really interesting question. At this point, I do not use anything re-
lated to computer games in my courses, although this question does make me
wonder whether incorporating content about computer game narratives might
be appropriate for my children’s literature class. As far as the use of other tech-
nologies goes, I do cover technologies like audio books and computer games
that reinforce literacy learning. However, this is not a huge emphasis in my
courses.

What is the field of your scientific research?

My research agenda is a bit eclectic. I currently have a manuscript under
review that explores the interplay between politeness theory and peer review
in a first-year composition classroom. I have found that when students are fa-
miliar and know each other through class, they tend to shy away from critical
peer reviews of one another’s work. This research blends pedagogy and linguis-
tic politeness theory.

I also have a second manuscript under review that examines how college
students read disciplinary texts. This manuscript draws on data from a of over
400 college students. My findings indicate that college students do not use a
wide range of strategies to read their disciplinary texts. rather, they either read
all texts the same way regardless of the discipline, or they merely intensify one
particular strategy (e.g., more notetaking or more highlighting) for particular
disciplines. However, adept readers use a wide range of reading strategies and
vary those strategies depending on the disciplinary text they are reading. This
is an example of a disconnect between the skills college students bring to the
task of reading and the expectations of college professors.
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My current research focuses on first year teachers and their classroom
management decisions. One article, Mitigating the Apprenticeship of Obser-
vation (doi: 10.1080/10476210.2019.1631785) explores these decisions. I have
also been researching restorative Practices and have been teaching our senior
student teachers about this approach to classroom discipline. My research fol-
lows our graduates into their first year of teaching to see whether they have
been able to implement Restorative Practices, and if not, the factors that pre-
vent them from doing so. I have three manuscripts under review in which I ex-
plore various aspects of the first-year teacher’s experience.

Which academic textbooks (or academic books by which scholars) can
you recommend for teaching in the Educational Studies department?

Again, there are so many texts that have been instrumental in my think-
ing about literacy instruction that it’s hard to come up with a list. However, a
few scholars and authors that come to mind including: Botelho and Rudman,
Nikolajeva and Scott, Seelinger-Trites, Hintz and Tribunella, Nodelman, and
Serafini. Most of those scholars are examining childrens literature. However,
there are many, many others who have shaped my thinking about teaching
reading and disciplinary reading - too many to list.

How do you cooperate with local communities and authorities in the
Bloomington Illinois area? Can you describe some of the most interesting
projects? What are their goals and most visible results?

We in my Educational Studies department are always collaborating with
local teachers and school districts. Our students complete over 100 hours in
the field prior to their full-semester student teaching practicum, so we are re-
liant on our local educators to host our students in their classrooms. We hope
that the teachers benefit from having our students in their classrooms, and we
know how much our students benefit from being in our local schools.

In addition to my work at IWU, I also volunteer quite a bit in our com-
munity. I serve on the board of a non-profit called For a Better Tomorrow. In
addition to serving as the vice president, I also chair the Project Recruitment
Committee, which finds and vets international projects, most of which help
children. For a Better Tomorrow also sponsors a youth leadership program
called Youth Global Citizen, and I serve on the Steering Committee for that
program and co-facilitate the program as well.

What are the most challenging issues for Educational Studies depart-
ments in the USA at the moment?

While I see our public school system as being rather effective overall at
educating an extraordinarily diverse population of students, there are none-
theless a few difficulties facing education in the US right now. One problem is
that teachers are expected to do more and more every single year. The amount
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and types of assessment data they are expected to gather is onerous and inter-
feres with the kinds of pedagogies they want to enact. So much time is spent
preparing students for testing and then actually testing students, that less time
is available for teaching in ways that are creative, innovative, and responsive
to the needs of the individual students.

Another challenge is that the respect people once had for the profession
of teaching has been eroded away over the past twenty to thirty years. Teach-
ers often come under attack by lawmakers and constituents who want to see
better test scores. This focus on test scores and data draws energy away from
other important aspects of education, like the social and emotional learning
of the students. I am starting to see schools start to pay more attention to so-
cial and emotional learning, so I am hopeful that we approaching a shift in
the profession.

However, perhaps the most significant challenge facing education in the
US is the inequitable funding structure of public education. Because school
districts draw much of their income from local property taxes, low income
areas have more poorly funded schools than higher income areas. That means
that, even within a relatively small geographic area, there are very well-fund-
ed schools and very poorly-funded schools. The outcomes for the students
who attend those schools is quite different and results in an inequitable sys-
tem in which low-income children are continually disadvantaged.
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Translations and adaptations of literature for children have been the subject of
discussions, controversies, and polemics for many years. The child is an inexpe-
rienced reader of literature but is ‘fresh’ and interested in the world. Therefore,
comments on translations and adaptations of a literary work, and in particular
the literature for children, are becoming very relevant in the context of contem-
porary reception of texts by children and young people and in literary studies
due to the great abundance of stories that are re-told, re-read, or re-written,
adapted to a new category of the audience and new socio-cultural areas.

This phenomenon has also become extremely important in the area of con-
temporary school multicultural education related to challenges of today’s real-
ity (e.g. the phenomenon of migration, the notion of the Other/Alien, the issue
of tolerance) (Kapusciniski 2006; Chrobak 2014; Sroda 2010; Sukkar 2013).

On the one hand, these transformations of texts allow us to recall a ca-
nonical work, while on the other hand, they extract layers of the presented
world that become susceptible to revision, reinterpretation, and transforma-
tion of their specificity and to the crossing of the cultural boundaries and
adoption of the text to full reception in new cultural areas. (Vassallo 1998;
Paprocka&Wesota 2009). It should be noted that in the case of the schoolchild
reader of a translation from foreign literature, a huge obstacle in the reception
of the literary work will be their language proficiency and unfamiliarity with
other/alien cultures.

The child reader of literature as a school student adopts a specific role. S/he
comes into contact with literature included in the school textbook, subjected
to educational ‘treatment’ (e.g. particular selections, sometimes transforma-
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tion and preparation or ‘fragmentation’) (Michutka 2013) by three ‘intermedi-
aries: mainly the authors of specific school textbooks, but also requirements
of the publishers and the interpretation by a particular teacher. Therefore, the
final, full shape of literature in school literary education, especially at the lower
stages of education (grades 6-8), will reflect its designated objectives, main-
ly in the areas the teaching (also, the formative role in the moral and ethi-
cal sense), education (e.g. enriching the broadly-understood knowledge of the
world, here: also of other cultures), and aesthetics (e.g. by sensitising to the
correctness and beauty of the language).

The issue of translations and adaptations of cultural texts will, therefore,
play a particularly important role not only in the discussion on the voice of
the translator in school literary education (Skibinska, Heydel, Paprocka 2015)
but also, among others, in the context of preparing the child for dialogue on
multiculturalism.

As Elzbieta Skibinska observes, translations inevitably provide readers with
an experience of otherness:

Reading a translation, whose outstanding feature is connoting otherness... that
is, an ability to infuse the text with meanings that are uncommon and incon-
sistent with the reader’s experience, and which, as a result, are associated with
foreign countries, cultures, and languages may mean reading an ‘alien; ‘other’
or ‘exotic’ text. The ‘otherness’ of the text may be seen as a merit, especially
when the reader is curious and looks for translations that aim to show a new
world vastly different from their own. Therefore, deliberate choice of transla-
tions as reading texts assumes the expectation of otherness that they should
convey (Skibinska 2008: 213).

* % %

In light of the above considerations, the informative book by Eliza Pieciul-
Karminska, Beate Sommerfeld, and Anna Fimiak-Chwitkowska (Miedzy
manipulacjg a autonomicznoscig estetyczng. Przektad literatury dla dzieci [Be-
tween manipulation and aesthetic autonomy: translation of literature for children],
Poznan: Wydawnictwo Naukowe UAM, 2017), which offers various compara-
tive perspectives on translation and discusses examples of children’s literature in
terms of cultural transfer, becomes an extremely valuable publication. Due to the
discussed notions of manipulation and aesthetic autonomy of the text, the study
also becomes a very important and innovative voice in contemporary discourse
on examples of literature for children, including the ‘visibility’ and ‘invisibility’
of the translator and, in broader terms, the role of the translator and translations
in school cultural education. As the authors of the monograph note, ‘new trans-
lations are [for example, note by D.M.] usually more faithful to the originals, but
also reveal difficulties related to the preservation of the dual audiences of the
texts” (from the Introduction by the authors, p. 8).
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Significantly, the monograph of the three authors is not only deeply embed-
ded in the theoretical methodology of description but also discusses translation
practice and specific examples rooted in literary and cultural traditions,referring
to existential and ethical messages and pedagogical research. For example,
Pieciul-Karminska gives examples of translation of prose works by Paul Maar
(here: the book series about Sams) and his intertextual references to the ro-
mantic fairy tale, e.g. “The Stranger Child’ by E.T.A. Hoffmann, Sommerfeld
focuses on the case of translations into German and Polish of the philosoph-
ical tale-parableThe Little Prince by Antoine de Saint-Exupery, and Fimiak-
Chwitkowska presents undertakes a presentation of German translations of the
famous initiation novel set in a fantasy world King Matt the First by Janusz Ko-
rczak.In addition, the monograph also highlights the key role of romantic tra-
dition, important not only for the autonomy of children’s literature (including
translation) but also for the child as a socio-cultural phenomenon. At this point
of the discussion, the authors also put emphasis on fantasy as an important
strategy in the narrative of the presented world of literary works for children.

All three authors analyse their chosen examples considering the genea-
logical perspective, literary quality of the source text, broader socio-cultural
contexts, publishing and translation strategies, and — sometimes ideological —
messages of the original work. They recall the history of subsequent editions
of the literary works and describe various translation schools or ‘functions’ of
the translator (including, for example, the implied translator perceived in texts
intended for the dual audience: children and adults). They also point to the
challenges of the source language in the process of translation, e.g. quasi-def-
initions of difficult words and phrases related to Korczak’s pedagogy that are
interspersed in the narrative (here: translations of King Matt the First). The re-
searchers also write convincingly about different styles of translation (includ-
ing, e.g. text manipulations). Beate Sommerfeld asserts, for example, that ‘the
desire to manipulate text, enrich it with its own, often pedagogical intentions,
results from usurpation by translators of author powers’ (p. 48).

Pieciul-Karminska, Sommerfeld and Fimiak-Chwitkowska present in their
Introduction various translation schools, on the one hand highlighting adap-
tations, simplifications, and adjustments of the text to the target culture, while
on the other hand citing professional literature that accepts the phenomenon
of fidelity to the original. A characteristic example of translatological ‘rivalry,
revolving around the discussion of the practice of literary work reception and
the notion of adaptation and autonomy of a literary text, is the case of Winnie-
the-Pooh, already famous in the history of Polish translation research (in the
free translation of Irena Tuwim and the faithful translation of Monika Adam-
czyk-Garbowska) (Szymanska 2014; Oittinen 1993).

As can be seen, the theory of translation also suggests many interesting is-
sues and measures related to text adaptation to the perceptual abilities of the
young reader and may provide guidelines for their skilful use in Polish lan-
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guage and literature school education. (Rajewska 2002; Adamczyk-Garbowska
1988)". In her Introduction to the complete (not simplified) Polish edition of
the Grimms’ Fairy Tales, Eliza Pieciul-Karminska already described in detail
several adaptation strategies related to translations of different versions of the
work by the German folklorists, including abridged variants of the text (also
for education purposes). According to the researcher, the adaptation strategies
include:

1/ pedagogisation of text

2/ purification;

3/ logicalisation;

4/ specification of character descriptions;

5/ dramatisation;

6/ poetisation of text;

7/ introduction of diminutive forms;
whose functions are clearly characterised by Anna Legezynska:

Dimunitivies introduced by the translator in place of neutral terms have
a meaning that also goes beyond a purely stylistic dimension and become
‘a way to model the world view of the reader on the laws of simple axiology:
diminutive names usually refer to the sphere of positive values (goodness, in-
genuousness, defencelessness) (Pieciul-Karminska 2010: 454-457; Legezyn-
ska 1999: 184).

The main issues of translations and adaptations of children’s literature
from the perspective of education and children’s needs were first discussed
in the 1970s by the Swedish scholar Géte Klingberg (Barnlitteraturforskning:
en introduktion, Stockholm: Almqvist&Wiksell Forlag, 1972). He commented,
among other topics, on the process of change from the domination of didacti-
cism to the needs and interests of the child.

Klingberg’s work is mentioned by Hans-Heino Ewers in his latest book on
children’s literature studies, where he refers to the terms ‘accommodation’ and
‘assimilation’ while debating reception of such literature and the phenomenon

! According to Rajewska’s theory, translatological adaptation can be divided into: 1/. sensu
stricto (in the narrow sense) — ‘it is a modification of the original work, made to meet
the needs and abilities of currently almost exclusively children’s audience’ Within this
concept, the author distinguishes types of translation transformations, such as ‘ostenta-
tious Polonisation of content, amplification, and reduction; 2/ sensu largo (in the broad
sense) — this translation strategy is a kind of adoption, ‘incorporation of a text of foreign
culture into the system of native literature, bringing it closer to the reader with some-
times very subtle shift in the field of substitution transformations, mainly Polonisation
of culturally significant elements: monetary, metric, and weight units; names of dishes
and food products; and also forenames, idioms, proverbs, and sayings. E. Rajewska,
op.cit., pp. 50-51. Adamczyk-Garbowska gives the examples of ‘Gosh!’ and ‘Goodness!,
‘although ‘the Anglo-Saxon culture, associated with puritan tradition, avoids mentioning
the name of God } p. 91.
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of its adaptation. According to considerations by Ewers, the concepts particular-
ly relevant for our discussion include text comprehensibility, textual attractive-
ness, and hypothetical child suitability. Defining the notion of accommodation
as a process of adapting literary works to the needs of a particular audience, Ew-
ers emphasises the achievements of child and youth developmental psychology:

Developmental psychology links the complementary process of assimilation
with accommodation. This is how this process is described by Jean Piaget: ‘In
its beginnings, assimilation is essentially the utilisation of the external environ-
ment by the subject to nourish his hereditary or acquired schemata. Accomo-
dation (!) is the complementary adaptation of the subject to new environmen-
tal factors. (Ewers 2009: 143; Piaget 2019; Piaget 1968)*.

Moreover, as M. Nikolajeva points out, some controversies surrounding
translation of children’s books centre upon the interlingual transfer, especially
the processes of domestication and adaptation. Nikolajeva cites two radically
opposed schools of thought on translation for children: that of Gote Klingberg,
who in Children’s Literature in the Hands of the Translators (1986) opts for the
most faithful translation possible, and that of Riitta Oittinen, who in Translat-
ing for Children (2000) opts for a creative, dialogical, reader-centred approach.
However, the arguments against adaptation and free translation often take on
an ethical dimension, such as the distortion of content and erasure of cultural
difference, exemplified by the fate of Pinocchio in the United States. Adapta-
tion is also often responsible for the bowdlerisation of the translated book,
continues Nikolajeva, eliminating all content deemed ‘inappropriate’. Astrid
Lindgren’s Pippi Langstrump,in numerous translations into various languages,
has a history of being softened, corrected, and manipulated in translation, up
to the point of having whole chapters removed (Nikolajeva 2006: 283; Sanders
2005; Shavit 1986).

For many years, research on adaptation focused on the category of the au-
dience and text adjustment to the child’s needs and language and cultural com-
petence (see Gote Klingberg). At this point, it is important to mention two
phenomena, namely ‘abridgement’ and ‘bowdlerisation, which involve simpli-
fication, reduction, modification, and adjustment. However, most recent stud-
ies have concentrated on a new type of artistic expression (‘new product’) and
shifted their focus to the perspective of narration, highlighting various aspects
of such terms as retelling, reinterpretation, and transformation (see K. Kroe-
ber, J. Stephens and R. McCallum, S. Beckett).

As an example, the researcher analyses here the case of Daniel Defoe’s The Life and
Strange Surprizing Adventures of Robinson Crusoe, of York, Mariner (1719) and its differ-
ent verions.

A change in the perspective of reception — where the formerly passive audience becomes
active, or even interactive — seems particularly valuable in describing the phenomenon
of adaptation due to the important role of the media. This also applies to related research

3
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Karl Kroeber observes:

There is nothing literary critics overlook more consistently than the fact that
stories are always retold and are meant to be retold, reheard, reread, that narra-
tive is a repeating from form for discourse—in which repetition is unique. This
paradox gives storytelling a strong claim to be the most important of all modes
of cultural discourse. No one can dispute that narrative has been the primary
means by which most societies have defined themselves. On the other hand,
narrative is also the primary means by which sociocultural boundaries could be
crossed, not transgressively, but unobtrusively. Stories are like plant species that
move readily but unobtrusively over surprising obstacles, including vast spans
of time and space, quietly adapting to foreign environments, and then chang-
ing those environments. Narrative is discourse most amenable to translative
adaptations that permit simultaneous retention and revision of its peculiarities
(Kroeber 1990: 3).

On the other hand, Jack Zipes, referring to the statements of John Stephens
and Robin McCallum on the subject of retelling of stories and taking into ac-
count new cultural contexts, emphasizes the importance of a new text that is
not a duplicate of meanings or a reproduction of pre-text but a new artistic ex-
pression in its new ideological configurations. John Stephens and Robin Mc-
Callum in Retelling Stories... demonstrate that all retellings of stories must be
based on a pre-text, that is, on a preexisting text, but these retellings are rarely
simple replications or reproductions of their sources. Stephens and McCallum
argue that

retellings do not, and cannot, also reproduce the discoursal mode of the source,
they cannot replicate its significances, and always impose their own cultural pre-
suppositions in the process of retelling, and second even the most revered cul-
tural icon can be subjected to mocking or antagonistic retellings. The resulting
version is then not so much a retelling as a re-version, a narrative which has taken
apart its pretexts and reassembled them as a version which is a new textual and
ideological configuration. (Stephens & McCallum 1998; Zipes 2001: 107-108).

It seems that the analyses of translations of specific literary works referred
to in the monograph by Eliza Pieciul-Karminska, Beate Sommerfeld, and
Anna Fimiak-Chwitkowska (here: examples of translations of the book series
about Samsby Paul Maar and its intertextual references to the romantic fairy
tale; translations into German and Polish of the philosophical fairy tale Le Pe-
tit Prince by Antoine de Saint-Exupery, and German translations of King Matt

within audience studies: a trans-media narratology that recognises the fluidity and co-
existence of texts in various media, participatory culture, and intertextual games (see
M.L. Ryan).
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the First by Janusz Korczak) perfectly fit into this discussion on translation and
adaptation, also from an educational point of view. This is because they show a
very significant problem—they try to answer the question ‘how much transla-
tions of books for children support formal and cultural diversity of children’s
literature, and thus counteract the homogenization of culture, and to what ex-
tend they only selectively draw from the semantic, aesthetic, and cultural rich-
ness of the original work, narrow the potential audience, impose their own
values on the text, or manipulate it, adapting it to the standards of the target
culture’ (from the Introduction by the authors, p. 8).

I can only agree with the authors of the monograph, who, in light of the
children’s audience, also emphasize its cultural and aesthetic education. The
translation researchers argue that ‘smoothing out otherness’ and the so-called
‘fluent translation strategy’ (Venuti 1995) bar the juvenile reader from the path
of true understanding of the other/alien world and from development of aes-
thetic sensitivity and they notice that ‘the more a translator deviates from the
original text out of consideration for the norms of the target culture, the more
he or she prevents the reader from getting in touch with the source culture,
and from individual experience of the aesthetic value of the original work’
(from the Introduction by the authors, p. 8).

The publication Miedzy manipulacjg a autonomicznosciq estetyczng. Przektad
literatury dla dzieci also clearly and convincingly highlights the aspect of graph-
ic layout of books for children and the role of publishing houses by introducing
issues concerning the meaning and types of relations between the word and im-
age; it also takes into account the issues of intersemiotic translations, which, as
the authors claim, strongly enhances the semantic and aesthetic potential of the
text. It also turns out to be very useful in school literary education.

The phenomenon of the relationship between verbal and visual narratives
should also be noticed by a translator who deals not only with the original text
but also with original illustrations. As the researchers observe, the problem of
visualization of editions of children’s books and the issue of iconotext are par-
ticularly visible in postmodern young readers’ editions due to their intrinsic
‘element of carnivalisation’ and experiments with cultural codes used by illus-
trators of books for children, which promotes harmony between the image and
the text, opening it to new interpretations.

The book is written in excellent Polish, using graceful, expressive, and clear
style that reflects the high academic level of the narrative. The authors, who are
outstanding experts in this field, consistently use professional translation ter-
minology and convincingly demonstrate their knowledge of methodological
tools and analysed literary texts serving as examples.

Miedzy manipulacjg a autonomicznoscig estetyczng. Przektad literatury
dla dzieci by Eliza Pieciul-Karminska, Beate Sommerfeld, and Anna Fimiak-
-Chwilkowska is an original and creative work. The book by the three authors,
as a critical publication of the topic, may be used by both translation theorists
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and practitioners and may become an academic ‘mini-textbook’ for students
specialising and majoring in translation studies and studies preparing for the
profession of a Polish language teacher, especially in the context of currently
important multicultural education.
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JERZY CIESLIKOWSKI

Children'’s Folklore
(Part 1)*

A range and understanding of the term ‘“folklore] coined in the mid-nineteenth
century, have changed. At present, one does not talk of one kind of folklore,
but about many types of folklore or about folklore additionally defined as, for
example, country or school folklore. Etymologically, folklore means: folk cul-
ture. Moreover, it is well known that “folksiness” not only for an average mind
but for many people today, means “rusticity”, and “rusticity” means peasant
rusticity. Hence the term “folklore” so far seemed to refer to and encompass
only that environment. Even now it is sometimes used in this sense when it
does have any distinctive epithet. “Folklore” alone, without an attribute, mean
rustic difference, and to be more precise, peasant difference. It also means,
more and more often (we are talking about popular semantics, not scholar-
ly semantics), difference in general. It means difference signified not only by
such features as naivety, spontaneity, anonymity, but also by “awkwardness”,
“peasantness” as distinguished from “culturedness” and “good taste” as they
are propagated by the mass media.

The opposition of “rusticity” and “urbanity”, of a “village” and “city” is an
ambivalent opposition in the environment of fast urbanisation of dwellers of
villages. “Just folklore!..” — people say sneeringly about someone playing the
willow flute, yet only if the player is doing it with pure naivety of a ninteenth-
century sheperd boy. Similarly, some time ago, a distinction was made between
“folk poetry” and “artistic poetry”. Benedetto Croce or John Meier did that,
justifying the distinction by a psychological factor. When an artistic song is
sung by a folk perfomer who is aware of its literariness or of an author’ sur-
name, then we deal with a piece belonging to artistic poetry; when the perfo-
mance of the song takes place without the awareness of the song’s context, we
deal with a song of folk poetry. Thus rejecting these pejorative terms, distort-
ing the meaning of folklore by identifying it with “ignorance” and “yokelness”,
let us go back to its proper designators.

! J. Cieslikowski, Folklor dziecigcy, [w:] idem, Literatura i podkultura dziecigca, Wroctaw
1974, s. 72-119.
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At present, more and more often, one uses terms designating territorial
difference, for example, one talks of village folklore, suburban folklore, one
talks of occupational difference: sailor folklore, soldier folklore, thief folklore
or school folklore. Let us add to these distinctions a psychophysical difference:
children’s folklore.

Children’s folklore would then be a folklore not of a particular social group
but of a particular age. Each of us was as a matter of fact a child, yet every
childhood is connected with specific adulthood, territorial, social, and pro-
fessional adulthood. Children live and grow up in the country and in the city,
in the Kurpie region and in the Upper Silesia, in peasant, working-class, mid-
dle-class, and intellectual environments. They grow up in a family of a farmer,
miner, physician, a Consumer Cooperative Society’s worker or teacher. Living
in different adult structures, they adopt adult manners, habits and a language.
Parents can come from different social backgrounds, and, most frequently,
they have different professions. At last, not infrequently, there are grandpar-
ents in those families, peasant or half-peasant ones in intellectual families,
preserving elements of their cultural difference. It is a well known fact, how-
ever, that children of a certain age are prone and open to the village exoticism,
and that they can remain under a direct influence of grandparents. Families
in turn live in spacious houses, and often in very spacious ones. Already since
their beginning of getting to know the world, children meet other children
in a sandpit, at a nursery, in kindergartens, at summer camps, and, finally, at
school and outside school in a large urban area. They form their own commu-
nity, to some extent independent from adults.

The index of children’s folklore is not different from the index of adult folk-
lore. It is mainly comprised of verbal forms as well as of visual and gesticulant
ones. For instance, a nursery rhyme or a counting-out one would be a verbal
form, a drawing in chalk on the asphalt would be a visual index, a skipping
rope or hopscotch - a gesticulant index. The latter ones, the manual and kin-
aesthetic indexes, have undergone a complete atrophy in adult folklore.

We have used the term “form”, being methodologically conscious. We in-
clude in it both all verbal - thus articulated utterances (a song, a riddle, a fairy
tale), and non-articulated utterances (magic formulae, exclamations) as well
as inscripted, iconic, pantomimic, kinaesthetic, constructivist utterances and
toys. We shall return to the subject later on.

Folklore is anynomous creation. Everyone emphasises this feature, al-
though there existed differences in opinion on how to understand anonymity.
The Brothers Grimm considered folk poetry to be anonymous, collective, and
of divine origin; Ludwig Joachim Arnim, however, considered every piece to
be a folk piece of whose authorship village people were unaware. Even if we as-
sume that a given form had its collective or individual author some time ago,
then, nevertheless, the fact is not important, because folk forms function as
a common property passed on by a tradition from generation to generation.
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They are natural for the psycho-physical nature of man, so they are forms of
natural behaviour of man.

In the case of children’s folklore, one needs to talk about a collective author
that is territorial, environmental, and professional groups. It is here that we
find two authorial situations: the folklore created by adults for children, and
the folklore created by children themselves. There is a third, indirect, situation
inscribed between the two, when children take something from adult folklore
and adapt it for themselves. The adaptation encompasses not only what is par
excellence adult folklore, but it can also include anything created by adults: lin-
guistic forms of customs, culture, which does not have to be anonymous, but
belongs to literature or art. “Artistic” content and works, confirmed by a histor-
ic context or documented by a modern context, are taken by children without
any consideration for the author; children do not know anything about him,
they do not respect his rights, they use texts and distort them, abridge them,
leave out parts of them, add new things. And in this way, they change every-
thing into anonymous folklore.

All these forms, used verbally or manually, remembered by children or just
lodged in their consciousness, need to be classified according to their genesis
and structure.

Let us consider the first category for a start. Creating certain works for chil-
dren, adults do that to entertain them first of all, less so to educate them or bring
them up. Entertaining has a more or less an ad hoc and practical nature. To “en-
tertain” then may mean to calm a crying baby down, but it can also mean to
frighten a child who is “unruly” or “grumpy’, that is, generally speaking, disturb-
ing his or her adult surroundings. Yet one can entertain a child in order to keep
him occupied, so that he does not get bored; last but not least, entertaing a child
may mean amusing oneself, amusing oneself in a justified way that does not vio-
late the seriousness of adulthood, amusing onself through inborn childishness
or through recognitions which are a repetition and reconstruction of one’s own
childhood. Experiencing aesthetic emotions in turn as a result of contact with
naive and pure poetry of children’s creation is not just given to any adult.

When the working of folklore forms loses its ad hoc practical function, it
becomes a sheer entertaining activity. And entertainment cannot have practical
aims. At one time, most folklore forms addressed to children by adults was to
educate them and bring them up. Yet all those forms, regardless of aims, were
characterised by illustrative values, metaphor, mental shortcuts as well as by
the values of sound and dramatic expression. For example, a riddle is a simple
structure of a mental game of values that teach one logical thinking, but at the
same time it influences imagination by deceitfulness present in an image or
metaphor.

Let us now try to sort out children’s folklore. The first group, which we may
call group A, shall comprise forms created by an anonymous and collective
adult sender. In group B, there will be forms resulting from children’s adapta-
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tion of various elements of adult culture. Group C shall comprise forms created
by children themselves.

Group A forms concern mainly the age of infancy or a very little child de-
pendent directly and continuously on a grown-up (rocking a child in a cradle,
carrying him, swinging him, feeding him, leading him by the hand). Out of the
group A forms, one best recognizes lullabies which in the folklore studies have
their own place and their description. Yet lullabies are largely lyric songs of
adults and only occasionally are transferred to a situation of sitting by a cradle
and rocking a baby. Lulling, rocking a baby, one can sing any song as long as
it is a lulling one The lullabies of children’s folklore are those that have a form
of a rhetorical oratory addressed to a child, or those that have a form of a dia-
logue with a child.

- Go to sleep, to sleep for me
or grow up for me,

I would be comfortable,

you would carry water,

you would sweep the floor,
you would braid your hair.
You would be my help.

And tend geese on a meadow.

Until I grow up,

I will not tend geese,
Shall sit in the corner
And play all day long.

A separation of a child from an adult, his growing emancipation cause a
verbal contact with children and creativity of what adults think up for them to
diminish. Nowadays, children assume active roles; they receive or reject, re-
member or forget. Forms created for babies, various kinds of clapping, caress-
ing, playing with one’s fingers are now repeated by children themselves, and in
the absence of parents younger siblings are amused by them

The group B texts are largely passed on by children among themselves, but
they are also passed on by adults to children. In old country folklore, parts of
rituals and customs in which children participated as bystanders were picked
by them and incorporated into their play. Many games were played by adults
and children together, then only young people and children played them, and
finally only children did. This rich and diverse group of motor activities ac-
companied by verbal texts was an object of a child’s active participation when
it played not in the presence of adults but on a pasture, meadow, with oth-
er children. Texts changed, interchanged, became contaminated, and certain
structures fell apart.

We can observe similar transformations nowadays when not only games of
old but also contemporary forms such as a historical or adventure film with a
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hero, The Teutonic Knights, Zorro, literature, life, space trips — all that becomes
a subject of adoration and fun adaptation.

In group G, it is more difficult to talk of thinking up new texts, games, new
folklore genres. It is rather a domain of expression and behaviour typical of
a child’s age. Counting-out rhymes will be the most complete forms and the
most perfect ones literature-wise. Yet in this group, it is difficult sometimes to
separate what derives from groups A and B from an autonomous idea of chil-
dren. Nursery rhymes and linguistic twists, whose charm rests on their langue
automatique are more natural.

In every modernity there live four generations side by side. Great grand-
parents, grandparents, fathers, and grandchildren. A “great grandpa” or “great
grandmal|” is not convenient naming, and when great grandchildren are born,
“great grandparents” usually just pass away. And yet being a great grandpar-
ent is not an unusual situation at present. The parents of children who are the
kindergarten age in 1974 are now around 30 years old. They were born during
the World War II or around that time. Their parents are older than the war,
and their parents in turn, that is, great grandparents of the youngest children
were born at the turning of the 1880s and 1890s, so they are now between 80
and 90 years old.

In the case of Poland, war turning points are clear-cut marks of generations,
epochs, and social, mental, and cultural transformations. Great grandparents
were born, and they lived their childhood and youth, dispersed in diasporas of
the three partitions. The soldiers of the World War I belong to the generation,
it is them who fought for freedom. The generation learned how to govern and
learned their jobs already in their own country. The generation of grandpar-
ents, when they were more or less the age of their parents, entered the World
War II. They fought again, conspired, died, and finally those who survived
took up the reconstruction and rebulding of the Republic. Their children were
born during the war, and started school after the war. Three generations of
adults are three distinctly different populations, raised in three epochs, po-
litically, socially, and culturally much different. The generation of great grand-
parents is connected by its childhood not only with the political difference
of the three partitions and with political homogeneity of thraldom, but it is a
generation torn among several ethnic areas which, as in Kolberg’s time, pre-
served their folklore differences. The generation is most attached to the rustic
folklore. There were few great grandparents whose life would not be more or
less rustic. It does not matter whether it was rustic in the sense “peasant” rus-
ticity or “gentry” rusticity. Cities at the turn of centuries, not to mention little
towns, were open to anything what came from the country. For this genera-
tion, whose childhood coincides with the world premiere of Wyspianski’s The
Wedding, whose school years see the Green Balloon cabaret, it was the country
that was an object of the greatest fascination. The generation of great grand-
parents stored in their memory, in speech habits and working magic, the great-
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est number of relics of children’s folklore. We say “relics” since in its intellectual
groups it was the first generation who treated folklore “critically”, treated it as
a means of artistic stylization or as a secret psychogenic place of myths. The
opinion about folklore of the generation’s intellectual part was not natural any
more, but learned, and so, at the same time, it was selective, analytic as well as
affected. For my grandmother, so for a great grandmother for today’s genera-
tion of children, children’s songs and rhyming songs, magic formulae, riddles
and proverbs belonged to langue, whereas for her mother (my great grand-
mother) it already belonged to parole.

Yet the generation of great grandfathers still alive today is actually devoid
of any influence on the upringing of their great grandchildren. The only per-
sons left are grandparents who practically influence children. They still live an
active life, they work, and are still an object of fascination for their grandchil-
dren. The World War II veterans, grandfathers are presented as more attractive
and younger in films, in the character of Captain Kloss. Still walking examples
of patriotism, the heroes of a great war adventure, at the same time they slowly
yet inevitably become more and more anachronistic and begin to resemble
museum pieces. They are exhibits that are alive. Yet they fit in more with an
army museum, whereas great grandfathers fit in with an ethnographic one.
This is because great grandparents live in a museum of ethnographic memory.
If they came from the country, which was most often the case, grandparents
are less willing to emphasise their rusticity than their “militariness” They are
“little Andies” from the Kielce region and although they are peasant in their
social origin they belong to war folklore. Nevertheless, it is just their memo-
ry that has stored most of what is rustic folklore. And as they still have good
memory, they go two generations back, to the generation of their grandpar-
ents. Their grandparents, that is the great grandparents of the generation that
starts school education in 1974, live in the memory of the grandparents and
are thus present in the living memory. And they are the generation of Orkan,
Zeromski, and Kasprowicz.

The May Coup d’Etat and the childhood of today’s grandparents are con-
temporaneous. They probably read an issue of “Literary News” of 1935 in
which Tuwim’s poems for children were printed. Their childhood is contem-
poraneous with the “Qui pro Quo” cabaret with Tuwim’s and Hemar’s texts
from whose poetics derive punning poems for children by Jan Brzechwa. The
grandparents’ youth is contemporaneous with a rich growth of rustic folklore,
a courtyard ballad-song, the colums of Wiech from Targéwek and radio dia-
logues of Szczepcio and Toncio from Klepardw.

Fathers of the youngest ones who as a generation just begin to be parents
are the first generation brought up in socialist nurseries and kindergartens.
They took part in games on great building sites or in the pampas of cities’ ru-
ins. They wore German helmets and made true “explosions”|. They were usu-
ally born in cities which demographically and morally corresponded to vil-
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lages. Grandparents moved house from villages to cities. On summer Sunday
afternoons, they sat in front of tenement houses in Wroclaw, they bred cows
in cells in the courtyard, and rabbits on balconies. Their fathers, that is great
grandfathers, uprooted from villages, felt alienated in cities until their death.
Since the very start, they were strangers, unattractive for grandchildren, and
even more so for great grandchildren. At this time, the input of fresh and direct
children’s folklore was in fact stopped. In the early post-war years, the rustic
folklore became a “relic of the feudal-capitalist epoch” or a matter of shame
only to become after several years a subject of the first massive-scale adaptative
attempts for workers’ club rooms, the radio, the theatre, and folk groups. The
case of children’s folklore of the rustic origin was similar. Only a real mother,
grandmother or aunt, and not those ones on TV, could save children’s folklore,
could save it and pass it on in a direct form.

The memory of living great grandparents encompasses one more genera-
tion further - it will be the generation of their grandparents born in the middle
of the 18™ century. In this way, in the consciousness of the four living genera-
tions there lives memory of 100 years - the memory of six generations. Assum-
ing that the closer memory is to childhood the more faithful it is, one can trust
the credibility of grandparents” accounts when they concerned a Polish village’s
customs of the end of the 19 century. Having four generations, we have for
living childhoods out of which three are finished, and thus historically closed.
The three childhoods would structure three formations: the rustic one, the rus-
tic-urban one, and the urban-rustic one. The childhood of the youngest ones,
of great grandchildren, still open, remaining at the stage of taking place, will
most likely create a formation much different from the previous ones.

The rustic providence of Polish children’s folklore is confirmed by all the
documents of the 19" and of the beginning of the 20" centuries. Many texts of
formulae of childrens games, incantations, ditties written down by collectors
of folklore, bear the traits of originality or regional difference proved by such

3«

comments as “I heard it in the region of Lomza”, “I took that down from chil-
dren in the country in Przasnyskie”, “this is how children sing in a village near-
by Andrychéw”. Some of them then have their value of uniqueness, they are
not encountered elsewhere, and they seem as to be known only in a given area,
as if a text’s words and some kineasthetic configurations have been preserved
exclusively in the area. They are regionalisms not translocated elsewhere, re-
maining, until the time of its natural death, a regionale specialité de la maison.
This is what the folk collectors said, most often dwellers of old of those regions,
people who were mostly old, “remembering vividly how children played at our
place”. Making conclusions about the originality of games and rhyming songs
in a given area, or, in a wider context, the land as in the case of folk costumes

2 These are texts from the letters of area correspondents, printed in “Wista”, “Lud” as well
as in ZWAK.
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and even adults’ songs is of course mistaken rather than possible. This is be-
cause, first, ethnographic records of “children’s folklore” were made sporadi-
cally and exceptionally, most often just supplementing the main activity: the
recording of adult folklore; and second, the abundance of those records from
certain areas (as, for instance, from the Ciechan6w region sent by J. Milewska,
and from the Dobrzyn region sent by A. Petrow)’, and many blank spaces on
the whole map of Poland would misleadingly suggest some poverty of chil-
dren’s folklore of entire regions with its contrastive richness in others. And
third - we consider it to be most important - text variants (sent to “Wista’,
for example, on the announcement of a survey in 1888) were regarded as
original and important, lexicographic, and occasionally functional, yet never
structural. Hence, for example, on the basis of the written documents, know-
ing a lot about children’s counting-out rhymes and concluding from that about
their common occurrence and vitality in all regions, we cannot much deduce
about which ones of them were sung and sung only, and which ones were
“acted out”, which ones were (when? and if?) stable components of kinaesthe-
tic games, and, finally, which ones were just for themselves, which ones played
the role of a poetic word, and which ones the role of a magic one...

We will not be wrong if despite so selective and incomplete proofs, we shall
claim that kinaesthetic and gestic games with songs and dialogues, that mi-
metic games alluding to rituals and work, that rhyming songs and sayings of
essentially practical values, that those which are absurd and impractical, that
pure nonsens — that all that was widely used by children throughout Poland,
and that everywhere, in all its geographic and ethnic regions, these forms were
the same in their invariant structures. And it may also be asserted — without
touching on the question of the index and description of children’s folklore
forms - that in the whole of rustic and rustic-urban Poland the same genres of
children’s folklore were used.

It is not then in the regional diversity and originality in the ethnic sense
that we need to seek the rusticity of children’s folklore of the first formation.
Also, it is not in the regional diversity in the geographic sense or even, to a less-
er degree, in a moral diversity connected with language and religion.

The fact of children playing on meadows and pastures or in a wood and
on wetlands though is not unimportant. The structure of landscape influenc-
es the shaping of different forms of behaviour and having fun. It is also vital
whether children belonged to a full-of-singing Ukrainian community or to a
Silesian community the folklore of whose was stamped with mining activi-
ties of parents. Yet although all these circumstances differentiated folklore, it
is difficult to talk about autonomous regional differences in mid-19" century.
And still a great number of records of children’s folklore comes from that time.
However, we can justifyingly talk about common rusticity of children’ folklore

* J. Milewska published “Wista” and A. Petrow published ZWAK.
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when we view it in terms of a place that a child had at work in a country com-
munity of adults.

As a matter of fact, a child in the country since early childhood, actually
from the age of 3, was introduced to farm activities. Children’s main activity
was tending farm animals, the order of tending was hierarchical depending on
an age, according to parents’ wealth and to what animals grazed and where.
Obviously, everyone tended animals in a piedmont village — children, adults
and old people, whereas in a farm village tending animals was a marginal ac-
tivity among farm ones, given to half-productive members of a community,
that is children and old people.

An insight into this order and a right to generalise are provided by an ex-
cellent document which is The life of Siercza shepherds by L. Mlynek, printed
in “Lud” in 1902. Siercza, a village located close to Wieliczka, so not in far pe-
ripheries, not isolated from social and cultural changes, shows many features of
an old patriarchal order, if not typical of relations in the Polish country at the
turn of the centuries, then common in the country of the earlier time. “Siercza
sheperds” — Mlynek writes — “were spuds of local peasants”, “the future mem-
bers of a community”, who first began the “peasant’s job” with “a-tending” fowl,
then cattle and horses, and afterwards they got promoted to farm-hands. Until
5 years old, the bygone Siercza sheperds stayed “at home” under protection of
the mother and home-dwellers. This was the time of “fooling around” which
came after breast-feeding (“a year and six Sundays”), learning to crawl on all
fours (“doggy-style”), biting coals by a stove (from 1 to 2 years), “walking around
a pot” and “around the room”, “around the hallway”, and finally “out in a field”
(from 1.5 to 3 years). At the age of 5, and sometimes earlier, the mother would
tell a child to “look after hens”. At the ages of 6 and 7, “tending geese” began.
This was accompanied by songs: “Hey, lala, hey! Geese to water go!”, “To a pond
geese went and ate duckweed..”. Next came tending pigs (“pig sheperds’, less
frequently “calf sheperds” as calves were tended “close to home”). More or less at
the age of 8, “off went” scuds to tend cows (“cow sheperds”). Cows were tended
on “fallow land”, on a “pasture’, on a “stubble field” and “on abutments” At first,
one tended “clipped|” cows (“linked with clips”) or roaming “freely”. Everyone
went to pastures in groups: boys, girls, the younger and older ones. They never
sat idly on a pasture; they would “divert” cows, run, chase one another, crack the
whip, whistle — on fingers, on a key, on a whistle.

This is what we can say on the basis of Mtynek’s records. Nonetheless, it is
well known that tending animals was hierarchical, that there existed a division
into advantages and privileges depending on a sheperd’s age and on who the
sheperd was. Out in a field, away from home, one tended geese, sheep, cows,
and next when one was a farm-hand, one tended horses, even at night. In the
suburbs, in little towns, on pastures and someone else’s abutments, one tended
cows held on chains or lines, and one even tended goats. Goats in towns were
tended mainly by Jewish children but also by “Christian” ones. The goats would
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be led onto a field and attached to a pole: the end of a chain or line was fastened
to a pole with a sharpened end stuck in the ground. Then a goat would roam
within the length of the line until it ate out grass in the shape of a perfect circle.
The fastened goat or cow would let one play freely. In the hierarchy of animals
tended, goats were something inferior in the country. They were separately
tended by the children of the poorest, separate from cows. We do not know
Polish texts testifying to the hierarchy, yet a song of Czech children gives us
some insight into that:

Who tends cows, is praised by God;
who tends goats, the devil is after him;
who tends pigs, stands at the hell’s door;
who tends geese, must go to hell.

When children tended geese or cows in a group, on a pasture outside a vil-
lage, they were alone in their children’s community. Just among themselves. It
was not a very demanding activity, and when one was in a group and still had
dogs to help, there was a lot of free time to have fun. It is this situation that we
mentioned earlier, a folklore-forming situation for group C - of forms created
by children themselves. In rural conditions, it was actually the only situation
when children were among themselves for a long time. Especially if tending
animals took place every day, on a weekday and on a holiday, from early spring
to late autumn.

The household activities of children, on a farm, were sporadic and inferior.
They were done always under the control and in the felt presence of adults.
And first of all, children were then alone, only sometimes accompanied by
their siblings. Most often, they were told to look after, amuse, and rock the
youngest ones. Besides tending animals, there were other occassions of com-
municating with one another: in winter, in the time free of tending animals,
they played in the snow and on ice. Yet let us remember that children in the
country were poorly dressed , they frequently did not have any shoes or had
just one pair shared by a few children. Throwing snowballs, skating on ice,
were the activities of well-to-do, warmly dressed children. Rustic folklore does
not have its “winter” forms. In winter, one necessarily stayed at home. Only in
some periods, children took part in some rituals, at first with the rights of sen-
sitive observers, then as background participants, and finally as main actors —
this was “walking with the star”, “with the horned beast”, “with the crib”, these
were rustic “Herods”, and in early spring, around Easter, this was “walking with
the rooster”. In winter and early spring, children enjoyed some of those ludic
customs whose texts, melodies, kinaesthetic configurations, props, costumes,
and the whole sphere of cultural references deeply absorbed them.

The rusticity of those different ways of expression is obvious, even in those
ones which flourished on the ground of school education (for example, “gre-
gorianki’, a schoold holiday commemorating St Gregory, the patron of ele-
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mentary schools) and had an urban character. By “urbanity”, we understand
school as a folklore-forming environment, and school of a convent type, of a
boarding school structure, and so - again, groups of boys living and staying
together, a school where teaching is the first folklore-forming situation, and
Latin - the first magical language. If there were rural elementary schools, their
folklore-forming role was insignificant. Urbanity or townhood which was a
direct projection of the country was for country children a complete transfer
and adaptation of rustic folklore which in a town’s circumstances was reduced
to low-key dimensions of a yard instead of a pasture. The rest remained the
same. Also in a town, if one had shoes, one could slide on the gutter, behind
a house, on a pond or a rivulet. One slided on soles or even better on “kopy-
cianka”, a piece of wood reinforced with a thick wire or wire rod, fastened to a
shoe with a string.

In the country, besides tending animals, other occasions to spend time to-
gether were going to a wood to pick mushrooms, blueberries, and gather brush-
wood. Yet this was already work, sometimes tedious work during which one did
not have time for and did not feel like having fun. Beyond a wood, there was still
water, fishing in it, catching crayfish, bathing, and watering horses. On a country
road, one could gather in a group, be together in a church, but here the supervi-
sion of adults was strict. There were still exceptional situations such as a fair in a
village and a church fair in one’s own village or in a nearby one. This would be all.
Let us sum up: folklore-forming environments of children were the situations of
their group togetherness. So, in the rural circumstances these were a pasture and
meadow, and in the urban circumstances mainly school.

What shall we call children’s folklore? We are willing to include in the term
all forms of childish expression, no matter if they are one’s own or taken from
the outside, from adults, no matter whether they are spontaneous, original or
mimetic. All forms, that is verbal ones but also kinaesthetic structures of chil-
dren’s games, material objects made by children: toys, cuto-uts, sticker books,
drawings etc., as well as the ways in which children arrange objects made by
others: playing cards as a building material for card houses. And then a chil-
dren’s custom shaped by and passed on in children environments as well as sug-
gested to children by adults in kindergarten, in school, in a theatre, at a cinema,
at the zoo, on holiday, on various holidays, when children participate in those
situations as well as outside them, when something experienced and observed
becomes a material that inspires having fun, for example, playing “at the the-
atre” or theatralisation of fun, for instance, acting out contents of well known
books in the style of acting observed at the theatre or cinema.

In a word, we shall call children’s folklore everything that is a subject of an
activity and participation of children in the categories of activities not prac-
tised but belonging to fun ones.

Yet the subject of our description and of our attempt at classification shall
be only part of children’s folklore: its literary or paraliterary forms where a
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word is the main material, and all other forms are either supplementary and
subject to the word’s components or function in memory and consciousness
so that their presence, closer or more distant, is a field of associations and a
context for references

We have used the term “forms” of children’s folklore several times, so we
wish to explain its meaning and range in greater detail.

We shall call “forms” the objects and works of children’s folklore. We want
to analyse them in a broader context than that of just works. We most often
connect works with aesthetic evaluations: we talk of a literary, musical, or ar-
tistic work. However, an aestheticity of a form is possible, yet not necessary.
Especially when it is not assumed a priori, in the very causative activity, ori-
ented towards artfulness. A form will be equally a song, a lullaby, a cut-out -
thus the kinds whose creation is not indifferent to an aesthetic purpose, and
also later on one can use aesthetic criteria for already complete forms as a
right that they have. Yet a form will also be a riddle or proverb as well as a pun
or a game’s text and a game itself, a form will be each rhyming song or just
two or three words which belong together and form not only a “rhyme” but
harmonise in every other relation — a semantic, phonic, magic, irrational, and
expressive one. Applying an aesthetic criterion to that is also justified. Next,
forms will also be toys — and not only these that were made for children, but
all things which for children play the function of toys; thus, for instance, a
stone which, used for fun, begins to mean something, symbolises something;
a feather may become a whole bird or can mean flying itself. Every “toy” made
will of course be a form as well as every thing resulting from an impractical
activity of a child itself, and even from a practical activity since in this liter-
ary way a child actually does not need to do anything practical. When it sits at
a plate with pudding, stirs it with a spoon and takes pudding from one place
and then from another, and pours raspberry or cherry juice into pudding
cracks — then, into the very activity of eating, it introduces a not always pre-
meditated element of fun, which in turn may encompass everything, may be-
come the central activity, although eating (that is, a practical activity) will not
be and will not have to be given up, the difference being that it will be put in
the background. And a “giant”, “with his mouth open as large as a gate” shall
swallow one by one pudding mountains and lands, and shall spoon raspberry
rivers. For a rational and practically thinking observer, this fairy-tale Gargan-
tua simply is eating pudding, lingering and smearing his mouth and fingers
with it, when in fact the eating of pudding was a form of children’s folklore
evoked in the practical circumstances and ending with them. Yet if someone
wanted to consider that to be too contrived an example, let us use parallely
an imperative-magic formula recorded by collective memory. Someone feed-
ing a child with a spoon, when the child was fussing, said: “There goes a wag-
on, there goes a wagon! A wagon full of hay, straight into a barn. Open your
mouth! Wide as it is raining!”. This is what they used to say, and now they
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say: “Open the garage, there comes a Trabant!... Still wider!... Now, a Star will
drive in!”.

Any verbal and gestic formulae of a quasi-practical sense, experienced in
a similar way to an aesthetic experience, will be forms. These will be forms of
behaviour such as: when one walks down the street, one should not step on
cracks among paving tiles, or counting one’s steps, drawings in chalk, drawings
painted on a wall, every meaningful inscription, no matter whether decent or
“indecent”, done in any technique and with the use of any material.

They can also be called products, products of the imagination, ingenuity
or a child’s expression. But it seems to us that a form contains less officiality
than a product, it is less involved in conventionalised contexts of signification,
and it sounds funnier and more awkward. A form is closer to a monster than
a product is. And a form and monster in turn belong to the same imaginative
family. Just to add, there are more forms than monsters, they are more diverse
and not all of them are scary.

Thus, for a start, the object of our description will be literary forms or, to
avoid a too normative term, verbal forms. Foreign folklorists most often call
these forms “rhymes” (in German: Reimen), including in the term counting-
out rhymes, magic formulae, aphorisms, short occasional poems and riddles,
and sometimes verbal scores of kinaesthetic games. In his Games and fun of
different classes*, Lukasz Golebiowski devoted a chapter to “Songs by a cradle
[...] and different types of games for children, thought out and suited for their
age and height”. When they have these forms published, Oskar Kolberg along
with other folklorists never call them “rhymes”. The forms usually appear with
such a commentary as “this is what children in the country play at” or “this is
what children say” or “games and fun of the children in the town of... ” The
writers also use such genre terms as a “game’, “fun’, “counting-out rhymes’,
“riddle” or, more often, they use a name: “The Wolf and the geese”, “The Snail’,
and so on. The term “rhyme” appears only when children’s forms become a
subject of the first attempt at their systematisation. In our cultural territory,
this has happened thanks to the works of the Czech philologist I. Fejtalik and
the Russian folklorist A.N. Afanasyev.

Such first attempt at systematisation was a survey of Frantisek Kréek pub-
lished in 1900 in “Lud” Appealing to his readers, Kr¢ek asks them to send in
(forms) according to the following groups of their classification:

1. Counting-out rhymes (Abzahlreimen).

2. Children’s rhyming songs concerning animals or plants.

3. Animals’ voices.

4. The songs sung on the making of willow flutes (in German: Bastloserreime).

* L. Golebiowski, Gry i zabawy roznych standow w calym kraju i niektorych prowincjach,
Warszawa 1831. [Games and fun of different classes in the whole country or only in some
provinces, Warsaw 1831.]
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5. Rhyming songs concerning rain, sunshine or sung without any pur-
pose.

6. Rhymes connected with amusing children, for example, with dandling.

7. Alliterations such as “don’t pepper the hog, Peter, with pepper....

8. Riddles often transitioning into word play.

9. Rhyming songs for some holidays.

10. Games and fun.

Krcek intended to write a study of games and playschemes of Polish chil-
dren that would help one to oust foreign elements adopted thoughtlessly from
abroad and to popularise “our rustic games”. The study was never written
though. And the only result of the useful initiative was the sending-in, incon-
spicuous though, of the area’s materials whose part was published in “Lud”.

Already in the history of the European study of folklore, in the reflection on
children’s folklore, one encounters fascination with “children’s poetry”, and at
the same time, one sees regret over the loss of old games and children’s songs.
This is what Alicja Gomme expresses; she studied games and playschemes of
English children, although Ms. Gomme’s regret results more from the views
of a folklorist and aesthete. Yet pedagogues for whom children’s folklore at
the end of 19" century (especially games and playschemes) was a repertoire
of forms most natural and appropriate for a child’s psyche and deserving be-
ing recorded, were of a different opinion. For them, the repertoire was fit for
being transferred onto organised forms of children’s being together. That con-
nects with the Frobel education, with the Jordanowski gardens of games and
playschemes, with recreational activities. In his Kinaesthetic games and fun of
children and young adults published during the First World War, an excellent
teacher, a theorist of physical education and ethnographer, Eugeniusz Piasecki
considers the recording and passing on of old games and playschemes to be a
duty of patriotic upbringing, among other things.

However, the majority of interests and works of teachers and scholars writ-
ing about children’s folklore focuses either on the genesis and history of those
forms, their history within cultural and social changes, or on their values or
aesthetic qualities useful at present in primarily physical education. The inter-
ests concern first of all kinaesthetic and sport games and songs, the musical-
verbal motive of fun. The proposals of systematising just those forms at this
angle were made.

The scheme of Kréek, adopted by him from A. Afanasyev, in my book Great
fun was a scheme organising folklore forms and situations, and although I have
made reservations that my description would not be a description of a peda-
gogue or folklorist, in fact Kreck’ classification was adopted there, its very pre-
sentation being just different. What inspired me was the principle of classifica-
tion according to a degree of a child’s participation as a subject or object in a
folklore situation. Hence, the presentation started with group 6, with a baby’s
situation, a baby being most often an object, an almost passive recipient, and
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not creatively taking part in a folklore situation. In the diachronic speculative
order of child development (from a lullaby sung for a baby to a counting-out
rhyme, a form open to a child’s imagination), I was also inspired by a goal
of possibly presenting a considerable repertoire of texts and their variants, of
presenting them alongside their corresponding functional, sound, and lexical
forms of children from other countries, of other languages, and even of other
cultures, and, finally, of giving a general idea, by evoking and presenting de-
tailed claims of ethnographs and folklorists on children’s games (of Taylor, for
example, or of Piasecki, in Poland), of antiquity and of a status of those fre-
quently neglected things in the history of human culture. At present, we are
not inspired by any of these goals. We place a maximum complete collection of
folklore forms of Polish children in The Anthology of children’s folklore, and we
do not feel prepared for genetic studies on our own.

At first, let us establish structural, invariant features of children’s folklore.
These are its existence in memory (recollection), occasionality, its existence in
practicing it, its openness and syncretism.

Recollection: the sender and recipient of folklore at large, and especially
of children’s folklore, are illiterate. In this case, a text is transmitted aloud and
with the use of images, with the help of verbal language as well as the lan-
guage of gestures. Forms are natural and simple or at least their majority is
such. Forms of rustic folklore are especially natural, they are natural and easy
to remember at once on the occasion of the first contact with them, during a
passive and active response to them, that is, during an entrance into a folklore
situation. A verbal form is most frequently rhymed. Rhymes are close to each
other, they are put in significant words, and often a several-verse counting-out
rhyme is built on one rhyme. A rhyme is catchy, quoting a whole text on the
basis of remembering its rhymes alone is not difficult. Pairs, groups of rhyming
words evoke the rest of the text, which can be just inconsiderable:

there comes a crayfish a kitten sits on the fence
what a poor dish and it blinks
A curlew bird lays eggs

it has short legs
there comes a lapwing
and drinks them all, ding ding.

When one remembers and has two rhymes at hand: kitten - mitten, lap-
wing - spring, and when both of these rhymes belong to the category of rustic
naturalness (“things” are from the country and their rhyme-forming qualities
have been used several times in this circle) — then putting anything between
them is quite a challenge. What is in between rhymes may be short. And this
is most frequently the case of childrens rhyming songs! Where rhymes fall
on first names, the content between them is an acitivity expressed briefly: “he
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crawled”, “he walks”, “she drank..” Rhymes, rhyming words have a plot-form-
ing potential. A verb rhyme: jumps — pumps — dumps etc. triggers a chain
of dramatic events. This can be seen in a so called chain fable of the type:
“Grandma had a mottled hen and she laid a mottled egg for her. There ran a
little mouse and broke the egg with its tail. The mouse jumps, the hen cackles,
grandma cries. There comes grandpa and asks: - Why are you crying, grand-
ma? And grandma replies: — I had a mottled hen, she laid a mottled hen for
me” [...] etc. In this rhythmic-prose fable, being a repertoire of the events that
already took place, the refrain element is rhymed in this way. It is this element
that is a strong centre in the fable, most easily and best remembered, resilient
to the erosion of forgetting. In this rest, individual elements can be twisted,
and it is possible to leave out some words or to replace them with others. The
cluster of rhymes, however, remains unchanged. The plot-forming potential of
rhymes falling on first names provokes one to create concise rhyming songs,
in the form of an appeal, aphorism, proverb or nickname. This is best seen in
rhymes to first names: “Johnny - doney; Jack - stack”. In the brackets, between
the signified and signifying, one can still write an extension:

Johhny - stole from his mom - a doney
or:

Johhny - stole from his mom - a doney,
his mom was chasing him,
and struck him on his limb.

The second dramatic distich, built around a verb-inflection rhyme goes be-
yond a nickname, and urges one to think about a “fairy tale”. Yet the memo-
ry of close rhymes (remaining in a natural relationship with each other, such
as “kitten — mitten”) evokes lapidary rhyming songs of short verses. Here, a
rhyme chases another rhyme. The speaker either wants to say a few or a series
of (ready to be used, classic) rhyming words as quickly as possible - so he fills
the space between them with a content of any kind - or he rhymes automati-
cally: kitten — mitten — smitten; lapwing - ding - sing - ling. However, only
the construction of a rhyming song is made deliberately. A new rhyme either
is adjacent in the form of an epithet: “a mitten kitten was deeply smitten”, or it
develops it into a new situation: “a mitten kitten was deeply smitten and cried
a lot when he was bitten”. It is easier to think about a logical motivation when
“smitten” follows “kitten”, but it is more difficult to think this way when “Brit-
ain” follows “kitten”. Yet the second, more difficult situation is the most fre-
quent condition of creating absurd rhyming songs.

Rhymed forms are the easiest to memorise. As we have said, rhymes closely
following each other have tendencies for playing the role of imperatives, fre-
quently incantatory ones, of aphorisms and appeals. In the big city, big industry
culture, advertising slogans oriented on being lodged in the subconscious from
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where they could be automatically evoked in a situation of making a shopping
decision or of another type of behaviour are their structural continuation. But
in an advertising slogan, formulated in a lapidary way, verbal, strengthened by
an image at the same time, by light, by sound - we encountered rhymes less fre-
quently. In the pre-war “Radion washes itself”; “sugar strenghtens you’, in, for
instance, a post-war “walking with Orso” - the former two slogans had a logi-
cal rhyme, the latter one - a pictorial rhyme. Yet ludic, mass, and thus, in a way,
non-conformist imagination of a tendency for aping — these are just the charac-
teristics of a child’s attitude — added a telling distich:

sugar strenghtens you —
vodka even more.

Remembering forms which are not rhymes, but texts of a dramatic picture,
looks different. Here, a kinesthaetic situation, the coupling of words with a
gesture and a dialogue construction — most often of a question and answer —
are the first condition of their acoustic, visual, and manual-gestic memory. A
“mother”, “a goose”, protects its gaggle, goslings hiding behing it one by one.
There stands a “wolf” in front of the “goose”, and pokes with a stick in the sand,

its head lowered. The “goose” and the “wolf” converse:

— What is this little hole for?

- To make a fire.

- And the fire?

- To boil water.

- And the water?

— To wash up.

- And the dishes?

- To cut goslings up.

- And where do you have them?
- Up your belt!

Further questions, and there can be more of them, lead to a “dramatic” an-
swer and to a clou of “game” playschemes: the “wolf” attacks, the “goose” pro-
tects the gaggle. Both elements: the question and the “last” answer as well as
the attack and defense — the central part of the form are committed to memory
most easily and most distinctly. There remains though the memory of structure:
further questions limit the scope. The same structure functions in The Little Red
Riding Hood where the Little Riding Hood asks the wolf who has already swal-
lowed up Grandma, has put on her cap and lies in bed: “ - Why do you have
such large eyes, Grandma? — So that I can see you better. - And why do you
have so big ears?” And next, she asks the wolf about his teeth or mouth... And
then the wolf lashes out and swallows up the Little Riding Hood.

Texts sung in a kinaesthetic game, of the kind of “Little, little Mary, kneel
down, kneel down!..” or “down your hole, down your hole, little mouse!.., are
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easily remembered mainly thanks to a melody. The same applies to all songs.
Yet these forms are additionally strenghtened by the memory of movements
and the rhythm. Similarly, songs that are a sung dialogue, not only in the sense
of words but also as a dialogue of gestures, like dancing, for example, “Old
Father Virgil was teaching his children..” or “Little Rose stands in her red
wreath... ”

In all those forms, longer or shorter ones, which are rhyming songs, songs,
sung dramatic dialogues, dances or kinaesthetic games, a rhyme, the rhythm,
melody are indicators of the foreground, guaranteeing their quick memorisa-
tion and their long-term storing in memory, and the evoking of words, of ver-
bal texts take place by remembering a particular choreography. Choreography
though is not a stable and permament text components. A game (understood
as a specific choreography) with a “given” text does not constitute a rhyme, or
a rhyming structure, that is, a whole mechanically held together. A survey of
the history of games and playschemes shows how different texts at different
times linked themselves with different games; it shows how texts separated
themselves from specific games, how they connected with other games or
how they completely emancipated themselves from kinaesthetic structures,
becoming a pure song, or, reveserdly - how games were becoming autono-
mous games, preserving only a verbal relic, or even entirely abandoning it.

For example, popular in the second half of the 19" century and the first
half of the 20" century, a multi-verse song about a granny, who had a very
wanton goat or, similarly, a rich song about a black ram - were previously
coupled with kinaesthetic games. The first one, which is indicated by its his-
tory — was coupled with a ritual-magical dance, and the second one - as is
indicated by its dialogue structure and its lexis full of onomatopeias — was an
accompaniment of a comic “ram” dance. In the oldest records, they are rec-
ognised as songs. As a matter of fact, the song about a goat could be and was
a scenario for a kinesthaetic game or for a short dramatic illustration, but
such a mode of its being already transcends folklore. W. Lega® writes about
the game of “black ram” and says that still in the 20" century children in
Pomerania, near Swie¢, played it. The game is also recorded by W.G. Bojko
in Ukraine. Yet in both cases, although children sang a familiar song or its
parallel variant on “Sewerys”, they sang it in the course of the game limited to
a situation where the “ram” tried to ram the circle or a file. There is no cho-
reographic arrangement in this behaviour, yet there is a strong game arrange-
ment: breaking the circle or file, an escape, a chase, , catching and a reversal
of roles. It is an arrangement which in time has completely emancipated itself
from verbal stage directions.

These are typical examples, though not the only ones. At the same time, it is
only natural, not learned, that people hold hands, move in circles, jump, sing,

> W. Lega, Okolice Swiecia [ The surroundings of Swiec¢], Gdanisk 1963.
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and clap their hands, expressing their joy. Independently of its ritual-magical
or choreographic-artistic functions, a chanting procession is a natural expres-
sion of emotions, especially of joyous emotions. In children, moreover, this is
linked with a natural need of movement. A broad gesture, a chess-knight one,
is the first and most spontaneous manifestation. Only then, as if in the back-
ground, do follow shouts, laughter, and a subdued gesture. And still later on
- articulated forms. A gesture in the form a group dance, a dance with a song
is already a conventionalised manifestation. In the foklore of children of the
whole world, a circle is such a first, earliest form. A moving circle and a sung
song, which talks about the moving around:

a millwheel

for four Guldens, good deal
the wheel has broken

and we all - fell down!

The variant is of the Galician provenance. Sung with the relic - “Guldens” -
still by children of the interwar period. The relic which entirely lost its signifi-
cance. Also, a “millwheel” became another relic, though slightly later. Another
variant of the song lasted longer:

an angular circle
a four-angle one...

This circle, in its awkward angularity, was a negation of itself, and it thus
boded a catastrophe. Pedagogues were offended by the nonsense. Still at the
beginning of the 20" century, the angular circle song was not included in a
selection of songs for children’s games, because it was “rubbish” And in the
popularisation of texts of children’s folklore, there were frequently conflicts
between adults and children. The applied pedagogy was for long an activity of
strict and very serious persons, with no sense of humour, and demanding of
themselves and of others. So with moral strictness one could not hope for un-
derstanding the absurd and nonsense. The applied pedagogy in fosterages and
schools run by religious orders was quite serious in its recommending texts
and kinds of games. It can be seen in such publishing houses, for instance, as
Ksiegarnia Sw. Wojciecha in Poznan. In literature for children in the inter-
war period though strictness and treating all appeals and bans seriously and
fundamentally was already generally questioned. However, noble, as was said
of pedagogues and authors, and middle-class Julian Ejsmond questioned the
Puritan and somehow cruel expression “don’t spoil! be a good boy!..” in the
form of a childish paraphrase: “I will never misbehave again! Just one more
time..” ©.

¢ J. Ejsmond, Patrzgc na moich synkow. Dziecigcy swiatek, Warszawa 1931 [Looking at my
little sons. A childish world, Warsaw, 1931].
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At the beginning of the 20" century, another model of fun, of spontaneous
fun, was proposed, a model open to childish inventiveness and to rural folk-
lore, in which impossibilium of the angular circle became a defining sign and
a motto.

A circle’ is the first and the most long-lasting structure of fun. Just the cir-
cle formed by those holding hands is a universal model of fun: when everyone
keeps revolving until they are out of breath — and then the circle breaks up
only to end with a great bump, or when the circle is open to receive still one
more person to dance or exclude someone from dancing, then it may have ad-
ditional functions: it does not allow one entry from the outside or it makes
going outside impossible, or it can protect someone inside it against someone
outside it (the cat and mouse game). A circle can be a symbol of friendship and
solidarity, which can be seen in a popular song:

as we are gathered together,

let us play merrily, let us play merrily!
Let us hold hands,

let us dance in a circle,

let us dance in a circle.

This childish song, taken with a little grain of salt, was a certain motif of fun
also for young adults. And yet this circle, which in children’s play is only funny
or mirthful, has its darker, ambivalent side. We can find the motif of an invita-
tion to a circle also in the dance of death. A children’s game of a “black being”
or “black man’, a “nigger” or “chimney sweeper” has its probable and very dis-
tant relationship. It leads to “Black Death” which decimated Western Europe
in the 14™ century. In his Basler Todtentanz published in 1612, Merians Stiche
puts such words in Death’s mouth:

Was wolln wir fir ein Tanzle haben,
Den Bettler oder Schartzen Knaben?

And in a medieval painting depicting the dance of death, in which ac-
cording to the then didactic convention ribbons of words coming out of fig-
ures’ mouths were painted, a child invited by death to dance, complains to his
mother:

Owé, liebe Muoter min!

Ein schwrazer Man ziuht mich da hin,
wie wiltu mich als6 verlan?

Muoz ich tanzen, und kan ich gan.

7 M. Janion, Wiersze sieroce Teofila Lenartowicza, “Pamietnik Literacki’, R. LXIIL: 1972, z. 4.
[The orphan poems by Lenartowicz, “Literary Memoir”, R. LXIII: 1972, vol. 4) points to
extensive literature on the chain of associations: an apple — a sphere - a circle.]
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Many literary and iconic documents much regularly show the constructed
circle of the dance of death. Regularly and, one would like to say, ritually. This
ambivalent motif will return, on different rights, in Young Poland: in “Once,
around!” in Wyspianski’s The Wedding, in Vicious Circle (Jacek Malczewski’s
painting), a mad, swirling dance. Ignoring their symbolic sense, insignificant
for our reflections - let us look at a magical side deriving its identity from an
enchanted circle, for example, The Enchanted Circle by Lucjan Rydel. At this
side of the enchanted circle, there are fairy tales about dwarfs dancing at the
summerr solstice in wood clearings. The motif was also included by Konopnic-
ka in her fairy tale. A circle treated dichotomously is based on two mythologi-
cal orders: “The absorption by mythology of the natural cycle provides myth
with two basic structures: an ascending movement which we find in myths
about spring or a sunrise, about a birth, a wedding or resurrection, and an de-
scending movement of myths about death, metamorphosis or a “sacrifice™. We
can frequently see a reflection of that in poems for children (in Konopnicka,
among others) and in pictures: children adorned with flowers, dancing on a
meadow. Still in the 19" and at the beginning of the 20" centuries, the cus-
tom of walking around a village with a “maypole” with an “animal figure” was
popular in the countryside. Wherever the consciousness of the ritual was pre-
served, a walking group brought good news. Mircea Eliade writes that “this
group sees spring, brings it to a village, shows it to others, wakes it up with
songs, dances, and a ritual™. Contemporarily, only children sensed that and
instictively stimulated that with dances:

there stands little Rose wearing a green wreath,
we bow to her as if she was a princess.

Frequently in a direct way, fun built on the structure of a circle also derives
from farming rituals; one such childish refelction is a game of “An old woman
was sowing poppy-seeds...” (or linen-seeds). And where a circle is an order of
a physical rather than magical closure — the game of a circle tells a “hunting”
story.

A kinaesthetic game - an arrangement of gestures and figures and a sung
text (a song, incantation) — are structures joined together for good. We have
already mentioned that. However, those which are sung in the course of play-
ing the game “of a circle”, have this circle inscribed not only a circling melody,
in a verse and chorus structure, but also in a song’s plot:

A bird flies around a street
it seeks wheat seeds

8 N. Frye, Mit, fikcja i przemieszczenie, “Pamietnik Literacki’, R. LX: 1969, z. 2. s. 307.
[Myth, Fiction, and Displacement, “Literary Memoir”, R. LX: 1969, vol. 2, p. 297.]

° M. Eliade, Traktat o historii religii, Warszawa 1966, s. 307. [A History of Religious Ideas,
Warsaw 1966, p. 307.]
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and I am standing in a circle
and am choosing who I wish.

I have got a handkerchief,
have got a silk one,

all the four corners,
whom I love, whom I like

I'll drop it at his feet..
We played at little hemp, An old bear is asleep.
but the sheaves were too damp. ~ We walk around him with caution,
So few of us, so few, because we are afraid of him,
so join us Hanna, join us. When he wakes up, he will eat us up.

These are the last songs, besides “Rose” and “Ulijanka’, that one can still
hear here and there. But by forming a circle, one can actually sing every song.
As has been said, a circle may also be a stage for a kinaesthetic drama, as is
the case of the “cat and mouse” game or of “the fox walks around the road”. It
can also be a drama based on a dialogue between a achosen person inside it
and the rest of the circle - as is the case in: “My Ulijanka, kneel for me... “ or
“Old Father Virgil was teaching his children..”. A game - a dialogue consists
in miming gestures. It is an order: a master and his student — a model and the
one who imitates it — directly, seriously and by a reversal, by aping. The imi-
tating in a game usually transforms itself into aping. And ridiculing, a demy-
thologisation of a teacher - it is a natural and spontaneous trend of children’s
folklore, remaining in opposition to “polite” tendencies based on authority and
postulated by adult pedagogues. A parody of a teacher, a parody of serious ac-
tivities — it is a simple activity in a game. For example, this can be seen in the
“blindman’s bluff”, a game of a very far provenance and of different variants of
texts and kinaethetic arrangements. Let us add that also this game includes the
element of the circle, and thus, of a dance... buts main part actually is based
on the circle’s break-up. The “blindman’s bluff” has its many variants of its
name itself. Ancient Greeks called it chalke myia (a bronze fly), the Germans —
the “blind mosquito” (blinde Miicke), but also the “blind cow” Besides the
“blind grandmother”, Lukasz Golebiowski gives the names of “zmruzyk” (the
“squinting eye”) and “mzyk” (“squinted”), but the “blindman’s bluft”, which in
the 19™ was still an interchangeable name with the “blind grandmother”, and
which was characterised by the fact that not she was blindfolded, but her hands
were tied. The oldest Polish records of the game date back to the beginnings
of the 17" century; its popularity must have been considerable, because in the
18" century already, in “The Monitor”, we find a record given as a proverb or
aphorism. In the 19" century not only children played at it, but also the youth.
Aleksander Fredro recollects in his “Jibber-jabber”: “I was more better at the
blindman’s bluff than at grammar in the past”.
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This game — as the earliest records show — had earlier on a considerable
dialogue text. We can find its variants in folklore records as “rustic games”, but
also we can find them among the proverbs in Adalberg’s “The Tome”:

- Grandmother, they are ringing for mass!
- I can’t hear you...

- Grandmother, they are tolling!

- And where are my clogs?...,

which Bystron adequately identifies rather as anecdotes. We can add the one
above to humoristic dialogues of such a kind as: “Bartosz, what are you carry-
ing in the basket?” or “The conversations of the deaf” — which Krzyzanowski
in his systematisation of The Polish folk tale includes in fairy tales. The dialogue
in the “blindman’s bluff” was either an introduction to a kinaesthetic game or
a song sung during the game. A dialogue, whose all folk variants are either “in-
decent” or offensive, constitutes an example of a calling-names rhyming song.
It is a very classical structure when opponents throw insults at one another, get
excited, fuelling their mutual antipathy, before they engage in a fight. This be-
longed in the combat ritual: let us bring to mind homeric heroes and what Gal
Anonim wrote about Bolestaw Chrobry. All that belongs to children’s “com-
bat” ritual. Children’s literature would take up the motif of the calling-names
rhyming (see: W Zukrowski, The Abduction in Tiutiurlistan). Calling names
was strongest when it targeted authorities. Because of the blindman’ bluft the
authority of a family member was devalued:

an old woman was swinging an old man  some time ago
all day long like a good hen an old woman fell into a brine

or:

an old woman was swinging a grandson an old man sewed slippers for an old woman
he was grabbed by a bitch and taken they pinched, so he cut off her toes
through the window

These examples are derisory in a similar way as in the blindman’s bluff.
But they could be cruel earlier on. Already, a nineteenth-century granny who
turns out a little buck is only funny. Yet, when we look at some older records,
the granny from the same song is an old bag, a hag who is chums with the
devil. Granny Shrew or Granny Besom in a children’s fairy tale from the 19*
century distinctly separated itself from a “hen” and “granny”. The latter one,
by the added diminutive form, acquired some appeal, if not authority. We can
find it with the form alongside a “dappled youn hen” and in the 19*-century
works for children. However, the invectives from the 19t"-century dialogues
were invectives hurled at authority, at some behaviour; at the hypocrisy of the
granny-bigot, at her gluttony (“We lead the beldame around the filed, she has
gobbled up corncokle”). It can be seen again here how folk texts, learned by
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pedagogues, not only eliminate the obscene, but also reduce the “beldame” to
a concept of a playful figure, not being a person anymore. In Jachowicz, chil-
dren sing:

A circle, revolve, a circle, revolve!
And you, beldame, blindfold your eyes.

to which the “beldame” replied:

clap,clap, clap,

the brightness in my eyes is gone!
How to catch anyone?

My eyes won't help me...

The tendency to bring back the structure of the circle to the game can be
seen here. Crossed with the folk ones, literary attempts at making the “bel-
dame” anonymous have led to a situation where the beldame - the grandfa-
ther, the aunt - the uncle have become comic pairs, figures of a masquerade,
cabaret songs or literary fairy tales for children.

Let us return to the game-play called the “blindman’s bluft”, which in its
oldest variants was a game of a rich verbal text, constituting an overture to
the game proper. In its dialogue, two elements have been exposed, the above
mentioned verbal battle and the incoded game scenario: the “blindman”
played by the bedlame was asked which she preferred: “clapping”, “silence”
or “pushing”. Depending on what she chose, running children either clapped
their hands, tiptoed silently around her or pushed her. Already in the play-
ing of the youth, when young Aleksander Fredro played at it, no words were
spoken, but there was catching instead: “I will hold some Chinese girl in my
arms, some muslin — I will catch her and hug her - the weaker she is, the
stronger I will hug her”.

The pedagogues of the 19" century give back to the game, reduced to its
kinasethetic core, its words. They do not reach out to rustic, “coarse” ones,
which, incidentally, as can be seen, have found refuge among proverbs and
anecdotes, but write new words:

Old, blind, a beldame walks in the dark,

she looks for a good child, who will set her free,
Come closer, beldame, we ask you kindly,
Touch someone and guess who he is, and

we soon let you go.

There is insribed in the text a game scenario, advising recognition by a
touch. And though the record is taken form Koberg, its “city” (and thus, artifi-
cial, maybe nursery-like) provenance is obvious. In the 20" century, we do not
find new texts, and encounter the game reduced again to a kinaesthetic sub-
stratum. The text itself, which was not a song and did not have a melody, has

Filoteknos 9.indb 438 2019-09-20 12:49:01



Children'’s Folklore 439

broken into separate words and epithets. Nonetheless, the game, like playing
tag, has survived as a result of the break-up of the circle. Like a song sung about
the “black ram” or a about the “buck’, with a tendency to extend itself by new
verses, the game became a pure song in time.

Here is another set of games: between an adult and a baby. Here the mate-
rial of fun is the body. It is the material and space. These are games whose kin-
aesthetic nature is limited by physiological causes, since they are games with a
baby or a small child from 2 to 3 years old. The smaller it is, the less indepen-
dent it is, dependent on the one who plays with it, and not playing on its own,
and games, their texts and functions are more oriented towards a learning and
teaching activity.

The hands are the first limbs which the child moves empirically. It can raise
them, move them away from itself and take a look at them. It can move its fin-
gers. The fingers move independently of the whole palm. First, they are moved
altogether, and then separately. Lying, raising its hand to the eye level, moving
its fingers, the child enters a world situated outside it, it does something on its
own and acquires some awareness of the activity. The child initiates its first and
own folklore form: a first theatre in which, around a circular stage, the palm,
five protagonists lean. It is no wonder that the first fun entrances of adults into
children take place in this manual channel. A game in which an adult intro-
duces the first protagonist from outside (a “little hen” or “magpie”) and makes
him do the first activity originating from the set of closest activities (a “mag-
pie” [a little hen] was cooking millet”) leads to the enlivenement of the the-
atre of the five fingers. This first animalisation is not yet the individualisation
of protagonists according to their names, but according to what each of them
gets and to what he is given it. “She gave this one in a saucepan, this one in a
bowl..” Only one of them, the last one, and strangely, the smallest one, is dis-
tinguished. This is because he not only did not get anything, but also his head
was broken oft by the “magpie”, which fled. It fled to a sensitive spot: under the
child’s arm or under its chin. It tickles the child there in order to make it laugh.
This is the first catharis after the first tragedy with a catastrophic end.

Another game, let us identify it mark it with the letter B talks about “Wad-
dly-kiddles” who was drinking milk. She drank all of it and left nothing for
me - the storyteller. So she was punished. The punishment is received by the
child whose cheek is carressed during the game and who now is slapped.

In game C - a “crayfish’, “grasshopper”, “little mouse” or something simi-
lar walks... This is shown with fingers, which walk along the plam or along the
child’s arm. It walks and pinches...

In game D - the child’s hands, if they are still too small, then they are
strenghtened by the prosthesis of the adult’s hand, can be used for clapping.
This is the first rhythmic configuration, which is accompanied by a song based
on the “we’ll go” motif. We will go to mom, dad, grandma, aunt... and everyone
will give us something or we shall see something at everyone’s.
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Another game (E) is a journey around the child’s body with the naming of
the places of this first area. The naming has a symbolical character: either orig-
inating from a function - “here is a seeing spot... here is a talking point... here
is a shooting point... here is a water point”, and then the naming has a learn-
ing aspect or it can a metonymic naming - a “thick wood, an empty field, two
lamposts, one bell, two walls, two strings of fishbones, the host is taking a bath”
(hair, the forehead, the eyes, the nose, the cheeks, the teeth, the tongue) or a
“wood, a field, two sables, two little windows, a mountain, a hole, and in the
hole there lives Mr Bul-bul”. The configurations have fairy-tale-telling aspect.
The counting-out rhyme ends with a dramatised situation: the “language” has
become animalised, personified, and, moreover, it is named after the acitivity
done. Another variant of the game, already by the naming of props, creates a
dramatic situation:

here is candle, and there is a candle,
here is a church, and there is a chapel,
here is a bell, and there is a belfry

and the finger moves around the face a few times:

An old man goes to the belfry,
and pulls on a rope

[one pulls on the child’s nose]
ding dong, ding dong, ding dong.

This type of narration triggers not only events immamently closed in in a
fairy tale, but transports the child itself (its body), as was the case of the “mag-
pies’, to the event.

These five games with the baby will serve us to build a model of this game.
In all the cases, we encounter the establishing of a physical contact with the
child. An adult touches the child’s open hand, then the cushions of its fingers;
he does a “flight” with a raised hand, with fingers brought together to form a
“pinch” and returns with this “flight” to the child, ticliking it (A). Or he touches
the eyes, nose, cheeks of the child with his fingers: he touches them, presses
them, pulls on them (E). Or he imitates walking with his fingers, and then
pinching (C). Or, finally, he provokes the child to clap (D). In all the situations
of playing, touching, caressing, pimching... simply, an activity (acting) is the
first, main, and unchangeable element. When the activity is touching - point-
ing out becomes naming. Touch (A, B, E) and imitating movement (C) pre-
cede a word, naming with a word. A word opens up a substratum of a plot. The
plot, in turn, engenders a situation in which the adult returns to the child by a
new contact with its body, this time, a dramatic and enclosed with a fairy tale’s
semantics one. The escape and hiding of the “magpie” have their response in
laughter caused by tickling, similarly to the “crayfish”, to “Waddly-kiddles”. The
pantomime activity receives a verbal narrative, which in the form of dramatic
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expression gives it a sense of a return to the child’s body. The protagonists of
the “fairy tale” change (the “magpie”, “little hen”, “crayfish’, “grasshopper”), the
activity though is invariant. Only in game D, the coupling of the activity (clap-
ping) with singing, with a song, is loose and the activity is not “reciprocal’, it
does not return in the form of a “physical sign”. This game I smore “mature’,
it presents a loose connection between the kinaesthetic configuration and the
verbal text. A song can be sung independently of clapping. Yet it is connected
with clapping by an incantatory phrase: “the itsy bitsy spider crawled up”. The
song evokes clapping, clapping evokes the song. Moreover, protagonists, des-
tinations can be enumerated. The activity is unchangeable: “crawled up”. The
“crawled up’, which is invariable, was a basis for another type of metonymy:
instead of clapping, one could rock a child in one’s arms, singing a song, or toss
it on one’s knee. In the case of the latter, the movement imitating a ride adhered
to the text even more closely.

A partner of the game with the baby - a substitute for caress — was most fre-
quently a woman - a mother or grandmother. The baby is just a child - it does
not have a sex. Rocking on a knee — a metonymy of riding a horse - is already
a man’s game with a son or a grandson.

SCHEME OF COMMUNICATION OF FORMS
(ADULT’S GAMES WITH CHILD)

<—| caressing B > —> | ‘spanking’ —>
<—{ touching, Al—> —> | tickling, —>
imitating
child’s <— movement, C|—> | naming, —> | pinching, > | child’s
body e.g. ‘crayfish; fictionalizing body
—> | clapping, Dt—> —> | clapping, —>
| » | tossing —> | ‘riding a horse’ —>
on the knee

The first three situations are “engendered” from a gesture (a sign) trans-
ferred onto a passive body of the child. Then, as a result of the naming and fic-
tionalistion the gesture acquires significance and create an unexpected effect —
for example, the child’s laughter. The next two situations: the child’s hands or
the whole body are actively included in the establishmnt of the sign, and, in
turn, in its semantic dramatisation.

A “horse” in children’s folklore, especially when one remembers about its
rusticity, was someone very close. More than any other animal - since the
“horse” was giving the biggest possibility. Let us make a comment here on the
subject of the way of existence of the “horse” as a complex form and therefore
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an exemplary one for other “animal” forms. The horse may be a perceived
object, which quite early on and independently of other channels of informa-
tion the child itself will notice and include in the class of horses. The horse
can only be said, can be a short, one-syllable sound; it can be written, drawn.
The “horse” can be acted out without leaving one’s place, can be acted out
clicking one’s tongue, by a rthythmic beating with a hand, a foot or anything
else that imitates its clopping; it can be “acted out” with one’s voice, imitat-
ing its neighing, snorting, it can be acted out with one’s body. The “horse”
can be “signified” as a walking stick, osier, stick, and any other toy, includ-
ing the one imitating the horse. When a father sat his child on his knees and
tossing it, he called: “clip clop, clip clop!” - the knee was not the horse. But
swinging, tossing is already the “horse” or “horse riding”. Much as “pecking”
with one’s finger on the palm and “flying away” were the “magpie” or “little
hen”, as carressing the cheek was the “cat”, and walking with ones fingers was

The manner strated and perpetuated in a hieratic gesture by Veldsquez presented the great ones of
this world on foamy horses. In the painting, a magnate’s son gallops on a wooden horse. The hors
is magnificent, the size of a real pony, it rocks on the rockers or lets itself be pulled, and is situated
on a low platform on wheels. Wooden horses on rockers were a sign of a rich connotation still
in the Generation of Columbuses, they had their literary and iconic tradition (see, for example,
W. Wojtkiewicz’s paintings). Their other current can be found in wooden carousel horses, in
harnessed mounts or in rocking freely ones on metal constructions.

Lépine (fl. 1768-ca 1781), Portret Stanistawa Seweryna Potockiego na koniu na biegunach, olej, ptétno,
133 x 168, Muzeum Narodowe w Warszawie, Zbiory Dawnej Sztuki Europejskiej, public domain
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the “crayfish”. Yet, quite early on, a stick put in between the legs whose one
end was held in the hand, and the other was dragged behind - was the
“horse”. Although earlier on and later on, independently of a situation the
stick = the “horse”, the stick, the walking stick “held between the legs” also
signified “riding a horse”. Tadeusz Roézewicz (Toys, [in:] Preparations for a
reading) recollects that as a small boy, when he went to bed in the evening,
he put the “stick” in the stable. On Palm Sunday, boys played the game of
“horsemen”. It was simple capering around on a birch stick. A song sung in
the Kielce region is more interesting:

Two acres of oat, a horse for half a penny.
two acre of millet, What kind? A clever one,
I've bought myself, bought from a birch stick.

A little saddle to go with it
from a wisp of pea

A little harness to go with it I’'m jumping - and it is jumping!
from willow phloem I'm kicking - and it is kicking!
As I mounted it, When I ride on a mountain

it was close to my heart. it falls into a hole.

(J. Gorzechowska, A Polish Year)

A metonymy: “I'm jumping - and it is jumping! I'm kicking - and it is kick-
ing!” - is very suggestive. Apparently in the Kurpie region, at Shrovetide, one
“rode a horse” made of sieves, sticks, and a sheet:

A Shrovetide goes down the road,

he sits on on a parade horse!

The head made of sticks, a mane from flax,
this is a nice decoration.

Horse riding on a stick was a custom of all boys of all times. Many records
have survived; in Poland, there is one already in Wincenty Kadtubek’s Chron-
icle. One could be a “horse” romping freely, a mount with a rider on one’s
back, one could “walk in harness” In older times, children knew very early
on how to ride a horse or how to ride horses, which could easily be seen, and
a model, fun experience preceded, in general, not for long, a real experience:
riding, if not a real horse, then riding in cart, in a chaise. One rode “horses”
then or a “horse” and one was a “horse”, “horseness” had much expression.
Contemporary children drive a “car”, but the car is poorer in expression — one
can drive it by its noise and call: vroom, vroom, vroom, vroom... or imitate
the engine’s purr: drive it, holding a driving wheel on the level of one’s chest.
Yet a horse has this advantage that it is alive still beyond man, whereas a car
is “dead” beyond him. How many things a horse is capable of! It can clop its
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hooves, jump, caper about, prance, neigh, snort, kick, nibble grass, drink wa-
ter, roll around, walk, scutter, trot, gallop: the horse can be for a saddle, it can
pull a cart, a chaise, a coach, a gig, a cannon, a plough. It can be a combat
horse: under a soldier, it can be an ulan and a horse at the same time, it can be
aracing horse, but it can also be a Pegasus and Centaur. It can walk in harness
singularly, in a pair, in a foursome, and even in a sixsome. It can run freely like
a colt. It can finally be “faithful” to his owner, it can “think’, it can finally talk.
A car is “capable” of much less. A horse has its colours, it has a lot of them, it
is: sable, bay, chestnut, white. Formerly, there “were” roan horses, palaminos,
dun horses, piebald ones, black ones, mousey ones, sorrel ones, gold chestnut
ones, white dapple grey ones. They had their distinctive features: an arrow or
a star or a lantern on the forehead, a white nostril, a “fish eye”, a “frog mouth”,
a white fetlock, one, two, three, four fetlocks, and also a stocking or a heel.
They were of different breeds: Arab horses, Thoroughbreds, Percherons... . All
this was not only in reality, but also during having fun, since one knew the
horse ethology by heart. And cars?... There are different makes of them and
there are more and more of them. Horses less and less frequently are given
to us, and if they are, they are given poorly: as peasant horses and exception-
ally as racing horses or circus ones. The rest of horses is only in literature, in
paintings, in film. A live horse cannot be had in the city, but one can a have
a car. There are no fathers with horses, fathers riding horses, fathers driving
horses. There are fathers with cars. The horse has remained in the rustic rus-
tic-city folklore. Literature for children rarely absorbs it. It does not absorb
it, not even partially as much as a dog, which is understandable, but not even
partially as much as a bear teddy bear, which can also be explained, but in a
different way.

A contemporary child is somewhat helpless when confronted with a toy
horse and it will soon be bored with it. However, it excellently copes with a toy
car. With the help of a “horse”, a contemporary child with greater and greater
difficulty manages folklore situations. It also happens by inspiration from out-
side, more rarely by inspiration from literature, more often from a historical or
cowboy movie. Yet a horse is more and more often superceded by its mechani-
cal rival.

Yet neither a “horse”, nor a “car” are most important in a folklore situa-
tion — although both protagonists are fascinating in their own ways - it is a
ride or rather an activity form riding that is important, because it is invariant.
“Riding” a horse, horse riding, driving a car, riding a train, “flying” a plane, a
rocket - this is a function of many kinaesthetic games; of non-verbal forms.
From the history of “clip clopping’, it can be seen how rich a verbal text was,
how much characterological it was. A rhyming song talked about who and in
what way rode, mounted or sat on a horse. But this text underwent a gradual
atrophy. It could be seen how the “horse” semantic field was narrowed along
with its lexical and social content. At first, there was a horse in the field, there
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was riding a horse, horse riders, , but there was also a smith and horse shoe-
ing. Then, in literary texts and those stylised after folk ones there remained
only “clip cloppings”, imitating a gallop. “Riding a horse” freed from the ver-
bal text became sheer play. When then there appeared cars, children’s folk-
lore stopped being creative in this activity. It was now that literature offered
children texts with “riding”. Such a scenario for paying a “railway” game was
Tuwim’s The Locomotive.

“Carrying” or “riding piggyback” meant taking a child on one’s back and
carrying it. An adult was not a “piggy” himself - “riding on one’s back” was, al-
though adults transferred the metonymy onto a child: one pinched the child’s
buttocks and said:

a fat piggy, a fat one,
she will be good with cabbage.

In another text addressed to a child, of a rich sound valorisation, one said:
‘We shall walk with a sonny to market. We will buy a young hen. And the
youn hen ben. Dibblydibblydabladab...” This “we shall walk” is transparent. It
is not to draw attention and this “fairy tale” is not created out of it, but out of a
market...; out of what we can get there. Now, it is not the activity: buying, hag-
gling — evokes the “fairy tale”. “Buying” in a situation of a fair, at a market, at a
bazaar (different variants of the song situate the “fairy tale” in this way) is buy-
ing animals and fowl. But this is a different structure. Animals and fowl exist
through their language.

Translated by
Rafal Dubaniowski
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