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Abstrakt

Tato bakaléska prace se zabyva otazkou zachovani autorskdiopisu Edgara
Allana Poea ve zjednoduSenych publikacich, tzv.d€&da Readers, &enych pro
studenty anglického jazyka, jimzZ jejich jazykovavai neumoiuje cist literarni dila
v pavodni podoB. Tento druh publikaci je rozebran s ohledem riahjekel a autorka
se téZ podrol#ji vénuje rozéleni do jednotlivych jazykovych arovni. Roetypicky
styl psani je charakterizovan v Gvodni kapitolié¢gmz diraz je kladen fedevsim na
zpracovani témat, vyuZziti specifické slovni zasagykturu textu a samotnou techniku
kompozice. Na zakladéto charakteristiky se pragstinictvim textové analyzy originélu
Poeovy povidky €erny kocour” (“The Black Cat”) a jeho zjednoduSemérze
(upravené v rdmci vydavatelstvi Penguin Reader®rka pokusi zjistit, do jaké miry
tato adaptace vyhovuje Poeoviwpdnimu autorskému z&mu.

Abstract

This paper deals with the question of retaining &dllan Poe’s writing style in
Graded Reader Publications, form of literature theps students enjoying reading in
foreign language, no matter what their languagdéissire. This type of literature is
defined according to its purpose and the authothisf paper also pays attention to
particular levels of grading of language. Poe’smgi style is characterized with regard
to choice of themes, distinctive vocabulary, texticture and the specific technique of
composition. In the last chapter, the original \@sof Poe’s short story “The Black
Cat” is compared to its simplified version, gradetording to the language levels of
Penguin Graded Readers. The aim of this analystsdetermine whether Poe’s unique
writing style is retained in the adapted versiohki® works.
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1. Introduction

Edgar Allan Poe (1809-1849), the American poetrtsstory writer, essayist and
literary critic, is possibly considered one of tireatest and the most complex figures of
American literature. He is remembered mainly asdkeellent figure of the genre of
modern detective story, however, his literary caiid not comprise only of writing
short stories, although his tales of macabre avbagily the works that even a Philistine
knows for sure. Yet it would not be fair to calld?an artist of melancholy prose dealing
with nightmares, hallucinations and perverse crintds composed excellent poetry,
distinctive with its melodiousness and the purentibpn of communicating Beauty; and
also his accomplishments in criticism were majohatvall his works have in common
is the special attention Poe paid to the compasiidhe theme, the structure and the
length were always planned before he started \grittemd his vocabulary was chosen
with an immense care so that it would form a pietceext that is uniquely ‘Poesque’ in
its character and mood, and stands out among takisrof his contemporaries.

On the one side, there is the strongly individwedizvriting style of Edgar Allan
Poe; on the other one, readers are presented wiihlifeed versions of his stories
through the medium of graded readers literaturad€d reading, as a way of language
learning, focuses on adapting well-known literarprks for students of foreign
literature who want to enjoy reading, no matter their language skills are. On this
account, the original texts have to be simplifiedading to particular language levels,
graded in respect of employed vocabulary and graim&iace many restrictions in use
of the language apply, it is obvious that the fiaalaptation is more or less only
rewritten piece of text that has one aim — to bmm®hensible for the multitude of
readers.

Poe’s reader may wonder how incomplete indeedahk awpiece of text that he or
she is presented with — adapted version of a stogynally written by Poe, for instance
“The Black Cat”, which is regarded one of his bpsisaic works and employs all his
typical writing techniques. Comparing this texttte original story, the reader may
come to the conclusion that Poe’s unique style g, together with Poe’s original
intention, are not retained in graded readers latAad, this is exactly the thesis this
paper deals with.



2. EDGAR ALLAN POE'S STYLE OF WRITING

2.1. Classification of Edgar Allan Poe

Edgar Allan Poe in his rather short artistic life809-1849) ruled — with more or
less success — the literary world of horror andldeatroducing a new type of fiction
and poetry ahead of its time that have had a sagmf impact on the world of literature.
While European Romanticists based their writingsr@spect for nature and romantic
love, Poe dealt with exploring the dark side of lawmniife and even his “romantic”
poetry chants beautiful women who are, howeverd d€tearly, Poe was criticised and
even ignored in the United States for his talematabre that somehow did not match
American literary taste of that time. Thereforeuestion might be raised, whether Poe
in his works really is a&Romantic” as the period he was as a writer and poet boon int
While only few American writers (among them for eygle Herman Melville, William
Faulkner or Walt Whitman) recognized his genius, tales and balladic poetry were
quite influential in France, gaining the interedt many poets and writers. As
Moskowitz points out, Charles Baudelaire translatesl majority of Poe’s stories and
also some of his poems into French (Moskowitz 1hy &oe’s influence on
Baudelaire’s own poetry that is so typical for blssession with macabre imagery and
morbid themes, cannot be denied. According to Rel§aa was also admired by French
poets following the school @ymbolism- for instance Stéphane Mallarmé, or the later
authors Paul Valéry and Marcel Proust (Regan 6khofigh many consider Poe in a
certain way Symbolist, and we actually might caleR” works “symbolic”, calling Poe
himself a*Symbolist” is very misleading.

Symbolic works aim on depicting things that canoetdescribed rationally — that
means especially emotions and moods. With the diefpsymbolthat represented the
contact between real world and world of our sowimBolists strived to perceive the
works of art with all five wits, laying stress oigdrativeness and melodiousness. This
approach is similar to the approach of Poe who esighd the mood of his stories and
poetry as well as the overall musical effect. Is lhighly descriptive tales, he dealt with
the inner emotions and state of mind of an indigldsiruggling with certain impulse to



be malignant, a motive which he or she can neitheerstand nor anticipate, but which
definitely makes him or her suffer in the end. Reems to hide the actual meaning
behind the veil of ambiguity that offers considdeabumber of interpretations as there
are so many readers who would understand it inffareint way according to their
varying backgrounds and tenths of other factorsis Timplies that Poe almost
instinctively employed a ‘symbolic’ way of expressiin his writings, however, he did
not apply symbols consciously to achieve the saffeetethat Symbolists would create
on purpose. In fact, Poe despised ‘symbols’ asK$rivhich are utilized to confuse and
deceive the reader without providing him with diadation and enlightenment”
(Fletcher 13). He uses expressions as symbolsrmugameanings, but “‘symbol’ is the
sole expression that vanishes from his vocabuléifétcher 13). He uses words for
their indefinite, evocative connotations, creatamgatmosphere the reader becomes part
of. He strives self-consciously for this effect wiinihe wants to impart to his reader,
therefore he communicates through complex assoo@mtbdf ideas that could (and
should) encourage the reader’'s imagination. Inrotherds, like a ‘Symbolist’, Poe
creates an atmosphere that should be experiencétlsenses rather than the logical
mind; however, his approach to ‘symbols’ is comgletdifferent from the idea of
Symbolism.

It seems right not to try to categorize Poe atHd.has written his tales and poems
in the era of Romanticism but his Gothic Romanticid not meet with the interest of
an average American reader of the nineteenth ognigs works are highly symbolic
yet we cannot call him a ‘Symbolist’ for he did nase symbols in the same way
Symbolists did, and, above all, composed his wdokg before Symbolism was even
accepted as an artistic movement. Compared todngemporaries who are easy to
classify, Poe “resists easy interpretation and dbrganeralization” (Fletcher 106).
Perhaps he should be called ‘Romantic’ after alli® was mainly striving for effect in
his works, his aim being not to deliver a moral sag®e but to create a story or poem
that would present its reader with the sense otiBe@nd instead of praising beauty in
its classical concept of the eighteenth centuryclwvhe rejected, Poe dealt with unusual
and mysterious beauty that was more acceptableetodalues of Romanticism than to

any other literary movement of that time.



2.2. Themes

Before accusing Poe of celebrating the morbid ategque, enjoying analyzing
the process of dying and all perverse that troutilesnineteenth century morals, thus
coming to a conclusion that Poe was actually insarieief look into his life might help
to find out where his fascination with macabre dedth in particular stems from.

Edgar Allan Poe was born to life that could be aered, by some, truly a
nightmare. His life might well have been his oweation, a tale of unfulfilled love and
death, ending in a tragedy. He might have destrdyedelf with alcohol but nothing
could have beaten the fears he faced and the tho@igleath in love that was haunting
him the whole life. As Regan states, after Poetheiaabandoned his wife and three
children, Poe’s mother travelled through many siaeting on various stages to support
her family as best as she could. This style ohivéoon scarred her health and in 1811
she died (Regan 179). Edgar was placed into ayawhinerchant John Allan who was
evidently unsupportive and emotionally detachednfriie boy. Lack of parental and
emotional support might have been the initial insputhat has driven Poe to drinking,
causing him many problems later in his life. AlthbuPoe frequently tried to quit
drinking, he never stopped, endangering his brath & constant portion of alcohol,
and there might be a question whether he reaclseuliicapabilities as a writer and
whether the themes of death and horror in his mgitvould be less macabre were it not
for his drinking and traumatic youth.

After Poe’s beloved foster-mother died in 1829, R@as disowned by John Allan,
and left unsupported (Moskowitz 3). The most imaottwoman of his life became his
cousin Virginia Clemm whom he married in 1836 (Red80). When she died early in
1847 (Regan 180), Poe sustained another territde dod was left alone and ill,
drowning his sorrow in drinking and erratic writing comes as no surprise that his
desires slowly turned from life towards death, mgkthe worst enemy his beloved
friend, and above all — a possible solution.

As already foreshadowed, one of the themes thaanehly appear in Poe’s
stories and poems meath and while many authors share with Poe their @gein
horror, terror, death, various obsessions, feads the perverse, Poe takes one step
further, exploring the processes of death in neallyf his works, to name the best
known, for instance “The Fall of the House of Ushéfhe Pit and the Pendulum”,



“The Tell-Tale Heart”, “The Masque of the Red Déatir works such as “Ligeia” and
“The Raven” dealing with death of beautiful youngmen. Although love is dealt with
in the majority of his poems, using the term ‘lopeetry’ for Poe’s verse would be
inappropriate. Love presented by Poe is usuallgliged, it is not an object of passion
but representation of beauty that is fragile anteeperal. The object of narrator’s
affection is then dsupernal beauty’, a woman almost too perfect and divine for real
world; she is young, innocent, beautiful and freglyedead — which is about as
unattainable as a loved one can get, however,es tot weaken the lover’s devotion
for her at all. Death of a beautiful woman is acdtag to Poe the “most poetical topic”
(www — Philosophy of Composition):
...| asked myself — “Of all melancholy topics, whatcording to the universal
understanding of mankind, is the most melancho@ath — was the obvious
reply. “And when,” | said, “is this most melanchaly topics most poetical?” ...
the answer, here also, is obvious — “When it méstety allies itself to Beauty:
the death, then, of a beautiful woman is, unqueatty, the most poetical topic in
the world — and equally is it beyond doubt that lipe best suited for such topic
are those of a bereaved lover.” (www — Philosophg@mposition)
The use of the ‘dead beauty’ motif could be exm@diby the unfortunate early deaths of
women he loved. To Poe, beauty was evidently sangthvhich was to be lost, was
not to be enjoyed, and above all was to bring adgdeal of suffering” (Lerner 62). Yet
he does not focus only on death of beloved woméralso on death in general as well,
for example in the tale “The Masque of the Red Beathere he deals with the idea of
extinction of an entire population by means ofais. But while any other author might
lead the people to overcome the evil and start,d®ee accepts no happy-ending and
lets the characters to lock themselves behind @besgpf the mansion and die there.
Poe’s style of composition emphasises hiding thgiral meaning behind the
suggestive one. As implied by Fletcher, the sugggstss of meaning has according to
Poe a great effect on the reader’s sense of hanafear and it is evidently the “highest
power” that is within the ability of the writer wontrol (Fletcher 97). Death certainly is
one of the subjects that we might fear the mostpdye more specific, the process of
dying itself. And this is exactly what obsessed,Re&ys in which death occurs and the
moment of falling from life to death, moment ofratial and biological death, itself. The
vortex allusion of sinking into and out of cons@oess as the mind comes near to death

is greatly described in the story “Pit and the Rsunah”. It can be considered a “simple



tale of torture at the hands of the Inquisitiontle® one hand” or an “Apocalyptic vision
of the Last Judgment on the other” (Fletcher 1@dove all, however, it is a vivid
image of a nightmare, a mental struggle of an iddizl who is going to die and cannot
affect his fate any more, feeling (not only) spially isolated from the surrounding
world, and possibly going insane:

What boots it to tell of the long, long hours ofrfaw more than mortal, during

which | counted the rushing oscillations of theeiténch by inch — line by line —

with a descent only appreciable at intervals tlensged ages — down and still
down it came! ... | prayed — | wearied heaven with pngyer for its more speedy
descent. | grew frantically mad, and struggleddicé myself upward against the
sweep of the fearful scimitar. And then | fell sedty calm, and lay smiling at the

glittering death, as a child at some rare baulilales 171)

Speaking of torture, not only Poe depicts sufferasya consequence of acts of the
others, he also pays attention to self-torturetrange sense of self-destruction that is
secretly hidden in the soul of each individual. Pedeves that th@erversenesss a
primal instinct that rules the dark side of ourdogbur, forcing us to betray ourselves in
our morality. Yet he does not see the perverseraeral evil but rather the opposite of
creativity (and we should be aware of the termvpese’ that does not have, in this
case, any narrower denotation, such as we use ggeaking of sexual ‘perverseness’,
et cetera). When Poe’s narrator commits an acvigfree violates his own spirit, losing
his comfort and confidence, acting from impulsesseff-destruction he could not
control. He regrets and even if he could not hasfed his actions, he is oppressed by
his conscience, which finally ruins him, leadingnhio reveal his secret. However, this
process is not typical for insane characters —groees that even a completely rational
individual may become overpowered by his “dark sidimce he is able to explain
logically what has brought him to his own ruin.

Poe’s most successful portrayal of perversity ihaps illustrated in his tale “The
Black Cat”. The narrator has a black cat that harlgeloves, however, one day he
captures the unfortunate animal and pokes outyés &nd here comes the sorrow and
the guilt of being unable to resist the impulsgeiversity beyond his control:

The spirit of perverseness, | say, came to my fioedrthrow. It was this

unfathomable longing of the saal vex itselt to offer violence to its own nature

— to do wrong for the wrong’s sake only — that urgee to continue and finally to

consummate the injury | had inflicted upon the deoding brute. One morning,
in cool blood, I slipped a noose about its neck lmdg it to the limb of a tree —



hung it with the tears streaming from my eyes, aitth the bitterest remorse at
my heart — hung ibecausd knew that it had loved me, amecausd felt it had
given me no reason of offence — hung it becauseeikthat in so doing | was
committing a sin — a deadly sin that would so jeds® my immortal soul as to
place it — if such a thing were possible — evenobeythe reach of the infinite
mercy of the Most Merciful and Most Terrible Godlales 191)
As if regretting his actions, the narrator findsoter cat to adopt but later on his
attitude changes and his regret grows into hatgohorted in part by realizing that the
new cat looks alike the dead one, even having ong/eye. He soon fancies the cat as
an evil creature, a ‘tormentor of his heart’; anhdsicompletely up to the reader to
decide whether the animal is evil by nature, asrifeator suggests, or if he is only
projecting his own beliefs onto the cat. Finalihile the narrator goes entirely out of
his mind and attempts to kill the cat with an axe,eventually murders his own wife
who tries to save the cat’s life. Then he brickswife into a wall to conceal his crime.
When the police come, he stays completely calm they are about to leave, finding

nothing, and surprisingly interrupts them:

‘Gentlemen’, | said at last ... ‘I delight to havéagked your suspicions. | wish you
all health, and a little more courtesy. By-the-bgentlemen, this — this is a very
well-constructed house.” ... ‘I may say a@&xcellentlywell-constructed house.

These walls — are you going, gentlemen? — thesks w&ed solidly put together;’

and here, through the mere frenzy of bravado, pedpeavily, with a cane which

| held in my hand, upon that very portion of thekwork behind which stood the

corpse of the wife of my bosom. (Tales 196)

The final horror of the story reflects the horrdtlze narrator who, unable to control his
own life, in an inconceivable act of perversityrags himself in face of the police and
points to the place where he buried his wife.

Contemplating other distinctive motifs typical fois works, Poe sometimes uses
the allusions tovortex for instance guiding his character to descenalcallar stairway
(“The Black Cat”) or letting a swirling sea to sweay him (“A Descent into the
Maelstrom”). According to Jungian psychology, wategenerally regarded the symbol
of our unconsciousness; and vortex may then reptrade process of falling from
consciousness into unconsciousness, or the mot#llofg into a dream. Reference to
dreamsis very frequent in Poe’s stories, and so typycddlr him, those are rarely
pleasant night fancies we desire to experience.eSurhis characters tend to talk about
the subconscious dream state, they may wake up thheimn nightmares or question if



they are actually awake or dreaming, which is dbedrfor instance in the story “Pit
and the Pendulum”. Fletcher explains that:

...the narrator has so far fallen into a hypnagoggtesof suspended animation

that he has literally become a victim of ‘clinickath’, he is in a condition that is

neither that of death nor life. ... he finds himsekisting as life-in-death. But
there is also the danger that he may be in ther a@bedition of death-in-life;

perhaps he has been buried ... while still actudliyea... He has achieved the
ideal state of ‘double identity’ beloved by Poe @hd Gothic writer. (Fletcher

111)

Poe continues the narration with details of hisolgecontinual states of “deep sleep”,
unconscious moments between life and death, anthdsnus of another frequently
repeated motif — deart that is important as both the life-essential ptgispart of
human body and the centre of our emotion and expeei Faithful to the Romantic
principle, Poe places the emphasis on the hegme@enting emotion) rather than on the
head that represents intellect and rational thopkin

Significant events in Poe’s stories often beginhwdtisk and end with daybreak,
and Poe especially loves mentioning the “witchiogifi of twelve midnight. However,
Poe usually does not use clear reference to tirdeptacte — an approach that can be
found in other works of Romanticist literature -danany of his stories and poems are
set in ambiguous times and places, being tfOlyt of Space — out of Time(*Dream-
Land”, Mabbott 344), which might on the one handseathe reader to spend more time
to identify with events in the story, yet on theéhet hand, it makes Poe’s works
universal and contemporary to readers of any era.

Poe’s stories are usually presented byiamamed narratarHe is not supposed
to be considered Poe himself — he is just a charawrrating the story although the
reader may feel that the narrator may reflect Poes personal struggles. Some of the
narrators are sane, some are clearly not, butafeglways distinct from each other as a
“universal” character who tells all the storiesimpossible to find. According to
Fletcher, Poe “recognized the importance of charadevelopment for his stories only
after he had first exhausted the surface possdsiliof Gothicism” (Fletcher 119).
Comparing the characters of Poe’s early storieb thibse of stories written later in his
career, the earlier heroes really cannot be takeously for they are too ‘Gothic’ and
too stereotyped (which often involves self-destaimt The narrator is simply only an

‘eye’ commenting on the events. As Poe’s charaaevglop through the years, finally



a real personality can be seen, not a stereotygeator who reacts emotionally in
various situations and at least gives the illugibheing a human of flesh and blood.

Poe employs the first person narration where ‘fves as a persona guiding the
reader through the story as well as an ‘eye’ thatbks the reader to view the action.
Many times, the theme of two sides of oneself (lgmbd and evil contained within the
same person) appears, as Fletcher remarks: “Peategjly used thdouble identity(the
Doppelganger) figure traditionally beloved by theonRantic, Gothic writer, the
individual who functions on both levels of the #pand the flesh.” (Fletcher 118) As
Fletcher explains, Poe applies the motif of thectfreed image in several ways; no
matter if the personal characteristics are shayaavb persons who may become united
as single entity (Fletcher 118) as presented igéla”, “Fall of the House of Usher” or
“William Wilson”, or if he attempts to combine “ntigle facets of human character and
personality into one specific character” (Fletch&®) who is introduced in stories such
as “Pit and the Pendulum” or “The Black Cat”.

Although detective stories remained constant incstre and style over the years,
and the framework did not advance significantly dvel the level to which it was
invented by Poe, modern readers may consider Rig¢estive stories a little bit old-
fashioned. However, the types of characters Paanted — either the “bi-part detective,
sensitive resonator and shrew analyst” (Fletched) X8 the criminal motivated to
commit any act of evil — remain the key elementsdetective genre; and while
appreciating Poe’s genius, his poetry that is eeselay popular among readers of all
age, should not be forgotten to mention as well.

2.3. Poe’s Vocabulary

Poe’s major poems probably would not be as remesdbas they are today were
it not for their unique vocabulary, and similariyjs hard to guess whether it is due to
Gothic themes or to Poe’s distinctive way of expi@s that his short stories are
remembered so well.

To focus on prose at first, vocabulary of Poe’slyeatories is at first sight
‘Gothic’, describing mysterious places and psychologicadiyplicated characters, all
this being typical for the “Gothic, German novebrit which Poe as well as many



another contemporary writers derived the physioalrenment of their tales.” (Fletcher
93). Yet Poe does not introduce the very typicalratters of the traditional Gothic
horror story — ghosts, vampires, zombies. As altieBoe’s readers are presented with
an atypical Gothic story with an atypical vocabuyléinat may be called ‘Gothic’ but
contains also vocabulary of romantic ballads and highly distinctive and
individualized. This vocabulary is relatively lired and repetitious in the same
particular words that Poe uses with mechanicakstgpe again and again to achieve
the effects and mood he desired, employing expmrassisuch as-“fate”,
“grotesqueness”, “writhe”, “delirious horror”, “vision”, “deadly nausea”, “thrill”,
“lurid”, *“tormented”, “darkness”, “grave”, “corpse” , “deadly”, “spirit”,
“magically”, “indescribable”, “nothingness”, “silence”, *“unearthly”, “ghoul”,
“weir”, “toneless”, “sear”, “unalterable”, “ineffab le”, “soundless”, “melancholy”,
“oppressive”, “singularly”, “dreary”, “gloom”, “sen timent”, “depression of soul”,
“sensation”, “sickening of the heart”, “sublime”, Shadowy fancies”, “impression”,
“lustre”, “ghastly” and many others. Although all these words may bead of
anyone’s vocabulary, Poe makes them reappear en aftd so cleverly that once we
read enough of his writings and become familiahwits expressions, we are able to
recognize readily the style as being typically amdiquely Poe’s, or to say —
“Poesque”.

Not only Gothic expressions are typical for Poaidn. According to Mabbott,
Poe, who was classically educated, knew EnglisheBamd quoted it quite often. He
was familiar with English and Greek literature,daea French and showed interest in
Latin and Italian (Mabbott XXVI). This had littlenfluence on his poetry but in his
prose, Poe’s use dbreign expressionand associations is obvious. He uses mottoes
and quotations from well-known works of literat@® prefaces to his stories, including
mostly dicta inFrench (for instance in “The Fall of the House of UsherGerman
(“The Mystery of Marie Rogét”)l.atin (“The Pit and the Pendulum™§reek(“Silence
— A Fable”), andEnglish (for instance in “The Murders in the Rue Morgueg”’ o
“Ligeia”), quoting from the Bible as well (“Shadow A Parable”). Poe’s intention is
not clear — whether he used his opening mottoesnind the reader of his erudition or
to indicate the character and mood of the follownagrative, however, it is evident that
he usually did not bother himself with translatiig quotations into English. This is
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also the case of French, German and Latin expressi@at occur within the text of the
stories and that sometimes may become puzzlingheoreader, as in “The Murders in
the Rue Morgue”, where a quotation from “Nouvelléldise” by Rousseau closes the
last paragraph, representing the very last sentefite whole story:

‘Let him discourse; it will ease his consciencan satisfied with having defeated
him in his own castle. Nevertheless, that he faitethe solution of this mystery is
by no means that matter for wonder which he sugpaséor, in truth, our friend
the Perfect is somewhat too cunning to be profoumdhis wisdom is nstamen

... But he is a good creature after all. | like hispecially for one master-stroke of
cant, by which he has attained his reputationrigenuity. | mean the way he has
“de nier ce qui est, et d’expliquer ce qui n'esspa (Tales 90)

Regarding Poe’s technique of writing, the stories @sually bound together with
certainkey wordsthat appear at the beginning of the narrative theth occur several
times in particular paragraphs. These words asndtibstituted with various synonyms
but still, the idea of repeating the emphasized@&gions with monotonous regularity
can be seen. Concerning key words within one papdgran excerpt from “The Pit and

the Pendulum” proves to be a good example:

The vibrationof the pendulunwas at right angles to my length. | saw that the
crescentwas designed to cross the region of the héavtould fray the serge of
my robe — it would return and repeat its operatichsagain — and again.
Notwithstanding its_terrifically wide sweefsome thirty feet or more), and the
hissing vigour of its descensufficient tosunderthese very walls of irgrstill the
fraying of my robe would be all that, for several minutes, it woulkt@amplish.
And at this thought | paused. | dared not go farthan this reflection. | dwelt
upon it with a pertinacity of attention — as if,3a dwelling, | could arrest here the
descenbf the steell forced myself to ponder upon the sound of ttescentas it
should_pass acroske garment— upon the peculiar thrilling sensation which the
friction of cloth produces on the nerves. | pondered upon all tiwslity until my
teeth were on edge. (Tales 172)

In this paragraph, the reader is presented withmbgf of the pendulum, descending
down and tearing the narrator’s clothes. The w@ehtulum’ and its synonyms are
repeated five times, with reference to the movenwérnthe pendulum another seven
times (underlined The word ‘robe’ and its synonyms are mentionedr ftimes and
words connected with tearing the robe appear anédbe times italics). In a paragraph
consisting of 166 words, mention of the main mtitén represents twelve percent of all

words; and considering the fact that the total nemdd sentences is nine, a thoughtful
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reader must come to the conclusion that nearly santence in this paragraph contains
direct reference to the main motif.

Poe seems to use all of the words that he canlpppd$#iinto one sentence, thus
forming long complex sentences that, with apprderizse of colons, semi-colons and
dashes, often extend over the whole paragraph. demoreader may sometimes feel
that the long descriptive sentences are diffiauicémprehend, yet the text still retains
certain elegance:

| looked at the delicate outlines of the nose — aadhere but in the graceful

medallions of the Hebrews had | beheld a similafgo¢ion. There were the same

luxurious smoothness of surface, the same scapmlyeptible tendency to the
aquiline, the same harmoniously curved nostrilakg the free spirit. | regarded
the sweet mouth. Here was indeed the triumph ofthatigs heavenly — the
magnificent turn of the short upper lip — the swetiluptuous slumber of the under

— the dimples which sported, and the colour whipbke — the teeth glancing

back, with a brilliancy almost startling, every rafythe holy light which fell upon

them in her serene and placid, yet most exultingigiant of all smiles. |
scrutinised the formation of the chin — and heo®, i found the gentleness of
breadth, the softness and the majesty, the fullaerdghe spirituality, of the Greek

— the contour which the god Apollo revealed butidream, to Cleomenes, the

son of the Athenian. (“Ligeia”, Tales 227)

It is remarkable that Poe’s style of writing is gowerfully descriptive that it makes it
easy for the reader to identify with anything hedrto portray. He relies heavily on
sensory imagery, as for instance in “The Pit and ®endulum”, considering
particularly sight — by repeating the verb ‘seedats synonyms in every paragraph of
the story; smell — “...it swept so closely over mé@fan me with its acrid breath. The
odour of the sharp steel forced itself into my nitsst (Tales 171); and sound — use of
onomatopoeic words such as ‘swung’ or ‘hissing’e Tasulting effect is that the scene
and the atmosphere Poe describes really can b&ljteseen’, ‘smelled’, and ‘heard’.

Later in his career, when Poe turned from the aélidhe Gothic and grotesque to
other mediums, including the detective story, h@leged different type of vocabulary;
and as remarked by Fletcher, after Poe returnédtearlier love — poetry — after 1845,
the number of tales he wrote dropped off dramdyi¢&letcher 100). As Fletcher adds,
Poe’s diction then became more stylistically retBxmore casual and informal (Fletcher
100) compared to his early dialogues that seenotoate and sometimes archaic, fairly
anything but normal speech. However, he stayedtaonhsn the mechanical and

repetitious use of words, with strong reliance oauking the paragraphs around key

12



words and their synonyms, to the very end of hasercareer; and due to his skill and
care with which he constructed his stories, whatshgs is clear and completely
understandable.

To understand Poe’s literary genius, his poetic abotary should not be
disregarded as well for it influences his prosascabulary to a great extent, and,
moreover, Poe occasionally inserts verse into tieises, which is the case of “Ligeia”
or “The Fall of the House of Usher” where he présehe reader with his poem “The
Haunted Palace”.

Although regarded the master of a detective steoge was by choice a poet, as
Mabbott claims, and he adds:

He began to be one in boyhood, and continued tie weirse to the end of his life.

His actual product is small, but the proportioneatellence is surprisingly high,

and, as is not always true of lyric poets, his pewever waned; they increased.

... Recognition came early from those close to hing the world was to know

him as “Mr. Poe the poet” from 1845, when “The Rdvappeared. There has

never been even a temporary decline of his populamong general readers.

(Mabbott XXIII)

But what is the reason for Poe’s popularity as etpdt might be either its melancholic
mood or the motif of unattainable beauty that makespoem successful yet it could be
also the harmony and melodiousness of the dichahis so readable (which applies to
Poe’s prosaic works as well). As Fletcher staté®e the French Symbolists who

admired him, Poe takes music as the prototypel@rafor it is a medium that is least

distinguishable from its subjective or objectiveference (Fletcher 25). Moreover,

Lerner explains:

Poe’s poetic endeavors were based on a definitefltbat he had of poetry: “A

poem, in my opinion, is opposed to a work of sogehg having, for itsmmediate

object, pleasure, not truth; to romance, by havimg its object anindefinite
instead of aefinite pleasure, being a poem only so far as this olgeattained;
romance presenting perceptible images with defingeetry with indefinite
sensations, to which end music is @sgentigl since the comprehension of sweet

sound is our most indefinite conception. Music, wheombined with a

pleasurable idea, is poetry; music without the ideasimply music; the idea

without the music is prose from its very definitness.” (Lerner 47)

Following Lerner’s thoughts in this quotation, tenclusion he presents is that in Poe’s
poetry, meaning is subordinate to sounds. Thus,mahapoeia undeniably plays

important role in the process of choosing the rigkpressions for his lyrics, for
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whatever denotative meaning a word may have, whemopnced, it is heard by
everyone in exactly the same way. Therefore, Poeedtto limit his poetic vocabulary
to a narrow range of onomatopoeic words, espediadige concerning the melancholic
and mournful, that would repeat themselves in bis@s and create a total harmony of
tones. Due to this approach, Poe’s poems are wiitt@rdinary language, and usually
somehow lack the sophisticate content, but as Wweady claimed above, the emphasis
lies on the proper mixture of sounds and mood ihats effect evoke a mysterious,
gloomy atmosphere. It is also worth mentioning tiet dramatic effect often depends
on the reader’'s assuming that Poe and the naro&titve poem (or, in the same way,
narrator of the prosaic story) is the same perbogase this conclusion is reached by
the reader, it means that the vocabulary is chagmropriately to the mood and
atmosphere that, in the end, the reader considafistic enough to identify with. (And
as Fletcher pertinently points out, Poe’s use afdsaepends on the same principles of
suggestion and effect as, for instance, the usmciground music for sound tracks of
horror movies (Fletcher 60)).

Over the years of his career, Poe became incrdgskiiful to treating sounds. In
the best of his poems Poe employs a constant mefsaich asnevermore’in “The
Raven”) and places the emphasis on use of words epen vowels, thus creating
impressive melancholic sound effect, for instamepeating opefo’ in “The Raven”:

“Be that our sigrof parting, birdor fiend!” | shrieked, upstarting--

“Get thee back into the tempest and the Night'soRian slore!

Leave o black plume as akenof that lie thy sul has spken!

Leave my bneliness unloken!--quit the bust above mypd!

Take thy beak m out my heart, and take thgrin from off my door!”

Quoth the Raven, “Neverane.”

(“The Raven”, Mabbott 369)
Open‘o’ is pronounced approximately nineteen times whichuite a high rate in the
total of sixty-six words forming this stanza thabyes to be a typical piece of Poe’s
finest poetry, characteristic with the stress am dlnomatopoeic sounds and mournful
refrain. To give another example, among othevsand‘l’ sounds reappear frequently,

achieving a mournful effect as well:
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If I could dwell
Where Israfe

Hath dwvelt, and hewhere I,
He might not sing swaildly well

A mortd mdody,
While a bader note than this mightsll

From mylyre within the sky.

(“Israfel’, Mabbott 176)

To list another example — common repetitionspdfand‘r’ are apparent in stanzas of
“The Haunted Palace”. In the effect, according tetdher, by pronouncing these
sounds, the rolling cadence throughout the stamg@intained (Fletcher 43):
In the geenest of ouvalleys
By good angels tenanted,
Once a fai and statelyalace —
Radiantpalace reaed its head.
In the monach Thought’s dominion —
It stood thee!
Neve seaph Ppread goinion
Over fabric half so far!
(“The Haunted Palace”, Mabbott 315)
Fascinated with the musicality of sound, Poe sametitends to omit sounds or letters
in the middle of words such &sver’ to ‘o’er’ in order to shift temporarily the accent,
thus creating the so-called ‘syncopation’ thatyfsdal for instance for jazz music. As a
result, the in other way useless words are begngsformed to fit the intended metrical
feet of the poem:
‘Tis not to thee that | should name —
Thoucan’stnot —would’stnot dare to think
The magic empire of a flame
Whichev'nupon this perilous brink
Hathfix’d my soul,tho’ unforgiv'n
By what it lost for passion Heav'n
| lov'd — and O, how tenderly!
(“Tamerlane”, Mabbott 30)
As to be seen in the above mentioned examplesywaseskilfully manipulating words
to create a perfect rhyme. But as Mabbott decldresnight have composed the poems
according to his “own pronunciation”, explainingd4€é lived chiefly in Richmond and
Baltimore ... thereafter in Philadelphia and New Y.dde spoke with a slight Southern

Drawl. Hence he rhymesisterandvista ha’ntedandenchanted (Mabbott XXV) Yet
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Poe was very precise in composition of his verses iastead of writing new poems
again and again, he rather focused on constanowmg of the small volume of works
he has already written, concerning some of histstimries as well. It is doubtable
whether this was really necessary but what is ewidevithout continual refining of his
works, Poe probably would not have been able to gach skill to express his feelings

and ideas in such a limited space.

2.4. Composition

There are two main ways in which Poe reworked lask&/— first one focusing on
length and the second one dealing with punctuatiénom the various published
versions of Poe’s poetry, it is clear that mosthef creations had been considerably
shortened over the years. (All of the amended orssare listed for example in first
volume of Mabbott's “Collected Works of Edgar AlldPoe”) Poe cut for instance
“ “Tamerlane” from the 406 lines of his 1827 editito 243 for “Al Araaf, Tamerlane
and Minor Poems” in 1829” (Fletcher 26), and “Ala@arf” was cut in length by almost a
half for the second edition of 1829 as well. Sorhéhe other significant revisions that
might be mentioned include changing four of totiafitbeen lines of “To Helen”, more
than half of the lines of “Israfel” and verbal clgas, dropping lines and adding new
ones to “The City in the Sea”. Even his most famposm “The Raven” was reprinted
sixteen times during Poe’s lifetime. Not only wasePexperimenting with cutting,
changing or adding lines, reworking ideas and eswing words, he was also
constantly revising punctuation as well. Use of owmas, semi-colons and dashes varies
in different versions of his major poems, howeves,changes in punctuation probably
should not serve as crucial help to understandiagreaning, but rather as a suggestion
of possible pauses in reading. Going back to pr&e paid special attention to
punctuation in his stories as well but the moreratizristic feature of his prosaic style
is that he was especially fond of putting certaipressions into italics. Whether this
was only one of many ways how to establish an iddelized and distinguishable
vocabulary or a method how to ensure that the readb average intelligence would
receive the author’s idea, may be a point for frrttiscussion. But what can be stated
for sure is that once Poe decided to change hisoapp to improve his works, he
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remained loyal to that method and over a considernaériod of time refined his texts
all in the same way.

In addition to revising the most successful worksimy his career, Poe also
developed his philosophy about the process ofwgiboth poetry and prose, as to be
understood due to his critical works. His literamticism is either specific — critical
reviews of his contemporaries with reference tartherks, or abstract — represented by
his critical essays on his own conception of litgriiechnique. The spirit of his critical
studies of other writers “is that of what he feiinkelf to be, - an apostle of Taste”
(Stedman & Woodberry XIlll), emphasizing the maimgmse of artistic works, which is
according to Poe especially to communicate a seh&eauty. It might be due to his
temperament, that his criticism “exhibits impatien@arrogance, and disdain, and is
sometimes as brutal and long-drawn as that of tdo¢c8 reviewers whom he censures”
(Stedman & Woodberry XVI). But in the same way asidable to point out the weak
points, he could enthusiastically praise the besterg and their creative powers.
However, while dealing with women authors, his e&s are always rather kind:

...where the gentler sex is concerned, there seeimsrieucourse for the critic —

speak, if you can commend — be silent, if not;doroman will never be brought

to admit a non-identity between herself and hekb@edman & Woodberry XX)

In Poe’s opinion, the best writer was always “tlesthcritic, both of other authors and
himself” (Stedman & Woodberry XVI). There is no ebjive evidence of Poe’s self-
criticism, but at the time he created his majorksohis writing technique was already
clear to him. Probably the most comprehensive essayhis writing technique is
represented by “The Philosophy of Composition” tlvas published in 1846, following
the great success of “The Raven”. Here, Poe foonisgwesenting his view of literary
work and its purpose in general, as well as théquaar technique he employed when
composing his most successful poem. As he claings,'fadical error ... in the usual
mode of constructing a story” (www — Philosophy@dmposition) is that any artist
should think about his story line, the plot and démouement in detail before he or she
starts writing, instead of trying to “profit fronudden bursts of creative spirit” (www —
Philosophy of Composition). In addition, the effeatd originality must always be
considered. Poe uses “The Raven” as the princixsiple to prove that none of his
works is being composed by accident. After choodimg medium of a poem and
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selecting appropriate length of about one hundiress |(for the literary work shall be
neither too short, nor too long to serve its pueyphe “province of the poem has to be
specified” (www — Philosophy of Composition). Pdeoses ‘Beauty’, and explains:

That pleasure which is at once the most intengentbst elevating, and the most

pure, is, | believe, found in the contemplatiortted beautiful. When, indeed, men

speak of Beauty, they mean, precisely, not a qualé is supposed, but an effect —

they refer, in short, just to that intense and mlexation of soul — not of intellect,

or of heart... (www — Philosophy of Composition)
And because Poe’s approach is rather atypical ffreRomanticist one, the Beauty is
referred to in the tone of melancholy for “the deat. of a beautiful woman is,
unguestionably, the most poetical topic in the wdbr(www — Philosophy of
Composition). Next, monotonous and repetitive iafthat remains the same at the end
of each stanza, has to be defined, and since itchae brief, finally Poe chooses one
word — ‘nevermore’ — that, comprising the combioatof mournful sound$’ and long
‘0’, helps to achieve melancholic mood. By combinibhghe ideas, Poe concludes that
the lover, lamenting his deceased mistress in th&t possible sorrow, tortures himself
with asking philosophical questions, getting combasly the same answer —
‘nevermore’ — repeated by a Raven that standsHer“bird of ill omen” (www —
Philosophy of Composition), and serves the sugdestelancholic mood better than
introducing another person to the dialogue. Basedh@ conclusion, “the last stanza
with the climax, the rhythm, the metre, generadagement of the stanza and all other
circumstances concerning the dialogue” (www — Roifthy of Composition) can be
arranged.

Considering that “The Raven” was composed exacityaling to this technique,
there is no doubt in admitting that in the 1840Pse was writing at his best. And it
would not be fair to call him an insane artist @fhtmares, hallucinations and perverse
crimes. He created excellent prose and beautiftgeydeing credited as the remarkable
figure of detective story, and the author of “ThavBn”, which is one of the most
popular and best-known poems ever. The questionldvbe why Poe did not
experience the success while still alive. The Apnaaripublic evidently did not, except
for few faithful readers and general appreciatidn“the Raven”, recognize Poe’s
literary genius, criticising his obsession withrtiess that were not appropriate to write
about and were recoiling his obvious fascinatiothvdeath. However, as ironic as it
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may sound, it is typical for human nature, aftgrtalexplore the dark sides of our lives.
We might attempt to deny our curiosity in thingattfrighten us or shock but still we
keep seeking them. Fear is an emotion that alsgfaradoxically enjoy, maybe for it is
an emotion that reminds us of our mortality, an somothat assures us we are alive.
Poe’s choice of the topic is definitely one of thengs that distinguishes him from his
contemporaries, showing perhaps his courage ta stahamong typically Romanticist
authors describing wonderful nature and romantie,ldhemes that are so pleasant to
read about, however, themes that are anythingxXwitireg. And if we add the ‘Poesque’
prosaic vocabulary with its typical expressionsaaged into highly descriptive dictum
depicting all of the sides of human character;fgbetic vocabulary with its wonderful
tonal harmony and pure intention to communicatersss of Beauty; and the typical
atmosphere and mood of Poe’s works, we get a piceext that is so uniquely
individualized and so distinguishable, that it saecond to none in the American
literature of the nineteenth century. And even geB language might be sometimes
difficult to understand, even today, the subjectterehe deals with is up-to-date.
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3. GRADED READER PUBLICATIONS

3.1. Learning Foreign Language through Reading

Generally, there are two main reasons to readsthyfirfor pleasure and secondly,
to gain information. However, there is one moresogefor a learner of foreign language
to read — it is an excellent way of getting famileith the foreign language the learner
strives to learn. Through reading, students caduglty build up an understanding of
how various grammatical devices are used to predeats and information, and due to
these examples, they might be helped to apply gemmales more effectively. They
also have a chance to see how particular vocabudanged in a natural way, which
helps understanding the meaning of unknown womlshat the readers are able to add
the new expressions to their active vocabularys timproving their speaking skills.
This is the main way for a student to gain contfcdn adequate vocabulary for through
reading he or she can best understand which woeda@propriate in which contexts.
As Hedge explains, through reading, the learnereiposed to the lexical items
embedded in natural linguistic contexts, and assalt they begin slowly to have the
same meaningfulness for him that they have forntdigve speaker” (Hedge 23). This
involves developing a more complete comprehensibrthe words’ meaning and
possible uses.

A learner beginning to read in a second languaggssby looking at each letter of
each word to decode the word, and, with mechatviaaklating into his or her mother
tongue, keeps each word in working memory whilertbet word is processed. By the
time the reader gets to the end of the line, trgmd@orm a meaningful sentence out of
previously translated words, the first words mayehd&een forgotten and, therefore,
very little meaning of the text is retained. As teader’s ability improves, he or she can
decode words faster and remember previous worde easily, moving from decoding
the word by word to the processing of short phradetext. At this level, the reader
should already be able to understand non-compreldeparts of the text by more
effective use of background information and the ilamvocabulary of the sentence,
and also of the preceding or following sentencebiclwv provide him or her with
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sufficient information that help him or her to make intelligent guess of the possible
meaning of the unknown word. In this way, the reagdencouraged to use techniques
which native speakers use when, for instance, mgalith difficult technical texts full
of unknown terminology. This implies that it is astake to study a text as a series of
independent units. While learning foreign langudgeugh reading, there is no need to
understand every single sentence in a text. Asaeleniged by Grellet, “if reading is to
be efficient, the structure of longer units suclhesparagraph or the whole text must be
understood” (Grellet 6). Therefore, as he folloti reader should focus on the overall
meaning of the text, its function and aim, rathleant working with specific ideas
(Grellet 6). If this is to be achieved, it is eds@nfor the student to choose an
appropriate text, so that it is not unnecessarifiicdlt to understand. Otherwise the
shift from decoding mechanically word by word te tevel of decoding whole phrases
and general ideas will not occur. The reader wdnddfocused on intensive study of
difficult and non-comprehended words and phrasasead of receiving sufficient
practice at moving smoothly over the page.

As mentioned above, reading is a constant prodegsessing. It is an active skill,
depending on the reader’s ability to predict whahes next. This is extremely difficult
in case that the text is very complex in structamd presents a lot of new information,
thus putting too much stress on a short term menmi@yachieve a progress in reading
skills, it is essential to pick up a piece of téxat is not too difficult to follow. This is
particularly important for the foreign language d#aot, who may not only be
discouraged from reading for it represents hard kwoonnected with constant
memorizing, but also feel insecure with skippindsmmwn words. Hedge sums it up:

We read, in a sense, what we expect to read, osingnowledge of language and

our knowledge of the topic to predict to a larggree what comes next and so

move on quickly. Foreign language learners may hanablems in this area.

Knowledge of the language may well be inadequatd #nthe subject is
unfamiliar, reading with understanding may be \difficult. (Hedge 32)

It is obvious that successful reading is determinetonly by the reader’s abilities and
knowledge, but also by the linguistic difficulty cicontent of the book he or she is
reading. Therefore, in the early stages of langulagening, it is wise to take the

advantage of various Graded Reader publicatiorsrinff vast number of interesting
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texts, presenting themes, stories and subjects I#aahers with different language

knowledge, from Beginners to Intermediate, areljike want to read about.

3.2. What are Graded Readers

Graded Readers are a form of language learneatliter referring to texts that
have been adapted, or, ‘graded’, to suit the cohgorgion level of the intended reader.
In other words, these are books specially writ@nfdreign language learners, used by
learners at specific stages of their learning tise reading, gain reading fluency and
especially to develop their knowledge of language at the levels of vocabulary and
language structure, thus helping them to developpetence and confidence in reading
in foreign language. Through reading, various slalin be acquired. The main ones, as
listed by Grellet, are: recognizing the script ofaaguage, deducing the meaning and
use of unfamiliar lexical items, understanding @iplinformation as well as
information not explicitly stated, understanding tommunicative value of sentences
and utterances, understanding relations withinségr@ence and relations between the
parts of a text through lexical and grammaticalesidn devices, identifying the main
point or important information in a piece of disese, skimming, or scanning to locate
specifically required information (Grellet 4-5). Asresult, due to work with Graded
Readers, the learners can see “how the grammawn@rabulary they have learned
actually demonstrate the rules of grammar and gerai vocabulary” (Hedge 26-27).
The reading materials are usually accompanied kst @f activities and exercises to
check students’ understanding, and audio recorditmyshelp improving proper
pronunciation and intonation are available as wktigether with free photocopiable
worksheets providing additional background inforiatabout the book and its author
and more activities to practise new vocabulary gmagnmar, the publishers’ web pages
usually offer also free Teachers’ Guides for magesbn ideas and photocopiable
placement tests to help to decide when studentgem@y to move up to the next
language level. Therefore, Graded Reader publicatsthould not be treated simply as a
device for promoting reading but rather as a tlar@juage learning resource.

Nowadays, a wide range of graded reading materiavailable at different levels,

suitable for all learners of the English languagespective of their language abilities.
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To be able to choose an appropriate level, it cesgary for the reader to understand
what types of control apply in the language of @@a&eaders, in other words, what are
the principles of grading literature and what dthesprocess of simplification involve.

3.3. The Process of Simplification

Writing Graded Readers is a very specialized kihdriting, demanding skill and
considerable literary sensitivity. Whether creatamgimplified version of an existing
book, which follows the text of the original butessvarious principles of simplification
to bring it to a required grade level, or writinghew story according to strict language
specifications, the author of such a piece of taMst assume the process of reading
comprehension as understood by a foreign languegmdr, especially the way a
student deduces meaning from text, and what laregfesgfures might cause difficulty
in inferring meaning. The language grading involvese types of control — lexical,
structural and information, as stated by Hedge, aitplains:

If the purpose of Graded Readers is to introduadesits gradually to increasing

levels of difficulty in text, then each level muathieve a controlled balance

between familiar and unfamiliar language. The laggu of a Graded Reader

therefore demonstrates one or more types of corfliedge 2)

Concerninglexical control, a brief look at publishers’ catalogues is suéiti to
understand how Graded Readers are divided intdsléweenable students to choose the
appropriate level according to their range of vadaty. The system of lexical grading
is to a certain extent unique for each publisheGodded Readers and it is notable to
say that even if the levels in two series appedraiee a similar number of headwords,
those words are not necessarily the same. HowavEeachers’ Handbook or a Guide
accompanying the reading materials offer a listhef complete vocabulary employed
within particular grades. According to Thomson @G@dReaders, selecting each
language level's vocabulary is a careful and peepi®cess:

The vocabulary at each level is established byrmafg to corpus-based lexical

research, and a thorough analysis of commonly-oicgurwords in course

materials, readers and narrative text. The grancadadyllabus reflects the level of

most commonly used structures at a specific levélimvmainstream ELT. (www
— Thomson ELT)
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It is undoubtedly hard to decide what amount ofwmfiar words should be included in
the text. In general, for intensive reading, it mige acceptable to introduce quite a lot
of new words, for the process of reading is carefdl slow, while for extensive
reading, it would be appropriate to present theleeavith a rather smaller number of
new words for the aim is to gain reading fluencgt to refer to a dictionary several
times within one paragraph.

Vocabulary is a very important factor in simplifginreading materials but
obviously not the only oné&tructural control dealing with the language structure plays
an important role in language simplification as Iw@ne of its aims is to control the
sentence length so that it is neither too longtaorcomplex to be comprehended by the
reader. For instance, Hedge clarifies that “Thenii¢éed sentence length at the beginner
level of ‘Heinemann Guided Readers’ is two clausesiing a compound sentence with
the conjunctiongnd, but andor” (Hedge 9). The main focus of structural contsoto
introduce gradually various grammatical devicestisat they correspond with the
expected language ability of a reader dealing wdtticular language grade. According
to Hedge, another possible area of difficulty iteat is to be found in “the reference
system, the way in which words such as pronounstiute for and refer back to noun
phrases” (Hedge 13). At the lower levels of Graéshder publications, there is an
evident attention paid to omitting pronouns refeggrio a noun, every time it is possible
to repeat the noun that was already mentioned entéit before. This reduces the
possibility that the reader may find himself or dedf confused about to which noun
phrase the pronoun refers.

The terminformation control (from John Milne’s Handbook to ‘Heinemann
Guided Readers’ — Hedge 14) stands for systematica$sion or alteration of too
detailed descriptions of settings, events and chars in the adapted story. As already
mentioned before, a text, which is full of new infation, becomes hardly
comprehensible for a reader with limited knowledg¢he foreign language. Therefore,
if the readers should be able to read the storcesmsfully, information must be
presented in an easily understandable form andé@asonable amount, which results in
leaving out all descriptions and information tha¢ aot crucial in understanding the
flow of events. The most evident devices used tatrobthe information content of a
story, are listed by Hedge as: limiting the numbtcharacters or the depth of their
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definition, controlling the range and complexity sifuational or cultural background,
which may involve omitting the whole episodes dodtary, avoiding the technique of
flashback and, instead, using a chronological naeakeeping a reasonable length of
chapters and writing an introduction which clasfeontext and characters (Hedge 15).

Besides the above mentioned types of control, Hédigétly stresses the effect of
technical details. It would be a mistake to undierege the use of illustrations, the size
and type of print, the layout of the text and theaativeness of cover, which may
support readers’ motivation and interest in readiigre than that, illustrations may be
invaluable aids for comprehension of unfamiliauaitons or may help the reader to
imagine the setting of the events in case thatdmtgiled description has to be left out
due to controlled language of the adapted text.

Employing all of these simplification processes vya® that the vocabulary,
grammatical structure and content of every GradeadRr are carefully graded to make
sure the reading material suits the reader’s laggadilities and enables him or her to
enjoy reading second-language written literaturespective of his or her language
level. At the lower language levels, this meanspéidg the language to a very plain
level through simple vocabulary and grammaticalicks; with the main focus on
supporting the reader’s interest in reading. Ortoe reader feels comfortable with
reading at first level, he or she moves up throtighbook series by reading texts with
more challenging vocabulary, grammar and plot. Tilgher the language level, the
more extensive vocabulary and more complex gramstesctures are gradually

introduced, resembling more the original texts.

3.4. Penguin Readers Language Levels

Since the fourth chapter of this paper deals witlydt Allan Poe’s short story
“The Black Cat” adapted as a Graded Reader by ¢mguin Books Ltd. Publishers, the
following grading of language corresponds with tgision into language levels
according to the Penguin Reader Publications.
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Penguin Graded Readers publications are gradesl/ah devels of difficulty from
‘Easystarts’ to ‘Level 6’, as presented on the R@mdreaders official web site (www.
penguinreaders.com):

The first gradejEasystarts”, includes only 200 most frequently used headwords,
comprised mainly of simple nouns and adjectivess@®al and possessive pronouns;
adverbs of frequency, place and time; simple cartjans such as ‘and’ or ‘but’ to join
words, phrases and clauses; simple verbs in pregsaple and present continuous; et
cetera. The text structure is based on simple tmese sentences, or two clauses joined
with ‘and’, ‘but’ or ‘or’.

The second grad€level 1 — Beginner, includes 300 most frequently used
headwords and in addition td&asystarts” grade introduces for instance possessive
form (‘s); gerunds for activities and pastimes; destrative and interrogative
pronouns; quantifiers; verbs in negative imperativems, present continuous with
future meaning, past simple, ‘going to’ and ‘woultte’ phrases; and others.
Considering sentence structure, two clauses jomtd'because’ are added as well.

The third grade’Level 2 — Elementary; consists of 600 headwords and enhances
the“Beginner” grade for example with indefinite pronouns; conapiae adjectives and
superlatives; past simple tense of some commonéd usegular verbs; common
phrasal verbs with transparent meanings; irregadierbs of manner; comparative and
indefinite adverbs; and conjunctions related toetiniRegarding sentence forming
process, direct speech with subject/verb inversiepprted speech with present; and
‘that’ clauses are added.

The fourth grad€iLevel 3 — Pre-Intermediate”’uses 1,200 headwords, adding to
the previous“Elementary” language level among others reflexive and relative
pronouns; predeterminers; distributives; all caatimnd ordinal numbers; comparative
adverbs; verbs in the form of present perfect stngwld past continuous; modal verbs;
guestion tags; and common phrasal verbs with ramsfrarent meanings. Sentences
with one main and one subordinate clause; zerofiestdconditional; reported speech;
defining relative clauses; participle clauses; atier language structures are being
gradually introduced.

The fifth grade,“Level 4 — Intermediate; includes 1,700 headwords. Texts

adapted according to this level also use for ics®anreciprocal pronouns;
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comparative/superlative adjectives with less/lesistple passive verb forms (except for
modal perfects); present and past continuous passvb forms; present simple for
future reference; present perfect continuous; pastect; or positive question tags
following positive statements. The reader is alyepesented with complex sentences
(where the relations between clauses are uncomgdizanon-defining relative clauses;
second conditional; if clauses; and reported speatthpast tense reporting verbs.

The sixth gradeiLevel 5 — Upper Intermediate’consisting of 2,300 headwords,
introduces more complex verb forms and sentenagctsiies such as past perfect
continuous; ‘get something done’ phrase; embeddefihing relative clauses; or third
conditional.

The seventh gradélevel 6 — Advanced’is with 3,000 headwords the highest
language level a reader of Penguin Graded Readeysame across with. He or she is
getting familiar with, for instance, verbs in futuand modal perfect forms; more
complex use of modal verbs; mixed conditionalsgision after ‘hardly’, ‘no sooner’ et

cetera. (www — Oxford UP)

3.5. Retaining Authenticity

Working with Graded Readers is undeniably a greaty wof improving
considerably language skills. However, what is epjated by teachers and readers,
might not be sympathized with by others, for ibfsen difficult to retain the quality and
impact of the original, a book with a certain laggyr value. Therefore, as Nuttall
emphasizes, simplification of the original texts fioe purpose of graded reading has to
be done “with discretion” (Nuttall 32). As the boaksimplified, many of the complex
structures, that are hard to comprehend, are reind@u#t the author of such text needs
to be careful that he or she does not go too falremoving the textual quality and
discourse structure of the original. It is esséntaake into account the author’s point
of view, intention, and tone and style of writingith this in mind, simplification has
undeniably brought to life many books which wou&l btherwise, for a foreign reader
completely dead, but as Hedge states, it has falsaered not a few whose lives might
have been saved” (Hedge 40).
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A simplified version of an original text, howevearefully written, absolutely
cannot keep the original individuality of style.dBawriter has his or her own style of
expression, they employ different techniques tomose their works, they use different
sentence structure, different vocabulary and descn techniques, thus creating certain
mood, atmosphere and character that make the wogkiel in style, and distinguish it
from creations of other authors. Since Graded Rsaate adapted to present the reader
with a simplified version of a particular story, @t it can be easily understandable for
any student of foreign language no matter what theguage skills are, especially with
the beginner levels, they cannot retain all ofdhginal intentions, attitudes and writing
techniques. However, what the Graded Readers carisdpresent readers with a
simplified but well written story that keeps thearest of learners, motivates them to
read, and helps them to develop their languagésskihile at least trying to resemble
the original as much as possible. To what exteah suin effort might be successful, is
dealt with in the fourth chapter of this paper, véhthe original story “The Black Cat”
by Edgar Allan Poe is put in contrast with its a@apversion by David Wharry, an
author of the Penguin Graded Readers.
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4. TEXT ANALYSIS

In this chapter, Edgar Allan Poe’s prosaic writstgle is compared to simplified
writing style of Graded Reader Publications. ThdoWwing analysis is based on
comparison of the original text of Poe’s short gtéFhe Black Cat” and its adapted
version retold by David Wharry according to Pengieaders‘'Level 3 — Pre-
Intermediate; consisting of 1,200 headwords. The aim of thiglysis is to determine
to what extent is Poe’s unique style of writingaieéd in a text intended to be well
understandable for readers with limited knowledfjthe English language.

Before focusing on the vocabulary, it would be ampite to start with the story
title, which is in both pieces of text identicahi$ may sound unnecessary to study but
it is not a rule that the story title always stayghanged, as for instance in the case of
“The Masque of the Red Death” that is adapted d®“Mask of the Red Death” in
Penguin Readers.

At the first glance, it is obvious that the ‘Gothitiction — which is so typical for
Poe’s writing style — is not followed in the adapteersion of the story, where neither
archaic expressions nor ‘Poesque’ words employedhe original tale, such as
“tortured”, “phantasm”, “sagacious”, “tomb”, “grave”, “maltreating”, “damnable
atrocity”, “disgust”, “debauch”, “extreme terror”, “agony”, “ghastly”, “spirit of
perverseness”, “conflagration”, “dread”, “bitternes of hatred”, “portraiture”,
“assassination”, “imperceptible”, “mournful”’, “corpse”, “decayed”, “exasperated”,
“wretchedness”, “detested creature”, “tranquilly’or “brute” are to be found. On the
contrary, the diction Wharry uses is modern andpbfrad, and follows the rules of
language simplification so that it could suit theeds of a pre-intermediate reader.
‘Poesque’ words or foreigh expressions are usuafpaced with more comprehensible
synonyms, while there are several approaches tstiguting them. In many cases we
can find appropriate synonyms that resemble thebeunof words as well as their
meaning, no matter if it is only one word or a [sera

Poe: “The whole house was blazing.” (Tales 191)
Wharry: “Our house was burning!” (Black Cat 3)
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Poe: “I rapped heavily” (196)
Wharry: “l knocked hard” (10)

Poe: “red extended mouth and solitary eye of fire” (196
Wharry: “his red mouth wide open in a scream, and his g@uold eye shining like a
fire” (10)

Occasionally, the less comprehensible expressieridibe explained with the help of a
phrase consisting of familiar words, instead ohgsa one-word synonym:

Poe: “adjacent garden” (192)

Wharry: “garden of the house next door” (5)

Poe: “gin-nurtured” (190)
Wharry: “mad with drink” (3)

Poe: “intoxicated” (190)
Wharry: “full of drink” (2)

Wharry’'s choice of synonyms is not always that g&cfor instance while he refers to

alcohol as to ‘drink’. This might be misleading ffdrink’ does not necessarily have to
stand for ‘alcoholic beverage’. Moreover, a modexader should be acquainted with
the word ‘alcohol’, which is international and tetare should be easy to understand.
Another example that some of Wharry's synonyms alocorrespond with the meaning

of the original word, might be found in the passadere the narrator explains that he
hesitates to harm the second cat because:

Poe: “of absolutedreadof the beast” (193)
Wharry: “[lI] was afraid of the animal’ (6)

Even though both authors put the word in italiecsthe original text, Poe uses word
with much stronger connotation.

Poe was a master of language and used various \@yisowhenever it was
possible. It is obvious that the use of synonym&iaded Readers is very limited for
the reader’s vocabulary is not sufficient to untsrd so many diverse words. As an
example, here are synonyms used by the narratefento his cat:

Poe: ‘cat’, ‘pet’, ‘brute’, ‘detested creature’, ‘crafignimal’, ‘hideous beast’, ‘victim of
my cruelty’, ‘tormentor’, ‘fellow’, ‘the thing’, monster’
Wharry: ‘cat’, ‘animal’
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Besides causing the unwanted effect of monotorey,léks frequent use of synonyms
also weakens the emphasis on sensory imagery tdeatrdhes on. His use of various
verbs of perception, helping the reader to litgr&dimell’, ‘hear’ and ‘see’ everything
that is described, is somehow fading on pageseofdtvorked story.

Particular — mainly ‘Gothic’ / ‘Poesque’ — wordsearepetitive in Poe’s “The
Black Cat”, especially in order to emphasize naratfeelings and thoughts. They
usually reoccur several times within a page or eagraph, but sometimes they are
repeated one immediately after another thus cpdtie effect of melodiousness,
resembling the alliteration of onomatopoeic wotts fPoe used in his poetry to achieve
desired harmony of sounds:

And now | was indeed wretchdzyond the wretchednes§ mere humanity. And

a brute beast- whose fellow | had contemptuously destroyed brude beasto

work out forme— for me a man fashioned in the image of the High God...
(Tales 194)

This approach to repeating words for emphasis idoillowed in the adapted version,

causing inevitable loss of dynamics within the wteelling. Wharry naturally uses

words over and over again but mainly because hestsicted in the use of vocabulary,
and therefore has no choice but to use the sam@ again. But this is scarcely done for
effect, while Poe repeats the words on purpose.

One of Poe’s writing techniques is using mechaniepétition ofkey wordsthat
bind the paragraphs together and represent the timaiine or motif in the paragraph. It
is impossible to use this technique of introduanegv synonyms with the graded story
because — as was already stated — the pre-intaateegiader does not have sufficient
vocabulary to be able to read such a complex pefceext, consisting mainly of
‘Poesque’ key words. However, in the following exdey Wharry deals with the
problem of key words quite successfully:

Poe: For my own part, | soon found _a dislike it arising within me. This was just
the reverse of what | had anticipated; but — | knew how or why it was — its
evident fondness for myself rather disgusted ambyed me By slow degrees,
these feelings of disgusind annoyanceose into the_bitterness of hatreld
avoided the creature; a certain sense of shamehanmgmembrance of my former
deed of cruelty, preventing me from physically abgsit. | did not, for some
weeks, strike, or otherwise violently ill-use iytbgradually — very gradually — |

came to look upon it with unutterable loathimad to flee silently from its odious
presence, as from the breath of a pestilence. (193)
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Wharry: But, as the weeks passed, | began to dighleeanimal more and more. | do
not know why, but | hatethe way he loved me. Soon, | began to Habe —
but | was never unkind to him. Yes, | was very @arabout that. | kept away
from him because | remembered what | did to my grioto.” (6)

While Poe constantly used complex sentences thaetsmes extend over the
whole paragraph, due to structural control, seeno Graded Readers have to be
considerably shortened and simplified, thus formsigrter paragraphs that do not
correspond with the length and content of paragrapltthe original story. Therefore,
certain elegance of expression disappears, anghdicant loss of descriptiveness can
be observed as well. Poe’s detailed depiction cabadollowed in the adapted version
that apparently favours a “less-is-more” approd@attording to Poe’s “The Philosophy
of Composition”, each literary work should be afextain length so that it is neither too
long, nor too short to be interesting enough andldtiver successfully the intended
message. Poe always precisely planned the struciutd@s stories and poems in
advance, which is impossible to do with Graded Resdpublications that aim on
simplifying the original text to suit the needs @faders with limited knowledge of
foreign language. However, speaking of Wharry's é€TBlack Cat”, ‘simplified’
unfortunately often means ‘shortened’. By applyingormation control, many
important details including rich descriptions oétanvironment and events, as well as
details on the characters’ psychology that areypdl for Poe’s writing style, are left
out. It seems that sometimes, Wharry leaves ouripéise passages even when there is
no need to do so for they do not contain too mush wocabulary but, still, there are
also few good examples of passages where the akrigantences and phrases were
shortened by Wharry, while the original meaningstifl retained and the reader gets,
although in a simplified way, all the details hesbe needs:

Poe: “On the night of the day on which this cruel deeas done,...” (191)
Wharry: “That night...” (3)

Or for example while the narrator is looking fonew cat after he has killed Pluto:

Poe: “...to look ... for another pet of the same speciasl af somewhat similar
appearance, with which to supply its place.” (Tdlgg)

Wharry: “I searched for another black cat, of the same aim type as Pluto.” (5)
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Similarly, Wharry also rewrites the passage dealitf the white shape on the second
cat’s breast in a good way. Moreover, he keepsldhe comprehensible expression
‘gallows’ and wisely explains its meaning in a foote as “the place where criminals
are hanged” (Penguin 7):

Poe: “It was now the representation of an object thsttudder to name ... the image of

a hideous — of a ghastly thing — of theLGows! — oh, mournful and terrible
engine of horror and of crime — of agony and oftd€4193-194)

Wharry: “...the shape of an object | am almost too afraiddame... It was that terrible
machine of pain and death — yes, the.@ws!” (6-7)

However, in many cases, the original sentence oagehis shortened and it is
possible to notice an obvious shift in meaning:

Poe: “One day she accompanied me, upon some housetnafitleinto the cellar of the
old building which our poverty compelled us to ibitd (194)

Wharry: “One day she came down into the cellar with meutcssome wood (7)

Or while the narrator thinks about getting rid lo¢ body of his wife:

Poe: “...1 deliberated about casting it into the wellthe yard — about packing it in a
box as if merchandise, with the usual arrangementssa getting a porter to take
it from the house.” (194)

Wharry: “l thought of throwing it into the riveat the end of the garden. | thought of
putting it into_a wooden boand_taking it oubf the house that way.” (9)

Concerning the first underlined word, associatibrseam of water’ that we get with

the word ‘river’ is not much close to the meanirfgree word ‘well’, standing for deep

reservoir of standing water. Also, Poe’s narratmesinot mention the material of which
is the box made, and he thinks of getting a pdddake it, while Wharry’s adaptation
suggests that the narrator would take the box bdhe house by himself. In the last
example, Wharry changes even the entire setting:

Poe: “...upon the dead of one of the immense hogsheadsimfor of rum which
constituted the chief furniture of the apartmeit92)

Wharry: “...on top of a cupboard, near some bottles of Wi(te)

This might seem puzzling for the reader who, durgmgding, might get a particular idea

of the settings where the events take place and sowonfronted with details
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introducing a completely different cultural backgna for the wine bottles might
suggest the events take place in a place withrdiiteatmosphere than the hogsheads of

gin and rum would logically create.

In many cases, following the information contradrieus information considered
unimportant by Wharry are logically left out to stem the text:

Poe: “We had birds, gold-fish, a fine dog, rabbitsnaafi monkey, ané cat” (189)
Wharry: “We had all sorts of birds, gold-fish, a fine daxgda cat” (1)

In this way, in several passages, additional intdiom or reference outside the
frame of the story is omitted although there calyamust have been a reason why Poe
mentioned it:

Poe: “I determined to wall it [corpse] in the cellaras the monks of Middle Ages are

recorded to have walled up their victims.” (195)

Wharry: “...1 decided to hide the body in one of the wallgle cellar.” (9)

In the following example, Wharry leaves out detdile reader might need either to

understand the context or to perceive the mooteohtrrative:

Poe: “...1 was answered by a voice from within the tombby a cry, at first muffled
and broken, like the sobbing of a child, and thertkdy swelling into one long,
loud, and continuous scream, utterly anomalousigmgnan — a howl — a wailing
shriek, half of horror and half of triumph, suchraght have arisen only out of

hell, conjointly from the throats of the damnedtheir agony and of the demons
that exult in the damnation.” (196)

Wharry: “A voice came from inside the wall, in answer tg kmock. It was a cry, like a
child’s. Quickly, it grew into a long scream of pand horror.” (10)

But Wharry should not only be criticised for onmtyiwords that might — or might
not — be important for the context. On the contréw sometimes even adds words to
provide better explanation of the events:

Poe: “...1 was aroused from sleep by the cry of ‘Firgl191)
Wharry: “I woke up ... | heard people outside shouting, éFiFire!” (3)

Rarely, the original text is actually more condehdean the simplified one, expanded

even with whole sentences:
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Poe: “When it [cat] reached the house it domesticatiselfi at once, and became
immediately a great favourite with my wife.” (193)

Wharry: “He came all the way home with me — we now hadl@mwhouse — and came
inside. He immediately jumped up on to the most footable chair and went
to sleep. He stayed with us, of course. He loveith od us and very soon he
became my wife’s favourite animal.” (5-6)

In this example, the attention should be paid &bsthe way the narrators refer to the
cat. At the beginning of the story, Poe refers itodat Pluto as to ‘him’ but after he
deprives him of an eye, he starts to address thétca_ater on, the same change
happens in referring to the second cat — as nasdbwe of his cat turns into hatred, the
way he refers to the cat turns from ‘him’ to ‘Wharry is, however, not so consistent.
In the case of the first cat, he follows the oradibut as the story proceeds, he refers to
the second cat as to ‘him’ although Poe’s narrat@ady speaks of ‘it’ — the “brute
beast”. On the contrary, Wharry is consistent i wWay he refers to nouns and noun
phrases by repeating them, instead of using prandl@ might be difficult for the
reader to identify in regard to what phrase thégrro.

Finally, in order to retain at least something afeR writing technique, few
passages resembling the original text in the mossiple way, or short sentences that
are actually quoted from Poe’s text, can be found@harry's adaptation:

Poe: “Pluto — this was the cat's name — was my faveusit and playmate.” (190)
Wharry: “Pluto — this was the cat’s name — was my faveuiritl)

Poe: “Gentlemen,’ ... ‘I delight to have allayed yourspicions. | wish you all health,
and a little more courtesy. By-the-bye, gentlemins — this is a very well-
constructed house.’ ... ‘I may say arcellentlywell-constructed house. These
walls — are you going, gentlemen? — these wallsalidly put together;’...” (196)

Wharry: “Good day to you all, dear sirs.’ ... ‘Yes, thisaswell-built old house, isn't
it? Yes, averywell-built old house. These walls — are you gomegptlemen? —
these walls are strong, aren’t they?” (10)

Considering the visual aspect, Wharry attemptaress the words Poe places in
italics as well, as proved in the above listed epdtse Wharry’s techniqgue here meets
with Poe’s intention of emphasizing important wotdsassure the reader will get the
message Poe wanted to communicate. Poe was ancampecspeller, but rather an

inconsistent one. Although born as an Americanpften used British spelling. In his
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works, both ‘color and ‘colour’ appear, howeverhem he decided for particular
spelling, he followed it throughout the whole stofynd so does Wharry — both original
and adapted versions of “The Black Cat” are wriienording to British spelling rules;
moreover, both authors are consistent in avoidmgfracted verb forms. Furthermore,
what is imitated quite effectively is the use ohptuation, especially dashes.

“The Black Cat” is one of the most powerful Poetsrgs, perhaps his most
successful portrayal of perverseness. Thereformight come with surprise that the
word ‘perverseness’ or any of its synonyms is nehtioned in the adapted story even
one single time, and, moreover, the motif of peseaess is not dealt with in the
adapted story at all, while it actually is the mtheme of the whole narrative, and the
narrator of the original story is caught philosaning about this question in several
paragraphs, for instance:

And then came, as if to my final and irrevocableerthrow, the spirit of

PERVERSENESS Of this spirit philosophy takes no account. Yet not more sure

that my soul lives, than | am that perversenessesof the primitive impulses of

the human heart — one of the indivisible primargufaes, or sentiments, which
give direction to the character of man. Who has motundred times, found
himself committing a vile or a silly action, for raiher reason than because he
knows he shouldiot? Have we not a perpetual inclination, in the texdtbur best
judgment, to violate that which isaw, merely because we understand it to be
such? This spirit of perverseness, | say, cameydimal overthrow. It was this

unfathomable longing of the saal vex itselt to offer violence to its own nature
—to do wrong for the wrong’s sake only — ... (Tal®4)

The complexity of Poe’s thought and the care, witlich he describes it, is evident.
Therefore, it is striking that the original parggnaconcerning the theme of perverseness
is completely left out in the Graded Reader teximight be due to the information and
structural control that this motif does not appeathe adapted version at all, however,
while perverseness is the main theme of the wholg/,sWharry’s choice to leave out
any mentions about perverseness shall be regandégdrespect to the message of the
original text, disastrous.

Another typically ‘Poesque’ technique is detaileescription of the character’s
feelings. Poe places emphasis on narrator’s en®soich as sorrow, guilt, hatred or
fear, and lets him constantly comment on the eveotnly as an ‘eye’ — somebody
who describes what he observes — but also as arhbemag with heart. This seems not

to be of such importance for the author of the gdastory as he frequently leaves out
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the whole passages dealing with narrator's psyohge,at least reduces them with

omitting considerable number of significant details

Poe: “...[I] hung it with the tears streaming from my eyeand with the bitterest
remorse at my heart — hungbiecausd knew that it had loved me, ahecausd
felt it had given me no reason of offence — hurlgetausd knew that in so doing
| was committing a sin — a deadly sin that wouldesipardise my immortal soul

as to place it — if such a thing were possible endweyond the reach of the infinite
mercy of the Most Merciful and Most Terrible God191)

Wharry: “l had to do it — | could not stop myself. | didwith a terrible sadness in my
heart — because | knew it was evil. And that wéy | did it — yes! | did it
because | knew it was evVi(3)

To summarize the excerpt from the Graded Readgtsthe narrator feels sorry but he

had to hang the cat because it was just evil -hankhew it. With a closer look at Poe’s

text, the narrator deeply regretted his evil actvéver, hung the cat even if he knew
that it loved him, that he had no reason to dang, that he knew it was against the
morals — he was acting against his will, driveniropulse of perverseness. Again, it is
only matter of opinion, whether including more dstavould be in contradiction with
the information control or whether it would actyatielp the reader to understand Poe’s
original ideas. The following excerpt representsthar example of avoiding detailed
descriptiveness of narrator’s feelings that is magaissing in the adapted text, especially
the lack of conscience:

Poe: “Had | been able to meet with it, at the momemeré could have been no doubt of
its fate; but it appeared that the crafty animal baen alarmed at the violence of
my previous anger, and forebore to present itselimy present mood. It is
impossible to describe, or to imagine, the deep,llissful sense of relief which
the absence of the detested creature occasionag lbosom. It did not make its
appearance during the night — and thus for onet mgleast, since its introduction

into the house, | soundly and tranquilly slept;,sstepteven with the burden of
murder upon my soul!” (195)

Wharry: “He did not come back during the night either. Asal] for the first time in a
long time, | slept well.” (9)

The narrative is often interrupted with narrataesnarks — he usually comments
on the events as a person awaiting his executeminding the reader that the story is
being retold by him, and relived once again, fatamce: “I blush, | burn, | shudder,
while | pen the damnable atrocity.” (Tales 190)lcam above the weakness of seeking
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to establish a sequence of cause and effect betieesisaster and the atrocity. But |
am detailing a chain of facts, and wish not to éeaven a possible link imperfect.”
(Tales 191) None of comments like these are toobed in the adapted version of the
story, thus removing the technique Poe uses todote the narrator, his thoughts, and
his interaction with the reader. Regarding the atars, there is a difference in the way
Poe’s and Wharry’'s narrators address the readerafays addresses the reader in the
third person while Wharry employs direct addressing

Poe: “The reader will remember...” (193)
“...it would be difficult to make the reader comprebe (193)

Wharry: “...everyone will tell you this.” (1)
“If I tell you why, you will not believe me. You Wthink | am mad.” (6)

Wharry’s approach actually seems to be more e¥feat gaining the reader’s attention.
The reader might get the impression that Poe réfetse reader as to some unknown
person, while Wharry’'s direct addressing that isdush the adapted story makes its
reader feel that he or she really is part of therystwhich is otherwise hard to
experience since the simplified story lacks Poeaspleasis on sensory imagery.
However, visual imagery is encouraged by the uskustrations that help the reader to
follow the story line and get the details that hawebe omitted due to information
control.

To conclude, there is no doubt that the story &péed to meet the requirements of
a non-native speaker. Regarding the lexical continel used vocabulary omits typically
‘Poesque’ expressions and substitutes them — waleror less success — with more
modern words that are easier to comprehend and pest of a limited vocabulary of
1,200 headwords. As a result of both structural iaf@mation control, the simplified
narrative does not resemble the original text imynaspects. Many words, phrases and
even paragraphs are completely left out at theresgef certain elegance of Poe’s way
of expression and detailed descriptiveness. Pomiphasis on narrator’s changing
character, his feelings, qualms of conscience @dthte of mind in general disappears,
as well as any mention of the main theme of peererss that is surprisingly not dealt
with in the adapted story at all.

The overall impression of Wharry’s text is not ssyerful for the original mood
and atmosphere of the story are affected by résimg resulting from the language
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grading. Considering all the rules and types ofticdrhat are applied in the process of
simplification, in many cases, Wharry has no ottlesice but to completely suppress
Poe’s writing style and techniques that, in the,eptbduce such a unique and
distinctive piece of text. However, Wharry sometinseems to go too far in the process
of simplification, especially when dealing with ionpant details concerning the flow of
events and the main character’'s complex psycholadgya result, Wharry presents the
reader with quite an interesting horror story alsutan whose life was destroyed by an
evil cat, instead of complex psychological studypefverseness, guilt and violence,
narrated by a double identity hero who seems tmd@ne but is clearly not, since he is
able to rationally explain what has brought himhis (self-)destruction, originally
presented by Poe.
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5. Conclusion

Not so many American writers ruled the literary ldoof short stories with the
same success as Edgar Allan Poe did. Althoughtkraidy genius was not recognized
while he was alive, today we remember Poe as ttimawho introduced to the reader a
modern detective story that deals not only withdhme and its resolving, but also with
detailed psychology of the main characters. Theidoalways lies on the un-named
narrator, frequently a double identity hero, whaliiven by his passions and emotions,
as well as his fears, guilt and conscience. Overyiars, the detective story did not
advance significantly beyond the level, to whichwias developed by Poe, and the
structure remained nearly the same. Furthermoeetyftes of characters Poe created are
still the key elements in modern detective genre.

Poe’s stories are very powerful in their effecteTdescriptiveness of both settings
and state of mind of the narrator are so impresgivat it is easy for the reader to
become part of the story. It is mainly due to tleeabulary Poe employed, that the
atmosphere can be literally perceived by the reaBee’s choice of vocabulary is
precise — he pays extra attention to various symsngnd uses them as key words that
bind the story together. As a result, certain regobaxpressions seem to be invented by
Poe himself, although they may be part of anyowetsabulary. Yet while used by Poe,
they help to create a uniquely ‘Poesque’ way ofresgion that is, despite of its
complexity, very elegant.

Almost all of Poe’s stories deal with the main rhofideath and other motifs such
as guilt, fear, torture and self-destruction comdyaoccur in Poe’s works. It is apparent
that a nightmare of unattainable love, probablynsténg from deaths of his beloved
women, haunted Poe during his whole life. Yet it stould not be right to speculate
whether he would write his best works were it not &ll of the tragedies he lived
through.

Poe composed excellent verse that influenced maetsp especially French
Symbolists. He sought for a perfect rhyme, for esping the sense of Beauty, and for
an absolute harmony of tones. This, again, woult b@ achieved without precise
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choice of words. In order to improve his works,raerrote his main poems as well as
some short stories several times, focusing mainlyedining his vocabulary and use of
punctuation. According to him, writing techniqueosid be of the utmost importance
for every author. His opinion was that the bestevralways plans the structure, plot,
and writing technique of his story in advance, beftie or she starts writing, and
impatiently criticised authors who did the opposReobably the most comprehensive
essay in which he deals with writing technique T&é Philosophy of Composition”.
Here, on the example of “The Raven”, Poe provesribae of his works is composed
from a sudden and chaotic burst of creative spirit.

This implies that although Poe was not able to wimgahis own life, he was a
master of organizing the writing process of his ksoWhile he was thinking about the
structure of his works, he did not fail in considgreven the seemingly insignificant
details, paying extra attention to each comma amgh.dHis short stories represent
works of art that are distinctive in the themesgytteal with, in their mood, diction and
structure, while Poe’s way of expression is unigod hard to imitate.

Considering all of these facts, it might sound atonpossible to attempt to
simplify one of Poe’s best stories, “The Black Cattcording to the pre-intermediate
language level of graded reading, and retain baghuhique writing style and his
original intention, which is mainly to portray tlspirit of perverseness. And here the
reader already comes across the first — and the smpsificant — imperfection in the
simplified story. Wharry seems to completely igntine main theme of perverseness,
since there is neither a single mention of thisivegtnor any synonym referring to it.
This may be caused by information control he hafotiow, but he also completely
leaves out phrases, sentences and sometimes ewd@& pdragraphs dealing with the
narrator’s feelings, cogitation, and his state @fdrin general, that are essential for the
reader to understand the type of character thetaarrepresents. The adapted version
of the short story thus lacks the focus on studigwhan psyche, which is so important
for Poe. Regarding the lexical control, ‘Poesqugiressions, foreign expressions, and
vast range of descriptive adjectives, typical faeB elegant and descriptive way of
expression, are missing as well. However, speakihgndividual words and short
phrases, Wharry does not leave out all the lesspoeimnsible expressions. In most
cases, he substitutes them with more frequent wasgsl in everyday speech that
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satisfy the needs of a reader with limited languagéls. Unfortunately, Wharry
sometimes uses synonyms with meaning that doesara¢spond with the denotative
meaning of the original word, or synonym with di#fat connotation, thus causing
possible shift in meaning and especially mood efwinole paragraph. Furthermore, the
effect of key words fades. Wharry naturally repestidain words but mainly because of
the limited vocabulary he is forced to use, whiteenechanically repeated important
words on purpose as one of linking devices withmtext.

While Poe’s sentence structures are complex, thdegr text proves to serve the
requirements of a non-native speaker by consistiagnly of simple sentences. The
whole story is shortened to be more comprehensdid, therefore does not follow
Poe’s statement in his “The Philosophy of Compasitithat each literary work has to
be of a certain length — neither too long, nor 8fwrt — to achieve the effect of
delivering the intended message.

Wharry imitates quite effectively Poe’s writing beoque while dealing with
punctuation, consistency in spelling, and emphagipiarticular words by putting them
into italics, though. Yet his narrator addressesrdader directly, instead of referring to
him or her in the third person as to be seen irotiginal text, and he does not use the
reference to the cat in the same way as Poe does.

To sum up, there is no doubt that Wharry's text basn simplified to satisfy
needs of a pre-intermediate reader. The vocabigavgry limited, thus creating effect
rather of monotony than of an elegant and colournérstative, and although occasional
exact quotations from the original text can be thuRoe’s diction is indeed not
resembled with a greater success. The overall sspre of the text is not so powerful
for it lacks the original mood and atmosphere.sltessential to admit that writing
Graded Readers is a very tricky process for theaaudf such publication has to follow
many restrictions in use of language that the m®ad simplification involves, thus
concluding that within the limitation he had, Whaxid quite a good job, after all.
However, as a result of extensive modification bé toriginal text, the reader is
presented with quite an interesting horror storyutlan unfortunate man who happened
to have an evil cat with supernatural power, irgtefsa complex psychological study of
perverseness, guilt and violence, presented byratoa who is compelled to ruin his

own life with qualms of conscience.
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6. Résumé

Edgar Allan Poe je po pravu povaZzovan za jednobalikan: americké literatury.
Asi bychom nenasli mnoho spisovdtekteri viadli literarnimu setu hororu a melan-
cholie tak pevnou rukou, jako préwn. Ackoli za svého zivota nebyl v USA svymi
kolegy povaZzovan za vyznamného spisovatele, frazitosymbolisté vém vidéli svij
vzor a napiklad poezie Charlese Baudelaira nese znamky pgdbbmotivi a témat,
jakymi se zabyval ve svych dilech i Poe. Na roadiemerickych kritikk devatenactého
stoleti dnes jiz uznavame Poea jako autora horectopovidek, nadaného basnika,
vyznamného literarniho kritika, esejistu, a mistmaderni detektivni povidky. Poe se
zantgroval predevsSim na psychiku hlavniho hrdiny — bezejmenngippawce — jehoz
jednani je ovliiovano nejen jeho silnymi emocemi, ale také obavaoijtem viny a
vycitkami svedomi. Od dob, kdy Poe napsal své prvni detektiaviigky, se pistup
autorti k tomuto Zanru &gak vyznamsji neznenil, a tak se ndm i dnes dostévaji do ruky
piibehy s podobnym rdmcemé@, pricemz moderni detektivové i Zmci maji
podobné rysy osobnosti, jaké kdysi vykreslil Poe.

Poeovy povidky zaujmouredevsim fisobivou atmosférou, ktekdende okamzi-
té vtahne do &e. Poe pélivé vybira pra¢ takova slova, ktera z&pobi nactendovu
predstavivost a umozni mu vcitit se do hlavniho ty@irdoslova vidt, slySet a citit to,
co proziva i on. Velky dtaz je kladen zejména na obrovskou Skalu synonyenalse
objevuji v celém textu jako ‘Klbva slova’, jejichz prosednictvim jectend& pribézne
seznamovan s autorovymi hlavnimi mySlenkami. Tato Rodv styl typickd slova se
v textu opakuji takkasto, Ze fisobi dojmem, jako by je Poe sam wytioi pies to, ze
mohou patit do slovni zasoby kteréhokaodioveéka. Ale je to pré¥ prace s bohatou
slovni zasobou, diky které je Rvevyprawcsky styl tak jedingny, a i fes svou velkou
popisnost psobi ‘vzneSenym' a uhlazenym dojmem.

VétSina Poeovych povidek se zabyva tématem smrstardmi motivy jako jsou
nagiklad vina, strach, tryzmi a sebedestrukce. Roezivot by mohl byt steg dolre
jeho vlastnortné napsanym iibéhem smutku a osami a je zejmé, Ze vybr témat ma

uzsi souvislost s jeho dospivanim v r@édbohatého, ale odtazitého obchodnika Johna
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Allana. Taktéz neni pochyb o tom, Zéegstava nenapdné lasky ho po smrti jeho
matky, @stounky, prvni lasky, a nakonec i milované Zenyngstedovala cely Zivot, a
promitla se tak do témat mnoha jeho povidekt&invy basni.

Poeova poezie je jediti@a svou hudebnosti a zdanlivou prostosti, coz bceni
mimo jiné i francouzsti symbolisté, rapP. Verlaine, S. Mallarméi A. Rimbaud.
Podob# jako v proze, Poe plvé vybira onomatopoické vyrazy, a ve snaze, aby docil
dokonalého rymu, své basmnevaha fepracovat i Sestnactkratrack, jako tomu bylo
napgiklad v pipad basg “Havran“. Tu uvadi i jako hlavni ffklad ve své eseji
“Filozofie basnické skladby“, kde se snazi dok&zatzadné z jehoétineni napsano na
zakladt jakéhosi nahlého vybuchu kreativity. Po&ily Ze tvork® kazdého literarniho
dila by n€lo predchazet fesné wteni techniky psani, zapletkygjdvého ramce, i
samotného vyprax¥ského stylu, a nevahal kritizovat své &asniky, ktéi tak neinili.

Z toho vyplyvd, Ze Poe, ifps neschopnost zorganizovat siijsviastni Zivot, byl
mistrem v organizaci psaného projevu. Pokighpyslel o uspiadani svych &, nikdy
neopomsl sebemensi detaily a feé zvazil umiséni kazdécarky a pomiky. Na
zaklack toho dochazime k zé&mu, Ze Podév zpisob vyjadovani je jedinény, ©Zko
napodobitelny. Jeho dila jsou charakteristickédpvSim vyBrem tématu, vysokou
popisnosti gje i prostedi, do kterého jej zasadil, velkymirdzem kladenym na psycho-
logii hlavnich postav, i samotnym stylem psaniZjisné myslenky vyjadije.

Pokud vezmeme v Gvahu vSechny tyto aspekty, muponazovat snahu org
pracovani jedné z nejlepsich Poeovych povidek G&rny kocour® (“The Black Cat®)
bezpochyby je, na zjednoduSenou verzi, nerealndusl®vni zasob dvanacti set
zakladnich slov (arovePre-Intermediate) je t&hnemozné povidkuippsat, a zacho-
vat piitom Podv jedingny styl vyjadovani a zarr, kterym je pedevSim zobrazeni
lidské zvracenosti. Jiz zde se setkavame s prvasadnim nedostatkem zjednodusené
verze — Wharry zcela ignoruje hlavni motiv povidkyZ je pra¢ zvracenost lidské
povahy, a v celém textu jej neztje ani jednou. Bvodem niéize byt omezena slovni
zasoba, kterd mu neumje téma zvracenosti jakkoli popsét, kontrola srozumi-
telnosti obsahu, jez je jednou z metod ugaych @i zjednoduSovani literarniched
v ramci Graded Readers. Faktem ovSem je, Ze Whangchava fraze,éty a rekdy i
celé odstavce tykajici se nejen zvracenosti, algpravkcovych pocifi, jeho myslen-
kovych Gvah a problematiky lidské psychiky ob&ctimz naruSuje Pde zajem
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o psychologii postav. Co secty vyrad typickych pro Pogév styl vyjadovani - slov ci-
ziho pivodu a Siroké Skaly popisnych adjektiv a synonyé&sina z nich v textu chybi.

Pokud mluvime o jednotlivych slovech a frazich, samjmeé neni pravidlem, Ze
Wharry vynechava vSechnyiite srozumitelné vyrazy. V mnohaipadech je nahrazuje
srozumitel@jSimi synonymy, které se objevuji ¥Amé milug¢ a mohou tak lépe
vyhovovat potebamétende s omezenou znalosti anglického jazyka. Bohuzelyzaly
vyznam Wharrym pouzitého synonyma odpovidd vyznginvodniho slova, které
pouzil Poe. Tim se é&mi vyznam konkrétnidty, a jedna-li se o slovo souvisejici s hlub-
Si mySlenkou, i vyznam celého odstavce.dRad slabne i efekt Kibvych slov, jez Poe
mechanicky opakoval pro neustai@pmenuti hlavni mySlenky nebo motivu povidky,
a vyuzival je téz jako spojovaci vyrazy zarjici plynulost toku myslenek v textu. Ve
zjednoduSeném textu secitié vyrazy také opakuji, neidkeme ale fedpokladat, ze se
tak cgje z jiného dvodu, nez jakym je nutna omezenost slovni zasobledného dila.

Wharryho povidka na rozdil od originalu sestavadpvsim z kratSich jedno-
duchych ¥t a vychazi tak vsic jazykové Urovniitende, pro kterého je dena. Cela
povidka misobi zkracefia odporuje tak Poeovu tvrzeni, Ze kazdé literdiloi musi mit
urgity, predem dany rozsah (nesmi byt anilip dlouhé, ani filis kratké), aby byla
hlavni mySlenka dil&en&em skuténé pochopena. Nicmén Wharry celkem Gsg$ns
napodobuje Poeovu techniku psani, kdyzZ klafiez na stejné uziti posdk acarek,
dodrzuje britsky pravopis aitkZita slova zvyrafuje kurzivou. Besto nachazime dalsi
nesrovnalosti, fedevsim ve zjsobu oslovendtend&e a uziti osobnich zajmen.

Je teba uvést, Ze text, ktery Wharry vytilomusi odpovidat jazykové vybave-
nosti mirgé pokrcgilého ¢tende. Slovni zasoba je velmi omezenakodi v textu najde-
me rekolik presnych citaci z originalu, Pde barvity styl vyjadovani nemohl byt ani
v nejmensim napodobetimz vypraeni postrada svou typickou atmosféru a melancho-
licky nadech. Adaptace literarnickldlo podoby Graded Readers je safagme Ukol
nesnadny. Pokud zohlednirmsetnd omezeni ve vyuZiti (nejen) jazykovych piredit,
kterymi byl Wharry svazan, musime uznat, Ze nakartb@d| dobrou préaci. Nicmén
vysledné dilo, které se nam dostava do ruky, jgnek monoténa vyprawnym pibé-
hem o nefastném muzi a kocourovi s na@fpzenymi schopnostmi, namisto souhrnné
studie lidské zvracenosti, viny a nasili, popisa@vatovekem, ktery je vygitkami

svedomi dohnén k vlastnimu padu.
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