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| Introduction

The role of Lady Macbeth in the play is very siggaiht — had it not been
for [...] the valour of her tongug..] Macbeth would not have dared to kill the
king. In her first soliloquy (I, 5, I. 15-30) Ladylacbeth, who has learned
about the witches’ prophecies from Macbeth’s letterlizes that Macbeth’s
kind nature,[...] the milk of human kindness [...might prevent him from
achieving the crown by foul means. It is now hetydas she perceives it, to
persuade Macbeth..] to do the deed [..,]but it is only possible after she has
invoked the powers of darkness to gain possessfoheo in the second
soliloquy (I, 7, I. 37-54). Then, again, when haslband wavered, she shamed
him into action by questioning his manliness, asdeating that if she had
promised to kill her own child she would have dang, 7, 56-59).

It seems that after the deed the role of Lady M#dtdeminishes. She puts
in another impressive appearance during the barspeate (lll, 4) when she
pretends to stay calm and undisturbed by Macbeégn’gorary fit of madness.
Eventually, remorse and compunction result in mes@anity; the evidence of
which one may find in (V, 1) — the sleep-walkingse.

The second soliloquy is thus a breakthrough in ¢dberse of the play;
without it Lady Macbeth would not have hardenedskHdragainst her nature,
and Macbeth would not have committed regicide. Téailoquy, a
representation of Lady Macbeth’s callous cruelty, also a truly poetic
achievement. Given the ambiguity of Shakespeasmgiguage, as well as its
poetic imagery, the speech poses a real challerghé translators.
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It is the aim of this paper to locate potentiainsiation problems within
the soliloquy, and to analyse them both with regardhe implied original
meaning, and the resulting Polish renderings. éndburse of the study | will
refer to five Polish translations of the tragedy Bgzef Paszkowski (1970),
Zofia Siwicka (1950), Krystyna Berwska (1959), Maciej Stomcagki
(1980), and Stanistaw Batezak (1992%. Let me state here that | shall not
always quote from all translations, but | will sel@ sample of those passages
which will illustrate and prove the point for theaysis.

Il Presentation of the soliloquy

The raven

himself is hoarse,
That croaks the fatal entrance of Duncan

40 Under my battlements. Come, you Spirits
That tend on mortal thoughts, unsex me here,
And fill me, from the crown to the toe, top-full
Of direst cruelty! make thick my blood,
Stop up th’access and passage to remorse;

45 That no compunctious visitings of Nature
Shake my fell purpose, nor keep peace between
Th'effect and it! Come to my woman'’s breasts,
And take my milk for gall, you murth’ring ministers
Wherever in your sightless substances

50 You wait on Nature’s mischiefl Come, thick Night
And pall thee in the dunnest smoke of Hell,
That my keen knife see not the wound it makes,
Nor Heaven peep through the blanket of the dark,
To cry, ‘Hold, hold’!*

In her second soliloquy (I, 5), Lady Macbeth invekéhe powers of
darkness to take possession of her body and miedtrkble invocation (to the
“Spirits”, “murth’ring ministers” and “thick Night] takes on a form of a
fierce prayer, a verbal charm that conjures up dieed she desires. She
violates her body by the wish of being unsexed, #reteby she defies all
traces of womanhood — both external (appearance)irgernal (“remorse”,
“compunctious visitings of Nature”) — that couldvieadissuaded her from
doing the deed. Janet Adelman states fhdtshe imagines an attack on the

12 The dates in brackets are the dates of the editiead for this analysis, and not the dates of
the first editions (mine).

1 The text taken from W. Shakespeare (1988cbeth. K. Muir (ed.). The Arden
Shakespeare.
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reproductive passages of her own body, on what mbhke specifically female
[...] * her woman'’s breasts, milk, blood (possibly marstblood).

In the last part of the soliloquy (I. 50-54) Ladyabtbeth makes an urgent
and fervent appeal to the Night whose wished-fgueretrability reflects her
darkest, murderous intentions. Thick Night is to@®al the deed from the eye
of the heaven, as well as from a hesitant Bo@he imagery of these lines is
centred around “iterative” cloaking imag&sthe meaningfulness of which is
one of the principal routes by which the play mayelxplored.

Il The raven himself is hoarse
That croaks the fatal entrance of Duncan
Under my battlementgl. 37-40)

The soliloquy starts with the image of the raveat dinnounces the killing
of Duncan by Macbeth. It is significant that in timaole play the sense of
hearing is given prominence over other senses. ditaracters’ anxiety,
uneasiness or fear is triggered by unpleasant soaresounds, which are
frequently imaginary, and reflect the characteostured state of mind. In the
same vein, the croaking raven is hardly a litepgdesmrance, but functions in a
more figurative sense. Symbolically associated ihth, the bird constitutes
a representation of Lady Macbeth’s intentions aadesof mind. It creates her
[...] psychological now, puts the character rightd the centre of the action
taking place on stage in this very moménEhis dramatic effect is due to the
use of the present tense and foregrounding thesboass of the usually harsh
quality'® of the raven’s voice (“double hoarsené”)

The first sentence of Lady Macbeth’s soliloquy teen translated into
Polish as follows:

Kruk, ktéry

143, Adelman (1996)Born of Woman”, Fantasies of Maternal Power in Mmath in
Shakespearean Tragedy and Gen@rirley Nelson Garner and Madelon Sprengnethusr Xep. 111.

15 For night must not only screen the deed from e @& the heaven — conceal it at least
until it is too late for heaven to call out to Math “Hold, Hold!"— see C. Brooks (1947he
Well-Wrought Urn p. 36.

18 C. Brooks,op. cit.

7 M. Gibinska (1998)Images of Cruelty in Macbeth and Their Polish Ttatiens in
“Przektadaniec”, p. 220.

181...] even the raven has more than its usual haesis [...];see the notes to lines 37-38 in
W. Shakespeare’s (199®)acbeth op. cit.

19 M. Gibinska,op. cit.
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Wykrakat przyjazd fatalny Dunkana
Pod moj dach, ochrypt.
(K. Berwinskay®

| kruk sam
Ochrypng kraczc o fatalnym wegiu
Dunkana w dom mao;.

(Z. Siwickaf*

Kruk by ochrypt,
Kraczc o wejciu nieszczsnym Duncana
W okigg mych murow.

(M. Slomczyiski)*

Raczej schrypty kruk

Winien zakraka znad zamkowej bramy;,

Ze los ztowieszczy przywiodt pod; kirdla!
(S. Baraczaky?

In K. Berwinska’'s and Z. Siwicka’s translations, both renddrethe past
tense, the raven’s croaking cannot be heard angelpriet alone in Lady
Macbeth’s mind. K. Berwiska, by using preterite verb forms, underlined
a sequence of action rather than its simultan€itgt the raven croaks, then it
gets hoars®. Z. Siwicka also moved the raven back in time altjtothe bird
became hoarse in the course of croaking, not dfteM. Stomczyski
transported the raven into the future by means etilgjunctive mode][(.]
kruk by ochrypt [...}), but still such a solution does not bring out teal
meaning. By contrast, S. Bazak's Lady Macbeth seems most authoritative
of all Ladies with her commanding voice declariwgien — should. Rather
than to say what is, Bari@zak’s Lady Macbeth states what should be so that
the blending of the raven’s and her own voice ipassiblé®. Moreover, the
sound of the raven’s croaking may be both siniated mocking, similarly as
Lady Macbeth’s reaction at the news may seem — care imagine her
laughing aside at Duncan'’s fate.

It may be concluded that in all renderings, theppse of the whole
invocation is not complete; the internal strifevbe¢n the determination to kill

2\, Shakespeare (1958lakbet trans. K. Berwiska.

2L\, Shakespeare (195Bfakbet trans. Z. Siwicka.

22\V. Shakespeare (198D)agedia Macbethatrans. M. Stomczyski.
Z\W. Shakespeare (199®akbet trans. S. Baraczak.

24 M. Gibinska,op. cit, p. 223.

3 Ipid.
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and remorse for the deed, happening “now and hisrédst. Similarly, the
raven is pushed aside from “the psychological nawd constitutes a factual
existence.

[l [...] unsex me here [..{. 41)

Lady Macbeth's first invocation is directed at thg Spirits// That tend on
mortal thoughts [...](I. 40—41). She commands them to unsex her; thabis
deprive her of her sex (in a biological sense) lagidgender (a socially acquired
role). The verbunsex a strongly evocative and compact embodiment afyLa
Macbeth'’s wish strikes the reader with an unusodlicommon form. Namely,
it consists of a prefixin- (expressing negation or the opposite) and the wexd
which typically functions as a noun (here used asra). The real obstacle for
the translators lies in language rules; unlike EBhglPolish language does not
allow for a free exchange of a word between caiegdsuch as noun and verb).
Therefore, Polish translators had to resort toucnocution:

a) Sprawcie, by we mnie umarta kobieta, [...] (K. Berwinska)
b) Wyzujcie/l Mnie z pici mej, [...] (Z. Siwicka)

c) [...], z ptci mej m¢ wyzuijcie; [...] (J. Paszkowski)
d) Pte‘ mi odbierzcie [...] (M. Stomczyiski)
e) Wecie precz// Maj kobieg nature, [...] (S. Baraczak)

It appears that the translators adopt one of twssipbe strategies: they
emphasise either the object of the activijlef) or the activity itself
(odbierzcie, wyzujcie, weie preci. J. Paszkowski and M. Stomamki
placedptec in a strong initial position; after the caesuragikowski) and at
the beginning of the line (Stomaizski). Moreover, the morphology of
Stomczyiski’'s odbierzcieresembles the originainsex od- in Polish functions
as a negative prefix attached to verbs. Also, fittva point of view of the
performing actress, Paszkowski's equivalent whiohsists of five words is
harder to pronounce than Stomagii's three-word rendering because of the
awkward sequence of consonani®, t, ¢ Stomczyski's version, the shortest
of all and not so tongue-twisting, is so far thestbattempt at conveying the
original meaning.

Two other translators (Berwska and Bangczak) employed the word
kobieta instead ofpte¢. As a result, they unnecessarily foreground Lady
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Macbeth’s womanhood in the context where it is meally targeted.
Moreover, kobieca natura(Baraiczak) does not comprise the whole idea of
“unsexing”, which relies both on external and indrgender characteristics.
Also, Berwinska’'s and Baniczak’s renderings are much longer and definitely
less evocative than the original varbsex

One could conclude by saying that the effectivernédbe image lies not in
a number of words, and that the same image evakédei source language by
one word, must have a more expanded equivalehtitarget language.

IV And fill me, from the crown to the toe, top-full
Of direst cruelty!(l. 42—-43)

The ritual of “unsexing” is followed by the flow aruelty to which Lady
Macbeth easily submits herself. She is very matigsilof this act — every tiny
cell and tissue of her body must give way to utnfiesiciousness. The image is
constructed in three stages; the first comnfidhohe, supposedly not persuasive
enough in Lady Macbeth’s mouth, is expanded byntae order H...] from the
crown to the tog...] — and enhanced once more with the waogsfull (“full to
the top”). Cruelty itself, shifted to the next lifge preceded by the superlative
direst the superlative form once again underlines Ladgchth insatiable,
utmost, and unscrupulous determination.

Yet a more detailed look at the image may reveamthy in which cruelty is
gaining possession of Lady Macbeth’'s body and sbiwé verbfill suggests a
movement from the outside to the inside, or froemell spot branching off into
a number of routes and paths. Through this podfectewe are granted a three-
dimensional picture by which the reader gains potpe into Lady Macbeth'’s
body. The next additior{.(.] from the crown to the toe [.)]places the Lady on
a vertical axis bounded by two closing points: ltlead and the feet. Eventually,
the third expansiontgp-full) presents the result of the whole act — she Igdul
the top.

It is also remarkable thdill and full create the effect of consonance,
significant even more when we consider a closdioglaf meaning between the
two words. Also, it must be noticed that the wdfitlsandfull separated by the
second command.(] from the crown to the toe [.)]constitute a frame on
which the image is constructed.

The Polish renderings of the extract are the fadihgw

| napetnijcie m¢ od stop do gtowy,
Nieubtaganem okruciestwem!

(J. Paszkowski)
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Niech mnie napetni od stop mych
Do glowy najsresze, zte okrucisstwo!

(Z. Siwicka)

| wypehnijcie mnie od stop do glowy
Najsrazszym okrucigstwem!

(K. Berwinska)

Pte¢ mi odbierzcie i od stop do glowy
Niech cata lbde okrucieistwem!

(M. Stomczyhski)

Niechaj wypetni mnie od stép do gtéw
Najzajadlejsze okruciestwo!

(S. Bar&czak)

For all translations except M. Stoméski's one can observe similar
tendencies: the graduality of the image becomeruglisd after the second
command; hence, the symmetry of the image is nesegwwed. Also, the
translators chose two verbs to renfiér— wypelné andnapetnié. The prefixes
wy- and na- emphasise the direction of the acti¥ityThus,wypeinié suggests
the movement from the bottom upwards wheregseint illustrates the reverse
(from the top downwards). The original sequenast the head, then the feet, is
different in Polish renderings; namely the feetthgestarting point and the head
the final border of the movement. Granted thasegms logical to use the verb
wypeint in order to maintain the unity of the image.

Stomczyiski strikes the reader with a slightly differeniigmn; he resorts
to rendering the middle and the last stage of thege (the wordata being a
truly emphatic and thorough equivalenttop-full), but unlike others, he abjures
the initial stage. Eventually, the effect of cormoece and symmetrical
composition of the image is lost in all translagon

V [...] make thick my blood,
Stop up th’ access and passage to remorse(]..44-47)

Having invoked the Spirits tansexher, Lady Macbeth specifies her next
orders (I. 42-48), all of which expand on the cqgnag “unsexing”. Remorse

28 p, Bk (1993) inGramatyka dzyka Polskiegop. 261, writes that prefixes added to verbs
complete their meanings in respect to the directibthe activity and the prefira- may signify
the movement towards the top surface of the object.
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and pricks of conscience must be eradicated altegesto that they do nét.]
act as a mediator between the purpose and the waefrient of ft. One may
ponder what is the relation between thickening tlead remorse. It may be
conceded that circulating blood, a main revitatispower and a nourisher for
the organism, transports also humane virtues aglthés. With the current of
blood they flow into the heart, which is symbollgand metaphorically the seat
of goodness and kindness. Such appears to betdrpretation of S. Baf&zak,
who makes the understatement explicit:

Niechaj
Krew skrzepnie w myciytach i wspétczuciu
Nie da doptyné do serca; niech drgnienie
Zwyklej litgsci nie way sie zachwia
Moim straszliwym zamiarem, przeszkédzi
W jego spetnieniu!
(S. Bar&czak)

A similar solution was suggested by K. Betigka:
Niech mi krew
Zgestnieje, aby wspotczucie nie mogto
Dosiegng¢ serca.
(K. Berwinska)

Both renderings reflect the translators’ interpiietaand contain noticeable
additions to the text. One may question the validitsuch practices, and argue
that any guesses of the implied meaning ought tordrmeoved from the
translator’s work.

VI [...], you murth'ring ministers, [...](I. 49-51)

Apart from having the power to desecrate the imafemodness|[(.] take
my milk for gall [...] —I. 48), the “murth'ring ministers” are able to rasttute
the world in the image of Lady Macbeth's own wilhey wait on Nature's
mischief (1.50), which is eithel...] the violation of Nature's order, or injury
engendered in human nature and done f3. iNeither of the suggested
interpretations brings forth the notion of Doomsdalyich may be inferred from
J. Paszkowski’s or Z. Siwicka’s rendering of theeh:

[...], 0, wy,smielé¢ niogce

27 See the notes to the lines 46—47 in W. Shakesi&8@9)Macbeth op. cit.
2 johnson and Elwin cited in the notes to |. 5thimArden edition oMacbeth p. 30.
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potegi, ktore niewidzialnie kizqc,
na szkod swiata czatujecie!
(J. Paszkowski)

Stugi mordu,
Ktére czyhacie w niewidnej postaci
Na zgulg swiata!

(Z. Siwicka)

Although the phrasszkodaswiata is less powerful in its expression than
zguba swiata, both translations present a threatening visiontlad Last
Judgement. Furthermore, J. Paszkowski introducesgpletely new image of
“the murth’ring ministers”, which seem to behaveelivultures wheeling back
and forth in the skykfqzqc) and desiring an easy prey. Eventually, the péectur
we are presented with, is an apocalyptic one andhatsame time more
horrifying than the original text.

K. Berwinska resorts t...]zbrodnicze instynkty natuiy..] in place off...]
Nature's mischief [...], M. Stomczyiski to [...] czyny przeciwne NaturZe..]
(which seems to be in compliance with the themthefplay — Evil as opposed
to Naturé®) whereas S. Bafiazak places himself at the other end of the
spectrum and diminishes the role of the ministershait of wicked creatures,
goblins or elves, which cause minor harm to Naturbumans.

[...] = wy, pomniejsi studzy
Zta, niewidzialne demony, Natur
Wspomagajce w tym, co w niej zitiwe!

It appears, then, that the cited translators’ prigtation of the “ministers”
ranged from the ominously apocalyptic figures (Ska&, Paszkowski) to the
wicked goblins (Ban&éczak). The first solution might be put down to thet that
the image of Doomsday is deeply-rooted in the Qethtadition of the
receiving culture; whereas Bazak's version might have been an attempt to
undermine the gravity of the “ministers’* evil cgs.

Wil The invocation to the thick Night (. 50-54)

The last part of the soliloquy contains the thmgldcation, this time to the
thick Night. The lines strike the reader with a temof elaborate metaphors
clustering around the concept of darkness or rditiéckness of darkness” —
[...] the night is not thick enough and needs tesdritself in the dunnest smoke,

29 See the Introduction to the Arden editiorMzicbeth pp. XIlI-LXV.
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and the smoke is not thick enough if it is notsimeke of helf. One should also
remember that it is the cloaking imagery that makespassage so significant.
Both the verbpall and the nourblanketmay represent items of clothing; the
latter is the clothing of sleep, and the formethis clothing of deaff\ As such,
they are additionally[...] appropriate garments of night [.3}, and they
contribute to the general effect of the suggestiitkness of darkness” by
bringing the association of spreading the layemnaterial over the doer and his
deed.
The extract has thus been rendered in Polish:
Przyjd, mroczna nocy! w najczarniejsze dymy
Piekla sk spowij! zeby moj né ostry
Nie mogt zobaczyrany, ktog zadal,
Aby Bog wypatrujc przez ciemnai
Nie zdotat krzykaac: “stoj! stoj!”
(K. Berwinska)

Spué sie,
Ponura nocy, obleczesiv najgestszy
Dym piekiel, aby moj sztylet nie ujrzat
Rany przez siebie zadanej, i niebo
Przez nied&’ ciemny kir mroku przejrzawszy,
Nie zawotato: ,Stoj".
(J. Paszkowski)

Nieprzenikniona Nocy, najczarniejszy
Dym piekiel niech eispowije, tak aby
MGj n& nie widziat zadawanej rany
| aby niebo przez ostermroku
Nie mogto dostrzec dtoni i zawdata
~Wstrzymaj cios!”

(S. Bar&czak)

In all cited translations, one can observe shiftenfthe original meaning;
one of them being a simplification in the renderofg‘the darkness-thickness
chain of metaphord®. K. Berwiiska presents a part of the complex image
(W najczarniejsze dymy// Piektae sspowij!) the verbspowij being the only
attempt at rendering the concept of the night'eiayJ. Paszkowski included the
“thickness of darkness” in the superlativa@ggestszy and tried to render the idea

30 M. Gibinska,op. cit, p. 220.
31 C. Brooksop. cit, p. 37.

32 | bid.

33 M. Gibinska,op. cit.
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of the pall, which inkir mroku seems to apply more adequately to the intensity
of the darkness, and not its thickness. None ofB&aiczak's solutions
(nieprzenikniona, najczarniejszy, spowije, ostonakuy conveys the original
image.

As regards cloaking imagery, all three translagmplified the extended
metaphor and failed to render the imagespall and blanket Granted that,
Stomczyiski's translation commands respect for the presienvaand unity of
meaning:

Przylyd? tutaj, gesta Nocy,
Spowita ptaszczem mrocznych dymoéw Piekia,
By n& nie ujrzat rany, ktég zada,
| nie przebito Niebo kotdry mrokéw,
By "St6j, st6j" krzyka.
(M. Stomczyhski)

Cloaking images are rendered here by the wq@idszcz and kotdra
Although we may question the adequacy of the fivetin, which is not
definitely the clothing of death, the second chaiageely combines the original
intention. Such rendering may be even more justifie another respect.
Namely, if we take a closer look at the original gan see that it contains two
categories of the metaphors: one being a poetiegoay ¢hick Night, pall,
dunnest smoke of Hglland the other, mundandlgnke). Provided that
Shakespeare used this word purposelijlithe translators should preserve the
clash the author aimed at. As we can see, Stoiiskzghose the woréotdra,
which marks the disparity between the poetic maiepland the wordlanket
Although the wordkotdra is not a direct equivalent of the woldanketthe
effect of the clash between two categories of wdnds been achieved in
Stomczyiski's translation.

Conclusions

The aim of this paper was to compare selected feaggrof Lady Macbeth’s
second soliloquy in English and Polish. | havedrte describe some of the
translators’ techniques in rendering the solilogwgusing more on the final
effect and its resemblance to or distortion ofdhiginal meaning.

To sum up, the examples | have discussed poinhiftssn meaning and
translation losses. The inadequacies in rendefeg driginal into another

34 According to Coleridge, S. T. (1968) “Marginalia Macbeth” inShakespeare: Macbetb.
Wain (ed.), Shakespeare might have writtdor Heaven peep thro' the blank height [.hgight
being spelled in older manuscriptst
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language frequently result from the translatorabihity to meet the criteria

such as: faithfulness to the original, and the daanpe with the source

language rules, or at the other extreme, total gpmtness of the target text
in the target language and culture (Piotrowska 13®)7 Faithfulness to the
original does not only consist in an exact trangan of the text itself but

also in an equally adequate reproduction of the dnob the original and

artistic experiences that the original text is ljkeo evoke. On the other hand,
the target text ought to achieve the freedom obrginal composition. These
two conditions are frequently irreconcilable; tHere, various simplifications

and misinterpretations of the source text are Vikeloccur.
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