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Abstract 
 
Fragmentation of the subject is one of the distinctive features of the poetry of Argentine writer 
Alejandra Pizarnik (1936-1072). Indeed, her poems convey her perpetual dissatisfaction with 
language, which cannot express her lyrical self in all of its complexity or resuscitate her 

creative persona suffers from a serious multiple personality disorder. Now, what happens when 
a translating subject takes on the voice of 

is both one and multifaceted, and that this shifting subject permeates all the poems. Then, the 
transformations of this voice will be observed in three of the most circulated translations of the 

 
 
 
Résumé 
 

argentine Alejandra Pizarnik (1936-1972). En effet, ses poèmes communiquent son éternelle 

complexité ni à ressusciter son je biographique. En particulier dans son quatrième recueil, Árbol 
de Diana (1962), le « moi » créateur de la poète 
multiple. Or, que se passe-t-il quand un sujet traduisant se glisse sous la peau du « je » 

la voix lyrique du recueil, à la fois une et multiple, et le plus souvent féminine, imprègne 

dans trois des traductions les plus diffusées du recueil, dans le but de cerner la présence et le 

le « I » de Frank Graziano et María Rosa Fort (1987), et le « ich » de Juana et Tobias Burghardt 
(2002). 
 
 
Keywords: Poetry. Lyrical I. Fragmentation. Translating subject. Intervention. 
 
Mots-clés: Poésie. Voix lyrique. Fragmentation. Sujet traduisant. Intervention. 
                                                                                                                      
1 Le sujet traduisant : u
Madeleine Stratford. It was not published on the print version of MonTI for reasons of space. The online version of 
MonTI does not suffer from these limitations, and this is our way of promoting plurilingualism. 
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Introduction 
 
The poetry of the Argentinian author Alejandra Pizarnik (1936-1972) often tries to blur the 
distinction between the world of words and the real world, between the lyrical I and the 
biographical self. Indeed, language never succeeds in ing
complexity or in truly ing

the double is all-pervasive in her poetry; so much so that it constitutes one of the distinctive 
features of her style.2 As regards the content, the lyrical I often contemplates its reflection in a 
mirror, 3  , the subject commonly enters into 
dialogue with its shadow.4 As far as the form is concerned, this 
most of them feminine: human beings defined by an attribute (a little girl, a traveler, or a 
shipwrecked, insomniac or silent woman, etc.), animals (a female wolf, a bird), or even 
inanimate objects (a doll, a mannequin, a dead body).5 Moreover, the speaking subject is not 
only represented by the first person singular (yo), but also hides behind the second person (tú), 
or the third, usually in its feminine form (ella). 

Now, what happens when a translating subject adds to these doubles, taking on the voice of 
 traces of an additional 

fragmentation? This paper will treat this issue by analyzing 
Árbol de Diana (AD), first published in 1962, which encapsulates the ontological quest of 

6 Published by the reputed publishing house Sur (headed by 
Victoria Ocampo) and with a foreword by Octavio Paz, the first book Pizarnik wrote in France7 
had great success both in the Argentinian and the international poetry scene. This book occupies 

In the 
first place, this poetry book is placed, chronologically speaking, right in the middle of  

crucial period in her life. Both personally and professionally, this book represents a true 
coming of age for the linguistic and ontological unity of a 

period, as well as her first prose poems, which are more commonly associated to her later 
works.  

Firstly, after a brief presentation of Alejandra Pizarnik and her work, a systematic analysis 
of the distribution of personal pronouns in the source text will show that the lyrical I, being at 
the same time one and multifaceted, permeates all the poems, at times explicitly, at times 
implicitly. Then, this paper will examine what becomes of this multifaceted lyrical speaker in 
                                                                                                                      
2 See Aira 1998: 17; Guibelalde 1998: 45; Lopez Luaces 2002; Monder 2004: 20; Running 1996: 92; Telaak 2003: 
306. 
3 See Ferrell 2001: 48; Fitts 1995: 55; Rubí 2002: 102. 
4 See in particular Guibelalde 1998: 46-47 and Zeiss 2001: 325-343. 
5 See Aira 1998: 17-18; Álvarez 1997: 23; Fitts 1995: 53; Genovese 1998: 66; Goldberg 1994: 70; and Zeiss (2001: 

 
6 See Borinsky 1995: 295; Depetris 2004: 37; Kuhnheim 1996: 68; Rodríguez Francia 2003: 250.  
7 The second book Pizarnik wrote in France is Los trabajos y las noches, published in 1965 shortly after she returned 
to Buenos Aires.   
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three of the most circulated complete translations of the book: the French version by Claude 
Couffon (1983), the English version by Frank Graziano and Maria Rosa Fort (1987), and the 
German version by Juana and Tobias Burghardt (2002).  
An , will be used in order to 

 
 

 
 

 
4. compensating additions); 

 
 

 
 
The use of transference will result in a high degree of fidelity to the original meaning and style 
of the author. As for divergence, convergence and improvisation, their use shows certain fidelity 
to the style and meaning conveyed by the author, 
more noticeable. Adaptation will produce target texts in which the personal mark 
will be much more noticeable than that of the author; these texts will also show a rather adaptive 
approach to pronoun translation. Finally, importation will create a foreignness that may be seen 
as a form of improvisation when the Spanish text itself seems ungrammatical or as an adaptation 
when its usage creates ungrammaticality which is not present in the source text. In his model, 
Jones describes these categories from the point of view of the translation process. However, the 
object of study in this paper 
adapted so that they can be used to describe the translated texts themselves as well as their 
effects on the target reader rather than the purpose (conscious or unconscious) guiding the 
translators. Each translation choice has consequences over the lyrical progression of AD cycle. 
This paper will make a comparative analysis of this progression in the source text and in the 
target texts. 
 
1. Alejandra Pizarnik and her work 
 
The daughter of Jewish immigrants from Eastern Europe, the Argentinian poet Alejandra 
Pizarnik was born in Buenos Aires in 1936 and died in 1972 at the age of 36 from a tranquilizer 
overdose. In part due to her early death, and also because she obsessively corrected her texts, 
Pizarnik published few works during her lifetime. Apart from the poems and articles published 
in literary magazines, she left seven brief poetry books and one piece of poetic prose. In all her 
writings, Pizarnik questions her mother tongue. The main doubt that she feels towards the 
communicative power of language places her within the group of contemporary writers about 

1992: 185). Her poetry books include a reduced number of very short poems, so much so that 
they sometimes give the impression of being incomplete. Nevertheless, even if they can 

arte 1983: 868) 
are the result of passionate retouches. Neither her word choices nor the word layout are 
accidental. In an interview with Alberto Lagunas, Pizarnik talked about the importance of 

aft 
(Pizarnik cited in Lagunas 1988-89:46). Even though she was not looking for formal perfection, 
all the time she devoted to polishing her poems confirms that her writing process is not limited 
to the psychic automatism which characterizes surrealist artists. Edgardo Dobry summarizes 

Se queda con su imaginería, con su ideología poética, pero renuncia a los largos desarrollos, a 
las digresiones documentales del d
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According to Melanie Nicholson, it is mainly the aesthetic vision of Surrealism rather than its 
writing techniques that influenced 20th century Latin American authors (Nicholson 1999: xiv). 

Over 35 years after her death, Pizarnik is still placed at the forefront of the literary scene, 
perhaps even more than during her life. Melissa A. Lockhart attributes her success, at least in 

 (Lockhart cited in 
Mackintosh 2003: 120). Thus, many critics are as much if not more  interested in Pizarnik as a 

as in her texts, often offering a biographical analysis of her poems. Over the last few 
years, however, more and more academics have been attempting to reverse this trend.8 Although 

ey refuse to 
-biographical perspective 

that this paper will analyze how the lyrical I has been translated in the most circulated versions 
of AD in French, English and German. 
 
2. Multiple incarnations of the Spanish lyrical I  
 

ycle: the first person singular, the first 
person plural, the second person singular, and the third person singular. These marks can appear 
in different forms: that of an explicit subject pronoun or of verb inflection (when the subject 
pronoun is omitted); that of an object pronoun (direct or indirect); and that of an adjective or a 
possessive pronoun. This being said, it is the first person singular that is most used: its number 
of visible marks is higher than that of the rest, and can be found in most poems. In fact, each of 
the 38 poems seems to represent a stage in the life of the lyrical I, from birth to death. In the 
first poem (AD 1),9 a lyrical voice says t 10 of the 

body. This poem shows the beginning of a foreword disseminated throughout the cycle and 
completed by 
create a mise en abyme effect which permeates all the content of the cycle.  

Thus, th explain its many painful births (AD 21) in 38 scenes 
made of 

in language itself (AD 

that sparkle 
loses the battle 

against this silence,  to the life that nobody had really given her (AD 
16). If the words of the lyrical I are to be believed, then, she is traveler

pronouns and c
 

Within the cycle, there are 50 marks of the first person singular which can be found in 16 
jects, most of which are implicitly 

These twenty-three subject pronouns coexist with seventeen object pronouns: six reflexive 

as well nine marks of the possessive case: two pronouns (one instance of of 
gender 

time ambiguous, but in the four poems in which it is specified (AD 11, 15, 17, 27), it is 
feminine. Therefore, if each of these occurrences referred, as is argued here, to one and the same 
voice, it would be clearly a fem .  
                                                                                                                      
8 See Álvarez 1997: 7; Bassnett 1990: 47-48; Dobry 2004: 40; Fitts 1995: 67; Genovese 1998: 61-62; Kuhnheim 
1996: 76; Suárez Rojas 1997: 25; Telaak 2003: 304.  
9 The figure after the abbreviation AD corresponds to the poem number.  
10 All the translations and reformulations in this section were originally made in French by the author of this paper, 
and then transposed into English by the translator of the paper.    
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As regards the first person plural, it only appears eight times distributed in six poems, a 

plural increases as the poems progress. Indeed, there is a first occurrence of the first person 
plural at the beginning of the cycle (AD 2), another two at the end of the first third of the cycle 
(AD 11), and the last 5 cases appear together in the last third (AD 26, 29, 31 and 37). This 
seems to create certain cohesion between the characters in the cycle, which become increasingly 

is no explicit subject pronoun 
in marks of the first person 

gender of 
the referent is ambiguous in seven of the eight cases

feminine.  
With twenty-two instances, the presence of the second person singular is nearly three times 

more frequent than that of the first person plural, but it only appears in five poems. In fact, most 
of the instances 
(8 marks). Therefore, the presence of the second person also shows a lower degree of 
distribution within the cycle than that of the first person singular. Always implicitly expressed, 

twelve conjugated verbs.11 
times.12 
regard to the gender of the second person, it is once again ambiguous, at least at first sight. Its 
antecedent is clearly specified twice by means of appositions: one of them 

do not allow the reader to attribute a gender to the second person, for the two abovementioned 
expressions are used to speak to a beloved person regardless of their gender. In addition to this, 

ly
a feminine subject, whose gender is made explicit by the use of 
previous cases, it is possible that all the instances of refer to a same person, once again of 
female sex.  

The analysis of the distribution of third-person-singular subject pronouns is more complex, 
mainly because of their frequent omission. This paper will only analyze the pronouns lacking an 
explicit antecedent which could indirectly refer to the lyrical I of the cycle. Thus, excluding the 

13 distributed in five poems. However, 
nearly half of these marks (8 out of 18) appear in AD 20; another third (6 out of 18) appear in 

person singular are unequally distributed, 
Besides, one third of these marks refer to a female: three instances of 

can be found in AD 6. In the 
fourteen other cases, nothing shows the gender of the omitted pronoun. Contrary to what 

act, this only happens in AD 6. 
In short, this brief study of the distribution of personal pronouns suggests that the 38 poems 

of AD, disparate at first sight, form a whole which tells the birth, the short life and the death of a 
t 

on the distribution of the linguistic manifestations of the subject. Among all the pronouns, those 

                                                                                                                      
11 Two verbs in AD 2; two in AD 16; one in AD 18; one in AD 28; four in AD 35. 
12 Twice in AD 3, once in AD 28, and four times in AD 35. 
13 Even though theoretically t
Apart from the fact that Pizarnik rarely uses this pronoun in her poems
the cycle.  
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of the first person singular hold a dominant position. In fact, even if the marks of the three other 
grammatical persons are put together, these are still slightly smaller in number than the marks 

pronoun, both in number and in frequency: twenty-three verbs in ten poems are conjugated in 
the first person singular, as compared to four verbs in four poems using the first person plural, 
twelve verbs in five poems using the second person singular, and fifteen verbs in five poems 
conjugated in the third person singular.  

pronoun, which creates a strong identity relation between subjects and reflexive objects which 
may extend to other object pronouns. Rackers 

-
11). However, it has been shown above that the poet actually gives clear signs of this, for the 
gender of pronouns is feminine every time it is specified. Likewise, a majority of the characters 
representing the lyrical I are females:14 

(AD 17), among others. Consequently, if the cycle is viewed as a whole, it can be concluded 
that the different repetitions of a same pronoun have the same referent, in this case feminine. 

It should also be noted that the first person plural includes, semantically speaking, a first 

first person. Ind
participating narrative voice that can be heard. Besides the 42 occasions where the 

8 marks of the 
first person plural and in the 22 marks of the second person singular. By contrast, the third 
person singular does not seem to be so clearly linked to the lyrical I. This may be due to the fact 
that this third person not only appears as a pronoun, but is also the voice of different characters 
which can all act as referents. In fact, the global image of the lyrical I which is offered in the 
cycle is that of an ever-changing little sleepwalker who travels through time and space, 
sometimes leaving her body to better observe herself, and who describes these different astral 

 
These observations confirm the semantic weight of the first person singular throughout the 

cycle. Indeed, be it by means of explicit or implicit mention, or by being compared with other 
personal pronouns or characters, a lyrical I leaves its mark in nearly every poem, forming the 

created. On paper, the first person is 
continuously reflected, being at the same time subject and object. When this first person lacks 
words to express itself, it remains silent. Made of letters and sounds, the lyrical I dies as soon as 
the biographical I stops writing. Nevertheless, just as the phoenix always rises from its ashes, 
the lyrical I is brought back to life every time AD is read. But, in which form will this lyrical I 
be made to rise in the translations by Couffon, Graziano and Fort, and the Burghardts? The 

under which the lyrical I lies hidden. 
  
3. Linguistic incarnations of the French lyrical I  (Couffon, 1983) 
 
At first sight, the difference between the distribution of the first person singular marks in 
Spanish and French seems to be quantitative: there are fifty explicit or implicit marks in the 
original, whereas the French version contains fourty-three. However, the relevance of the 
French marks although smaller in number is comparable to that of the Spanish marks, for they 

                                                                                                                      
14 There are only three male characte
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appear in the same 16 poems.15 
anslated does 

not guarantee equivalence. In AD 11 there is a case of divergence, for the female sex of the 
subject 
can be found in AD 21, where the subject having a non-specified gender 

Lastly, the ten cases of elimination of pronouns present in the source 
text16 and the three cases where marks have been added17 do not show the same degree of 
fidelity to the original content. For instance, only the five cases where a reflexive pronoun18 and 
an implicit subject pronoun19 have been added or eliminated can be viewed as transferences. In 
those cases, the role remains the same: there are three verbs with first person singular 
subjects both in the French and the Spanish poems. Also, a case of improvisation can be found 

to avoid the ambiguity that the 
verb avoir 

  
Furthermore, there are five 

20 The case of AD 19 is more complex: in 
guity as to 

él, ella, or even usted). In French, 

consequences. At the grammatical level, it creates a foreignizing effect which is not present in 
the source text, prescriptive French grammar requiring (unlike Spanish) the presence of an 
explicit subject pronoun. At the semantic level, this structure partially reproduces the ambiguity 
of the source text, and could then be seen as a case of improvisation. Nevertheless, the degree of 
ambiguity is not as high as in the Spanish text, because the French 
refer to an ambiguous third person singular (il, elle or on), but not to the first person singular. 
This is why this seems closer to a case of divergence, given its influence over the distribution of 
the first person singular instances. 

produces a semantic 
indirect objec  makes it possible in Spanish to 

a en el 

major role within the cycle: they are the first symbolic incarnations of the lyrical I, each of them 
starting a network of semantic links with other pr

cycle, which stem from this parallel in Spanish. 

                                                                                                                      
15 AD 1, 3, 8, 10, 11, 13, 14, 15, 17, 18, 19, 21, 27, 33, 35, 38. 
16 
33).  
17   
18 

  
19 In AD 17 the segment s je
implicit.  
20 In Spanish, the w  

  to 
onjugated in the simple present, first person singular. Although 

multiple-meaning structures.  
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As has been noted above, there are eight explicit or implicit marks of the first person plural 
in the source text
them (5 out of 7) are the result of transference. 21  The other two constitute one case of 
abandonment and one case of divergence which have interconnected effects. The mark 

way. Present from the very first poem 
speaks to itself, to its own incarnations and even seems to invite the reader to join the 

neither the lyrical I nor its readers are openly being spoken to

AD 2, the one in AD 11 cannot include the reader, for it only refers to two explicit facets of the 

22 However, as has been mentioned above, the 
gender  French, thus making the gender 
ambiguous. Hence the classification of these two marks among the cases of divergence.  

Unlike the first person singular and plural, the second person singular holds a more 
prominent place in French than in Spanish. Apart from keeping the French equivalents of the 
twenty-two 
marks: one is explicit (AD 3), and the other implicit (AD 28). The first addition is a third 
repetition 

only appears twice. Here, the greater asymmetry between the source text and the translation 
leads to consider this addition  as 

alejas de los nombres / que hilan el silencio de l e 
 a case of divergence, for the present participle used in 

 On the one hand,  can be 
understood as happens in Spanish  

turning a single-meaning passage into a multiple-meaning one, creates an ambiguity typical of 
d as well be seen as a case of improvisation.  

The third person singular seems to be the one experiencing the most 
version. As aforementioned, the original text contains eighteen marks of the third person 
singular, from which only six are explicitly feminine, all concentrated in AD 6. By contrast, 
fourteen of the seventeen marks in the French translation are explicitly feminine. Apart from the 

20 
absence of the subject not being usual in French. On the other hand, the preference given here to 
the female sex suggests that Couffon may have seen 
could otherwise suggest that Couffon has considered the female sex to be the most probable 
interpretation ale identity. The four other cases concerning third 
person singular pronouns are cases of improvisation, as each of them seems to be aimed at 

-
tion of this verb as a past participle acting as an 

which could be a third person, a first person, or even a second person, both singular or plural. 
The same 
                                                                                                                      
21 AD 26, 29, 31, 37.  
22  
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gender by means of a double 

 
In addition to this, the appearance of three new instances of the third person singular 

accentuates the 

m so 
widespread that it is also accepted in literary language.23 Should this be the case in AD 5, this 
improvisation, probably aimed at preserving the ambiguity of the original infinitive structure, 

ever, it is not so clear that the 
one 

pronoun in AD 31, and literary language does not usually accept the simultaneous appearance in 
 

theoretically refer here to the first, the second or even the third person.24 Although from a 
prescriptive point of view,  scarcely ever refers to different persons in a same sentence 

where the identity of the lyrical I is rather unstable.  
Ultimately, this analysis of the translation of personal pronouns which may refer to the 

lyrical I shows the use of an array of strategies. Certainly transference is the most common one, 
representing more than half of the cases (60 out of 95). There are, however, nine cases of 
divergence, eleven of convergence and seven of improvisation. Yet since these modifications 
often aim to compensate for a loss or to recreate an ambiguity, most of them remain faithful to 
the thematic structure of the poetic cycle. By contrast, the six abandonments and the two 
adaptations in the French version diminish the importance of the first person and highlight that 
of the second person. Also there seems to be a higher degree of passivity in the French lyrical I, 

oach to 
pronoun translation is in general faithful to the original although idiomatic , his creative hand 
is nonetheless distinguishable. In this respect, there is one adaptive modulation which illustrates 
this quite well in the last line of AD 12, where 

itself to 

still the same, 
with two actions taking place simultaneously: a flower opens while the wind blows. However, 

symbolic value when taking 
lyrical voice, whereas in French, this voice is expressed through Couffon, who is a man. 
 
4. Linguistic incarnations of the English lyrical I  (Graziano and Fort, 1987) 
 
There are fourty-four marks of the first person singular in the English translation, that is, six less 
than in the original cycle. However, while the Spanish text only contains one mark (out of fifty) 
lacking textual manifestation,25 

which is not pronominal in English (AD 33). In the other cases, 
the translators have omitted one of the repetitions of a subject pronoun (AD 1, 17, 21) or of an 

                                                                                                                      
23 See Grevisse 1980: 645 and Hanse 1994: 614. 
24  

  
25 
have been omitted, but still app   
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object pronoun (AD 14 and 38) which has already been mentioned in the poem. Therefore, the 
English translation only includes thirty-eight tangible marks of the first person singular, that is, 
ten less than the Spanish text. Another five cases of abandonment contribute to diminishing the 
active presence of the first person singular. Firstly, Graziano and Fort have not translated the 

 

in 

convergence. Of course, the choice of the first person might also be aimed at not revealing the 
gender -marked), in which case this could be seen 
as an improvisation. After all, the gender of the subject in AD 15 and 27, overtly feminine in 
Spanish  is no longer specified in the English version. Nevertheless, the translators could have 

at least in part, for  
As in the Spanish cycle, the English version contains eight marks of the first person plural. 

However, they are only the result of direct transference in five cases26 and can only be found in 
five of the six original poems. Specifically, all textual marks referring to the first person plural 
have disappeared in AD 11. There is still 
explicit grammatical union between t 27 

anymore. If there are eight marks of the first person plural in the English version, it is because 
two 

the English text more idiomatic because, 
unlike Spanish, English generally uses possessive adjectives and not definite articles to refer to 
body parts.28 On the other hand, these modulations seem to compensate for the loss of marks in 
AD 11, restoring the original number of first-person-plural pronouns, and thus giving 
more substantial place in the English version, which would be similar to that of the original 

 
In the English version, there are twenty-one marks of the second person singular, that is, 

one less than in the source text. However, not all of them are the result of transference. For 
instance, a case of divergence can be found in AD 16: all the marks present in the source text 
have been preserved, but the gender of their referent, which in Spanish is a female due to the use 

-neutral, and gives more relevance to the second person. On the 
other hand, the multiple-meaning potential of the Spanish adjective is no longer present in the 

simply that it has not been helped by anyone. Also, there is a case of addition in AD 23, which 
results from 

29 
personalizing

reading seems even more feasible when considering AD 23, where the lyrical I is indeed 
Actually, a restrictive  interpretation of this fragment 

would have only been possible if Graziano and Fort h
23.  

                                                                                                                      
26 

 
27 In fact, Rackers is the only English translator havin

    
28 See Thomson and Martinet (1986: 21).  
29 About the indefinite use of the second person singular, see Thomson and Martinet (1986: 79). 
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Unlike the source text, in which there are eighteen marks of the third person singular 
distributed in five poems,30 the English version only contains fifteen of these marks distributed 
in three poems.31 Firstly, Graziano and Fort have used in AD 2 the same type of improvisation 
as Couffon, replacing the null-
French, the English passive voice allows for the ambiguity of the agent to be kept; the passive 
voice can even emphasize this ambiguity, for the agent does not necessarily have to be a third 
person singular any more. 32  Secondly, in AD 8 the gender-

 only refer to an 

that is, one of the facets of the lyrical I. Lastly, it has been mentioned above that all references 
to the third person have disappeared and replaced by first-person references in the English 

all verbs in 
AD 20, whereas the gender 
AD 20 may be related to the female character in AD 6. 

e in AD 14, 
becomes ambiguous in Graziano and For
translations of the poem.33 This trend suggests that doing otherwise must have been difficult in 
English, where adjectives do not reflect gender or number. By contrast, with the expression 

masculine, whereas in Spanish its gender is not specified. Nevertheless, the translators could 
have reproduced the ambiguity of the source text by using the possessive case of the third 

z (1979: 62) and Rackers (2003: 23). Therefore, the 

reference in AD 14. 
Interestingly, the translators try to preserve, and even to highlight, the sexual ambiguity of 

the pronouns without an explicit referent, and yet they systematically specify the female sex of 
the  symbolic manifestations, that is, of the characters in the cycle. For instance, in AD 
7, 1 ve 

Also, the English translators often specify the approximate age of the subject. 

which can refer to a tors 
often add the noun the sole exception to this trend is found in AD 34, where the female 

In contrast, the insertion of the noun 
subject 

34 in their translations; the rest of 
 to the expression which suggests that 

exclusively as a child. To a certain extent, this perception 
is not surprising, for it matches the public image that Pizarnik herself built up, an image that has 
remained after her premature death in 1972 at the age of 36. As Fiona Mackintosh explains: 

[...]. The fact that both she and her poetry exuded such an air of childish vulnerability, and that 

                                                                                                                      
30 AD 2, 6, 8, 19, 20. 
31 AD 6, 8, 20. 
32 Although its use may seem obvious, the passive voice is not the only choice in French. In his version, Couffon 

form (qui se proposent). Also, even if the 
passive voice is more common in English than in French, and although some might argue that the passive voice is a 

   ambiguity of the source text by t
into an epithet (These are the proposed versions).  
33 See   Bassnett 2002: 19; Chartkoff 2005: n. p.; Kuhnheim 1996: 69; Molloy 1991: 216; Rackers 2003: 28; Rossi 
2002: 218.  
34 See Bassnett 2000: 17 and 22, and Chartkoff 2005: AD 3 and 32.  
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canonized el mito Pizarnik  that much 
 

In his introduction to the anthology, Graziano highlights the challenge posed by the 
frequent omission of prono
Spanish does not, we were occasionally obliged to make gender assumptions based upon 

we had no 
 the respect for the grammar 

rules of the target language and the reproduction of the multiple meanings conveyed in the 
source text. This brief analysis about treatment of the grammatical 

from a plausible reading of the original cycle in which the gender of the referents is 
not specified whenever possible. Even though the English translators respectful towards the 
grammar rules of the target language  always insert a pronoun, this is sometimes compensated 
for by avoiding pronoun repetition in enumerations, and by not specifying the gender of the 
referent, thus keeping the multiple meanings of several null-subjects. Concerning the 

highlight their female gender by adding a noun or 
a gender-marked pronoun, reinforcing in doing so the impression that the lyrical I is a child.  
 
5. Linguistic incarnations of the German lyrical I  (Burghardt, 2002) 
 
The German translation resembles the French and the English versions as regards the 
distribution of the first person singular, for it contains fewer marks of this grammatical person 
than the original cycle (42 vs. 50). Like Couffon, and Graziano and Fort, the Burghardts have 
not translated the potential meaning as verbs of the homonyms in AD 10, 14 and 15, thus 

modulation procedure similar to the one used by Couffon in AD 1

e use of which could have meant that the lyrical I was 
the author of the tattoo. Similarly to Graziano and Fort, however, the Burghardts seem to have 

this convergence is to a certain extent equivalent to a case of improvisation; moreover, it has the 
advantage of not revealing the gender of the subject.  

Finally, it is worth noting the disappearance of a reflexive pronoun in AD 17 which 
produces an important change 

for my many funerals]. In Spanish, the 
lyrical I cries over itself and repeats this action in its many funerals. However, it would have 
been poss
beweine mich selbst an me

because of 
funerals and neither the frequency nor the moment when  specified. In 

eliminated in the German translation, which reads as follows: 
[where I dance for myself]. So, whereas the Spanish reflexive pronoun suggests that the subject 

 the German object pronoun only implies that 
nobody else is watching the show. Lastly, it should be noted that the gender of the first person 
singular in AD 17, which is clearly a female in Spanish due to the presence of the adjective 

in  
Of all the translators in this study, the Burghardts are the only ones to have directly 

transposed all the marks of the first person plural. Like the source text, their version contains 
eight of these marks distributed in the same six poems.35 Nevertheless, it is worth mentioning a 

                                                                                                                      
35  AD 2, 11, 26, 29, 31 and 37.  
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e being asphyxiated]. On the one hand, the 
shift from the active to the passive voice contributes to making the lyrical I even more 

throat has completely disappeared in the German translation. In Spanish this hand could belong 
to the lyrical I and, in 
subject, who would be at the same time agent and patient. In German, the passive structure 

Ho

throats].  
The German version contains exactly the same number of marks of the second person 

singular as the Spanish text; moreover, they can be found in the same spots.36 In spite of this, 
their translations cannot always be considered as cases of transference. In AD 3, for instance, 

gender of 
the second person in AD 16, which is feminine in Spanish but turns ambiguous in German. Also 

might 
homosexuality.37 In order to keep the sexual ambiguity of the beloved person, the Burghardts 
could have chosen, as Siefer  did (2000: 39)
[my treasure], which applies to both men and women. Lastly, in AD 35, the modulation which 
could even be seen as an adaptation  used when trans
experience pain
far as the grammatical marks are concerned, the translators compensate for the loss of this 
reflexive pronoun by repeating the i
restoring the original number of marks (eight) of the second person.  

As regards the third person singular marks, only the six feminine marks in AD 6 and the 

the Burghardts make use of convergence when choosing, as Couffon and Graziano and Fort, a 

original cycle, for every time the gender of a personal pronoun is specified, it is clearly 

whose gender is not specified in Spanish  become masculine in German. Yet 
it would have been possible to preserve their gender-neutral nature. The translators did not need 
to use the gender-marked pos

t

In AD 2, the Burghardts resort 
use 

propose themselves  to us]. Paradoxically, this 
passive structure much more common in Spanish than in German ,38 looks almost like a 

an refer both to an inanimate object and to a 

masculine in German, b
 made out of silk] in AD 12. In fact, the word 

- ale condition of 
this 

the feminine is frequently used in German to refer to 
                                                                                                                      
36 AD 3, 16, 18, 28, 35.  
37   
38 According to Schanen and Confais, this type of structure is of limited use in German (2005: 183). 
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the real gender e difficult to establish an 
identity relation between the German gender-

or to any other character.  
Overall, the analysis of the grammatical marks referring to the German lyrical I shows that 

the Burghardts insert a pronoun wherever the German grammar rules so require, and that their 
choice of pronouns seem to be always based on a possible reading of the poem. In most 
occasions, they use transference (55 cases), conveying in their translation both the meaning and 
the effect of the source text. They add some cases of improvisation (4), which are mainly aimed 
at reproducing the ambiguity of the source text. Among the other cases of partial change of 

for there is almost the same number of cases where the gender of the referent becomes 
ambiguous (14) as of cases where it is not so (12). However, it seems that the Burghardts tend to 

ungrammatical in German, regardless of the foreignizing effect that they may indeed have in the 
source text itself. In addition, there is a subtle extra-

 
 

Conclusion 
 
As regards the use of pronouns, all the translators tend to respect the grammar rules of the target 
language, and therefore introduce a subject pronoun in clauses that have a null subject in 
Spanish. Only Couffon solely in AD 19  tries to make an importation of the Spanish original 
structure by eliminating the subject pronoun. In addition, the choice of the pronoun or the 
gender of its referent always seems to result from a possible reading of the poem. Even though 
the systematic insertion of a pronoun can sometimes create more ambiguity as happens in the 
cases 

 
univocal reading of the poem. Interestingly, all the translations analyzed here have proved to be 

 
highlights the image of a child  that Pizarnik projected. 

 influence can be seen in a subtle extra-textual reference to 

s 
self other than the practically systematic choice of the feminine gender to translate the null 
subjects of verbs in the third person singular. This choice could be the result of a global reading 
of the cycle, or may be due to the fact that Pizarnik herself was a woman.  

Furthermore

modifying the thematic structure of the translated works. Interestingly, if we observe all the 
French, English and German translations of the poems concerned (AD 10, AD 14 and AD 15), 
we can see that, of all translators French, English and German-speaking translators alike , only 
Rackers (2003) and Rossi (2000) have translated the verbal mean
AD 15. In all the other cases, the omission of the verbal reading of the above three words 
contributes to diminishing the active role of the lyrical I. However, it cannot be taken for 
granted that Couffon, Graziano and Fort, and the Burghardts have not reproduced the 
grammatical ambiguity of these words simply because they did not notice it, or that they have 

thesis the problem posed by the double 

maintain:  
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What my translation does not convey in the above poem is the multiple meanings in the 
fourth line the original reads  del  meaning possibly  the way to the 
mirr  or  of the mirror  or  in the mirror  or even  walk from the mirror  Both 
the central image of the mirror of Pizarnik s line, and the potentiality of the phrase, suggest a 
doubling. The coexistence is not a tense one it is a twin enterprise, not merely an 
opposition (Rackers 2003: 6). 

 

eliminated in the versions studied here in all the target languages. Ultimately, this increased 

conscious or unconscious  of the , a sign of the substitution of the 
inherent in any translation act. This may be a sign that the 

lyrical I in Árbol de Diana, which is already plural, experiences an additional fragmentation 
when translated to include among its doubles the voic -
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Appendix 1: French translation of the marks referring to the lyrical I   

 
AD Transference Divergence Convergence Improvisation Abandonment Adaptation 
1 (yo) he dado 

(yo) he dejado 
(yo) he cantado 
 
mí 
 
mi (cuerpo) 
 
Unspecified gender 

j  
 
 

 
moi 
 
mon (corps) 
 
Unspecified gender 

     

2    propone 
(Ambiguous 3rd 
person) 
Unspecified gender 

Ø (proposées)  
 
Unspecified 
gender 

nos Ø  

3 cuídate 
cuídate 
 
(amor) mío 
 
Unspecified gender 

prends (garde) 
prends (garde) 
 
mon (amour) 
 
Unspecified gender 

   mí Ø Ø prends 
(garde) 

5    Ø (ver) on (ambiguous)   
6 ella 

ella 
ella 
 
se (desnuda) 
 
su (memoria) 
sus (visiones) 
 
Female 

elle 
elle 
elle 
 
se (dévêt) 
 
sa (mémoire) 
ses (visions) 
 
Female 
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8 (yo) espero 

 
 
Unspecified gender 

 
 
 
Unspecified gender 

  vendrá 
vendrá 
(Ambiguous 
3rd person) 
 
Unspecified 
gender 

sa (venue) sa 
(venue) 
(Ambiguous 
referent) 
 
Unspecified gender 

  

10 (yo) recorto 
 
Unspecified gender 

je 
 
Unspecified gender 

   (lleno*) Ø  

11   yo 
(yo) fui 
(nosotros) 
nos sentamos 
 
 
mi (mirada) 
 
Female 

moi 
moi 
nous 
nous 
asseyons 
 
mon regard 
 
Unspecified 
gender 

    

13 mí 
 
(llevándo)me 
 
Unspecified gender 

moi 

rtant) 

Unspecified gender 

     

14 (yo) digo 
(yo) merezco 
 
mí 
 
me (come) 
me (bebe) 
 
Unspecified gender 

je 
je 
 
moi 
 
me (mange) 
me (boit) 
 
Unspecified gender 

alguien 
(dormido) 
 
 
 
 

 
Male 

 
(qui dort) 
 
 
 
 

 
Unspecified 
gender 

  (camino*) Ø  
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15 (desacostumbrar) 

me 
(yo) nací 
 
Female 

me (déshabituer) 
je 
 
 
Female 

   (extraño*) 
(extraño*) 

Ø 
Ø 

Ø mon 
(rôle) 

16 (tú) has 
construido 
(tú) has golpeado 
(tú) has 
terminado 
(tú) has 
terminado 
 
tu (casa) 
tus (pájaros) 
tus (huesos) 
 
Female 

tu 
Ø (implicit) 
Ø (implicit) 
tu 
 
 
 
 
ta (maison) 
tes (oiseaux) 
tes (os) 
 
Female 

     

17 mí 
 
(yo) voy 
(yo) me danzo 
(yo) me lloro 
 
mis (funerales) 
 
Female 

moi 
 
je  
je me (fais danse) 
(je) me (pleure) 
 
mes (funérailles) 
 
Female 

     

18 (tú) hablas 
 
(ver)me 
 
Unspecified gender 

tu 
 
me (voir) 
 
Unspecified gender 
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19 míos (ojos) 

 
 
Unspecified gender 

miens (yeux) 
 
 
Unspecified gender 

vea 
(1st/3rd) 
 
Unspecified 
gender 

verra 
(ambiguous 3rd 
person) 
 
Unspecified 
gender 

 vea 
(1st or 3rd p.) 
 
(yo) tengo 
 
 
Unspecified 
gender 

verra 
(Ambiguous 
3rd person) 
 
il 
(Impersonal) 
 
Unspecified 
gender 

  

20   dice 
sabe 
dice 
tiene 
dice 
dice 
dice 
sabe 
(ambiguous 3rd 
person) 
Unspecified 
gender 

elle 
elle 
elle 
elle 
elle 
elle 
elle 
elle 
 
 
Female 

   

21   (yo) he 
nacido 
Ø sufrido 
(implicit 

) 
 
Unspecified 
gender 

je  
 
 
 
 
 
Female 

   

26 pulsaremos 

nuestros (rostros) 

Unspecified gender 

nous 
 
nos (visages) 
 
Unspecified gender 

     

27 me (abandona) 
 
Female 

 
 
Female 
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28 (tú) te alejas 

 
Unspecified gender 

tu  
 
Unspecified gender 

Ø 
(estos hilos) 

filant 
 maybe 

implicit) 
    

29 (nosotros) 
vivimos 
 
Unspecified gender 

nous 
 
 
Unspecified gender 

     

31 (nosotros) 
pulsamos 
 
Unspecified gender 

nous 
 
 
Unspecified gender 

Ø 
(Infinitive 
with 
impersonal 
meaning) 

on 
(Ambiguous)  

se alimenten 
(Ambiguous 
3rd person) 

on 
(Ambiguous)   

33 (yo) me iré 
(quedar)me 
(yo) me iré 
 
Unspecified 
gender 

je 
Ø (implicit) 
je 
 
Unspecified gender 

 quien 
 
 
 
Unspecif
ied 
gender 

celui-là 
qui 
 
 
Male 

   

35 déjate 
déjate 
déjate 
déjate 
 
mi (vida) 
mi (vida) 
mi (vida) 
 
Unspecified 
gender 

laisse-toi 
laisse-toi 
laisse-toi 
laisse-toi 
 
ma (vie) 
ma (vie) 
ma (vie) 
 
Unspecified 
gender 

     

37 nuestra 
(transparencia) 
 
Unspecified gender 

notre 
(transparence) 
 
Unspecified gender 
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38 mis (poemas) 
 
me (desmiente) 
me (amordaza) 
 
Unspecified gender 

mes (poèmes) 
 
me (dément) 
me (bâillonne) 
 
Unspecified gender 

     

 60 cases of transference 9 cases of divergence 11 cases of convergence 7 cases of improvisation 6 abandonments 2 adaptations 
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Appendix 2: English translation of the marks referring to the lyrical I  

 
AD Transference Divergence Convergence Improvisation Abandonment 
1 (yo) he dado 

(yo) he dejado 
(yo) he cantado 

 
mí 

 
mi (cuerpo) 

 
Unspecified gender 

I  
I 
(I) 

 
(from) myself 
my 
 
 
Unspecified gender 

    

2 nos 
 
Unspecified gender 

(to) us 
 
Unspecified gender 

  propone 
(Ambiguous 
3rd person) 
Unspecified 
gender 

(proposed) 
(Passive 
voice) 

 

3 cuídate 
cuídate 

 
mí 

 
(amor) mío 

 
Unspecified gender 

(you) beware 
(you) beware 

 
(of) me 
my (love) 
 
 
Unspecified gender 

    

4    su (mano) 
 
Unspecified 
gender 

his (hand) 
 
Male 
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6 ella 
ella 
ella 

 
se (desnuda) 

 
su (memoria) 
sus (visiones) 

 
Female 

she 
she 
she 

 
(undresses) 

 
her 
her 

 
Female 

    

8 (yo) espero 
 
 
Unspecified gender 

I 
 
 
Unspecified 
gender 

 vendrá 
vendrá 
(Ambiguous 3rd 

person) 
Unspecified gender 

it 
it 
(Neuter 3rd 
p. referring 
to inanimate 
object) 

  

10 (yo) recorto 
 
Unspecified gender 

I 
 
Unspecified 
gender 

   (lleno*) (full) 

11 yo 
(yo) fui 

 
mi (mirada) 

 
Female 

I 
I 

 
my 

 
Female 

   (nosotros) 
nos 
sentamos 

Ø 
(sit down) 

13 mí 
 
(llevándo)me 

 
Unspecified gender 

me 

me 

Unspecified 
gender 
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14 (yo) digo 
(yo) merezco 

 
mí 

 
me (come) 
me (bebe) 

 
Unspecified gender 

I 
I 

 
me 

 
(me) 
me 

 
Unspecified 
gender 

alguien (dormido) 
 
 
 
 
 
Male 

someone 
(asleep) 

 
 
 
 
Unspecified 
gender 

  (camino*) (on the 
way to) 

15  (desacostumbrar) 
me 
(yo) nací 

 
Female 

myself 
my 

 
 
Unspecified gender 

  (extraño*) 
(extraño*) 

(strange) 
(strange) 

16  (tú) has construido 
(tú) has golpeado 
(tú) has terminado 
(tú) has terminado 

 
(sola) 

 
tu (casa) 
tus (pájaros) 
tus (huesos) 

 
Female 

you 
you 
you 
you 

(by) yourself 

your 
your 
your 

 
Unspecified 
gender 
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17 mí 
 
(yo) voy 
(yo) me danzo 
(yo) me lloro 

 
mis (funerales) 

 
Female 

me 
 
I 
I myself 
(I) myself 

 
my 

 
Female 

    

18 (tú) hablas 
 
(ver)me 

 
Unspecified gender 

you 

me 

Unspecified 
gender 

    

19 míos (ojos) 
 
Unspecified gender 

my 
 
Unspecified 
gender 

 vea 
 
(Ambiguous 1st 
or 3rd person) 

I see 
 
(Explicit 1st 
person) 

  

20   dice 
sabe 
dice 
tiene 
dice 
dice 
dice 
sabe 
(ambiguous 3rd 
person) 
Unspecified 
gender 

she 
she 
she 
she 
she 
she 
she 
she 

 
 
Female 

  

21 (yo) he nacido 
Ø sufrido 
( ) 

 
Unspecified gender 

I 
(I) 

 
 
Unspecified 
gender 
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23    (pulverizarse) 
(impersonal) 

your (eyes 
are 
pulverized) 

 

26 pulsaremos 
 
nuestros 
(rostros) 

 
Unspecified gender 

we 

our 

 
Unspecified 
gender 

    

27  me (abandona) 
 
Female 

me 
 
Unspecified 
gender 

   

28 (tú) te alejas 
 
Unspecified gender 

you 
 
Unspecified 
gender 

    

29 (nosotros) 
vivimos 

 
 
Unspecified gender 

we 
 
 
 
Unspecified 
gender 

  (la garganta) our (throats)  

31 (nosotros) 
pulsamos 

 
Unspecified gender 

we 
 
 
Unspecified 
gender 

  (los ojos) our (eyes)  

33 (yo) me iré 
(quedar)me 
(yo) me iré 

 
quien 

 
Unspecified 
gender 

I 
(I) 
I 

 
someone 

 
Unspecified 
gender 

    

 



 
 
 

  
  
 

  
  
  

27trans 

MonTI 3trans (2011) 

 
35 déjate 

déjate 
déjate 
déjate 

 
mi (vida) 
mi (vida) 
mi (vida) 

 
Unspecified 
gender 

(let) yourself 
(let) yourself 
(let) yourself 
(let) yourself 

 
my 
my 
my 

 
Unspecified 
gender 

    

37 nuestra 
(transparencia) 

 
Unspecified gender 

our 
 
 
Unspecified 
gender 

    

38 mis (poemas) 
 
me (desmiente) 
me (amordaza) 

 
 
Unspecified gender 

my 
 
(contradicts)(me) 
(gags) me 

 
 
Unspecified 
gender 

    

 60 cases of transference 12 cases of divergence 12 cases of convergence 4 cases of improvisation 5 abandonments 
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Appendix 3: German translation of the marks referring to the lyrical I  
 
 

AD Transference Divergence Convergence Improvisation Abandonment 
1 (yo) he dado 

(yo) he dejado 
(yo) he cantado 

 
mí 

 
mi (cuerpo) 

 
Unspecified gender 

ich 
ich 
(ich) 

 
mir 

meinen 

Unspecified gender 

    

2 nos 
 
Unspecified gender 

uns 
 
Unspecified gender 

  propone 
(Ambiguous 
3rd person) 
Unspecified 
gender 

die sich 
(anbieten) 
(Passive 
voice) 

 

3 mí 
 
(amor) mío 

 
Unspecified gender 

mir 
 
meine (Liebe) 

 
Unspecified gender 

 cuídate 
cuídate 

 
 
Unspecified 
gender 

hüte dich 
hüte dich 

 
 
Female 

  

4   su (mano) 
 
Unspecified 
gender 

seine (Hand) 
 
Male 
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6 ella 

ella 
ella 

 
se (desnuda) 

 
su (memoria) 
sus (visiones) 

 
 
 
Female 

sie 
sie 
sie 

 
(zieht) sich (aus) 

 
ihres 
(Gedächtnisses) 
ihrer 
(Anschauugen) 

 
Female 

    

8 (yo) espero 
 
 
Unspecified gender 

ich 
 
 
Unspecified gender 

  vendrá 
vendrá 
(Ambiguous 
3rd person) 
Unspecified 
gender 

es 
es 
(3rd person 
neuter) 

 

10 (yo) recorto 
 
Unspecified gender 

ich 
 
Unspecified gender 

   (lleno*) (voller) 

11 yo 
(yo) fui 

 
(nosotros) 
nos sentamos 

 
mi (mirada) 

 
Female 

ich 
ich 

 
(setzen) wir 
uns 

 
meines (Blickes) 

 
Female 

    

13 mí 
 
(llevándo)me 

 
Unspecified gender 

mir 
 
mich (mitnahm) 

 
Unspecified gender 

    

 
 
 



  
  

Madeleine Stratford   

  

  
  
  

30trans 

MonTI 3trans (2011) 

 
14 (yo) digo 

(yo) merezco 
 
mí 

 
me (come) 
me (bebe) 

 
Unspecified gender  
 
alguien (dormido) 
Male 

ich 
ich 

 
mir 

 
(ißt) mich 
(trinkt) mich 

 
Unspecified gender  
 
jemand der 
Male 

   (camino*) (Spiegelgang) 

15 (desacostumbrar) 
me 
(yo) nací 

 
Female 

mir (abgewöhnen) 
meiner (Geburt) 

 
 
Female 

   (extraño*) 
(extraño*) 

(seltsam) 
(seltsam) 

16  (tú) has 
construido 
(tú) has 
golpeado 
(tú) has 
terminado 
(tú) has 
terminado 

 
tu (casa) 
tus (pájaros) 
tus (huesos) 

 
 
Female 

du 
du 
du 
du 

 
 
 
 
 
dein (Haus) 
deine (Vögel) 
deinen 
(Knochen) 

 
Unspecified gender 
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17  mí 
 
(yo) voy 
(yo) me danzo 
(yo) lloro 

 
mis 
(funerales) 

 
Female 

meiner 
 
ich 
ich (für) mich 
(ich) 

 
meine 
(Begräbnisse) 

 
Unspecified gender 

  me (lloro) Ø 

18 (tú) hablas 
 
(ver)me 

 
Unspecified gender 

du 
 
mich (sehen) 

 
Unspecified 
gender 

    

19 míos (ojos) meiner  vea 
(Ambiguous 
1st or 3rd p.) 

ich 
Unspecified 
gender 

 (yo) tengo die (sind) 

20   dice 
sabe 
dice 
tiene 
dice 
dice 
dice 
sabe 
(Ambiguous 
3rd person) 
Unspecified 
gender 

sie 
sie 
sie 
sie 
sie 
sie 
sie 
sie 

 
Female 

  

21 (yo) he nacido 
Ø sufrido 
( ) 

 
Unspecified gender 

ich 
(ich) 

 
 
Unspecified 
gender 
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26 pulsaremos 

nuestros (rostros) 

 
Unspecified gender 

wir 
 
unsere 
(Gesichter) 

 
Unspecified 
gender 

    

27   me 
(abandona) 

 
Female 

(verläßt) mich 
 
 
Unspecified 
gender 

   

28 (tú) te alejas 
 
 
Unspecified gender 

du (entfernst) 
dich 

 
Unspecified 
gender 

    

29 (nosotros) vivimos 
 
Unspecified gender 

wir 
 
Unspecified 
gender 

    

31 (nosotros) pulsamos 
 
Unspecified gender 

wir 
 
Unspecified 
gender 

    

33 (yo) me iré 
(quedar)me 
(yo) me iré 

 
Unspecified 
gender 

ich 
(ich) (bleiben) 
ich 

 
Unspecified 
gender 

 quien 
 
 
 
Unspecified 
gender 

jemand, der 
 
 
 
Male 
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35 déjate 
déjate 
déjate 
déjate 

 
mi (vida) 
mi (vida) 
mi (vida) 

 
Unspecified 
gender 

laß dich 
(du) sei 
laß dich 
laß dich 

 
mein (Leben) 
mein (Leben) 
mein (Leben) 

 
Unspecified 
gender 

  (doler) (du) sei 
(Schmerz)  

37 nuestra 
(transparencia) 

 
Unspecified gender 

unsere 
(Transparenz) 

 
Unspecified 
gender 

    

38 mis (poemas) 
 
 
me (desmiente) 
me (amordaza) 

 
 
Unspecified gender 

meinen 
(Gedichten) 

 
(verleugnet) 
mich 
(knebelt) mich 

 
Unspecified 
gender 

    

 55 cases of transference 14 cases of divergence 13 cases of convergence 4 cases of improvisation 6 cases of abandonment 
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