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1. Introduction

From the earliest myths and legends, fantasy has been present in people’s lives. Tales
of magical creatures, other worlds, and rebellion against the known have entertained
generations and shaped the minds of young and adult audience. Lewis Carroll and Alice’s
Adventures in Wonderland, J. R. R. Tolkien and The Lord of The Rings, J. K. Rowling and
Harry Potter are just some of the names that come up when mentioning fantasy. These works
have taken readers on the journey of alternatives, adventures, and helped them envisage new
and unexplored places. Fantasy is not only enjoyed by readers, but also by authors due to the
freedom it gives to explore themes and ideas.

But what is fantasy? Does it have boundaries? Where does it end? Is the end even
possible? These questions, and those alike, intrigued researchers for years. From an outside
perspective, fantasy is a world of unknown and strange, a world of something intangible,
created in the form of a book to use in a tangible world. It relies on images, visual descriptions,
and the minds of the readers. It is the reader and their ability to imagine that are of primary
importance, rather than their ability to comprehend. From an inside perspective, on the other
hand, fantasy blends elements and factors that can be found in every genre, yet when combined
they generate a genre that cannot be detangled without dissecting it into the tiniest components.

It cannot be overstated that the English language has played a significant role in the
popularity of the works mentioned above. Due to the global nature of the English language,
these works were able to reach a wider audience. What is, however, sometimes overlooked in
the process is the importance of translation. With fantasy reaching a wider audience, given the
fact that not everyone speaks English, these books, as well as their screen adaptations, must be
translated into other languages. As a result, translation is needed.

Throughout history, texts have been written and then translated with the aim of

educating wider audience. On the other hand, some texts have been translated because of the
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popularity among people. Whatever the reason may be, translations offer their audience an
insight into a culture unfamiliar to them. Translations, as well as their translators, have an
impact on the audience, culture, and language, leaving behind a long-lasting impression.

In this thesis, the focus will first be put on the genre of fantasy, on an attempt to explain
what fantasy is, what it includes, and whether it is as simple as it appears to be when read. The
focus will then shift to translation and the challenges that fantasy presents in the translational

process on the example of the Croatian translation of Lisa Maxwell’s Unhooked.
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2. Fantasy

2.1.  What is fantasy?

According to Encyclopaedia Britannica, fantasy is “imaginative fiction dependent for
effect on strangeness of setting (such as other worlds or times) and of characters (such as
supernatural or unnatural being)” (“Fantasy”). It is important to note, however, that this does
not encompass everything that fantasy as a genre has to offer. While the definition is accurate,
upon further investigation, it can be seen that the genre actually conceals and presents much
more than what is presented in the given definition. Since it is a genre that can be viewed and
defined from a variety of different perspectives and indeed many scholars have investigated
this genre and proposed definitions in order to shed light on it and demonstrate what makes it
both complex and exceptional at the same time. One of those scholars is Rosemary Jackson. In
her book, Fantasy: The Literature of Subversion, Jackson begins by stating that fantasy is a
complex study because “its association with imagination and with desire has made it an area
difficult to articulate or to define, and indeed the ‘value’ of fantasy has seemed to reside in
precisely this resistance to definition, in its ‘free-floating” and escapist qualities” (1). There are
many other associations and definitions connected with the word fantasy which makes it
difficult to take one definition and say that it is the one that captures the essence of fantasy. As
Jackson claims, all literary works are fantasy since they are a product of imaginary activities
(8). Thus, it is almost impossible to give a generic definition of such a complex term. However,
it is possible to contrast it with other genres or terms to see what fantasy is and what it is not.

It is important to note that terms ‘fantastic’ and ‘fantasy’ are not one and the same. The
term ‘fantastic’ denotes all imaginary activities, while ‘fantasy’ represents all literary works
(Jackson 8). Thus, it is difficult to define fantasy as something fantastic. However, fantasy does

describe activities that relate to imagination, and imaginative activities. In other words, it deals
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with something non-realistic. Therefore, fantasy has often been associated with works that do
not deal with realistic descriptions, such as myths, legends, folklore, fairy tales. What these
works have in common is the fact that they violate reality. They challenge realistic scope and
violate rules and conventions that are considered to be normative (Jackson 8). Jackson adds that
modern works of fantasy are “descendants of a traditional literary genre: the menippea” (8). As
a genre, it defied historical realism and probability. Traces of menippea can be found in
Christian and Byzantine literature, as well as in the works of Renaissance and Reformation.
Some of the Mennipean writings include Petronius’s Satyricon, Apuleius’s Metamorphoses,
and Lucian’s Strange Story (Jackson 8). Menippea was a genre that broke the traditional, and
then-known, works of literature, presenting something new and interesting. It moved across
worlds, came into contact with the dead, travelled between past, present and future. “States of
hallucination, dream, insanity, eccentric behaviour and speech, personal transformation,
extraordinary situations, were the norm” (Jackson 8). The main goal of this genre was to
challenge the known norms and truths, interrogate them and replace them with something
uncertain. Menippea was a tool with which authors challenged authority, social order, and life’s
purpose. Today, many fantasy works follow the tradition of menippea, while others tend to
minimize it. Jackson supports this claim by using the works of Dostoevsky, Gogol, Poe, and
Hoffman as an example of descendants of menippea (9). In their writing, a sense of
estrangement can be found, as well as the alienation from the known.

Sartre, on the other hand, presents another view of fantasy, stating that fantasy’s main
function is to transform this world. Fantasy can either invent something new, something
supernatural and strange, or invert this world into something strange (Jackson 10). This notion
of strangeness and the existence of another world Jackson links with the terms of alterity and
paraxis. Alterity refers to the notion of replacing and dislocating the existing world. An example

of this could be Lisa Maxwell’s novel Unhooked. It travels from the actual world (Earth) to the
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world of imaginary (Neverland). In other words, it leaves the realm of the known world and
replaces it with a secondary world. Paraxis, on the other hand, is an area, “whose imaginary
world is neither entirely ‘real’ (object), nor entirely ‘unreal’ (image), but is located somewhere
indeterminately between the two (Jackson 12). In other words, it establishes a world which
mimics the existing world, but then it transits into something unrealistic and impossible. This
notion of existence of two worlds has been recognized by other scholars as well. Many
researchers tend to call reality a “Primary World”, whereas every other world is a “Secondary
World”. In Fairy Tale and Fantasy: From Archaic to Postmodern, Maria Nikolajeva also
discusses the genre of fantasy, and embraces the notion that these two worlds exist. Thus, she
states that “fantasy may be roughly defined as a narrative combining the presence of the Primary
and the Secondary world, that is, our own real worlds and at least one more magical or fantastic
imagined world” (Nikolajeva 142).

Fantasy can be linked to both alterity, as well as paraxis. The foundation is the world
that is already known, and without which it cannot exist. However, the goal is to break free
from the norms and established rules. “Fantasy recombines and inverts the real, but it does not
escape it: it exists in a parasitical or symbiotic relation to the real” (Jackson 12). Fantasy breaks
the norm, but something must exist in order for it to be broken. Therefore, fantasy has to rely
on this world, on the background of the norm it tries to break. Fantasy can also be seen as a
means of trying to explore reasons of a certain norm, describe what could happen if that norm
is broken, and present consequences of the breakage. It is the negation of reality that makes

fantasy possible (Jackson 14).

2.2.  Characteristics
Genres vary in characteristics and qualities, making them distinct from one another.

However, fantasy is a genre that mixes elements from other genres. It can use elements and
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borrow traits from myths, romance, mysteries, or even science fiction. As a result, one cannot
identify the characteristics of fantasy without contrasting them with those found in other works
and genres. One essential characteristic that is present in every fantasy work, no matter the time
of its creation or the subject of its work, is magic. “This presence may be manifest in form of
magical beings, objects, or events; it may be unfolded into a whole universe or reduced to just
one tiny magical bit” (Nikolajeva 141). For example, magic can be represented in terms of
giants and mermaids, wands, and flying carpets. Magic presents the essence of fantasy work. It
is what starts the plot, what creates drama, and what unfolds the story. As stated before,
characteristics found in fantasy can overlap with other genres. Comparing this element with
other genres, it is most similar to that found in fairy tales. Magic is also present there, but the
difference is that fantasy anchors its magic in reality. In other words, flying carpets and magic
wands are still present, but these magical things are now found in reality of our own world.

Aside from magic, time and space are of a crucial importance. Fairy tales often start
with “once upon a time”, “in a land of myths and time of magic”, “far, far away”, and thus
anchor their tale in a realm and universe that is detached from the reality of our own. In fantasy
literature, however, characters tend to be outside of this reality for a short time, and, by the end
of the tale, return. In other words, the first time the reader is introduced to the characters, these
characters live in reality. Then, with the turn of the events, they are transported into another
world, a magical world, where they experience troublesome moments, fulfil certain tasks, and
meet friends and opponents. At the end of the novel, they are back to the safety of our own
world. There is also the possibility of the opposite occurring: magical worlds can intervene the
reality and characters from those worlds can enter this world.

Another element that should not be overlooked are narratives. Narratives “assert what
they are telling is real — relying upon all the conventions of realistic fiction to do so — and then

they proceed to break that assumption of realism by introducing what — within those terms — is
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manifestly unreal” (Jackson 20). The reader, as well as the narrator, do not know what is
happening, what is going to happen next, and question what is real and what is not. In
Unhooked, the protagonist, as well as the narrator of the novel, Gwendolyn, asserts that what
she is saying and seeing is real, and as such should be accepted by the reader. The reader must
also accept the new situation, trust Gwendolyn, and refrain from questioning the truth of the
story.

Topography, time, and themes should also be mentioned. They are as important as
narratives. Topography relates to the space of action, the location of the plot. These spaces are
usually places from which anything can emerge. Also, they can be hollow and empty, open, or
closed. For instance, closed space refers to enclosures, such as castles, prisons, or houses, where
main protagonists are threatened by the walls surrounding them. When it comes to the concept
of time, it is different in fantasy than in our world. Days, months, and years become arbitrary
and fluid, moving the time towards an eternal present (Jackson 27). In general, the more
fantastical the plot becomes, the greater the loss of chronological order and time markers will
be. Finally, themes can be grouped into categories of invisibility, transformation, dualism, and
good versus evil (Jackson 28). These include werewolves, fairies, ghosts, mermaids;
psychological states such as paranoia, insanity, and dreams; transgressive impulses towards

incest, cannibalism, and necrophilia.

2.3.  Development

The development of fantasy is as complex as trying to name its characteristics. As
already seen, some scholars believe that fantasy originated from menippea, a traditional literary
genre which broke and questioned traditional norms and ideas. It presented something new and
unnatural, which was accompanied by insanity, paranoia, and hallucinations. Other scholars,

however, believe that fantasy is a creation of modern world, existing to reflect that world and



Zrili¢ 12

human beings in it. Maria Nikolajeva, therefore, negates the view that fantasy originated from
fairy tales. She suggests that fantasy could have taken inspiration from fairy tales, but their
origin differs (Nikolajeva 138). While fairy tales trace back to archaic societies, fantasy “owes
its origins to Romanticism with its interest in folk tradition, its rejection of the rational-age view
of the world, and its idealization of the child” (Nikolajeva 139).

Romanticism questioned everything that reality had to offer. Human beings and their
emotions were emphasized, as well as speculations and alternative theories. Moreover, this
period was characterized by scepticism regarding the natural world and its creation, as well as
distrust in the development of machines. The fantasy follows a similar pattern. In today's world,
technology has evolved as well as the desire of human beings to explore and experiment. All
these desires and changes influenced minds of the authors and raised questions about
alternatives. These alternatives and what ifs a natural science cannot example, and therefore
makes room for fantasy works to speculate. Nikolajeva concludes that “fantasy seems to reflect
the postmodern human being’s split and ambivalent picture of the universe” (141).

C. N. Manlove offers yet another perspective. In The Impulse of Fantasy Literature, he
writes that “modern fantasy owes its existence in large part to the traditional fairy tale”
(Manlove 1). Fairy tales, especially during the 18" century, were considered to be a source of
imagination, strange images and events, and of unconscious happenings. The unknown
creatures and marvellous happenings presented in fairy tales captured the attention of people,
both young and adult. However, fairy tales largely owe their popularity to children. Adventures
of Rapunzel, Cinderella, Hansel and Gretel are just a few of the tales that caught the young
minds of children. Consequently, these works and those alike awakened the interest in folklore
tales because they were the foundation for every classical fairy tale, as well as for modern.
Because of such a high demand for fairy tales, as well as the growing popularity, many authors

opted for fairy tales as a form of writing. Thus, “throughout the nineteenth century most fantasy
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tended to be written in the form of fairy tale for a child” (Manlove 3). Perhaps the most notable
example is Lewis Carroll’s Alice’s Adventures in Wonderland. This admiration for fairy tales,
and simplicity with which they present a story, lasted another century, and even today many
authors of modern fantasy applaud the brilliance of traditional fairy tales. But it is also important
to note that modern fantasy was not popular among adults during the 19™" century. The reason
is the belief that fantasy was a genre for children, hence why many adults opted for other genres.
This belief changed after the publication of George Macdonald’s novel Phantastes: A Faerie
Romance for Men and Women.

It can be said that fairy tales present a foundation for fantasy. Fantasy took themes,
motifs, and features of tales and incorporated them into this new genre. However, these features
did not remain as they originally were. When researching the early stages of fantasy and fantasy
of modern times, it is clear that this genre went through a lot of changes. Since it took inspiration
from fairy tales, the early, or traditional, fantasy has similar characteristics to them, whereas
modern fantasy evolved, bringing in new variations and features. For example, wonder is
present in both fairy tale and fantasy, but wonder in fantasy lingers (Manlove 7). Another
difference is that while in fairy tales there is little or no explanation for the details of the story,
modern fantasy offers explanations and justification for the events. Moreover, modern fantasy
offers different points of view, meaning that the reader gets perspectives from different
characters for the same story.

Fantasy originates from a variety of sources, as can be seen from the discussion above.
While some believe it originated from traditional literary genre found in ancient civilizations,
other believe it originated from fairy tales and folklore. Nevertheless, it is still difficult to
exactly pin the genre or time of its existence. What is certain is that fantasy has always been
read, just in different forms. In ancient times, people read myths and legends, in Romanticism

fairy tales, and in modern times fantastic novels. Through these times, fantasy evolved,
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changed, and shaped its form and character. From Cinderella, Alice in Wonderland and
Phantastes, fantasy influenced minds of young and adult audience. Today, it remains the same.
Fantasy still expands and creates worlds, and captures the attention of millions of people,

regardless of whether the discussion is placed on Harry Potter, Game of Thrones, or Marvel.

2.4.  Subgenres

Since scholars are unable to agree on both the origin and the character of fantasy, it is
reasonable to predict that there will be difficulties when it comes to identifying the subgenres
that are related to fantasy. In addition, every scholar has his or her own interpretation on the
division of fantasy, as well as the categories that fall within it. Most common divisions are by
theme, landscape, setting, or narrative.

Farah Mendlesohn, therefore, presents four categories: the intrusive, the estranged, the
portal, and the immersive fantasy. In determining these categories, consideration is given to the
means by which the fantastic enters the world (Mendlesohn 171). Mendlesohn also warns that
some texts may overlap and cross categories, which further supports the fact that it is difficult
to divide fantasy by only one criterion (172). The division is not as clear-cut as can be found in
other genres.

A portal fantasy is a type of fantasy where characters enter the world through a portal
(Mendlesohn 173). Moreover, fantasy, or fantastic, that is on the other side, i.e., the other world,
does not enter this world. Even though characters can move between the worlds uninterruptedly,
the worlds do not interfere with each other. Under this type of fantasy fall quest novels, which
rely on navigation and descriptive elements. These novels are mysterious, elaborate, and
illogical. The focus here is placed on the protagonist, as well as the reader, and their experience.
“One way to envision this is that we reside in the brain of the protagonist, hearing only what

s/he hears, seeing only what s/he sees and are provided by our protagonist (even if not the
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narrator) with a guided tour of the landscape; our narrator or protagonist is our guide into alien
land” (Mendlesohn 173). Classic examples of portal fantasy are Lord of the Rings, and The
Lion, the Witch and the Wardrobe.

The immersive fantasy “invites us to share not merely a world, but a set of assumptions”
(Mendlesohn 174). This type is similar to portal fantasy; it also provides the reader of what
protagonist sees and hears, but here there is no explanation of the events. In other words, the
fantastic world is not questioned by the reader, nor the reader questions if everything is logical.
Reader accepts the new situation as something normal. One of distinct characteristics of this
type of fantasy is the absence of magic.

Intrusive fantasy is set in our world, where fantastic intrudes and brings chaos. The
whole premise is creating fear, chaos, and horror, without leaving the place of familiarity.
Intrusive fantasy greatly relies on language, since it reflects the amazement of the fantastic
happening around the protagonist. It also provides descriptions and explanations of unnatural
events taking place in the real world.

Estranged fantasy is the rearrest type of fantasy. The setting is in reality, however, the
intrusion of fantastic does not worry or surprise people. This kind of reaction is the most
prominent characteristic of this category. Moreover, Mendlesohn describes this category as
“blasé” and ironic. For example, in John Aiken’s Armitage Family, the occurrence of unicorns
is not what surprises protagonist, but rather because they appear on Tuesday, and not on
Monday (Mendlesohn 176). The interesting occurrence is also the experience of the reader and

the protagonist. While the protagonist does not see fantastic things as something normal and

usual, the reader finds it odd and strange.



Zrili¢ 16

3. Fantasy and Translation

Texts exist in a variety of forms and a variety of languages. However, languages limit
their access to only those readers who read that tongue. So, translation comes into play as a tool
of transmission between languages. In Introducing Translation Studies: Theories and
Applications, Jeremy Munday offers a definition of translation, stating that “the term translation
itself has several meanings: it can refer to the general subject field, the product (the text that
has been translated) or the process (the act of producing the translation, otherwise known as
translating)” (5). The main goal is to transmit a source text written in a source language into a
target text and target language. In other words, translators are responsible for producing a work
in the language of their choice that will mimic the work they chose to translate (written in a
different language). Christiane Nord in Translating as a Purposeful Activity highlights the
importance of translators as the ones building a communication bridge between cultures. She
states that translators “bridge the gap between situations where differences in verbal and non-
verbal behaviour, expectations, knowledge and perspectives are such that there is not enough
common ground for the sender and receiver to communicate effectively by themselves” (Nord
17).

Even though fantasy, with its creativity and imagination, has taken the minds of children
and adults, it seems to be a challenging task for any translator. Because of the complexity of its
form, and requirements that have to be met, the transmission of this genre from a source culture
to the target culture proved to be a laboursome task. What makes this genre complex are the
elements that have been described previously. Fantasy is an imaginative genre that is
characterized by the absence of time and space restrictions. Its setting, which either takes place
in a secondary world or moves between two worlds, is characterized by the presence of magic,
as well as magical creatures. However, the characteristics of the genre are not the only things

that present challenges in the translating process.
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In “Applying Descriptive Norms to Fantasy Literature”, Roxana Birsanu analyses
elements which make fantasy a complex genre and thus presents numerous obstacles in its
translation. One of the first obstacles she presents is the range of the audience. With any genre,
translators need to be aware of the age of the audience for which they are translating. It is by
now known that fantasy moves beyond reality and heavily relies on imagination. Hence, it is a
popular choice for children, who are naturally known as the most imaginative group of people.
“By and large, fantasy literature is considered to be part of children’s literature, as such, in the
transfer to the target language, translators mainly apply strategies and techniques which are
normally used in the translation of this form of literature” (Birsanu 5).

However, presenting another view, in “When Fantasy Becomes a Real Issue”, Erga
Heller highlights the modernity of fantasy and its ability to adapt to the modern age. Heller
writes that fantasy is an old genre that has the capability of adapting itself to a new literary
concept (172). With the “continuous writing, adaptability, and an enthusiastic relatively
audience”, she continues, fantasy constructs itself as a transmedia (Heller 173). For this reason,
it escapes the boundaries of literature, and enters the world of cinematography. But, with the
movie adaptations of classical fantasy literature, as well as the presence of comic books,
television series and video games, the range of audience of fantasy genre expands
tremendously. It is for this reason that fantasy can no longer be viewed as a genre made for
children. Therefore, other elements, such as audience’s life experience, previous readings and
familiarity with the genre need to be taken into consideration as well.

By entering cinematography and becoming a transmedia, fantasy has become more
realistic, and consequently translator’s choices do not include only literary descriptions, but
media adaptations and visualisations as well (Heller 175). For example, most people have a
distinct picture of Peter Pan, Captain Hook, and the Lost Boys in their minds. This is largely

due to many movie and cartoon adaptations, most popular arguably being the movie from 2003.
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Peter Pan is, thus, for many, a young boy with blonde curly hair, and his nemesis is Captain
Hook, an evil-looking older man with black moustache, red hat, and metal hook for an arm.
With these connotations in mind, any deviations from these images may seem unnatural and
could confuse the readers. In Unhooked, Lisa Maxwell, while providing a new perspective on
the whole story, does not change the physical appearance of the characters. What is more,
characters are not even described. Instead, readers are expected to know who Peter Pan and
Captain Hook already are, as well as how they look like. Since the author herself does not
crumble the existing images of the characters, translators have the task of preserving those
images. Thus, translators should adapt themselves to the book, its translation, if it exists, as well
as the movie.

For a translation to sound natural and familiar to the target audience, some changes need
to be made to the text. However, those changes may be influenced by different factors. For
example, translators’ presence in the text may be noticeable, whereas in other situations
translators become invisible because of their ability to modify the text to fit the expectations of
the target culture and language. Moreover, translators have the task of removing linguistic
peculiarities and replacing them with those familiar to the audience. Their translation needs to
function as an independent work of art and function as such in the target culture, mimic the
original, inform the audience of the artistic and linguistic properties of the original, and enrich
the target language (Nord 89).

The purpose of fantasy is often to provide readers with an escape from reality. Readers
of fantasy texts and fictional worlds often use them as a means of escaping the realities they
find themselves in. Moreover, fantasy allows readers a momentary escape into a world where
their problems do not exist and there are entirely different actions and problems to deal with.
Therefore, language plays an important role, since it is the one which offers and transmits the

experience. Translators’ job is then to translate that experience to the audience. In some cases,
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they need to be able to see past the sentences and look at what the sentences offer. There is an
argument to be made that translation, in large part, translates ideas rather than words. The syntax
of the sentence, its word order, even the meaning of individual words, are sometimes not that
important. Translators, thus, must recognize how the text functions in the given context, the
register and tone behind it, as well as the message it is trying to convey.

Continuing in the domain of the language, it is important that translators know the
language of the audience and, thus, conform to the linguistic norms of that language. When
taking fantasy into consideration, the translation process may sometimes require translators to
assume the role of authors, creating new words and phrases that will be accessible to readers,
or viewers, while maintaining the fantastic element (Heller 177). An acceptable translation will,
consequently, transform “the foreign into familiar, which is another way of keeping the readers
in their own backyard, safe and secure by their familiar culture and language, and thus free to
wander in the fictional/fantastical world” (Heller 177).”

On the other hand, two important concepts need to be discussed in the context of
translating fantasy. At the very start of their translational journey, translators are introduced to
the methods and strategies they will employ in their translations (naturally, depending on the
type of the text). Among the first concepts they are introduced to are the concepts of literal and
free translation, i.e., in the later and perhaps more precise iterations, the concepts of
domestication and foreignization. Even though there are elements that can be taken into
consideration when starting to translate, from cultural to linguistic, these two approaches to
translation present the starting point. In his book Translator’s Invisibility, Lawrence Venuti,
guided by Friedrich Schleiermacher’s arguments, states that there are only two methods of
translating — domestication and foreignization. Domestication refers to the method of bringing
the author to the reader, while foreignization refers to bringing the reader to the author (Venuti

20). Moreover, domestication entails translating in a manner that will minimize the foreignness
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of the translated text, while foreignization refers to translating a text with minimal
modifications, in which foreign elements remain foreign (Munday 145).

However, choosing between these two methods when translating fantasy is not an easy
task. If the translation is too domesticated, the readers will not be able to escape this world and
find comfort in the other. On the other hand, if the text is overly foreignized, the fantastic world
will be too far out of reach, and again fail to provide the escapism. The translator working with
fantasy, and perhaps, any other text, needs to find a balance between domesticating and
foreignizing. A text should deviate enough to present strangeness, another experience, but at
the same time sound natural and familiar to the audience.

The process of translating is lengthy and time-consuming, accompanied by numerous
requirements and needs, ranging from the audience and their expectations to the texts
requirements. There are many factors to consider, some of which have already been discussed,
while others will be mentioned in the following chapters. The main goal, however, remains the
same: a translation of fantasy should convey the experience, adventure, and sense of escapism

that can be found in the original text.

4. Unhooked

As an example of a fantasy novel aimed at young adult audience, and thus classified as
a young adult fantasy novel, this thesis will present the work of Lisa Maxwell. Lisa Maxwell is
a relatively new name on the writing scene. She is an American author, editor, scholar, and
bookseller (“Lisa Maxwell”). Since she entered the writing scene in a later stage of her life,
little is known about this author. What is, however, known is that New York Times listed her as
the bestselling author for the book series The Last Magician. Moreover, Publishers Weekly
named her a “talented wordsmith”. Maxwell also garnered good reviews for her second novel,

Unhooked, first published in February 2016.
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Unhooked is a fantasy novel filled with adventure and twists. It creates a place of wonder
and magic, lies and truth, intertwined with gruesome descriptions and monstrous actions. The
premise of the novel revolves around a young girl named Gwendolyn, who is one night
kidnapped from her home and brought to the magical world of fairy tales, pirates, and flying
creatures. The novel starts off with Gwendolyn and her mother moving to London. Her mother
is being haunted by monsters, and cannot find peace, so she has to constantly move from one
place to another. Shortly after coming to London, Gwendolyn is taken by shadowy creatures.
She soon wakes up on a ship, in the middle of the sea, wounded. With the parade of boys feeding
and protecting her, she is soon informed that she is in Neverland. But this Neverland is far from
the magic place told in stories. Here the border between good and evil, reality and fantasy are
blurred and unrecognizable. As she struggles to find a way home, she must choose between
trusting the fairy-tale hero and the pirate who promised to keep her safe.

To gain attention and popularity among people, Maxwell turned to a new trend that
broke into the scene and used it as a starting point for her novel. In this new trend, old stories
are being retold, and literature shifted towards giving a new perspective on old stories, exploring
alternative endings, or giving characters a new background or abilities with which they could
resolve problems they had in the original story. Perhaps even switching roles between good and
evil characters, as is the case with Unhooked. The novel is set in the famous fairyland —
Neverland, the home of Peter Pan, Tinkerbell, and Captain Hook. But it is not the Neverland
that J. M. Barrie imagined. The author presents a world of what-ifs by shattering the
preconceived notions of that magical place. There is a whole new world of possibilities
presented in this novel. The good and evil have switched places; fairies are monsters, Tinkerbell
IS not as sweet as she seems, Peter Pan is not his real name. Unhooked gives a new perspective

on what the audience already knows, or better say, what they do not know.
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4.1. The Translational Process

As mentioned before, in the process of translating any text, the translators need to take
into consideration numerous things, from the age of the audience to the adaptations and the
language of the text. Depending on the text, the translators will face different problems specific
to the type of text they are translating. Various issues can arise when dealing with fantasy, as
well as when discussing the selected novel, such as the style, tone, register, names of places and

characters, and the title of the book.

4.1.1. Style, tone, and register

Oxford Learner’s Dictionary defines style as a “the features of a book, painting,
building, etc. that make it typical of a particular author, artist, historical period, etc.” (“Style”).
It can, thus, be said that each author has his or her own style of writing, which distinguishes
them from other writers. They are characterized by this style, and their works are unique in this
regard. Moreover, the style and the manner of writing are the most evident factors in each text,
and it is precisely this style that attracts readers and captures their attention. The style of the
chosen novel, Unhooked, shows its complexity in its simplicity.

The style of Unhooked is characterized by the present tense. It is present throughout the
novel and places the novel in the time in which it is read, and thus escapes the limitations of the
concept of time. The use of the present tense gives the impression that the readers are a part of
that fantasy world and that everything is unfolding before their eyes. Furthermore, the novel is
characterized by numerous descriptions, which are long, complex, and very detailed. Maxwell
has the ability to describe a simple action or movement in several sentences and expressions.
Many of Maxwell’s descriptions focus on the face. For example, Gwendolyn is waiting “for the
mocking curve of his mouth to break into laugh”; “his mouth turns down”, “his brows draw

together, and his expression almost softens” (Maxwell 63-64). She opts for longer descriptions
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of emotions which can be physically seen. These expressions sound natural in English because
of the nature of the language, however, in Croatian, these expressions sound unnatural and
forced (if the translator opts for literal translation). The translator finds himself/herself in a
situation of finding a balance between simplifying some expressions and complicating others.
In some cases, as the translation of selected chapters from Maxwell’s Unhooked hopefully
shows, simpler expressions were chosen, while in others those expressions were translated into
more detail, with additional words or sentences.

The translator should also be aware of the tone. In Literary Translation: A Practical
Guide Clifford E. Landers talks about the importance of the tone of the text. Landers states that
translators can avoid any literary traps that distort the intent of the author and the text if they
successfully recognize the tone of the text (Landers 67). Moreover, the tone refers to the overall
felling that the sentence tries to convey. The tone of Unhooked does not greatly change.
Maxwell keeps the same tone throughout the novel. However, the change of tone can be seen
in dialogues, especially when the pirates communicate. Their dialogues are filled with
grammatical errors and dialectal words. This is most evident in the communication of Will, one
of the boys who is a part of Captain Hook’s crew. He combines words, such as iffen (even if),
or shortens them (Cap 'n). By using such language, Maxwell emphasizes his lack of knowledge,
and his youthfulness. The tone also changes when Captain Hook speaks. His speech is
characterized by a dialect, and the usage of words like lass, lad, and ay. All these words, both
Will’s and Captain’s, distinguish these characters from other characters and point out that they
are pirates. In order to successfully tackle these problems, in the translation of Will’s speech
some vowels are omitted (da j’), and with Captain, words mala, decko, and oj/je, are used as a
way of indicating that he has a distinct way of speaking. The tone also slightly changes when

Maxwell describes scenes of battle and scenes after the battle. The gruesome descriptions of
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blood, slaughter, and deaths of the boys affect the overall tone of the text and shifts from an
adventurous and light tone to a more dark and horrid one.

The tone can also serve as an indicator of register. Register can include jargon, vulgarity,
profanity; there can be formal register, informal, rural, urban (Landers 59). Moreover, each
word can influence how people perceive each other. “Consciously and unconsciously, human
beings equate words and expressions, grammatical constructions, even intonation patterns, with
socially-defined non-linguistic characteristics such as class, status, and educational level”
(Landers 59-60). As stated before, the pirates use words and expressions which distinguishes
them from other characters. Their register puts them in the category of pirates, and as having
informal speech, which is sometimes followed by vulgar words and profanity. To the readers,
they can be perceived as being less educated than, for example, Gwendolyn who uses
grammatically correct sentences. Her background is different as well, distancing her even more
from pirates. Apart from these situations, the register is constant in the text. There are no rigid
deviations, all characters use informal and everyday vocabulary. Descriptions follow the same
pattern as well, considering the fact that Gwendolyn, one of the main protagonists, is the main

narrator of the novel.

4.1.2. Characters’ Names and Places

There is usually a great deal of imagination and creativity involved in writing this type
of a genre, which leads to the creativity and imaginative naming of characters and places. The
intention of the names is to highlight the strangeness and uniqueness of the world described.
Names can be based on people’s character, their upbringing, occupation, or favourite colour,
among other things. In “The Power of Names: Name Translation in Young Adult Fiction”,
Amar A. Nouh investigates the importance of names, their use in texts, as well as the

transmission and translation to another language. She begins by stating that “names often carry
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out the function of characterizing; the story will have more depth if the reader has an
explanation within the course of events for why characters were named in that way, but even if
the subject never comes up within the story still it adds to the atmosphere of the story and to
the impact it may have on the readers” (Nouh 35).

Translation of names is a challenging task for translators who must decide if names
should remain foreign or if they should be adapted to the target language. There have been
numerous proposals over the years regarding the methods and techniques used to translate
names in foreign texts. Each scholar presents his or her own perspective and the solutions they
believe are the most appropriate for the given situation. Peter Newmark, for example, suggests
that names that do not carry any meaning should not be translated. Naturally, he states that there
are some exceptions, such as names of popes, saints, and monarchs (Newmark 214). When it
comes to the names that have connotations in the text, they should be translated, unless the
nationality is an important factor. In Newmark’s opinion, the best method is to translate the
name into the target language and naturalize it into a new proper name (215).

There are many names in Unhooked, both those of characters and those of places. Most
of the names are translated, except for the foreign names that do not carry meaning on their
own, such as Will, Gwendolyn, or Olivia. Translation was necessary, on the other hand, of the
names of the character Captain Hook (translated as Kapetan Kuka), Peter Pan (as Petar Pan),
the Lost Boys (as Izgubljeni djecaci), Neverland (as Nigdjezemska), Feys/Fairies (as Vile). With
regard to the names that have connotations, a particular problem occurs when trying to translate
those names and, at the same time, convey the effect of the original in the translation. One of
the creatures mentioned in the novel are the Dark Ones. They are described as shadowy
creatures who have massive wings; they can fly, fight and are extremely muscular. Their
presence is unsettling, as well as the growling and hissing they produce when moving around.

Having these images in mind, it is necessary to create a name that would reflect all these
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connotations. Adjectives, such as tamni or mracni, would not be sufficient since they are too
simple and do not sound as names of creatures that could be found in a fantasy world. The most
suitable solution could be the name stvorenja tame. This name could serve as a name for fantasy
creatures, and by connecting them with the night, the tone of mystery is added, as well as
danger.

It was also necessary to be creative in choosing the word for the Great Hall, one of the
rooms of the fortress that serves as the residence of Peter Pan. A common feature of the English
language is its ability to enhance anything by adding adjectives before the word that needs to
be described, as in the case of the adjective great in the sentence above. The literal translation
would be Velika dvorana. Such a translation, however, is not appropriate for this phrase and
takes away from its grandeur. When faced with problems such as these, translators of Croatian
texts often resort to archaic words, or words that have ceased to be in active use. For this
translation, similar approach is used and, thus, the Great Hall is translated as Beskrajna aula.
The adjective beskrajna alludes to the grandeur of the hall, and perception that it is
unfathomable, that is, it does not have an end. Furthermore, it seemed best to use an older word
for hall, aula, as archaic words have the tendency to convey a sense of mystery, grandeur, and
majesty to the thing being described. Another name comes up in the novel, and that is the name
of the place where mysterious things happen — the Edge. In the translation, the word Rub is
used. Although it is a simple word, it serves its purpose since rub is used to refer to the end of

something and is usually associated with danger, surprise, and termination.

4.1.3. Title
Putting everything aside (the translation of names, places, style), one of the most
important translations is the translation of the title. The main function of a title is to capture the

readers’ attention and pique their curiosity. Moreover, “titles should if possible resonate on the
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content of the work and echo its subject matter and focal point” (Landers 147). Having said
that, it is a great responsibility to transmit the title from one language to another. The translation
of titles can be approached in two ways; either the title remains the same or it is translated. But
translators need to be careful since “the most seemingly insignificant word can affect the
rightness of a title” (Landers 140). It is also important to bear in mind that the title should be
translated accurately the first time it is being translated, in contrast to the rest of the text, which
can be revised over time and by various translators. It is ultimately the title that shapes the text
and binds it with its name. Due to this reason, titles are difficult to change over time and are
rarely altered. The responsibility and struggles that translators have towards the translation of
the title is best described by Clifford E. Landers in his book Literary Translation: A Practical
Guide:

If anything, the responsibility for translators is greater than for authors, who normally

have only themselves to blame if the SL title is less than perfect. But unlike the author,

the translator has the existing title as a guide, with the option to retain, modify, or (the
last resort) discard it in accord with the exigencies of taste and the marketplace. Just as

a brilliant work can be enhanced by an astute title, an ill-chosen title can act as an anchor

on the finest masterpiece, and absent overriding considerations the translator owes it to

the author to preserve the sense of the original. (143)

Finally, Landers suggests that the title should be short (because short titles are easier to
remember), dynamic, catchy, interesting, and relevant to the theme of the work (143).

In this translational process, the title can be examined from different perspectives. The
first strategy is to examine the word unhooked. By definition, unhooked refers to the action of
detaching something that is caught by a hook. Croatian equivalents would be otkacen or
otkopcan. However, there is also the possibility of a figurative interpretation of the title. Since

the author has not yet explained the meaning behind the title, the translator can only speculate.
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Unhooked can refer to Captain Hook and his actions, as well as the possibility of detaching
oneself from the said captain. Knowing the premise of the novel, unhooked can also refer to a
form of escaping from the world, as well as from certain characters. Croatian equivalents could
be otkukicen (which is not aword, but it contains hook in it) or bijeg od Kuke. These translations,
however, sound as if they have a political agenda behind them, so it is best to abandon these
translations, and others of a similar nature. Another option can be Bijeg od Kapetana Kuke,
which would be the opposite of the plot of the novel, since Captain Hook is one of the characters
that help Gwendolyn to escape. In the end, instead of translating the title literally, guided by the
premise of the novel, the title is Bijeg iz Nigdjezemske. It has the connotation of setting oneself
free, or running away from something that captured someone, and with Nigdjezemska it alludes
to the Neverland, the setting of the novel. Moreover, it intrigues the reader and raises the
question of why someone would want to escape the magical home of Peter Pan. And that is the

main idea of the novel; to question everything one knows about Neverland.
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4.2. Translation

Bijeg iz Nigdjezemske

DESETO POGLAVLIJE

Ustuknem, otkucaji srca grme mi u uSima, ¢ekam da podrugljiva krivulja njegovih usana prasne
u smijeh. Jer ovo je sigurno Sala. Neslana i1 uzasna Sala... Ali Kapetanovo lice ostaje
ravnodu$no, na njemu ni traga zaigranosti.

Nervozan smijeh nakuplja mi se u grlu i ne mogu ga zadrzati. Kapetan umorno uzdahne
§to me natjera da suspregnem jo$ jedan nervozan, gotovo panic¢an hihot. Odmice se od mene.

,U pocetku nikad ne vjeruju®, govori. Dok me gleda onim svojim ¢vrstim pogledom,
ono $to je ostalo od smijeha utrne mi u grlu. ,,A ono $to si vidjela kroz prozor? Zar ti to nije
bilo dovoljno da povjerujes?*

,,Cak i da povjerujem da smo u nekakvoj vrsti Garobnog svijeta®, odgovaram, ,,éak da
to i prihvatim, o¢ekujes li od mene da povjerujem da sam zapela u nekakvoj bajci?*

Uozbilji se. ,,Mala, nisam rekao da je ovo bajka.*

,Rekao si da smo u Nigdjezemskoj! Kad to kazem naglas, zvuci jo§ smijesnije. ,,Kao u
prici? Zvoncica 1 Izgubljeni djecaci i1 Petar Pan?*

Kapetan se ukoci, a dok govori, glas mu postaje jos hladniji i zlogukiji. ,,Ne voli da ga
se zove Petar. Misli da je to za njega previse covjecno.*

Gorcina njegova glasa, apsurd onoga $to mi govori tjera me da utihnem. ,,Naravno®,
kazem. Jer Sto se joS$ tu moze rec¢i? Trljajuci oci, pokuSam otjerati bol koja se pocCinje Siriti

mojom glavom. ,,Sto jo§?* upitam sumnjicavo. ,,Vile?*
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,,Pa‘“ — okrece se i bokom naslanja na ogradu tako da gleda prema meni —,,one su veliki
dio nereda u kojem si se zatekla.*

Iskrenost u njegovu glasu natjera me da razrogacim oci. On pak ni ne trepne. On je ili
u potpunoj zabludi ili ...

,Ne vjerujem u vile®, govorim odrjesito i prkosno se osmjehnem prisjecajuéi se price.
,Eto. Jedna briga manje.*

On odmahne glavom, ali duh osmijeha golica mu usne. ,,Da je tako lako ubiti tu gamad,
zar ne misli§ da bih to ve¢ davno u¢inio?* Zaustavlja te tamne o¢i na meni, a osmijeh mu i§¢ezne
s usana. ,,Uostalom, mislim da bi bilo teSko odbaciti sve ono §to si vidjela.*

,»Vec sam vidjela vilu?* Nisam se mogla suzdrzati a da ne pitam.

,Da. Upoznala si Stvorenja tame, zar ne?*

Majka mi je pricala svakakve ludosti o cudoviStima za koje je mislila da nas proganjaju,
ali nista od toga nije me pripremilo za mracna stvorenja koja su me otela iz Londona. Pa ipak,
dok prstima prelazim po narukvici na zapescu, sjetim se Zeljeznih Cavala i1 natpisa kojima je
bila opsjednuta, i zapitam se...

Oklijevam prije nego S$to ponovno progovorim, a kada napokon zaustim, rijeci su mi
spore, pazljive: ,,O¢ekujes da povjerujem da su ono §to me otelo bile vile?*

»Nisu baS majusna stvorenja, zar ne? Ali opet, to nisu ba$ vile na koje odmah
pomislimo.* Usta mu se skupe kao da razmislja. ,,I mislim da im ne bi bilo drago $to ih tako
opisujemo.*

»Naravno da ne bi*“, mrmljam si u bradu.

Obrve mu se spoje, a lice mu se gotovo razvedri. ,,Tako, dakle, mala. Pa i ja sam odrastao
uz kojekakve bajke o majus$nim stvorenjima, ali ¢ak me ni one nisu pripremile za ono §to sam
nasao u ovom svijetu. Kad ovog svijeta i stvorenja koje ga naseljavaju bas nista nije poput prica

u koje nas svijet oekuje da vjerujemo.*
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Mogu samo zuriti u njega. Doista 0 ovome razgovaramo.

,,Stvorenja tame koja su te dovela, na primjer®, nastavlja. ,,Majka mi je znala pri¢ati
uzasne pric¢e o sluama — nemirnim dusama mrtvaca koji se nisu pokajali pa sad lete kroz no¢,
bez mira 1 pokoja, jer nemaju doma ni u raju ni u paklu, i traze djecu koju ¢e povesti na svoje
putovanje. Njezine su price morale od nekud do¢i, zar ne? Bas kao i pri¢e gospodina Barrieja.*
Zastane, a ja sam opet zateCena njegovom ozbiljnosc¢u. ,,I da, Stvorenja tame su vile, kao i sva
druga stvorenja koja ovdje zive.*

Zadrhtim. ,,A $to si ti? Izgubljeni djecak? sumnji¢avo upitam. Mozda je godinu-dvije
stariji od mene, ali niSta u vezi njega nije djecacko.

»Mozda, jednom davno®, odgovara bez trunke ironije. ,,Ali shvatio sam da za mene
postoji prikladnija uloga.* Uz otuZan osmijeh, podiZe ruku u rukavici.

Tada shva¢am ono $to sam mozda trebala shvatiti onog trenutka kada mi je rekao da
smo u Nigdjezemskoj. Brod, ruka koja nedostaje — sve to ima nekakvog ludog smisla.

Koraknem unatrag. ,,T1 si Kuka?* kazem drhtavim glasom.

Uzvra¢a mracnim i opasnim osmijehom u kojem se isto ono mracno i opasno okrece U
mom trbuhu ,,Ba§ mi pristaje uloga, zar ne?* Mehanizam ispod rukavice tiho otkucava dok
otvara i zatvara Saku.

,»Vise mi sli¢i na Lukea Skywalkera nego na Kuku“, kaZzem, slabaSan pokusaj da
razoruzam trenutak.

,.Sto? kaze on konaéno, a rije¢ sa sobom nosi vise umora nego $to bi ijedna pojedina¢na
rije¢ bila u stanju. ,,Will je isto toliko rekao kad je saznao. Iako nisam mogao to¢no razabrati
njegovo znacenje*, dok mi govori, izraz lica mu se pokoleba. I u tom trenutku Kapetan doista
izgleda kao djecak — i to izgubljeni.

Ali tek $to trepnem, taj dojam nestane. Gdje god da smo, §to god da mi se dogada,

Kapetan vjeruje svakoj rijeci koju izgovori. Ovo za njega nije igra. Ovo nije $ala.
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,»Ali ako si ti Kuka...* oklijevam.

,Da?* Tada posve skrece paznju na mene, a tijelo mu je ukoceno i u stanju pripravnosti
kao i u vojnika. O¢i su mu uprte u moje, ¢eka. Opet mi se ruga. ,,Ako sam ja Kuka?* razvlaci.

Prosle su godine otkako sam gledala film, ali ¢ak se i ja sje¢cam Kapetana Kuke u svom
grimiznom kaputu, sa zlobnim brkovima. I njegovog ustrajanja na ubijanu Izgubljenih djecaka.

,Gotovo da ¢ujem kako razmisljas, Gwendolyn.* Kapetanova ruka sa satom stisne se u
Saku. ,,Gukni, mala.«

,Sto da guknem?* ogradim se. Odjednom se osjeéam vrlo nezastiéeno, stojim s njim
sama na mjesecini, okruzena brodom punim opasnih djecaka i beskrajnim morem.

Kiselo me pogleda. ,,Dobro znas§ o ¢emu govorim. Razmisljas o pri¢i, zar ne? Vidim ti
to na licu, jasno je kao more na mirni dan.* Malo se nagne naprijed, izazivaju¢i me. ,,Reci $to
zeli§, tako da zavr$imo s time.*

Radije ne bih, ali on se nece okaniti. Oblizujem usne 1 skupljam ono malo hrabrosti.
,»Ako si ti Kuka...*“ ponovno po¢nem.

,»Da?* kaze, opet mi se rugajuci. Zabava mu pleSe u o€ima.

,» 10 bi znacilo da si ti negativac®, kazem tiho.

Ne reagira odmabh, ali nakon dugog, tihog trenutka, lagano naginje glavu u znak onoga
Sto bi se moglo shvatiti kao potvrda. ,,Da, bi.*

Tada se povlaci, daju¢i mi dovoljno prostora da napokon osjetim kao da ponovno mogu
disati. ,,] mnogi bi se slozili, Gwendolyn. S vremenom ¢e§ se mozda ubrojiti medu njih.* Zatim
se okrece 1 daje znak posadi. ,,Iako bi neki rekli da medalja ima dvije strane.*

Dva djecaka primjecuju njegov poziv i pocinju se penjati do gornje palube gdje stojimo.
Jedan je Will, bljestavi ridokosi djecak koji me, ¢ini se, bas i ne voli. Drugi je visi i izgleda
jednako ljutito i ozbiljno. Lice mu je naruseno tamnim tetovazama — nazubljena crna linija

prelazi preko nosa i lomi lice na dva dijela. Jo$ jedna tamna tetovaza vijuga oko golog bicepsa.
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Nemam dovoljno vremena i jos ne razumijem dovoljno. Ne misle¢i na opasnost, hvatam
Kapetana za ruku. Pod rukom, tvrde, metalne Sipke koje ¢ine njegovu podlakticu ¢vrste su i
nepopustljive. Stogod da sam htjela reéi, utrne mi u grlu.

,Da?* Kapetan me bijesno gleda, a usne mu se izviju od iritacije zbog moje drskosti, a
nesto tamno, nesto hladno i opasno, mice se iza o¢iju. U tom trenutku ne sumnjam u njega. U
tom trenutku svim srcem vjerujem da je on onaj za koga se predstavlja. ,,1?*

,.Zasto ja?* steze me u grlu. ,,Za$to su me ta stvorenja dovela ovamo? Sto oni uopée
zele?* I §to Zelite od mene? Bojim se pitati.

»INemam pojma, mala“, govori dok mi se otresa ruke.

Ali necu je jos pustiti. Ne dok ne postavim ono bitno pitanje. ,,Hoce$ li me ubiti?*

Iako mu ne vidim o¢i, osjeCam kako se polako spustaju niz moje tijelo, promatraju
preveliki dZzemper, zavrnute nogavice hlaca, a zatim dizu prije nego Sto se konacno susretnu s
mojim. ,,Nisam ja taj koji ¢e te ubiti, mala®, kaze tiho. ,,Ubit ¢e te Nigdjezemska.*

Zatim se naglo odmice i okre¢e prema moru. Svjesna sam iznenadnog gubitka. Njegova
paznja bila je poput plamena, grijala me, ¢ak i kada je prijetila da ¢e opeci. Njegovo odmicanje
¢ini no¢ toliko hladnijom, toliko opasnijom prazninom.

»All u prici...

»Da sam ja na tvom mjestu, kaZe i okrene se gotovo zlobno, prekidajuéi moje rijeci,
,ne bih se oslonio na te price. Sklone su lazi predstavljati kao istine i skrivati istine u lazima.*

Dva djecaka — William i onaj s tetoviranim licem — ¢ekaju nekoliko metara od nas. Oni
su tu zbog mene, ali nisam spremna da me opet odvedu ispod palube.

»A Petar Pan“, Sapéem, a iskra nade bljeska mi u grudima na samu pomisao mogucéeg

junaka. ,,Je li i on laz?
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Kapetanovo se lice stegne i znam da sam taknula u zivac. ,,Da. On je najveca laz od
svih.” Tada se okre¢e od mene 1 maSe u znak otpusta. ,,Uzivaj u boravku s nama, Gwendolyn.
Dok traje.*

HAlLL

Kapetan me vise ne slusa. Kratko kimne dje¢acima koji cekaju.

»Ajde”, kaze djecak s tetovazama i tako me grubo primi za ruku da vrisnem. On je
zdepastiji od Willa, s kosom koja je definicija smede boje i o¢ima koje kao da me ne vide.

,Devine, polako®, kori ga Kapetan. ,,Nema potrebe da bude§ grub.*

Ramena krupnog djecaka klonu od ukora, ali ruku mi ne popusta. Dok me on i Will
prate natrag do glavne palube i stubista koje vodi dolje, ne susreCem o¢i nijednog od djecaka
koji su opet usutjeli i umirili se dok promatraju nasu povorku.

Nebo je sada od modro-ljubicaste boje postalo tamnije. Otok je sve teze razaznati.
Vidljiv je samo kao prazan prostor s nizom dijamantnih zvijezda razasutih po barSunastoj noc¢i.
Dok me Devin gura prema stepenicama koje vode ispod palube, bacam posljednji pogled na
otvoreno nebo i zamjecujem dvostruke mjesece koji vise nad glavom.

Tada shva¢am koliko sam zapravo daleko i pitam se hocu li se ikada vratiti.
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JEDANAESTO POGLAVLIJE

Ubace me u malu kabinu s malim lezajem ugradenim u zid, ali ne namjeravam spavati pa
legnem i slusam brod do kasno u no¢. U jednom trenutku, kada su koraci ve¢ odavno utihnuli,
bolan pla¢ razbije tiSinu noci. Pridignem se u pokusaju da shvatim odakle dopire taj zvuk i $to
bi ga moglo uzrokovati, ali na kraju ne mogu dokuciti $to ispusta te grozne krikove — muskarac
ili cudoviste.

Naposljetku me umor svlada i prije nego shvatim gdje sam, budim se iz sna bez sna. U
pocetku sam dezorijentirana. Soba mi je nepoznata, a kada pokuSam otvoriti vrata, vidim da su
zakljuCana. Kroz prorez koji sluzi kao prozor jedva vidim more, a prodor svjetla oznacava
poslijepodne.

Oprezno procijenim situaciju. Tijelo me i dalje boli od muka koje sam prozivjela, ali mi
o¢i nisu toliko natecene a glavobolja je gotovo nestala. Rana na nozi isto izgleda bolje. Crvena
je i bolna, ali bar zacjeljuje.

Dok pregledavam ranu, ¢ujem Suskanje u hodniku. Znatizeljna, hvatam kvaku i shvacam
da su vrata najednom otkljucana. Polako ih otvaram i vidim malog debeljuSkastog djecaka s
kosom rumenom poput pjega na njegovu obrazu.

Tijelom puni dovratak i pruza mi tanjur pogacica punih grudica. ,,Oprosti, mama, ali
moras ostati u kabini*, kaze mi dok mu se u glasu ¢uje sramezljivost koja ne odgovara njegovoj
pojavi. ,,Tako je Kapetan naredio®, nastavlja, a onda mi njezno zatvara vrata u lice.

Sljedeca cetiri dana provodim u kabini dok mi Citava parada ¢udnih djeaka donosi
hranu. Vecina ima iste tamne tetovaze kao 1 Devin. Ali ne mogu razaznati §to znace — mozda
znak vjernosti Kapetanu? Znak njihova ranga?

Svake veceri ostajem budna koliko mogu i sluSam zvukove uspavanog broda, i svake

veceri, kada brod ve¢ odavno utihne, isti bolni pla¢ razbija tiSinu no¢i.
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Do Cetvrtog jutra na rubu sam pameti. MiSi¢i u nogama trzaju od potrebe da prijedu vise
od Cetiri koraka koja ¢ine duzinu moje sobe. Stoga kada mi onaj plahi djecak s pjegama ponovno
za dorucak donese pogacice pune grudica, znam da mi je on najbolja prilika za bijeg.

,»Mama, dorucak.*“ Ne podize pogled dok ¢eka da uzmem tanjur.

Oklijevam, zelim da ostane tu dok razmatram opcije. ,,Kako se zove§?*

O¢i mu se malo raSire, kao da sam ga iznenadila time $§to sam mu se obratila. Polako
podize pogled i susre¢e moj. To su plahe oc¢i. Mlade o€i. ,,Owen, mama®, rece i gura mi tanjur
pod nos.

,»Owen*, ponovim mu ime dok tako stojim pred njime. Kada odmah ne uzmem ono $to
nudi, nervozno se promeskolji ,,Owene, gdje su ti roditelji?** upitam i kona¢no se priblizim
tanjuru da uzmem pogacicu.

Zbunjenost mu prelazi preko lica dok se povlaci prema vratima. ,,Imam druge duznosti,
mama.* Brzo skrec¢e pogled dok to govori. ,,Trebao bih im se vratiti“, kaze i nakloni se prije
nego sto se iSulja iz kabine. Ali toliko je nervozan i iznenaden da ne primjecuje da su vrata,
umjesto da se ¢vrsto zatvore, udarila 0 moj nozni prst.

Cekam minutu-dvije, a kada sam sigurna da nema nikoga, iSuljam se u uski hodnik.
Brod Skripi 1 bruji kao 1 svaki dan, a kada je zrak ¢ist, odlu¢no se stanem penjati stubama koje
vode na palubu.

Sunce je nisko na obzoru, a oko mene paluba vrvi od uZurbanosti. Nekoliko djec¢aka koji
su me opazili istom brzinom skrecu pogled, kao da ih nije briga. Ili mozda kao da me ne
prepoznaju od jucer.

,,Pa, to je bilo lako®, kazem si u bradu, pokusavajuci ne brinuti da je mozda bilo prelako.
Sto je, tu je. Nije da znam §to ¢u dalje — i dalje sam na brodu. | dalje sam daleko na moru, a oni
su i dalje naoruzani.

Mozda bih se i ja trebala naoruzati.
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Na bacvi uoc¢avam kapu 1 navlacim je preko svoje kratke kose. U pokusaju da se
uklopim, pretrazujem palubu u potrazi za nekim djecakom koji je bio dovoljno neoprezan da
ostavi oruzje bez nadzora. Ali prije nego Sto ga nadem, blizu sredista broda opazim Kapetanovu
crnu glavu. Skrivam se iza sanduka i promatram kako jednom od mladih mornara pokazuje
kako pravilno na nekoga nasrnuti nozem.

Izgleda jako mirno dok pomaze djetetu. Lekcija je toliko nasilna, ali Kapetanovo je lice
zaCudujuce opusteno, Cak i1 sretno. Kada djeCak tocno nasrne i uspije ostati na nogama,
Kapetanovo se lice Siri u Sirok 1 iskren smijeSak. ,,Svaka Cast, Davey.“ Smije se dok mrsi
djec¢akovu upavu kosu prije nego Sto ga posalje da vjezba sam.

Ali prije nego $to sljedeci dje¢ak dode na red, palubom se prolomi tihi Zamor. Misleéi
da me netko opazio, brzo se saginjem. Ali sekundu kasnije, shva¢am da nisam ja ta koja je
privukla pozornost. Nitko ni ne gleda u mene jer su se svi dje€aci okrenuli prema straznjem
dijelu broda. Paluba se brzo ispuni njihovim nelagodnim Saptanjima.

Okre¢em se da pogledam kamo cijela posada gleda i vidim da na gornjoj palubi to¢no
iza mene poput kraljice stoji djevojka duge plave kose. Hlace boje koZe stoje joj nisko na struku
1 pristaju kao salivene. Izgledaju kao da su napravljene od loSe Stavljene koZe 1 prekrivene su
neravnim Savovima koji presijecaju njezina uska bedra poput paukove mreze. Nosi i Cupavi
krzneni prsluk obojan u boju krvi. Nije to boja svjeze, svijetle krvi, ve¢ hrdavo crvene koja je
postala gusta i crna.

Dok je proucavam, shva¢am zaSto su djecaci toliko uznemireni njezinom prisutnoscu:
ispod prsluka njezina je gola koZa blijedi alabaster i prekriven mreZom blistavih ljuski. Ljuske
izgledaju kao zamr$ena tetovaza, samo §to sjaje i lome svjetlost poput krila vretenca. Sto je jo§
cudnije, ¢ini se da se ljuske premjestaju, pomicu. Pojedinacne ljuske tope se u sebe i ponovno
oblikuju u nove oblike uz valoviti ritam koji ¢ini da povrSina njezine koze izgleda Zivo.

Podsje¢a me na otok 1 ustreptali zivot dzungle.
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Jedno je tako bolno jasno — plavusa nikako ne moze biti covjek, i ne mogu a da se ne
zapitam je li i ona vila.

Ali ima jo$ nesSto u vezi nje... nesto poznato.

Opet se saginjem dok Kapetan koraca prema stepenicama. ,,K vragu®, mrmlja dok
prolazi nekoliko centimetara od mog skrovista do mjesta gdje ga cudna djevojka ceka. Will je
odmah iza njega.

,Fiona“, zove je dok se penje stepenicama. ,,Cemu dugujem ovaj nenadani posjet?* Ne
zvu¢i nimalo sretno §to je vidi.

Dizem pogled na plavusu, Fionu. Ime joj zacudo pristaje — lijepo i egzoti¢no, bas kao i
ona. Nije samo lijepa, mislim dok mi jeza prolazi tijelom. Opasna.

Glas joj je nizak, ali brod je toliko tih da je lako ¢uti odgovor. ,,Sauvaj Sarm za svoju
posadu, Rowane. Dodi. Moramo razgovarati.“ Ne ¢eka da krene za njom do kabine.

Kapetanova celjust se stiS¢e. Oklijeva samo na trenutak, a potom se okrece i motri brod
pun mirnih 1 tihih djecaka. ,,Voljno!* zaurla, a djecaci se vracaju prijaSnjim aktivnostima. Zatim
slijedi Fionu kroz teSka vrata.

Tiho izlazim iz skrovista, pripremajuci se za napad, ali ni jedan me djecak ne primjecuje.
Krec¢em se Sto brze mogu prema straznjem dijelu broda i zurim uz stepenice.

Kapetanova vrata nisu potpuno zatvorena, a kako se pribliZavam otvoru, ¢ujem napete
glasove koji dolaze iznutra.

»Moram biti potpuno siguran. Ako trebam napraviti ono $to predlazes, trebam dokaz®,
Kapetan govori tihim, drhtavim glasom.

,» 11 Mu Zelis stati na kraj, zar ne?* zenski glas koji mora da je Fionin zuji u odgovoru.

»Naravno. Kao 1 ti. Zapravo, mislim da ti to zeli§ malko vise od mene, zato i trebam

jamstvo da ¢e ovo uroditi plodom.*
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,Vec si potroSio previSe vremena, decko®, kaze Fiona, glasom poput gnijezda ljutih
str§ljena. ,,Ako djevojci oduzme zivot, mogao bi postati nepobjediv. Razmisli o tome dok
oklijevas.© Cujem dugo, prijetece $iStanje, a zatim iznutra bljesne traka svjetlosti, nakon ¢ega
uslijedi negodovanje zateCenog Willa.

,Kod vraga®“, gunda Kapetan. ,,Mrzim kad to napravi.*

,.Bljesak il' zahtjev?* pita Will.

,Oboje*, kratko odgovara Kapetan.

Nakon trenutka tiSine, Will ponovno progovara. ,,Vjerujes 1' joj 7

Kapetan malo oklijeva, a onda odgovori. ,,Ne. Ali nemamo puno izbora. Vidio sam ti
ruku, Will. Dobro znam da pokusava$ sakriti biljeg, a isto znam da ti vrijeme prebrzo curi.
Drugima isto.*

»Ali1daj' ukrivu... i da napadnemo Njega i u tome ne usp'jemo, ili da djevojka ni' ono
Sto misli, to bi mog'o bit' na$ kraj.*

,Nije da se ne slazem, ali ako ¢emo ¢ekati a Fiona je u pravu, smrt je najbolje ¢emu se
mozemo nadati®, govori mu Kapetan.

Trenutak tiSine nadvije se nad razgovor, a potom Will ponovno progovara:

,Jes' | onda odlucio?*

Slijedi jo$ jedna duga i napeta tiSina, a ja nisam sigurna Sto se dogada. Spremam se
povudi, kad se vrata iznenada otvore i dovoljno me iznenade da padnem natrag na palubu.
Dizem pogled i gledam njih dvojicu kako stoje iznad mene, mrzovoljni i razdraZeni poput
pirata.

,.Sta mislig kol'ko je ¢ula?* pita Will.

Kapetanovo je lice ravnodusno. ,,Dovoljno, siguran sam.“ Ponovno me priklijesti oStrim

pogledom. ,,Gwendolyn,* ugodno kaze. ,,Zeli3 li uéi da malo porazgovaramo?*
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To je zadnje Sto Zelim, ali ve¢ me dize s poda onim svojim zeljeznim stiskom. ,,'Ej,
Wille?* pozove preko ramena dok me gura Kroz vrata.
,»Da, Kapetane?

,Ne daj da nas ometaju.*

(..)
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TRINAESTO POGLAVLIJE

Ne znam tko napada brod, ali sve dok to zaokuplja Kapetana i djecake, nije me briga. Dok
drzim o¢i prikovane na vrata da se uvjerim da ne dolazi nitko drugi, prilazim stolu. Znam da je
to vjerojatno uzaludno. PreviSe se ¢udnih, neobjasnjivih stvari dogodilo da bih stvarno mislila
da ¢u pronadi radio ili neki drugi trag o tome zasto sam ovdje, ali moram pokusati. Nesto mora
postojati.

Posezem za prvom ladicom, kad se brod tako snazno zatrese, da me baci na pod. Papiri,
neko¢ lijepo sloZeni na stolu, lepr$aju oko mene i padaju poput jesenjeg lis¢a. Na vecini papira
uskim, kosim rukopisom naskrabane su biljeske, ali na jednom papiru stoji crtez djevojke
ovalna lica i drska, prcasta nosa.

Nesto mi je 0ko nje poznato, shva¢am, dok kopam po sjeCanju traze¢i neku naznaku o
tome tko je ona. Iz nekog nepoznatog razloga imam osjecaj da je poznajem. Njezine oci,
elegantne poput onih u srne, zure uvis s poda, kao da je tamo cijelo vrijeme ¢ekala da je
pronadem.

,»Olivia“, kazem si u bradu. Isprva mi je rijec ¢udna, ali i ugodna, kao da sam je ve¢ sto
puta izgovorila. ,,Olivia®, ponovim, ovaj put glasnije, dok se pokuSavam sjetiti kako znam tu
rijec i tko bi mogla biti djevojka na crtez.

Ponavljam rije¢ — ime, shvacam — opet i opet sve dok se, na kraju, magla nad sje¢anjem
ne pocne razilaziti. Sve dok je gotovo ne mogu vidjeti kako okreé¢e o¢ima dok me uzima za
ruku i povlaéi do svoje grupe prijatelja. Magla u glavi jo$ se malo razbistri, i sada je jos bolje
vidim, zabrinuto me gleda u mraé¢noj ulici Londona.

London. Zato mi je plavusa s palube — Fiona — bila tako poznata. | ona je bila u Londonu.

To ne moze biti slucajnost.

,»Oh.*“ Dah juri iz mene. Nisam razmi$ljala o Oliviji otkad sam se probudila na brodu, a

Kapetanove price o Nigdjezemskoj mi odvratile misli.
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Kako je to uopée moguce? Kako sam mogla sjediti u toj usamljenoj maloj kabini danima
i nijednom se ne zapitati je li i ona oteta? Nalazi li se i ona u opasnosti i je li uopce Ziva?

Panika mi se $ulja tijelom kada shva¢am da nije samo sjecanje na Oliviju maglovito —
sve je. Jedva se mogu sjetiti Zivota prije ovoga — mozda je tu, zakopan u dubinama uma, ali ga
se jednostavno ne mogu sjetiti. Ne mogu se sjetiti boje moje stare sobe ili hodnika kojima sam
prolazila u skoli. Nekoliko slika ispliva na povrSinu kroz gusto¢u proslosti, mutne i nejasne,
poput mjehuric¢a koji izbijaju na povrsinu muljevite bare. A potom sje¢anja iznova tonu, pod
povrsinu gdje ih ne mogu dosedi.

Mozda sam udarila glavom kada sam pala s neba, jer, koliko god se trudila, ne mogu se
sjetiti $to je bilo prije Stvorenja tame. Ali kada mi prsti okrznu hladno kamenje na zapescu,
njihova plavo-siva boja podsjeti me na nesto drugo...

Oc¢i. Boja kamenja podsje¢a me na plavo-sivo maj¢inih uvijek burnih ociju.

Zatvaram oci i pokuSavam joj jasnije prizvati lice, ali ne uspijevam se prisjetiti njezinih
crta ili bilo ¢ega drugog. Sve Cega se zapravo sjeCam njezna je i mutna boja njezinih o€iju 1
jarkocrvena aureola njezine kose.

Spoznaja me ohladi. Ako zaboravim na svijet iz kojeg dolazim, nikada se necu vratiti.
Cuénem i s poda uzmem papir s crtezom Olivijina lica. Trebam papir osjetiti u rukama. Neéu
je opet zaboraviti.

Ako on ubije djevojku, postat ée nepobjediv, rekla je Fiona.

Reklaje ,,on*, ne ,ti“, kada je razgovarala s Kapetanom. MoZda ipak nisu pricali o meni.
Mozda su pricali o Oliviji. Sto znagi da bi mogla biti ovdje, u ovom svijetu. A ako je to istina,
ako je o njoj Fiona govorila, vjerojatno je u opasnosti.

,Gdje si sada?* kazem crtezu dok se brod poda mnom ljulja. Muc¢im se da ostanem na

nogama, hvatam se za stol, ali tek $to Se opet osovim na noge, ¢ujem glas od kojeg protrnem.
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Poznato Sustanje ispuni zrak, polako raste dok mi njegovo metalno zujanje grize kozu.
Grlo mi se steze dok se tamne sjene u kutovima sobe pocinju kolebati i trzati. Klize sa zidova,
kao da se tope i spajaju s tlom, a zatim, poput zmije, gmiZzu prema srediStu prostorije, gdje se
skupljaju i bubre.

Ignoriram metalni okus straha na jeziku, gutam sve jacu paniku, spremam sliku u dzep
i dajem se u trk prema vratima.

Pred Kapetanovom kabinom na mene se sru¢e prizori i zvukovi kaosa bitke. Dva
dugacka ¢amca na vesla okruzila su brod i sada se s njih djecaci veru i veru na glavnu palubu.
Medutim, ove je djecCake lako razaznati od Kapetanovih — prljavi su i odjeveni u raznoraznu
otrcanu odjecu i ¢upava krzna koja me podsjecaju na Fionu.

Djecaci — Kapetanovi i ovi novi — posvuda su, a svaki se bori tako vjesto da ostajem bez
daha. Ne znam §to da radim. Misli mi se vrte dok upijam kaos, i razmi§ljam da bih mozda mogla
pobjeci, ako uspijem do¢i do jednog od tih brodova.

Ali tek $to sam zakoracila na stube koje vode do glavne palube, dvojica jakih djecaka
tjeraju me u kut uz ogradu broda. Lica su im obojena nec¢im §to izgleda kao tamno osuseno
blato, a jedine crte koje mogu razaznati bjeloo¢nice su njihovih ravnih, bezosje¢ajnih ociju.
Jedan od djec¢aka nema podlakticu. Ali nema krvi. Koza na kraju ruke pocrnjela je pa se ¢ini
kao da mu se podlaktica jednostavno odlomila.

Buduci da jos uvijek pokusavam shvatiti §to vidim, ne primjecujem kako mi prilazi neki
drugi djecak odjeven u poderano krzno. U trenutku me ¢vrsto privija uz svoje tijelo koje
zaudara, a njegova snazna ruka obavija mi se oko vrata kako bi me zadrzao na mjestu.

»Kapetane!* Glas u blizini je poznat, ali ne mogu se sjetiti imena djecaka s pjesCanom

kosom kome glas pripada. ,,Uhvatili su djevojku!*
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S druge strane broda, opazim Kapetana. On je, mozda, najdivljiji. Lice mu se izvija od
bijesa dok njegovi dvostruki nozevi sijeku sve — i svakoga na putu. Okrece se na djecakov poziv
i, kad vidi $to se dogodilo, staje na mjestu.

,»William, Wren, Arthur!“ Vraca se u borbi, nozem duboko zasijecaju¢i djecaka koji ga
je namjeravao napasti. Malo tijelo se trza 1 zatim padne, iskrvarivsi svoj zZivot na palubu, ali
Kapetan ga samo prekoraci. ,,Po nju!*

Dok se Kapetanovi djecaci okrecu prema dvojici koji su me stjerali u kut, uvijam se i
udaram o Zeljezni stisak djecaka koji me drzi, ali ne mogu se osloboditi.

Tri djecaka koje je Kapetan poslao — Will i dvojica koje ne prepoznajem — okruze
dvojicu napadaca. Kese malene bijele zube, a njihove uzdignute ostrice spremne Su za napad.
U bilo kojoj drugoj situaciji, troje naprema dvoje moZda ne bi bila poStena borba, ali dva veca
djecaka bore se prljavo.

U tren oka, moji otmicari napadaju Kapetanove djecake. Njihove ostrice pjevaju divlju
pjesmu bitke i ne treba im dugo dok ne uspiju otjerati moje spasioce. Snaznim zamahom jedan
od napadaca boji prsa najmanjeg od Kapetanove ekipe u grimiznu boju.

V/rpca crvene boje puzi mu preko majice a djecak pada na palubu, o¢iju $irom otvorenih
od nevjerice. Ali nevjera u o¢ima palog djecaka nije samo posljedica boli njegove rane — ve¢
kao da iznenada shvaca da je macevanje uvijek bilo vise od djecje igre.

Kapetanov drugi djec¢ak gleda kako se tamna mrlja Siri ispod tijela njegova prijatelja dok
Will i dalje uzvraca udarce. Ali kada pali djecak utihne, crte Zivog djecaka otvrdnu — nesto mu
najednom suzi oci i izvije usne u ubojiti podsmijeh. Uz vrisak koji para usi, ponovno se baca u
okrsaj kako bi pomogao Willu, a njegov je bijes vise usmjeren na unistavanje djecaka koji mu

je ubio prijatelja, a manje na moje oslobadanje.
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Napad je toliko brutalno neocekivan da mali bodeZz lako pronalazi cilj. Snaznim
pokretom zabija noz duboko u trbuh onoga koji mu je ubio prijatelja. A onda, o€ima koje su
gorjele od bijesa, okrec¢e se pomoc¢i Willu da dokraj¢i drugog otmicara.

Onaj koji me drzi izgleda da shvac¢a da njegov prijatelj vjerojatno nece pobijediti dvojicu
djecaka iz Kapetanove ekipe, pa se poCinje povlaciti iz borbe. Malo po malo, vuce me po palubi.
Prema ¢amcima.

Silovito se borim da se oslobodim, svom snagom povlacim prljavi rukav i udaram po
nogama. Ali toliko me ¢vrsto drzi oko vrata da jedva diSem. Vid mi se ve¢ muti, a pluca vriste
traze¢i kisik.

Tada, ba$ kad pomislim da ne mogu ostati pri svijesti ni trenutka vise, djecakovo se
tijelo ukoci. Odjednom me oslobada stiska.

Hvatajuci zrak, padam na koljena, okre¢em se i shvacam za$to me je pustio — uboden
je. Ostrica tamnog noZa viri mu iz trbuha. Oko nje, cvjeta krv. Drhtavom rukom hvata noZ, kao
da ga pokuSava gurnuti natrag, ali prekasno. Tijelo mu se snazno trza dok netko drugi povlaci
noz, krv mu navire iz usta, koljena klecaju i pada na palubu.

Iza njega stoji Kapetan, njegov noz presvucen djecakovom tamnom krvlju. Ubojiti
pogled uprt u mene.

,,Digni je.”“ Kapetanov je glas grub od iscrpljenosti i jedva suspregnuta bijesa.

Borba ve¢ jenjava, a mrSave ali snazne ruke podizu me s palube. Ali ne mogu skinuti
pogled sa sklupcanog tijela pod nogama. Nije ¢ak ni vazno $§to me je povrijedio, ili §to me
pokusao oteti... nikad nisam svjedocila necijoj smrti. A smrt mu je bila tako nasilna, da jos
uvijek ne mogu do¢i k sebi.

,»Koliko smo ih izgubili?* Kapetanov je glas hladan kao led.

»Samo cetvero, a i Wrena“, kaze Will i kimne prema malenom djecaku koji je umro u

pokusaju da me spasi. ,,Mali Davey je ozlijeden, ali treb'o bi se izvu¢'.*
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Prilazi visoki tamnoputi djecak s kosom spletenom poput zmija. Krvari iz posjekotine
iznad oka i, dok gleda pokolj na palubi oko sebe, izgleda kao vojnik koji se tek vratio iz rata.
,,Odakle su se stvorili?* upita, ruke mu drhte dok briSe krv koja mu kaplje u oko.

,»A Sto mislis?* Kapetan gleda preko palube, smrknuta izraza lica. Kosa mu je raspustena
1 bezvoljno visi preko Cela. Bila sam u krivu— takva mu kosa nimalo ne ublazuje izgled. Ako
iSta, ¢ini ga jo$§ opasnijim. ,,Spalite im brodove. A onda ¢emo se pozabaviti onima koji su
ostali.*

,»Ali zasto, Kapetane?* upita jedan djecak. ,,Nikada prije nisu tako napadali, ne usred
bijela dana i ne nasred mora.*

Prvo gleda Willa, a potom i mene, te njegove tamne o¢i hladne su i crne poput mora
koje ¢eka. ,,To je pitanje, decki®, odgovara dok oStricom noza odsutno grebe po bradi, ali s

obzirom kako je usredotocen na mene, mislim da ve¢ znam odgovor.

(..)
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SEDAMNAESTO POGLAVLIE

,»Znaci, price su toéne®, kazem dok promatram ples vode. Mozda bajke i nisu bile najtocnije,
ali... ,,Nigdjezemska stvarno postoji.*“ Skre¢em pogled prema njemu. ,,Pa tako i ti.*

Tu se nasmije, a od opakog, Ssarmantnog osmijeha srce mi poskoci u grudima. ,,Tako se
¢ini, zar ne?* mrmlja blagim, laskavim glasom i opet osje¢am da me nesto privlaci prema
njemu, nesto Sto ne razumijem.

»Da‘“, slazem se, ali isto se sjeCam §to je Kapetan rekao o pricama i lazima koje Cesto
kriju.

Iako je sada ve¢ jasno da i Kapetanove price skrivaju lazi.

,Sto je Kapetan u¢inio onome dje¢aku na brodu? pitam Pana.

Pan kao da ignorira moje pitanje dok pusta da mu vrsci prstiju lagano klize preko vode
bazena, malim vrtlozima mreskajuéi staklenu povrSinu. Ribe jarkih boja plivaju i istrazuju.
Izgledaju poput dragulja koji svjetlucaju tek ispod povrsine. Jedna od hrabrijih riba staje pa
zatim, brzajuéi naprijed, hvata se za Panov prst neocekivanom Zestinom. On ni ne trzne.
Jednostavno podize ruku iz vode, a riba visi na vrhu prsta.

»Svatko od nas nekamo pripada, Gwendolyn®, Pan napokon kaze, promatrajuci ribu.
,;Ovo stvorenje pripada vodi...*“ Ljuske na ribi sjaje u bojama safirno-plave i ljubicaste koja
oduzima dah, u bojama koje su previse kricave i bljestave za mora svijeta kojem pripadam. Ali
kako gledam, tako boje pocinju blijedjeti, a si¢usne crne linije Suljaju se preko povrSine
njezinog tijela. Linije me podsjecaju na pukotine koje su se pojavile na Daveyju dok mu je
Kapetan ispijao zivot.

,»Ali kada stvorenje zaluta van granica svoga svijeta, najées¢e ne moze prezivjeti. Pan
frkne tijelo ribe s prsta, a ono pada na tlo, gdje se pri udarcu raspada u krhke krhotine koje

podsjecaju na komadice razbijenog stakla. Tamna krv izbija iz Panova prsta, ali on to ignorira.
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., T'voj Kapetan ne pripada ovom svijetu, Gwendolyn, stoga njegov Zivot ovisi 0 Stvorenjima
tame.*

Zurim u krv koja kaplje iz Panova prsta i razmisljam kako je dje¢akov zivot nestao kada
je Kapetan udahnuo uzarenu nit, i mislim da razumijem vise nego Sto Zelim.

,,Vidi§, draga moja, djeci je i viSe nego dobro ovdje u Nigdjezemskoj. Ovaj je svijet
mjesto za divlje, neobuzdane Zelje nevinih. A tvoj Kapetan viSe nije dijete, a pogotovo ne
nevino. Da ne uzima ono §to uzima od tih djecaka, njegovo bi tijelo postalo krhko poput ovog
sirotog stvorenja.“ Vjestim pokretom zape$ca, podize krhotine ribe i baca ih natrag u vodu.
Ostale ribe odmah se skupljaju, dolaze i odlaze po ostatke svoje prijateljice. ,,Kao Sto sva
ljudska tijela postaju kako stare.*

Tetovaze. Na brodu svi su stariji djecaci imali tamne linije nalik na oziljke za koje sam
mislila da bi mogle biti oznake odanosti ili ranga, ali sada shva¢am da nisu. Ono §to se upravo
dogodilo ovoj ribi dogada se njima.

»ova ljudska tijela?* pitam, glas mi drhti. Nisam niSta mlada od vecine tetoviranih —
ispravak, napuknutih djecaka Kapetanove posade. Nije ni Kapetan.

,Dobro... moZda ne sva“, priznaje Pan. ,,Kao Sto si vidjela u skladistu broda, Kapetan
je pronasao nacin kako izbje¢i taj nesretan kraj. Kada jednom prihvati ono $to mu Stvorenja
tame ponude, na sebe uzima nevinost i mladost Zrtve. Sto je dijete mlade, to vise snage
posjeduje, to vise vremena dobiva.” Njegove hladne oc¢i susre¢u moje, a izraz lica postaje
hladan i opasan. Trenutak prije, dolina se ¢inila kao mirno, gostoljubivo mjesto, ali sada opasna
napetost zraci iz Pana.

,»Ali to mu nikada neée biti dovoljno. Ovaj svijet nikada nece biti mjesto kojem
pripada.” Panove crte lica omeks$aju, a usne mu se izviju u blagi, zadovoljni osmijeh. ,,Ne kao

Sto ja pripadam®, govori dok rukom prelazi preko travnatog pokrivaca izmedu nas. Na njegov
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dodir pojavljuju se sitni bijeli cvjetiéi. ,,I ne onako kako bi ti mogla pripadati, Gwendolyn.*
Hladne o¢i zadrzava na meni, ali ne progovara.

»Ja?* kazem uz neocekivan smijeh. Ali mali dio mene jos uvijek se ¢udi privlacnosti
koju osje¢am prema otoku, prema Panu. ,,Ovo nije moj dom. Ne Zelim ostati ovdje*, natjeram
se da kazem.

,,Ali mogao bi biti*, kratko odgovara dok prstima kruzi po mojoj nozi, ostavljajuéi trag
krvi od koljena pa do gleznja. Ne mogu skrenuti pogled od tamne mrlje krvi na hlatama i ne
mogu a da ne pomislim da me je upravo obiljezio. Ali zasto? tihi glasi¢ pita u meni.

Potom, kao da dijeli najso¢niju tajnu, zavjerenicki naginje glavu prema mojoj. ,,U ovom
svijetu moze$ napraviti bilo §to. Postati bilo $to.” Nebo se sada potpuno rasvijetlilo i ruziasta
boja izlaska sunca stopila se u plavetnilo dana. U plavetnilo koje se ne moze myjeriti sa sjajem
njegovih o¢iju. ,,Mogu ti pokazati, mogu te zastititi. Ba§ kako me je majka naucila.

.| ti si Vila?* pitam, iznenadena. Do ovog trenutka nisam bila sigurna.

»Nisam, ali Kraljica ovog svijeta bila je jedina majka koju sam ikada poznavao, a zbog
maj¢inih darova, blizi sam Vilama nego $to je ijedan smrtnik ikada bio.* Ubire jedan od svojih
cvjetova, a dok ga drzi, latice se iz crvenih pretvaraju u ruziCaste, a zatim u plave. ,,Za neke,
Nigdjezemska moze biti raj. Mogu ti to pruziti, Gwendolyn.*

Dok posezem za cvijetom, dio mene Zeli prihvatiti obecanje njegovih rijec¢i. Sje¢anja su
mi i dalje maglovita, ali jedini osjecaj kojeg se ne mogu otresti, osje¢aj koji dolazi jasno 1
sigurno, osjecaj je koliko je moj Zivot uvijek bio izvan moje kontrole. Cak dok sam imala sve
pod kontrolom, svaki nas potez bio je potez moje mame. Svaki put sam morala poceti ispocetka
jer je ona tako odludila.

Bi li se iSta promijenilo odaberem li sada ovu ljepotu i ¢uda ovog svijeta za sebe?

»Mogla bi pripadati ovdje, Gwendolyn®, Pan nastavlja dok mi nudi cvijet. ,,Mogla bi

pripadati sa mnom.*
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Njegove rije¢i doti¢u nesto u meni, nesto $to zeli i boli i ne moze se sjetiti kad je zadnji
put bilo zadovoljeno. Nisam sigurna §to prihvacam kada posegnem i uzmem cvijet. Ali nije me
briga. Samo Zelim nesto, bilo Sto, da se osjeCam opusteno i prirodno 1 nimalo lazno.

Ali ¢im je stabljika sitnog cvijeta medu mojim prstima, sitne crne linije po¢nu se Siriti
povrsinom latica. Uzdahom pustim da cvijet padne na pod, uvenuo i siv na svijetlom smaragdu
trave. Pri samom pogledu na to, intenzivna zudnja koja se pojavila tako iznenada i tako snazno
raspada se i blijedi.

Nisam sigurna shvaca li Pan emocije koje su me upravo obrusile. Cini se da ne shvaca
jer trenutak kasnije uzima me za ruku i njezno je spusta na meko, travnato raslinje. Zatim je
pokriva toplinom vlastitog dlana i pritis¢e tako ¢vrsto 0 tlo da mogu osjetiti neugodnu o$trinu
kamencica, vlaznost zemlje. Pod prstima osje¢am neprekidno i ugodno pulsiranje otoka koji se
konstantno mijenja.

,.Slusaj Nidjezemsku, Gwendolyn. Cujes li kako te doziva?* Njegov je glas blag i hitan,
ponovno me tjera da povjerujem da bi ono $to govori mogla biti istina.

Zelim povuéi ruku i otjerati toplinu njegove koZe sa svoje, ali ne mogu. Jer to bi bila
laz. Tlo zaista pulsira poda mnom, poput otkucaja srca. I ima jo§ nesto — nesto toplo raste pod
mojim dlanovima. NeSto utjeSno i gostoljubivo.

,»INe mora$ se bojati, draga moja. Treba$ samo zatraziti ono $to najviSe Zeli§ 1 moZzda ti
Nigdjezemska bude naklonjena‘, govori mi, tiho i slatko. ,,Samo mora$ pozvati i vidjeti hoce li
ti odgovoriti.“ Panove o¢i sada su bistre i sjajne, pune nade kad se susrecu s mojima. ,,Hajde",
potice me. ,,Pokusa;j.*

Tesko progutam jer nisam sigurna je li povezanost koju osje¢am sa zemljom sigurna —
ili ¢ak stvarna. Nisam sigurna mogu li mu uopce vjerovati. Ali on me tako gorljivo gleda i ne
smijem ga razoc¢arati. Zatvaram o¢i i ¢inim S§to traZzi.

Zelim i¢i kuci, mislim jer to je ono $to trebam misliti.
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A jednom kada se vratis? tihi glas Sapée. Sto onda?

Zelim voditi normalan Zivot, imati normalan dom. Zelim pronaci mjesto kojem pripadam
i gdje ne moram glumiti da sam netko tko nisam. To je Westport ¢inilo domom, sjecam se tada
— tamo sam imala nekoga tko me nije gledao kao autsajdera, nekoga tko nije navaljivao s
pitanjima koja su me tjerala na lazi. Imala sam Oliviju.

Tlo pod mojim rukama postaje vruce, pece mi dlanove i tjera da bol putuje kroz ruke.
Otvaram o¢i i odvajam ruke, struzem ih od tlo da se oslobodim Pana i neugodne vrucine.

Pogled mu je toliko ¢vrst da u meni probudi nelagodu. Takav da pomislim da je svjestan
Sto se upravo dogodilo. Odjednom shvac¢am koliko su me njegove rijeci opile. Koliko sam
snazno pala pod caroliju njegove privlacnosti. I potresena sam.

Odvracam pogled jer mu je pogled previse miran i pun i$¢ekivanja da bih ga mogla
izdrZati. Skre¢em paznju na slomljeni cvijet i tjeram se da postavim jedino vaZno pitanje.
,,Hoces$ i me sada odvesti k Oliviji?*

Neko vrijeme me promatra i na sekundu pomisljam da zna sve — koliko sam blizu toga
da prihvatim, kako jedan dio mene to i zeli. Ali nasmijesi se, ugodno kao i uvijek, i mislim da
sam moZda pogrijesila.

»Naravno®, govori dok ustaje i pruza mi ruku.

Minutu kasnije i ponovno smo u zraku, lebdimo preko drveca, slapovi teku pod nama
dok se probijamo prema unutrasnjosti otoka. DiZemo se prema stjenovitom srediStu planina,
sve dok ne stignemo do mjesta gdje nema dzungle. Slijece na Cistinu na kojoj je samo glatka
litica 1 ogoljena stijena pod nogama. Iza nas, zjapec¢i ponor u tlu dijeli nas od ostatka otoka.

,»Gdje smo to?* obgrlim se rukama. Zrak nije nista hladniji, ali me pust krajolik jednako
prozima trncima.

»Doma*, jednostavno odgovara, sa smijeSkom koji mu golica usne. ,,Ovdje Zivim. Ovdje

cuvam svoje djecake.*
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,Ovdje?* pitam dok se osvréem oko sebe. Ovdje nema ni¢ega osim lica stijene koja se
uzdize s jedne strane i zjapeée provalije u zemlji s druge. Tjeskoba zavlada mojim tijelom.
,Gdje je Olivia?“

,Lunutra®, kaze 1 velicanstveno pokazuje na strmu liticu.

Ne znam o ¢emu govori — nema vrata ili portala ili rascjepa u stijeni koji bi mogli biti
ulaz u $pilju. ,,Ovdje nema nicega.*

»Zar nema?“ pita ironi¢no.

Opet gledam u stijenu 1 ba§ kad mu namjeravam re¢i ne, nema, zemlja pod naSim
nogama pocinje se tresti. Hvatam Panovu ruku dok se cijeli kameni zid stijene pomice. Uz
gromoglasno Skripanje, litica se polako uzmice, preslaze i otkriva siluetu nazubljenih zvonika
i tornjeva.

Zemlja napokon utihne, a ja se nadem u sjeni ogromne strukture. Dvorac. Ili bi mozda
utvrda bila prigodniji naziv jer je previse masivna, previse nasilna da se opise kao romanti¢an
dvorac. Uzdize se najmanje Sest katova iznad nas, isklesana iz stijene crveno-zlatne litice koja
je nosi.

Zidovi su joj ¢vrsta stijena, a prozori uski prorezi visoko iznad zemlje. Jedini otvor
duboki je i mra¢ni tunel koji vodi ravno u srce planine. Cak i bez ponora koji je odvaja od
ostatka otoka, ¢ak i bez strmih litica koje ju sigurno zatvaraju sa svih strana, ovo mjesto nitko
ne bi mogao lako napasti.

Panove o¢i plesu, usne mu igraju od uzbudenosti dok gleda u biceps kojeg sam uhvatila.
,»Spremna, draga moja?*

Pokusavam se odmaknuti, ali zaustavlja me stavljajuc¢i ruku preko moje i privijajuci je
sigurnije uz tijelo. Zatim se nasmijes$i — 0smijehom Kkoji zaista oduzima dah — a pogled u o¢ima

dovoljan je da mi se obrazi zarumene.
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Odvra¢am pogled, nelagodno mi je. Ima ne$to u nacinu na koji me gleda zbog kojeg
mislim da u meni vidi ne$to $to nitko drugi dosad nije. Kao da sam ne$to potpuno i snazno i
vazno. Biti tako gledan — biti viden — nesto je u potpunosti novo i apsolutno opojno.

I ne vjerujem mu ni malo.

Ali odlucila sam. Ispred nas, visoka utvrda ¢eka. Kapetan i njegov brod naizgled su jako
daleko. London se ¢ini jo$§ daljim. Uz toplinu Panova tijela uz svoje, njegov miris, divlji i
slobodan kao zimska no¢, koji me okruzuju, i obecanje preda mnom da ¢u pronaéi svoju

prijateljicu, posljednji put bacam pogled na otvoreno nebo iznad i korac¢am dalje.

(..)
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DVADESET | PETO POGLAVLIJE

Vec pri izlasku sunca, iscrpljena sam. Slatkasti miris cvijeca, sve $to mi je Fiona rekla, odluke
koje su preda mnom — drzale su me budne veci dio noci.

Nije da vjerujem Fioni. Jedino §to vjerujem je da sve radi za svoju korist. I previse je
suludo misliti da sam ja jednim dijelom Vila, ali majka je bila zabrinuta oko necega. Cijelu sam
no¢ razmisSljala, pokusavala prizvati sje¢anja svijeta iz kojeg dolazim, ali jedino ¢ega se najvise
sje¢am mamin je strah i uvjerenje da nas cudovista progone.

Cudovista za koje se ispostavilo da su stvarna.

Ipak, uvijek smo mogle negdje oti¢i. Uvijek je postojalo neko mjesto koje bi je umirilo
na neko vrijeme pa se pitam je li Fiona bila u pravu kada je rekla da nas netko stiti. Pitam se je
li moja majka mozda govorila istinu kada je rekla da je otac otiSao kako bi me zastitio.

Jedno je sigurno — Pan mi je lagao da nas moze vratiti u na$ svijet. Mogao bi, kada bi
htio, ali ocito je da ne zeli. I ne mogu u potpunosti odbaciti ono $to mi je djecak rekao no¢ prije.
Sto vise razmisljam o tome — zbunjenost na Kapetanovu licu kada sam ga optuzila da je napao
Oliviju, sigurnost u Fioninu glasu, ¢ak i brzina kojom je Pan saznao $to se dogodilo Oliviji i
gdje je ona — to sam sigurnija da Kapetan nije bio umijes$an u ono §to se jucer dogodilo Oliviji.

Ali zasto razradena smicalica? Da prestanem vjerovati Kapetanu? Ili mozda ima nesto
viSe — nekakva shema da povjerujem Panu. Ili mozda test da vidi tko sam zapravo. Razmi§ljam
0 izazovu u njegovim o¢ima u Spiljama nakon §to se zemlja stala tresti, i nisam sigurna jesam
li prosla ili pala.

Moram saznati toliko toga i znam da nec¢u saznati ostanem li u ovoj praznoj sobi. Moram
pronaci Oliviju. Ona se mozda ne sjeca tko je ili odakle dolazi, ali ja se sjecam — barem dijela
— 1 necu odustati dok se skupa ne vratimo.

Koristim zid kao oslonac i spusStam se neravnim stubama $to brze mogu. Kada sam

sigurno sisla, prolazim Beskrajnom aulom dok ne naidem na djecaka koji je i dalje budan.
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»Jesi 11 vidio Oliviju?* pitam.

On me blijedo gleda. Isprva mislim da me nije razumio, ali onda razdrazeno uzdiSe i
mase mi da ga slijedim. Vodi me kroz tunel kojim smo prolazili dan prije, natrag do mjesta gdje
se drugi tuneli granaju na sve strane. ,,Vrtovi®, odgovara i pokazuje prema tunelu krajnje desno.

,Zar mi nece$ pokazati ostatak puta? pitam s puno nade. Samo me bijesno pogleda i
okrene se natrag prema Beskrajnoj auli.

Na trenutak zurim u mracni otvor i pitam se trebam li se vratiti 1 pricekati Pana da me
odvede Oliviji. Mozda zakljuc¢ujem naprecac. Uostalom, ostavio je stube, kao $to je obecao, 1
rekao mi da je mogu danas posjetiti...

Ne. Ne zelim ¢ekati Pana. Cijela bit mog pronalaska Olivije je da je udaljim od njega.
Trebam je uhvatiti nasamo kako bih je mogla urazumiti, a da je njegovi laki, ocaravajuci
osmijesi ne odvuku od mene.

Kreé¢em se ujednac¢enim tempom, a kad se bijeli zidovi tunela rasire, nadem se u prostoru
nalik $pilji u kojoj se nalazi labirint raskoSnih vrtova u cvatu. Ovdje nije mra¢no kao i u ostatku
utvrde. Zidovi me podsjecaju na opal, a sloj viSestrukog kamenja iznad mene kupaju cijeli vrt
blagim svjetlom.

Kamo god pogledam, biljke cvjetaju u bujnom neredu. Kao i u dzungli, svakih se
nekoliko sekundi mijenjaju — naborane ruze veli¢ine moje ruke pretvaraju se u nasmijesene
zijevalice, a tratin€ice sjajnih boja u elegantne Stitaste latice ljiljana. Meni nepoznato cvijece
pretvara se u boje koje prvi put vidim.

Jedina koja privla¢i moju pozornost biljka je Stitastih cvjetova koja se uvija poput vinove
loze 1 koja izgledom podsjeca na nesto Sto sam ve¢ vidjela. Na trenutak se sjetim da sam vidjela
slican cvijet, koji je sjajio cudnom jantarno-narancastom svjetloS¢u. Gotovo da ga mogu
zamisliti... Ali onda se cvjetovi u obliku trube povuku unutra, a kada ponovno izrone iz

stabljike, postanu naborani cvjetovi.
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Trenutak je nestao, a s njim 1 duh sjecanja.

Jos uvijek pomalo uznemirena svojom nesposobnosc¢u da se prisjetim, okre¢em paznju
na problem vrtova. Pomisao da se mogu izgubiti u labirintu trnovitih ograda i drveéa u cvatu
zaustavlja me. Ali njihovo obilje cvjetova govori mi da nije bilo potrebe da se Olivija jucer
odvazi napustiti utvrdu. Sve $to je htjela mogla je pronaci unutar zidova ovih vrtova. | zbog
toga sam jos sigurnija da je Pan lagao u vezi napada. Ako iSta, on je bio taj koji ju je doveo u
opasnost time $to je dopustio dje¢acima da je odvedu do Ruba.

A onda mi na pamet padne jo$ jedna misao — moZda je to namjerno ucinio. Prisjetim se
izraza njegova lica kada smo culi Olivijin glas kroz maglu i viSe nisam sigurna da je to bio izraz
olakSanja. MoZda nikada nije htio da se Olivija vrati...

Zatim, duboko iz bujnog i zelenog krajolika, ¢ujem udaljeni zvuk poznatog Zenskog
smijeha 1 viSe ne oklijevam. Koracam prema debelom zidu vegetacije, traze¢i ulaz.

Kao da osjecaju moju prisutnost, biljke se pomicu, pozivaju me unutra. Na trenutak
oklijevam jer ne znam je li ovo jo§ jedna zamka. Mozda je ovo jedan od nacina na koji me
Nigdjezemska pokuSava privuéi i sprije€iti da se vratim kuci. Ali ponovno €ujem Olivijin
smijeh pa odbacujem strah i ulazim u zelenu aleju granja.

Prostor nastao razdvajanjem grana sada je uzak i, na prvi pogled, izgleda kao slijepa
ulica. Ali kako hodam, tako se biljke pomicu i usmjeravaju me kroz gusto zelenilo. Dolazim do
kraja slijepe ulice i nakratko ¢ekam dok se Zivica mijenja i stvara novu stazu. Hodam i hodam,
pratim stazu koja se pojavljuje preda mnom i postajem sve uvjerenija da sam se izgubila, ali
svaki put kada pomislim okrenuti se, ponovno ¢ujem smijeh, o€ito Olivijin, i nastavljam dalje.
Nakon nekog vremena, zvuk postaje sve jaci, a ja sve samopouzdanija. Svakim korakom
postajem sigurnija da ¢u, za sljede¢im uglom, pronaci svoju prijateljicu.

Ali kada se jedna od slijepih ulica odbija pomaknuti, primorana sam stati. Okrecem se i

shva¢am da je staza kojom sam dosla nestala. Odjednom sam zarobljena izmedu li§¢a i trnja.
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,»Ne“, govorim dok pokusavam pronaci otvor u Zivici. Staza nije mogla samo tako
nestati. A granje i lis¢e mijenjaju se i rastu, jo$ se ¢vrsce pletu da ih je nemoguce razmrsiti.

Dah mi je sve pli¢i — to je bila zamka i pala sam ravno u nju.

Vic¢em u pomo¢, nadam se da ¢e me Olivija — netko — ¢uti, ali guste grane oko mene
gutaju zvuk. Jo$ gore, zelena soba €ini se sve manjom. Grane Zivice i dalje rastu i bujaju, a
svakim mojim pokretom, ponovno se kre¢u i bodu svojim trnjem. Koliko god se borila, ne mogu
se pomaknuti.

Ma necu izaéi iz ovog labirinta, a kamoli svijeta. Jednog ¢e dana neki izgubljeni djecak
prona¢i moje ostatke zabijene u zelenilu, vise poput ukrasa na odbacenom zimzelenu kojeg su
svi zaboravili.

I bas tog trenutka — kada ve¢ mislim da necu ugledati svjetlo dana — grane se lagano
razmicu i stvaraju mali otvor nalik prozoru. Iza mene, zivica postaje sve gusca i gura me prema
otvoru. Kao da labirint Zeli da vidim §to je s druge strane, Sto bi mi trebao biti signal za uzbunu.
Ali nemam mnogo izbora. Sto grane iza mene vise bujaju, to vise postaje nemoguée izbjeci
pogled na ono $to je s druge strane.

A s druge su strane Pan 1 Olivija, polugoli leZe na mekom tlu, jedno drugom u narucju,
u zagrljaju toliko snaznom da mi obrazi zaplamte od pogleda.

PokuSavam si re¢i da to nije moja Olivija, ali ni$ta ne prolazi kroz Suplju bol koju
osjecam dok je Panove ruke privlace blize. Ako je Pan ima, ve¢ je izgubljena, rekao mi je
Kapetan. Ne zelim vjerovati — necu vjerovati.

Ne mogu zanemariti mogucnost da je Kapetan mozda bio u pravu. Mozda sam veé
zakasnila, mislim dok Panova ruka luta preko Olivijinih dugih, vitkih nogu, do ravnih linija
njezina golog trbuha. A nacin na koji Olivija odgovara na sve to — dok ga vuce prema sebi,
motajuci noge oko njegovih tolikom brzinom i neobuzdanom Zestinom, nema sumnje da je ona

pristala na ovo.
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Ipak, ne mogu zaboraviti privlacnost koju sam ja osjecala prema Panu. Ne mogu
zaboraviti kako sam lako pala pod njegovu ¢aroliju — i sada, vise nego ikad, sigurna sam da je
to bila neka vrsta Carolija. Nema Sanse da je jaCina onoga §to sam osjecala prema njemu bila
stvarna. | nisam sigurna ni da je stvarna za Oliviju.

Ali ne mogu uciniti niSta, ovako zarobljena.

A ne mogu ni skrenuti pogled.

Dok se ljube, blago svjetlo Spilje baca dugu sjenu na tlo izmedu njih i, isprva, te sjene
odrazavaju njihov intimni ples. Ali dok produbljuju svoj zagrljaj, Panova se sjena pomice. Ali
ne krece se kako bi sjena trebala. Umjesto da odrazava Panove vlastite pokrete, polagano se
odvaja od Olivijine sjene. Sjena nikada ne prekida svoju vezu s Panom, ali ustaje, diZe se sa tla
sve dok savrSena tamna silueta ne vreba nad parom.

Zlokobno zujanje sve jace zvoni dok se druge sjene na Cistini probijaju prema Panu, a
zatim se malo po malo skupljaju dok ne poprime oblik i formu jednog od Stvorenja.

Pan podiZe pogled dok silazi niz Olivijin vrat. O¢i mu blistaju od nestrpljenja kada vidi
da je Stvorenje tame potpuno formirano i spremno.

Tamna figura prilazi bliZze 1 polako polaZe svoje ruke nalik kandZama na Olivijina
ramena. Ona se ne buni dok joj se vrSci kandZa zabijaju u kozu. Umjesto toga, ispusti tihi,
zadovoljni uzdisaj pri dodiru.

Stvorenje tame povlaci kandze iz Olivijina ramena i pritom izvlaci istu blijedu nit
luminiscencije koju sam vidjela kada je bila izvucena iz djeCaka. Pan se ne zaustavlja u
temeljitom uzivanju Olivijina vrata kako bi smazao ponudenu slasticu. Ali kada ipak zastane,
o¢i mu zasvijetle u nekoj vrsti ekstaze prije nego $to je po¢ne konzumirati.

Prije nego po¢ne konzumirati nju.

Ali ovo nije isto onome $to sam vidjela u skladistu Kapetanova broda. Olivia se ne

previja od boli. Tijelo joj se ne gr¢i, kao djecaku na brodu, i ne bori se protiv njega. Po tihim
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zvukovima koje ispusta, po nacinu na koji privlaci Pana, dok naginje svoj vrat kako bi se on
mogao jos vise uvuci u nju, ¢ini se kao da uziva u onome §to joj nudi.

Paralizirana uzasom onoga Sto vidim 1 zaljenjem S$to to ne mogu zaustaviti, ne mogu
uciniti ni$ta osim gledati kako tamna linija putuje niz Olivijinu ruku od lakta do zape$c¢a. Preko
ruke zapletene u Panovu divlju kosu.

Sigurna sam da Ce ta linija rasti ako joj nastavi piti Zivot. Postat ¢e krhka poput djecaka
na Kapetanovu brodu. A onda ¢e pasti na tlo, postati komadic¢i razbijene porculanske lutke koja
se nikada nec¢e ponovno sastaviti.

Ne mogu dopustiti da se to dogodi.

Borim se protiv Zivice, vicem s namjerom da je upozorim, ali granje uzvraca i vra¢a me
natrag u svoje gusto, trnovito narucje, dok mi priti§¢e usne Sirokim, sjajnim lis¢em. USutkavaju
me. Zivica se brzo zatvara, ali ne prije nego $to Pan ¢uje moj glas i ugleda me. Iako mi liée
blokira pogled, vidim kako mu o¢i bljeskaju od bijesa, agresivnije od bilo kojih od njegovih
djecaka.

»Gwendolyn®“, zove, potvrda koje se bojim — vidio me. Zna da znam za §to je sve
sposoban. Zna da vidim istinu onoga tko on jest.

Ali nemam kamo — granje je nepomicno.

»Gwendolyn? Panov glas sada je blize. Glas mu je meksi i znam da pokusava zvucati
ugodno i $armantno kao i uvijek, ali u njegovom je glasu Supljina koja ne laze, i znam ako me
uhvati, nece biti dobro. Jer Fiona je bila u pravu — nije samo Kapetan taj koji koristi Stvorenja
tame. I ako je bila u pravu u vezi ovoga, oko ¢ega je jos bila u pravu?

Lupam Sakama po trnovitim granama, ne mare¢i $to mi grebu kozu. ,,Pustite... me!*
vicem dok svom snagom guram gusto raslinje.

Sjene se pocinju vitlati oko mojih nogu pa guram jace. ,,Molim vas!“ platem prema

nepomicnim granama. ,,Fiona!*
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Bez upozorenja, granje iza mene dovoljno se razmice da padam na tlo.

Jos uvijek das¢em od pokusaja bijega. Oko mene, zivica se umirila, a jedno od vilinskih
svjetala lebdi nada mnom, pulsira i postaje sve svjetlije sa svakim otkucajem dok drhti, kao od
porasta energije.

Osvréem se na drhtavo lis¢e — ne mogu ostaviti Oliviju s Panom. Sada znam koliko je
opasan. | znam da je ovaj svijet ucinio Oliviju nemo¢nom pred Panovom privlacnosti. Ali nema
vremena. Tama se ve¢ skuplja oko mene, granje ponovno Susti dok se razmi¢e da me propusti.

Ne Zelim ostaviti Oliviju, ali necu joj mo¢i pomo¢i ako me Pan zarobi. Nisam joj od
pomo¢i ako sam mrtva. S panikom koja mi titra u grudima, s kozom hladnom od straha, vise
ne oklijevam.

U trenutku kada osjetim prsten i vrelu hladnocu svjetla na vrhovima prstiju, svijet se

naginje. U bljesku zasljepljujuceg pritiska, $pilja oko mene drhti, a zatim potpuno nestaje.
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5. Conclusion

One of the main goals of this thesis was to examine and understand the concept of
fantasy. As the definitions show, fantasy is a complex genre that cannot be adequately described
without contrasting it with other genres of similar nature. Researchers studied this genre for
many Yyears, from different perspectives and offered different definitions. Nevertheless, some
elements are repeated across all definitions. In light of that, it is possible to conclude the
following: fantasy is a genre connected with imagination, with reality outside of this world, and
has the purpose of violating it. It is characterized by magic, fluid time, supernatural setting, and
themes that include ghosts, vampires, cannibals, among many other things.

With the escapism it offers and images it paints, fantasy remains a genre which attracts
readers to grab its pages and indulge in the adventures of a new world. Peter Pan and Neverland
go to show the impact fantasy can have on the audience and culture, both from which it
originated, as well as to which it was distributed. From books to movie adaptations, this blonde
boy is no stranger to people around the world. Using his popularity and familiarity, Lisa
Maxwell produced a work that caught the attention of American audience. However, with the
global nature of the English language and the culture, as well as the popularity of Neverland,
Unhooked strives to be extended to other cultures. It is for this reason that translation is needed
since it offers a platform for this text, which offers new ideas and perspectives of the famous
characters, to be distributed across the world.

The final goal refers to the translation of a fantasy novel and analysis of the same. It is
safe to say that translation of fantasy work, like any other type of translation, requires a variety
of strategies and techniques in order to maintain the same effect as the original. Translators
need to strive to produce a translation which will function in the target culture. That culture

needs to accept the translation and be able to enjoy and participate in the adventures that the
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text has to offer. If it is done successfully, the translation will enjoy the popularity that the

original text had and impact its culture in the best way possible.
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7. Translating Fantasy: Lisa Maxwell’s Unhooked: Summary and Keywords

The thesis presents definitions of the concept of “fantasy”, its development, and
characteristics. Given that it is a genre that has been developing for many years, and has
changed during that time, the characteristics of fantasy vary, thus, defining fantasy is one of the
more demanding tasks. The complexity follows fantasy into the field of translation. One of the
main goals of this thesis is to understand how translational process of fantasy texts begins, what
it includes, and what problems the translators may face in the process. Therefore, the thesis
offers some of the strategies and techniques that can be employed to produce an adequate
translation. By the end of the thesis, a translation of selected chapters from the novel Unhooked
by American author Lisa Maxwell is presented, led by the analysis of the text and the

translation.

Keywords: fantasy, literary translation, translating fantasy, challenges in translation,

Unhooked
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8. Prevodenje fantastike: Bijeg iz Nigdjezemske Lise Maxwell: Sazetak i klju¢ne rijeci

Ovaj diplomski rad predstavlja definicije pojma ,fantastike”, njezin razvoj i
karakteristike. S obzirom na to da je rije¢ o zanru koji se razvijao dugi niz godina, a i mijenjao
u tom razdoblju, karakteristike fantastike variraju, pa je definiranje fantastike jedan od
zahtjevnijih zadataka. Zahtjevnost prati fantastiku i u prevodenju. Jedan od glavnih ciljeva ovog
rada razumjeti je kako zapocinje proces prevodenja fantasticnih tekstova, sto on ukljucuje i s
kojim se problemima prevoditelji mogu susresti u tom procesu. Stoga, ovaj radi nudi neke od
strategija 1 tehnika koje se mogu upotrijebiti za izradu odgovarajuéeg prijevoda. Na kraju
diplomskog rada prikazan je prijevod odabranih poglavlja iz romana Bijeg iz Nigdjezemske
americke spisateljice Lise Maxwell kojem prethodi analiza teksta i prijevoda odabranog

predloska.

Kljucne rijeci: fantastika, knjizevno prevodenje, prevodenje fantastike, izazovi u prevodenju,

Bijeg iz Nigdjezemske



