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Editor’s Note

The present volume of the Translation Studies: Retrospective and
Prospective Views series includes articles by specialists from partner
universities, doctoral schools and academic research centres, as well as
relevant work authored by the members of our own academic staff. A
book review section and a translator list are added to round up the
collection. The selection of papers actually reflects the format and the
objectives of the long-established tradition of translation research carried
out in the Department of English, Faculty of Letters, “Dundrea de Jos”
University of Galati.

The editors are grateful to the peer reviewers for their work and
helpful suggestions which have contributed to the final form of the
articles. Their special thanks go to each member of the English
Department in the Faculty of Letters, “Dundrea de Jos” University of
Galati, for their steady support and dedication during the editing works.

The editors’ cordial thanks also go to all the contributors who
kindly answered the publication requests thus authoring this new series
of volumes on the current state of translation studies in Romania and
abroad. They are also thankful to the Board of the University and that of
the Faculty of Letters for their support in publishing this series and in
organizing the conference whose name was granted to the review.

The Editors






AN ATTEMPT TO SKETCH A PORTRAIT OF
SALMAN RUSHDIE AS A MASTER OF METAPHOR

Izabela - Daniela ANTON (RADU)1

Abstract: The art of writing, the gift of imagination, the splendor of creativity and the
grandeur of creating...new worlds, new words, genuine characters, novel life
situations...This sounds like Salman Rushdie, the writer who usually plays
with...magic and language and under whose Quill pen new images are born and a new
world is being created. The overall idea of a book, the message of a novel, the intention of
a text, all these are important issues to take into account when talking about its value.
But there is another level of analysis: the linguistic level, the level of the WORD. This
type of analysis requires a lot of minuteness, the gift to grasp the subtleties and fantasies
of words and, beyond words, of signs and symbols, discovering multiple meanings and
even concealed senses and significances, “the sense and sensibility” of words. ..

This article proposes an invitation to read or re-read one of Rushdie’s famous
novels from a cognitive linguistic perspective in order to highlight the important values
of figurative language, mainly metaphor. Although The Ground Beneath Her Feet is
certainly not the only book in which Salman Rushdie dwells upon the metaphors of self
and other and the migrant condition in a multicultural world, it provides by far the best
achieved representation of these concepts.

Keywords: metaphor, cognitive linguistics, self, other, migrant condition, outsider

Introduction
Why cognitive linguistics? Because it is an important movement in
contemporary linguistics. Besides, it is the latest approach to the study
of language and, of course, the most exciting: “Language knowledge
resides in the mind...What linguists are trying to do, as linguists, is to
describe what is in the mind that enables people to create and
understand linguistic expression” (Taylor 2002 : 5).

Therefore, cognitive linguistics is “a relatively new school of
linguistics, and one of the most innovative and exciting approaches to

1 Ph.D. candidate, “Dundrea de Jos” University of Galati, Romania, antonizabela@gmail.com
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the study of language and thought that has emerged within the modern
field of interdisciplinary study known as cognitive science” (Evans,
Green 2006 : 5).

Cognitive linguistics has developed a lot lately as an increasing
interest in this field has been recorded. A considerable number of
researchers, such as linguists, psychologists, anthropologists, philosophers,
computer scientists have contributed to the evolution of what has come
to be known nowadays as cognitive linguistics. It is the United States
where the movement was born and then it spread to Europe and to
other parts of the world.

According to cognitive linguists, language is shaped and
constrained by its functions and by a palette of related factors:
environmental, biological, developmental, psychological, historical, socio-
cultural.

“But cognitive linguists, like other linguists, study language for
its own sake; they attempt to describe and account for its systematicity,
its structure, the functions it serves and how these functions are realised
by the language system. However, an important reason behind why
cognitive linguists study language stems from the assumption that
language reflects patterns of thought. Therefore, to study language from
this perspective is to study patterns of conceptualisation. Language
offers a window into cognitive function, providing insights into the
nature, structure and organisation of thoughts and ideas. The most
important way in which cognitive linguistics differs from other
approaches to the study of language, then, is that language is assumed
to reflect certain fundamental properties and design features of the
human mind” (Ibidem).

The cognitive theory argues that metaphor is a fundamental
aspect of how humans understand and think about the world.
Therefore, metaphor is indeed a cognitive process.

Metaphor as a cognitive process
According to Gerard Steen, “in the beginning was Aristotle. Then there
was the Dark Ages, which lasted until 1980. And then there was Lakoff.
There was a Johnson too. But the historian who is after sweeping
statements has to be selective. So first it's Aristotle, then Lakoff” (Steen
2000: 261).

In ancient times, Aristotle had written in his work called
Rhetoric that metaphors make learning pleasant: “To learn easily is
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naturally pleasant to all people, and words signify something, so
whatever words create knowledge in us are the pleasantest”.

George Philip Lakoff is the American cognitive linguist and
philosopher, whose best known thesis argues that lives of individuals are
significantly influenced by the central metaphors they use to explain
complex phenomena. Metaphors We Live By is the masterpiece written by
George Lakoff and Mark Johnson in 1980, where the conceptual metaphor
thesis is stated for the first time in history. Since then, this theory has
found applications in many academic disciplines. Therefore, Lakoff is best
known for his reappraisal of the role that metaphors play in the socio-
political life of humans.

The classical view upon metaphor considered it to be just a matter
of language only, a purely linguistic construction or a new, unexpected,
unusual way of using words. Unfortunately, philosophers have often
preferred metaphor “strictly confined to literature, rhetoric and art,
because it supposed danger to clear thinking” (Neagu 2005 : 3). For
example, the English philosopher John Locke, widely regarded as one of
the most influential of Enlightenment thinkers, denounced figurative
language in his work An Essay Concerning Human Understanding, which
tirst appeared in 1689. He argued about “the desirability of metaphorless
language” and implicitly assumed “the possibility of philosophical
language without metaphor”. Eventually, over the last thirty years,
philosophers, psychologists and linguists have begun to accept the
obvious fact that “metaphor is not something that can easily be confined,
but it is an indispensable basis for language and thought.” (Idem, p.4)

The fundamental role of Lakoff’s research has been the argument
that metaphors are a primarily conceptual construction and are in fact
central to the development of thought. Although metaphor has been for
most people “a device of the poetic imagination and the rhetorical
flourish - a matter of extraordinary rather than ordinary language”
(Lakoff, Johnson 2003 : 4), the great American cognitive linguist and
philosopher has found, on the contrary, that “metaphor is pervasive in
everyday life, not just in language but in thought and action. Our ordinary
conceptual system, in terms of which we both think and act, is fundamentally
metaphorical in nature” (Ibidem). If “most of our ordinary conceptual
system is metaphorical in nature” (Ibidem), it means that the metaphor
proves its ubiquity because more or less consciously, humans are
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employing metaphors all the time and these metaphors people use
basically structure their thinking.

The premise that “most people can get along perfectly well
without metaphor” proves itself to be false. Far from being just a
rhetorical or poetic device, metaphor becames indeed a way of thinking:
“The concepts that govern our thought are not just matters of the
intellect. They also govern our everyday functioning, down to the most
mundane details. Our concepts structure what we perceive, how we get
around in the world, and how we relate to other people. Our conceptual
system thus plays a central role in defining our everyday realities. If we
are right in suggesting that our conceptual system is largely
metaphorical, then the way we think, what we experience, and what we
do every day is very much a matter of metaphor” (Ibidem).

In another train of thoughts, Lakoff warns us that “our
conceptual system is not something we are normally aware of”, because
in most of the little things we do every day, “we simply think and act
more or less automatically along certain lines. Just what these lines are is
by no means obvious”. However, it seems that one way to find out is by
taking a closer look at language: “Since communication is based on the
same conceptual system that we use in thinking and acting, language is
an important source of evidence for what that system is like.” (Ibidem).

Primarily on the basis of linguistic evidence, Lakoff has stated
that “most of our ordinary conceptual system is metaphorical in nature”.
He has also initiated a proceeding to identify in detail just “what the

metaphors are that structure how we perceive, how we think, and what
we do”. (Ibidem)

Conceptualizing metaphor

The way one mental domain is conceptualized in terms of another is the
essence of the metaphor as seen by the cognitive paradigm. A metaphor
is a mapping, that is “a conceptual correspondence of the structure of a
source model onto a target model”, meaning that “mappings or
conceptual correspondences follow a subconscious pattern of comparing
items from different domains which have some minor but obvious
characteristics” (Neagu 2005 : 5). If lives of individuals are significantly
influenced by the central metaphorsthey use to explain complex
phenomena, as stated by George Lakoff in his thesis, and if metaphor is
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a way of thinking, than its importance as a basic concept within life itself
is larger than anyone has ever thought before.

A convenient way of expressing the cognitive view of metaphor
is the following: CONCEPTUAL DOMAIN (A) IS CONCEPTUAL
DOMAIN (B). And this is what is called a conceptual metaphor. It
consists of two conceptual domains, in which one domain is understood
in terms of another. A conceptual domain can be any coherent
organization of experience. A classical example is LIFE IS A JOURNEY.
According to Zoltdn Kovecses, the explanation is simple: humans have
coherently organized knowledge about journeys that they rely on in
understanding life (Kovecses 2002). Besides, life consists of a number of
experiences, it is probably the sum of the choices people make and of
their consequences.

The following wise quotes said by important personalities
known throughout the world shed light on the ways in which the notion
of life operates in our mind.

“Life is a question and how we live it is our answer”, has said the
American entrepreneur Gary Keller. Life is, of course, a matter of
quality: “Not how long, but how well you have lived is the main thing”
the Stoic philosopher Seneca had enunciated a long time ago.

“In the end, it’s not the years in your life that count. It’s the life in
your years” are the words of the 16th president of the United States,
Abraham Lincoln, who is remembered as a hero and one of the greatest
presidents in American history.

“Life is either a daring adventure or nothing at all” is a truth
which was uttered by Helen Adams Keller, the first deaf-blind person to
earn a Bachelor of Arts degree in the world.

Another example of conceptual mapping is LIFE IS A
STRUGGLE. It is obviously related to the first, because gaining
experience means, in fact, struggling in order to achieve some goals and
finally reaching them or, on the contrary, failing and being defeated.
Any of these means, in fact, life experience and personal development
throughout the path or journey of our lives.

But not only LIFE can be seen AS A JOURNEY, DEATH IS A
JOURNEY as well, one into the unknown (Isabela Merild, A Play upon
Wor(l)ds: Conceptual Metaphors and Poetry Translation, p.44 in Mariana
Neagu, Understanding and translating metaphor, 2005). The mistery of
death is part of the enigma of life itself and understanding death in fact

13


https://en.wikipedia.org/wiki/Knowledge
https://en.wikipedia.org/wiki/Stoicism
https://en.wikipedia.org/wiki/Philosopher
https://en.wikipedia.org/wiki/President_of_the_United_States
https://en.wikipedia.org/wiki/Assassination_of_Abraham_Lincoln
https://en.wikipedia.org/wiki/Assassination_of_Abraham_Lincoln

Translation Studies: Retrospective and Prospective Views Year XIII Vol.23 2020

means understanding life, as Edgar Allan Poe said: “The boundaries
which divide Life from Death are at best shadowy and vague. Who shall
say where the one ends, and where the other begins?”

Clear cases of metaphor

“Some implications of a cognitive approach to metaphors for translation
theory and practice can be illustrated on the basis of authentic source
and target text. What will be interesting to find out is how translators
handle metaphorical expressions, and what effects this has for the text
itself, and for the text reception by the addressees” (Neagu 2005 : 8).

The ground beneath her feet is by far Salman Rushdie’s most
ambitious and accomplished novel, sure to be welcomed as his
masterpiece.

In order to emphasize why Rushdie really is a genius writer, it is
time to take into account some clear cases of figurative language from
The ground beneath her feet as they have been translated by Ms Antoaneta
Ralian (Pamantul de sub tdlpile ei, the second edition, Polirom, 2011).

First of all, one should note that the translation being discussed is
exceptional. Secondly, there are not too many footnotes inserted into the
translation, because the text would have been overloaded too much
without an important reason. Besides, Rushdie’s style, which is
unmistakable and unprecedented, is best illustrated with this translation
then any other Romanian version of Rushdie’s novels, as Ms Ralian has
written in her translator’s note. It is well known that the writer’s style is
sometimes sinuous, baroque, oriental ornamented with glaring
metaphors, and sometimes hollow, phlegmatic, occidental satirical,
contradictory and oxymoronic, but it is undoubtedly extraordinary and
glamorous. This is the reason why Ms Ralian has chosen to avoid using
many footnotes in her translation. She has succeeded in her endevour to
retain the original phrases, expressions, syntagmata in order to express
best all Rushdie’s magicorealism aspects, the miraculous and fabulous
elements, the mythical atmosphere and the aura of magic which is a
peculiar feature of this literary work.

Even from the beginning of the novel, in the first chapter, called
The keeper of bees, Rushdie describes the protagonist Vina Apsara as
beeing the very archetype of the wild rock goddess halfway down the road to
desolation and ruin. The translator has found an appropriate version in
Romanian: [nsusi arhetipul zeitei rock la jumitatea drumului spre dezolare si

14



Translation Studies: Retrospective and Prospective Views Year XIII Vol.23 2020

ruind, even if she has preferred omitting the epithet wild, altogether very
important in the decription.

She had decided to become a redhead for this tour because at the age of
forty-four she was making a new start, a solo career without Him, for the first
time in years she was on the road without Ormus, so it wasn’t really surprising
that she was disoriented and off balance most of the time. And lonely. It has to
be admitted. Public life or private life, makes no difference, that’s the truth:
when she wasn’t with him, it didn’t matter who she was with, she was always
alone. Disorientation: loss of the East. And of Ormus Cama, her sun.

Hotdrise ca in acest turneu sd apard cu pdarul rosu, pentru cd la vdrsta
de patruzeci si patru de ani o lua iar de la capit, o carierd solo, fird El, pentru
prima oard dupd atdtia ani, strabdtea drumurile fird Ormus, astfel incdt nu-i de
mirare cd in cea mai mare parte din timp era dezorientatd, descumpinitd. Si se
simtea singurd. Trebuie sid recunoastem. Viata publicd, viata particulard, nu are
importantd care dintre ele — dsta-i adevdrul: cind nu era cu el, indiferent cine i-
ar fi fost aldturi, tot singurd se simtea. Dezorientare: pierderea punctului
cardinal: Rasdritul. Si a lui Ormus Cama, soarele ei.

The translation accomplished by Ms Antoaneta Ralian
emphasizes the loneliness, the desillusion and the disappoinment that
overwhelms the main character precisely because of his lover absence
from her life. The climax of the paragraph describing Vina’s state of
mind is exceptional: Disorientation: loss of the East. And of Ormus Cama,
her sun. The version in Romanian is also outstanding: Dezorientare:
pierderea punctului cardinal: Rasdritul. Si a lui Ormus Cama, soarele ei.

It is clear that her disorientation means more bewilderment,
confusion, dilemma, perplexity, quandary than words are able to
express. Vina’s mood seems to forecast the coming misfortune and
tragedy ending her life:

But I believe there was only me. And the last time she called for help, 1
couldn’t give it, and she died. She ended in the middle of the story of her life, she
was an unfinished song abandoned at the bridge, deprived of the right to follow
her life’s verses to their final, fulfilling rhyme.

Dar nu eram decit eu singur. Si, ultima data cind mi-a cerut ajutorul,
nu i l-am putut oferi si a murit. Sfirsitul a venit la mijlocul povestii vietii ei, a
fost un cintec neterminat, abandonat la refren: a fost frustratd de dreptul de a-si
duce versurile vietii ei la rima finald, plenard.

The last paragraph from the second chapter Melodies and silences
is nothing more than a sad conclusion including a final remark and a
far-too-late-uttered piece of advice:
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Vina Apsara, the beautiful, the dead. Her very name, too good for this
world. Vina, the Indian lyre. Apsara, from apsaras, a swanlike water nymph.
(In Western terms, a naiad, not a dryad.) Look out, Vina. Nymph, watch your
step. Beware the ground beneath your feet.

Being asked during an interview about the deep sense of home
which humans seem to have, Salman Rushdie acknowledged the
existence of a paradox, the fact that inside all of us probably there are two
desires. There is the desire to belong, to put down roots, to have a home
and a feeling of continuity, but there is also the need to leave home
because it is natural to do so when the time comes. “It’s a need in us to go
away and find ourselves by departing from home when we grow up”.
The writer thinks that the need to depart may actually be as profound a
human need as it is indeed a contradiction, because human societies are
about being settled and forming ties, attachments and roots. And yet,
people always talk about “the outsiders”, about those people “who do not
belong, who get uprooted, who are not settled, who wonder, who are
voyagers, people who do not have roots and, in a certain way, do not
have a need for.” (https://freshairarchive.org/segmen/archives-salman-
rushdie-discusses-his-new-life-and-book)

The writer, considering himself an outsider of some sort, creates
characters who share his opinions about the migrant condition and
about being different as well:

“But what about outsideness? What about all that which is beyond the
pale, above the fray, beneath notice? What about outcastes, lepers, pariahs,
exiles, enemies, spooks, paradoxes? What about those who are remote?

But Sir Darius Xerxes Cama wasn’t listening. He was standing at the
great window of the library, staring out at the Arabian Sea. “The only people who
see the whole picture,” he murmured, “are the ones who step out of the frame.”

A certain sensibility is required in order to fully appreciate
Rushdie’s texts and of course, the subliminal messages beyond words:

We find ground on which to make our stand. In India, that place
obsessed by place, belonging-to-your-place, knowing-your-place, we are mostly
given that territory, and that’s that, no arguments, get on with it. But Ormus
and Vina and I, we couldn’t accept that, we came loose. Among the great
struggles of man — good/evil, reason/unreason, etc. — there is also this mighty
conflict between the fantasy of Home and the fantasy of Away, the dream of
roots and the mirage of the journey. And if you are Ormus Cama, if you are
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Vina Apsara, whose songs could cross all frontiers, even the frontiers of people’s
hearts, then perhaps you believed all ground could be skipped over, all frontiers
would crumble before the sorcery of the tune. Off you’d go, off your turf, beyond
family and clan and nation and race, flying untouchably over the minefields of
taboo, until you stood at last at the last gateway, the most forbidden of all doors.
Where your blood sings in your ears, Don't even think about it. And you think
about it, you cross that final frontier, and perhaps, perhaps —we’ll see how the
tale works out — you have finally gone too far, and are destroyed.

The main characters from the novel, Ormus, Vina and Rai, dared
to free themselves from any tie and finally came loose. This is how they
solved this mighty conflict between the fantasy of Home and the fantasy of
Away, the dream of roots and the mirage of the journey.

But the journey is life itself or...death itself, because if you cross
that final frontier, as a daring act, you became an outsider, even if you step
out of the frame just to see the whole picture. And perhaps, perhaps —we’ll see
how the tale works out—you have finally gone too far, and are destroyed.
Maybe. Maybe we shall never know...

Concluding remarks

As stated before, Lakoff and Johnson greatly contributed to establishing
the importance of conceptual metaphor as a framework for thinking in
language, leading scholars to investigate the original ways in which
writers used novel metaphors and question the fundamental
frameworks of thinking in conceptual metaphors.

Since reality is mediated by the language we use to describe it,
the metaphors we use shape the world and our interactions to it. This
idea is wonderfully expressed in the case of Rushdie’s novels and it is
probably represented best in The Ground Beneath Her Feet, which is “a
sprawling, epic novel spanning three continents and several generations.
It is an ambitious examination of modern society, mythology and love.
Rushdie’s novel is a fascinating perspective on fame, mythmaking and
the toll it takes on the mind and spirit.... Rushdie is a master storyteller,
effortlessly weaving popular music (real and imagined) with history
(real and imagined), religion, culture, nature and the vagaries of human
nature. The Ground Beneath Her Feet is proof of his vision and power as a
master storyteller.” (The St. John's Telegram)

I cannot end this article without writing this piece of advice: “The
Ground Beneath Her Feet is an exceptional, sweeping novel by one of the
most gifted writers of our time....Those who have never read Rushdie
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should begin with this new novel; the immensity of Rushdie’s vision, his
hilarious wordplay, his commentary on love and living, may just shake
the very ground beneath your feet.” (The Calgary Straight)
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FRENCH WOMEN AS THE OTHER IN SOME
VICTORIAN NOVELS

Andreea BALAN!

Abstract: Far from having been invented by the Victorians, but having taken shape in
the eighteenth century, the novel became a means of portraying life and defining the
women’s roles. In this paper we discuss the nature of some foreign female characters, the
French, being concerned primarily with the different reception of the other regarding
these women in Victorian England. The postcolonial approaches employ the term
otherness to refer to “difference’ in close relation to race, women, natives, minorities and
multiculturalism. The process of defining the other has also been employed to identify
differences and to distance the Self from the Other which may cause exclusion or
marginalization from the group. The foreign women presence also deals with the other
in Victorian literature from different perspectives: cultural, social, and political. In this
way, we analyze some forms of otherness, including the portrayals of the French
women, making reference to literary works of writers such as Charles Dickens, J.
Sheridan Le Fanu, and Charlotte Bronté. In Charles Dickens' Bleak House, we look
upon Mademoiselle Hortense, the French-born maid of Lady Dedlock, a minor character
with a significant role, and in Sheridan Le Fanu's Gothic novel, Uncle Silas, we also
explore a French character, Madam de la Rougierre, the grotesque representation of an
“evil” governess. As the female individuals of the nineteenth century occupied a
position of duality within the Victorian culture, being either pure or ruined, familiar or
foreign, Charlotte Bronté engenders some French women in her Jane Eyre such as
AdeéleVarens - the illegitimate child of the French opera dancer Céline Varens, and her
maid Sophie. Jane Eyre describes her French teacher as "harsh and grotesque".

Keywords: Victorian fiction, foreign women, otherness

Introduction

Victorian literature was produced in the age of Queen Victoria, who
bestowed her name on the epoch, “an era of extraordinary complexity,
change, enormous economic development”, also marked by the
outstanding “instances of experimentation in the flexibility of prose
writing”. The authors noticed that their writings could be the ideal
manner in which they could convey their opinions “on a society in full
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swing” (Olaru 2016:7), and some of them chose to stereotype the foreign
women, especially the French ones, in a variety of different ways from
educated to mad, criminal and fallen.

During the Victorian era, the women’s treatment was
discriminatory and their rights were limited since they were not allowed
to vote or to own property. They were stereotyped as belonging to the
domestic sphere where dominated the concept of “pater familias”. The
writers of the 19t century depicted the women’s status in their literary
works:

Women are supposed to be very calm generally: but women feel
just as men feel; they need exercise for their faculties, and a field
for their efforts as much as their brothers do; they suffer from too
rigid a restraint, too absolute a stagnation, precisely as men would
suffer; and it is narrow-minded in their more privileged fellow-
creatures to say that they ought to confine themselves to making
puddings and knitting stockings, to playing on the piano and
embroidering bags. (Ch. Bronté 2001:109)

Using these words, Charlotte Bronté outlines the variety of tasks that
represented the domestic life of the Victorian woman. However, the
author created her young protagonist as a means of displaying her firm
conviction on gender equality that questioned the Victorian prejudices
against women. Thus, the character of Jane is considered to give voice to
Ch. Bronté’s thoughts regarding gender, class and religion, and, in this
way, the author used her protagonist in order to present herself against
the rules and conventions of this patriarchal society. Charlotte Bronté’s
heroine is portrayed as a strong woman who follows her own desires
and intuition, being completely opposite to the “typical” Victorian
woman because she longs for gender equality and acts accordingly.

1. Otherness and Foreign Women in the Victorian Novel

The origin of the word ‘otherness’ (and its ambiguous use) appears to
date back from the beginning of the nineteenth century, when it was
introduced by the German philosopher Georg Wilhelm Friedrich Hegel.
He put an accent on the separateness between self and (an) Other, the
alienation created between the two. Otherness is associated with
excluded or marginalized persons, who are rejected or isolated because
of a variety of political, cultural and religious differences. The post-
colonial theory and the concentration on the Other can be noticed in
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various works of significant critics such as Simone de Beauvoir, Michel
de Montaigne, Jacques Lacan, Emmanuel Lévinas and Jean Baudrillard.
While Lévinas (2006:177) spoke of “uniqueness” in order to represent
the other, Simone de Beauvoir (1998: 161) mentioned that the Other is
not the opposite of the Self, but it can be seen as what composes the Self.

The postcolonial approaches employ the term otherness to refer to
‘difference’ in close relation to race, women, natives, minorities and
multiculturalism. The process of othering has also been employed to
identify differences and to distance the Self from the Other which may
cause exclusion or marginalization from the group. The result may be a
creation of stereotypical images, or multi-generational hatred and
violence. The foreign women presence also deals with the Other in
Victorian literature from different perspectives: cultural, social, political.

According to Davidoff in his book Class and Gender in Victorian
England (1983: 21), the Victorian women were regarded as being either
good or bad, fallen or pure, foreign or familiar, and beastly or civilized.
This opposition is also highlighted in the depiction of the French women
in Jane Eyre, Bleak House and Uncle Silas as illustrating ‘the other’. The
characters analysed by us might be portrayed as being situated outside
the parameters of English dignity and virtue and, as a result, “judged for
their lack of Englishness” (Barnhill, 2005: 49). In this way, they are not
judged for their deeds, but for their French origin.

The French’s depiction in a negative manner in Victorian writings
is predictable because enmity is the word to describe the French’s
relations with the British since the Norman Conquest when “French
language, law and customs first became influential [...] in England”
(Richardson 44). Moreover, the conflicts between these two nations were
obvious in different areas such as cultural, political, religious and
economic. In addition to them, the British treated French philosophy with
mistrust and saw Voltaire as “the chief of infidel philosophy” (Newman,
1975: 390). Besides this, Richard Altick asserted in his “Studies in Scarlet”
that the British expressed doubts about Catholics:

“Between the French nation and the Roman church [...] there was
not much to choose; the British nation as a whole was never more
confident of its own righteousness, and consequently never more
convinced of the malign cunning of Roman Catholics and the sheer
immorality of Frenchmen. (1991: 179)”
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Not only that the French were looked upon with disbelief and
hatred, but also they were portrayed as “poor, starving and pathetic
creatures” on the one hand (Richardson 45) and on the other hand, as
“over-refined, effeminate fop...whose fashions betrayed intellectual and
moral bankruptcy” (Richardson 2004: 45). The British perspective on the
French remained the same across time, characterizing them as “pathetic
and malevolent” (Richardson 2004:45), and even throughout the 19t
century they “remained irritating, arrogant, and scheming in many
British eyes” (Richardson 2004: 46). The attitude against the French was
exhibited as well in novels where the characters of this lineage were
negatively portrayed. For instance, Bronté¢’s Blanche Ingram remembers
and criticizes her French governess, especially for her “raging passions”
(Ch. Bronté 2001: 151). Moreover, Jane Eyre considers her French teacher
as being “harsh and grotesque” (Ch. Bronté 2001: 39) and disparages
Adéle when she declares: “there was something ludicrous as well as
painful in the little Parisienne’s earnest and innate devotion to matters of
dress” (Ch. Bronté 2001: 145).

By taking into consideration Mr. Snagsby’s declaration in Bleak
House that he “never had idea of a foreign female except as being
connected with a bunch of brooms [...] or with a tambourine” (Dickens
1996: 663), we can understand that the foreign women is viewed as
“other” and linked to the image of gypsy and the concept of sorcery.
Concerning Dickens’ Bleak House and LeFanu’'s Uncle Silas, the French
female characters are also stereotyped as dangerous, being judged for
their act of crime.

2. Adéle and Celine Varens, ‘the other’ women of Ch. Bronté’s Jane Eyre

Informed by the postcolonial theory, many scholars have scrutinized
Anglocentrism and the conflicts between English/ French identities in
Bronté’s literary works. In her Jane Eyre, the female writer depicts the
English-French duality through the differences between the protagonist-
Jane, Adele and Celine Varens, as well as through the opposition
between Adela/ Adele and Miss/Mademoiselle. When Jane receives the
answer to her advertisement for being employed as a governess, she has
no idea that her pupil is French. Later, she arrives at Thornfield, but the
girl’s identity remains unknown. The initial mentions of the little girl are
made by the writer who refers to her as “Miss” or “Adela”. Curious
about the girl, Jane refers to her as “Miss Fairfax”, but Mrs. Fairfax
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immediately rectifies by saying “Miss Varens” (Ch. Bronté 2001: 116).
With her first appearance in the novel, the child is greeted as “Miss
Adela” by Mrs. Fairfax, and Jane recognizes her French lineage,
addressing her as “Mademoiselle Adela”. This first example emphasizes
Adele’s movement between these two cultural identities. Apart from
this scene, for the rest of the writing, Bronté makes reference to the girl
by using her birth name in order to strengthen the French origin.
Moreover, with Mrs. Fairfax’s explanation that Sophie, the French nurse,
is “a foreigner, and Adela was born on the continent”, it is made a
differentiation between these two French characters. Therefore,
according to Judith E. Pike, Sophie, in contrast to Adele, is totally French
and “resistant to assimilation” (Ch. Bronté 2001: 121).

Even if many critics declared that Jane appears to be displeased
with Adele, we believe that Jane truly loves and looks after the girl.
Taking into consideration that both Adele and Jane are orphaned
(Adéle’s mother abandoned her and his father is gone almost always),
have artistic skills and are seen as “foreigners”, we can assume that
there is a clear resemblance between them. Thus, similarities represent
the basis for building friendships as in the case of Adeéle and Jane, whose
cordial closeness traces the path for Jane and Rochester’s friendship-
turned-romance.

Furthermore, we presume that Ch. Bronté’s views regarding the
French women reflect Hannah More’s ideas since Juliet Barker assumes
that Bronte’s father had a copy of More’s Moral Sketches of Prevailing
Opinions and Manners (1819) that was seemed to be “required reading in
literate households” (Barker 145-6). In the chapter “English Opinion of
French Society” of her treatise, Hannah presents her perspectives on
French women existence and behaviour, describing them as corrupt “for
[s]obriety, chastity, the conjugal and maternal virtues, are not thought
necessary” (More 1814:53). This vision is mirrored in Ch. Bronté’s
description of Adéle’s mother, Celine Varens, whose life as an opera
dancer ”“marks her want of sobriety; her multiple lovers mark her want
of chastity; her illegitimate child marks her lack of conjugal bond, and
her abandonment of Adele, so she could flee with her lover to Italy,
violates maternal virtue” (Judith E. Pike 170).

So, the danger of vice and sinfulness is remarked not only here,
but also in Adéle’s personality, especially in her longing for presents as
well as her pride and focus on clothes (“her pink silk frock”). Being
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pictured as a “miniature of Celine Varens” for “coquetry runs in her
blood, blends with her brain” (Ch. Bronté 171), Adele “demands a
‘cadeau’” whenever she meets Rochester. However, regarding Adele’s
luxurious wishes we can also assume that it is only an innocent, naive
and immature child’s play. Besides the little girl who confessed to Jane
that his father was accustomed to offer her “pretty dresses and toys”
(Ch. Bronté 124), Rochester relates that he was extremely generous with
Celine in terms of giving her lavish presents of “servants, a carriage,
cashmers, diamonds, dentelles, &c”( Ch. Bronté 173). As stated by
Hannah More, the great attention to toilettes and coquetry might be
visible evidence of French manners kept even in a English society. The
writer also asserts and fears that “French habits, French principles may
be imported” (Ch. Bronté 10) when the English, who lived for a while in
France, return to Britain. Additionally, the English obsession for what is
foreign results in their fascination for “French articles of dress and
decoration” (Ch. Bronté 13). Therefore, Adele’s dress “of rose-coloured
satin” is another proof of the incursion of French custom and the
importation of French fashion.

Besides the portrayal of the French women, Hannah More also
highlights the opposition between France and England, stating that the
French capital city represents the peak of its society’s “unbounded
extravagance, elegant profligacy, and tolerated debauchery" (1814: 46).
This view is shared by Bronté’s Rochester because he characterizes
Adele’s birthplace as “the slime and mud of Paris” unlike the
“wholesome soil” of England (Ch. Bronté 2001:178).

3. Challenging figures: Mademoiselle Hortense and Madam de la
Rougierre as ‘other’ French women

In Charles Dickens' Bleak House, Mademoiselle Hortense, Lady
Dedlock’s maid, is a minor character with a significant role, who decides
to revenge herself on Lady Dedlock, the person that dismisses Hortense
from her service as a maid. Mademoiselle Hortense undeniably
represents the conception of passion and danger connected to her
French ethnicity. This is highlighted by the fact that "the dominant trait
of her character is a general quickness of speech and temper" (Briard 26).
Esther exhibits an innate fear of Hortense when they first meet: "I drew
back, almost afraid of [Hortense]." (Dickens 1996: 368). Hortense links
her own passion to her French birth: "I come from the South country,
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where we are quick, and where we like and dislike very strong."
(Dickens 368).

Hortense’s intense and obsessive hatred of her lady (“I hate my
Lady, [with] all my heart [... I detest her” {666}), pride and arrogance are
also exhibited when she is seen walking shoelessly through wet grass
after she is removed from her position. Noticing her behaviour,
Mr Jarndyce believes that Hortense acts like this because she desires to get
sick or possibly die in order to punish her mistress. Hortense, “a
Frenchwoman of two-and-thirty, from somewhere in the Southern
country about Avignon and Marseilles- a large-eyed brown woman with
black hair” (Dickens 144) is not only characterized by having a “feline
mouth” and being “a very neat She-Wolf imperfectly tamed” (Dickens
209), but also she is depicted by Tulkinghorn as being a “vixen” (Dickens
643) and by the narrator as “panting, tigress-like”( Dickens 794).

Moreover, besides her different nationality/ otherness,
Hortense’s violent and unfamiliar traits are revealed several times
throughout the novel, but the most specific deed that renders her
rebellious and dangerous image is when she murders Tulkinghorn, and
attempts to frame Lady Dedlock. Possibly, Charles Dickens can picture
such a crime in his 9t novel since Hortense is of French origin, and thus
different or ‘Other’ both in terms of gender and race. Her strange
character and violent nature is also noticed by Esther who asserts that
“there is a lowering energy in her face” (Dickens 292).

Rife with images of the mysterious and the supernatural,
Sheridan Le Fanu's Gothic novel, Uncle Silas, limns a French woman at
the heart of intrigue. Like Dickens' Hortense, Madam de la Rougierre,
the grotesque representation of an “evil” governess, "is French, itself a
kind of shorthand for immoral, overly passionate, and mercurial
behavior” (Kalikoff, Murder and Moral Decay 115). This woman of French
lineage, a weird governess, is hired by Maud Ruthyn to teach his
daughter, but what the woman does is to threaten and terrorize the
young girl. In the character of Madam de la Rougierre, Le Fanu ming]les
the distrust of the French with the Victorian suspicion of the governess.
The profession of governessing was practiced in Victorian era by women
“ immediately above the laboring class” with a high level of education
but without sufficient financial resources. It was a difficult and
ambiguous occupation for the governesses because they had not only to
teach and train the children, but also to have a close knowledge of
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family affairs, being sometimes considered a danger for the family’s
safety. Moreover, the French governesses were seen as a threat and they
gained a disgraceful reputation during the Victorian era. This idea is
strengthened by the words of Maud’s maid: “I hate them Frenchwomen;
they’re not natural [...]  wonder why honest English girls won’t answer
the gentry for governesses, instead of them gaping, scheming, wicked
furriners?” (LeFanu 26-27).

So, being of French origin, Madame de la Rougierre possesses the
same evil and threatening characteristics, and embraces all traits of a
dangerous unnatural foreigner, being described as “duplicitous,
grotesque, alcoholic, foreign and gender-ambivalent” (Mangum
1997:214). Madame de la Rougierre’s embodiment is certainly
ambiguous. Even though we do not witness Madame de la Rougierre’s
act of crime, we suppose she is a criminal because she is portrayed in
excessively negative words. Her dangerous and suspicious presence
made Maud connect her with the snake from the Garden of Eden:

[Madame de la Rougierre's] great mouth was open, and her eyes
absolutely goggled with eagerness. She was devouring all that was
passing there. I drew back into the shadow with a kind of disqust
and horror. She was transformed into a great gaping reptile.

(LeFanu 32)

This characterization reinforces the evil nature of our French
governess who is both a threat for the English family and a “spoiler of
paradise” (Barnhill 2005:69). Furthermore, Madame de la Rougierre, the
representation of evil and grotesque, states that she enjoys being “near
to dead people” (LeFanu 35) and she declares herself to be “Madame de
la Morgue- Mrs. Deadhouse”.

Conclusions

To sum up, we attempted to exhibit some ideas on the Victorians’
fascination with the foreign female characters, whose otherness currently
remains a major discussion topic. Novels such as Ch. Bront&’s Jane Eyre,
Sheridan LeFanu’s Uncle Silas and Charles Dickens’ Bleak House are
considered extraordinary works that employ the French woman figure
as an instrument to challenge the Victorian limitations and marginalized
ideas.
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PHONEME ICONICITY MAKES TRANSLATION
UNNECESSARY: ‘THE RAVEN’ -
A PHONAESTHETIC ANALYSIS

Bianca BOSOIU!

Abstract: Phonaesthesia is an extension of sound symbolism which, in addition to
searching for meaningful associations between phonetic and semantic forms, also
measures the emotional impact of these associations, by studying the degree of
pleasantness of the sounds of certain words. Therefore, phonaesthetic sound-meaning
mappings relate to the aesthetic quality of the sound, its emotional and cognitive
implications. Language and emotion rely on each other to convey meaning which has an
universal reach as the degree of likability of certain sounds is associated with the
physical gestures of the vocal tract during articulation. The phonaesthetic relationships
between phonemes and sensorial attributes is analysed in the last two stanzas of Edgar
Alle Poe’s poem ‘The Raven’ where sound symbolism is said to find its ideal phonetic
fitness.

Keywords: phonaesthesia, sound symbolism, iconism, euphony

Motto: ‘I am the utterance of my name’
(Thunder - The Nag Hammadi Library)

Introduction

Psychological mappings between certain phonemes and semantic
meaning have been referred to in psycholinguistic studies and sound
symbolic experiments and it has been demonstrated that speech sounds
entail feelings of happiness and sadness, serenity or anxiety and many
other affective states. The relationship between speech sounds and
senses or emotions is not language related and Edgar Allen Poe’s
deliberately euphonic phonetic choices in his poem prove that
phonaesthesia, especially in the literary language, can address a
universal target, making translation unnecessary.

!t Doctoral candidate,”Dunérea de Jos” University of Galati, Romania, Bianca.Bosoiu@ugal.ro
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The phonaesthetic investigation takes place at phoneme level,
observing how vowels and consonants can infer emotional meaning
according to their articulatory classifications and how the individual
iconic resonance of the phonemes is transferred to the words they
belong to.

It is generally acknowledged that the language of literature is the
best place to observe phonaesthetic manifestations by virtue of its
embellished style and suited language conscientiousness. Fitting the
sound to the meaning was a constant pursuit for many writers as they
considered that, alongside stylistic devices, the sonority and musicality
of the words would create a more intimate and emotional relationship
with their readers.

The Raven - A Phonaesthetic Analysis

This analysis is an attempt of demonstrating that phoneme-meaning
mappings are copiously present in literature and that these associations
prevailingly relate to phonaesthetic phenomena in which sounds
enchain emotional reactions.

One of the most assiduously preoccupied writers with the
emotional quality of the sounds was the American Edgar Allan Poe. The
present study investigates the sound aesthetic occurrences, at phoneme
level, in the last two stanzas of the poem ‘The Raven’ written by the
aforementioned author.

When Poe wrote his poem in 1845 sound symbolism was not an
established branch of linguistic, in fact, it did not exist. However, Poe’s
writing technique is the proof that he intuitively felt that poetry should
address a universal audience without the need of translating it. One of
Poe’s concerns before writing the poem was “the choice of an
impression, or effect, to be conveyed: and here I may as well observe
that, throughout the construction, I kept steadily in view the design of
rendering the work universally appreciable.” (Poe, 1846: 164)

Poe delivered through this poem a consciously crafted sound
symbolic writing as he astutely believed that the readers” enjoyment of
the poem was based on its sound euphony and, therefore, engaged in a
purposeful manipulation of the phonetic devices which helped him
obtain the emotional effect: “no one point in its composition is referrible
either to accident or intuition — [that] the work proceeded, step by step,
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to its completion with the precision and rigid consequence of a
mathematical problem.” (163)

The following is an analysis of the imagic iconicity in the stanzas
and is thus based on phoneme-meaning correspondences that influence
the overall imagery but it should be mentioned that diagrammatic
iconicity, present through the frequent use of internal rhyme or of the
trochaic octameter, together with metaphorical iconicity, also concur in
lending musicality and sensibility to the poem.

“Be that word our sign of parting, bird or fiend!” I shrieked, upstarting —
“Get thee back into the tempest and the Night’s Plutonian shore!
| get 01 baek 'mtu do "tempeost eend 99 naits plu'touvnion for |

Leave no black plume as a token of that lie thy soul hath spoken!

| 'li:v 'nou bleek 'plu:m az s "tovkasn ov dzet lar 'dar 'soul 'heed 'spouken |
Leave my loneliness unbroken! — quit the bust above my door!

| 'li:-v mar 'louvnlinas ,an'brouvkon - 'kwit 09 "bast 0, bav mar 'dor |

Take thy beak from out my heart, and take thy form from off my door!”
| 'teik 'Gar 'bi:k from 'out mar "ha:rt ond 'terk 'dar 'fo:rm from o:f mar 'dor |
Quoth the Raven “Nevermore.”
| kwouB 09 'rervn, ‘'nevor mo:r |
And the Raven, never flitting, still is sitting, still is sitting
|ond 0s 'rervn, ‘mevor 'fliti) ‘stil 1z 'sitmy ‘stil 1z 'sitiy |
On the pallid bust of Pallas just above my chamber door;
| 'axn 03 'peelod 'bast ov 'peelss dzest o, bav mar 'tfermbor 'do:r |
And his eyes have all the seeming of a demon’s that is dreaming,
| end hiz 'a1z hav o:1 99 'si:mi ov o di:moen's deet s 'dri:muy) |

And the lamp-light o’er him streaming throws his shadow on the floor;

|ond 09 'leemp 'lait ‘or him 'stri:mir) 'Orouvz 1z feedov 'an do 'floir |

And my soul from out that shadow that lies floating on the floor

| end mar 'sovl from 'out deet feedou deet 'laiz 'flouty ‘an 9 'flo:r |

Shall be lifted —nevermore!
| fal bi 'liftad ‘mnever mo:r |

The phonosemantic inquiry is an attempt to demonstrate that the
sounds match the overall sad tone of the poem and, furthermore, to
show that the writer’s phonetic choices enhance the melancholic beauty
of each line.

Between the two last stanzas there is a difference of tonality and
sonority that can easily be sensed by the reader. Thus, the penultimate
stanza is a climax of anger and the general feeling is that the narrator,
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through direct speech, almost desperately shouts at the ominous bird to
leave the chamber, whereas the last stanza signals calm resignation and
final curtain decrease of intensity. This change of tone is observable at
phonosemantic level and contrasts anger to melancholy . Therefore, the
plosives /b/ and /p/ are used fourteen times in the penultimate stanza to
suggest the outburst of anger: ‘be’, ‘parting’, “bird’, ‘back’, “black plume’,
‘bust’, etc. The stop bilabial phonemes protrude the explosion of the air
stream and, as a consequence, give force and energy to the narrator’s
words. His speech is constantly interrupted by the intervention of the two
plosives and this discontinuance enhances the infuriated poetic voice; the
iconic sound imagery makes the reader almost hear the furiously uttered
elocution. In addition to their explosive characteristic, the two bilabials,
especially /b/, magnify the narrator’s ire as if the speech were not only
directed at the small bird only but at the entire audience. Comparing the
differences between the two plosives, Magnus observed that, unlike /b/
which in verbs is mostly refers to violent physical contact, its voiceless
counterpart /p/ is not a blunt sound but, on the contrary, it is more
pointed and it can “pierce the surface.” (Magnus, 2001: 89) Therefore, the
phonetic symbolism, owing to the interplay of the bilabial sounds, is
crafted so that the seemingly dull acoustic of /b/ swiftly switches to the
sharpness of /p/.

The stop alveolar /t/ is used seventeen times and, according to
Fonagy (2001), this sound creates a certain dissonance when used in
lyric writings because of its unmelodious non-linearity. Although
generally perceived as harsh and unpleasant, /t/ also has a certain
energy that lends rhythm to the verse through its constant ‘tapping’
attribute; the obstructed /t/ speeds the rhythm and sets the plosive
sounds in motion.

The exhalation in the stanza is also emphasized by the velar /k/
which adds up to the group of stop phonemes listed above. The sound
/k/, used eleven times in the stanza, is, alongside its voiced counterpart
/g/, considered the phoneme of anger due to its place and manner of
articulation; it is both harsh and unpleasant: ‘Sounds that are produced
towards the back of the throat (including /k/ and /g/) share some of the muscular
responses characteristic of the negative and active emotions of disqust and anger’
(Whissell, cited in Elsen, 2017: 493). The sound contributes to the rough
cadence of the stanza and intensifies the sound of fury. Whereas the other
stops, /b/, /p/ and /t/, trigger loudness and energy, /k/ fills the
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acoustic imagery with anger. Furthermore, the numerous uses of the velar
sound help the author ingeniously create the acoustic imagery which
mirrors the sounds of the bird. Thus, the iconicity of the sound is
rendered by its onomatopoeic quality. The presence of the ominous bird
that the author addresses in the stanza, and only directly interrupts the
narrative in the refrain, is indirectly felt throughout all the lines as the /k/
sound is non-arbitrarily used to suggest the croaking of the raven. The
husky interventions of the velar sound generate an auditory image which
also suggest that, although silent until the refrain, the raven is not entirely
muted. The voiced fricative /d/ has eleven occurrences and it is among
the most frequent sounds in the stanza. The fricative was placed at the
end of Crystal’s list of phonaesthetic consonants because, as Crystal
observed, it had no single use in the beautifully sounding words he
investigated (1995). Its frequent presence in the stanza suggests the hoarse
augmentation of the lyric intensity and, at the same time, provides a
certain background roughness which blends with the stop sounds.

The pleasant sounding phonemes /1/, /m/ and /v/ appear less
frequently and their use is mainly meant to soften the poetic discourse
and to interrupt the harshness of the lines with short glimpses of
gentleness: ‘Leave my loneliness unbroken’.

Cynthia Whissell analysed the relationship between sounds and
emotions in poetry and identified that phonemes mainly group in two
categories: “[t]he category of Harsh sounds includes r, which requires a
rigid tongue posture, and many plosive consonants (t, d, p, k, g—so
named because of the minor explosion of breath involved in their
enunciation), while the category of Gentle sounds includes many vowels
(ay, long e, soft e, ai, and soft a) but no plosive consonant.” (Whissell,
2017: 3) The liquid /r/ is the most frequently used consonant in the
stanza and seems to confirm the sound symbolism attached to its
meaning, but, it is also worth considering that the rhotic sound is also
one of the most common sounds in English language. The phonetic
transcription for the two stanzas follows the American English
standards due to the fact that Poe composed it following the sonority
rules of his native dialect, one in which the /r/ is pronounced unlike the
non-rhotic /r/ in British English. Poe explained that, when he created
the poem, he planned a matching between sounds and emotions and
therefore thought that the best way to emphasize melancholy was to use
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a refrain after each stanza which had to provide an unforgettable
auditory resonance:

“The question now arose as to the character of the word. Having
made up my mind to a refrain, the division of the poem into
stanzas was, of course, a corollary: the refrain forming the close to
each stanza. That such a close, to have force, must be sonorous and
susceptible of protracted emphasis, admitted no doubt: and these
considerations inevitably led me to the long o as the most sonorous
vowel, in connection with r as the most producible consonant.’
(Poe, 1846: 165)

The way Poe meant the last word of the recurrent refrain
contained the rhotic /r/, owing to the fact that, as sound symbolic
studies confirm, /r/ is sonorous and adds more energy to the lexeme it
belongs to; it is often said that /r/ puts the word in motion: ‘Quoth the
raven, "Nevermore". The final /r/ in the melancholically beautiful
‘nevermore’, apart from creating a dynamical liaison with each next
stanza, also has a high vibration which amplifies the sonority of the
preceding vowel /o/. The sonorous musicality of the word is not altered
by the dialectal differences as, even if the /r/ is silent in British English,
the long final vowel is not deprived of its ethereal quality; the non-rhotic
/r/ is not totally absent considering the fact that it helps the round
vowel /o/ resonate more powerfully: Amer. | never'mo:r| vs. Brit.
| neva'mo: |

If we analyse the obvious connection between sound form and
meaning, it might seem that Poe invented a sentiment lexicon, and the
final word of each stanza is certainly one of the best lexical instances of
perfect match between the melodious melancholy of the sound and the
beautifully painful resonance of the semantic meaning. Poe describes
this procedure in one of his essays ‘[t]he sound of the refrain being thus
determined, it became necessary to select a word embodying this sound, and at
the same time in the fullest possible keeping with that melancholy which I had
predetermined as the tone of the poem.” (Poe, 165)

Roman Jakobson, one of the linguists who early understood the
power of these non-arbitrary connections between sound and emotion,
especially in poetic language, observed the phonic beauty of the refrain
and suggested that sound can be shaped in the form of the inherent
emotion:
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Poe himself tells us that it was the potential onomatopoeic quality
of the sounds of the word nevermore which suggested to him its
association with the croaking of a raven, and which was even the
inspiration for the whole poem. Also, although the poet has no
wish to weaken the sameness, the monotony, of the refrain, and
while he repeatedly introduces it in the same way (‘Quoth the
raven, "Nevermore" °) it is nevertheless certain that variation of
its phonic qualities, such as modulation of tone, stress and
cadence, the detailed articulation of the sounds and of the groups
of sounds, that such variations allow the emotive value of the word
to be quantitatively and qualitatively varied in all kinds of ways.
(Jakobson, 1978:2)

The degree of sound emotionality obtained through the lines is
also dependent on the vocalic phonemes and, although they mostly
serve the purpose of the consonants they are next to, some of them do
more than that. Such is the case of the /ouv/ diphthong which is used
nine times in the stanza. The diphthong contains two round back sounds
which, when used together mainly suggests magnitude due to the place
of articulation and also due to the physical processes of phonation (form
of the lips). The diphthong helps in amplifying the dramatic dimension
of the narrator’s dialogue.

Although the penultimate stanza conveys more elements of
roughness than euphonic resonance, the overall impression in that of
unpleasantness, in the last stanza the poet intentionally uses more gentle
phonemes to match his poetic creed:

‘[r]regarding, then, Beauty as my province, my next question
referred to the tone of its highest manifestation — and all
experience has shown that this tone is one of sadness. Beauty of
whatever kind, in its supreme development, invariably excites the
sensitive soul to tears. Melancholy is thus the most legitimate of
all the poetical tones.” (Poe, 1846: 164)

It is this very melancholy that tunes the final stanza. In the last
stanza of the poem the reader experiences an abrupt change of the
emotional tone. The prevalent emotion is no longer anger being replaced
with sorrowful resignation. It is both the most silent and the most
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sensitive stanza of the poem. The climax, previously reached through
the dialogued outburst of the narrator, turns into melancholic stillness.

The stop consonants and the harsh fricatives are no longer the
most frequent. Poe tunes himself to melancholy by using more gentle
phonemes. Thus, the alveolar fricative /s/ is used eleven times in the
stanza to emphasize the silent serenity. Crystal listed /s/ as the third
more pleasant consonant, together with /1/ and /m/. The voiceless
sibilant does not require too much physical involvement when it is
articulated as the lips barely move without involving the vocal cords.
This sound has a specific softness and sonority, it is pleasant but also
sad. Tsur believes that the sibilant /s/ has a “hushing” quality and it is
can “be expressive of a quiet mode”, especially in poetry. (Tsur, 1993: 21)
Poe uses it for this purpose exactly and it achieves in expressing both
sorrow and stillness from the very first line of the stanza: ‘And the
Raven, never flitting, still is sitting, still is sitting” to the extent that it can
be said that /s/ is the tone switcher. The occurrence of the sonorants /1/
and /n/ in the same first line contributes to the melodious silencing as
they add a feeling of conciliation.

Moreover, the friendly vowel /1/ is used eleven time in the first
verse which adds to the quiet peacefulness and to the intimacy of the
scene. The front vowel, sound symbolically associated with brightness,
also makes the transition from darkness to light creating thus a type of
synaesthetic experience, where sound, colour and emotion influence
each other.

The sonorant liquid /1/ is the most frequent consonant in the
stanza appearing fifteen times. It is its high frequency that has the most
important contribution in the change of the tone and in the peaceful
musicality of the stanza. The periodic /1/ is the most phonaesthetic
consonant in Crystal’s list whereas Whissell's phonoemotional profiling
adds passivity and sadness as its other attributes. It seems that it is the
most appropriate consonantal sound to suggest the saddened poetic
voice and to render the flowability of the lines. In the second line of the
stanza the poet uses ‘the pallid bust of Pallas’ assonance in which he
connects the liquid with the initial plosive /p/ by placing the /e/
diphthong between them. The plosive sounds are more rarely used in
this stanza and, in this example, the burst of the air stream following the
first sound is toned down by the pleasant sounding phonemes placed
after. The writer himself confesses that in this phrase he uses, once
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again, auditory and visual imagery at the same time. Therefore, the
bright vs. dark contrast symbolism is simultaneously implied by the
phonic form and by the optical contraposition between the bird and the
marble: ‘I made the bird alight on the bust of Pallas, also for the effect of
contrast between the marble and the plumage — it being understood
that the bust was absolutely suggested by the bird — the bust of Pallas
being chosen, first, as most in keeping with the scholarship of the lover,
and, secondly, for the sonorousness of the word, Pallas, itself.” (Poe,
1846: 166)

The interplay between the acoustic and visual dimensions is
further observed in the fourth line, in which ‘the lamp-light’ is
contrasted with the raven’s ‘shadow’. Whereas the visual imagery is
obvious, the phonetic effects are also sound symbolical; the liquid lateral
/1/ is used twice to emphasize the idea of the luminous surrounding
which is immediately contrasted with the darker and gloomier sounds
in the word shadow /faedou/.

Poe is one of the writers who intuitively knew how to awake all
human senses. It is both hearing and seeing that are aesthetically invited
in this poem and phonaesthesia does not seem to need any further
demonstration as Poe made it evident by offering visual proof of sound
iconicity in his lines.

The voiceless labiodental /f/ is also present in the stanza, being
one of the fricatives that is pleasantly sounding. The consonant mostly
appears together with the aforementioned liquid /1/: ‘flitting’, ‘floating’,
‘floor” and ‘lifted” and the two phonemes both confer fluidity to the
word so that /f/ also enhances the general tone of the last stanza. The
‘floating on the floor” phrase in the fifth line illustrates the use of the fl-
consonant cluster that, when used in initial position in the English
lexicon, mostly relates to quick and light movement. The cluster is used
to reiterate the fluttering of the raven and to make the reader
continuously feel its presence, but it also suggests alleviation as the
narrator’ burden seems to lighten.

The final refrain differs from the previous in the way the
sonorous ‘nevermore’ is introduced: ‘Quoth the raven, "Nevermore"
versus ‘Shall be lifted —nevermore!” The word ‘quoth’” (|kwou0|) is a
better match for the enraged tone of the dialogue as it also emphasizes
the sounds made by the ominous bird while the final refrain is softer
and more melodious due to the use of liquids and voiceless fricatives.

37



Translation Studies: Retrospective and Prospective Views Year XIII Vol.23 2020

The nasal sounds are also commonplace in the phonetic
arrangement of the stanza as /m/ and /n/, are each used eleven times.
The two sonorant sounds, among the most beautifully sounding
consonants, have their own contribution in nourishing the harmonic
mournfulness of the final stanza. The bilabial /m/ has a passivity which
suits the narrator’s resignation while the alveolar /n/ carries inherent
sadness which equally replenishes the lyrical tone. The two sounds are
also part of the refrain word ‘nevermore” which is generally considered
as one of the most expressive phonetic words in the English lexicon.

The other repetition of a plosive consonant in closely situated
words, except the voiceless /p/ assonance, is observed in the third line,
in which the voiced alveolar /d/ is used twice together with the voiced
fricative /0/: “And his eyes have all the seeming of a demon’s that is
dreaming’ . This verse seems to contain a final outburst of irritation,
though more tempered than in the previous stanza, and the rhythm
seems to behave in a more staccato fashion, in contrast with the linearity
of the other lines. The four voiced phonemes causing the soft disruption
in cadence lack their disturbing force due to the neutralizing effect of the
nasals which also render the inner rhyme through the nasal velar /1)/.

This contrastive analysis of the two final stanzas demonstrates
that phonaesthetic connections between sound and meaning are more
present in poetry than elsewhere and that the American writer’s poetry
is probably one of the most prosperous places for sound symbolism. Poe
is one of the writers who profoundly understood the importance of
phonetic imagery in rendering poetic meaning. Jakobson thought that
Poe can demonstrate, probably better than any other poet, how ‘a
sequence of sounds can function as the vehicle for the meaning.’
(Jakobson, 1978:2) and this demonstration can be measured in the way
he used his phonetic craft. By lyrically combining words containing stop
phonemes, to suggest the inner tension in the penultimate stanza with
the liquids and nasals which generate melancholic sadness in the last
stanza, Poe shows that he is in deep understanding of the fact that
sounds and emotions must have an inherent connection and that poetry,
at its best, has a phonetic ubiquity which makes translation redundant.
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ON TRANSLATION AS RECREATION IN THE
ROMANIAN VERSIONS OF “THE NAMING OF
CATS” BY T.S.ELIOT
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Abstract: Poetry translation poses multiple challenges, due to its multifold stylistic
intricacies, prosodic constraints, and last but not least cultural dimensions. Taking into
account all these issues, the translator is sometimes bound to re-create the source text,
and the target text obtained is a new original text rather than a translation per se. In
T.S.Eliot’s famous poem “The Naming of Cats”, the culture-bound element is mostly
salient in the names assigned to the “characters”, and the manner of their translation
becomes a matter of outmost importance. These “charactonyms” are treated differently
in the “official” Romanian translation by Rosca and Stefinescu, and the newer version
by Bican, thus allowing for a comparative analysis specifically targeted at translation
vs. recreation.

Keywords: name translation, recreation, stylistic function, source text, target
text

Preliminary remarks

It has commonly been stated that the translation of poetry is virtually
impossible, as no translator can be perfectly equal to the original author
in point of intent, meaning and form, so that the challenges the former
faces are almost insurmountable. Since form is as important as meaning,
it is no rare occurrence that poetry is considered as lost in translation,
and the result of the translator’s work is just a glimpse of the original,
seen through the translator’s emotional and interpretive filter.

Thus, it goes without saying that this type of translation should
be adaptive, communicative, culture-bound and stylistically-marked; it
is impossible to resort to literal equivalence, and the focus lies on
similarity of effect, in an effort to achieve the same results as the original
in relation to the target audience.

! Associate Professor, Ph.D., “"Dunarea de Jos” University of Galati, Romania, cdobrota@ugal.ro
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Corpus

The present analysis focuses on the two Romanian versions of the well-
known poem by T.S. Eliot, The Naming of Cats, the opening piece in his
whimsical volume Old Possum’s Book of Practical Cats, published by
Humanitas in 2009 (in the translation of Cristian Tudor Rosca and Viorel
Stefdnescu) and in 2015 (in the “rather peculiar” translation of Florin
Bican). The original text is further designated by Source Text (ST), and
the translated versions as TT1 and TT2, in the chronological order of
their publication.

Method of analysis

Since the corpus is quite restricted, the selected method of investigation
was predictably direct comparison and contrast, applied at all the
significant levels pertaining to verse analysis, i.e. the semantic, syntactic,
stylistic, and prosodic level. If the prosodic constraints are not very
significant in the economy of the poem, it is however quite obvious that
the focus of the investigation should be placed on the extremely
different treatment applied to the translation of proper names and other
culture-bound elements which are abundant in the ST. As a result, the
present article will predominantly deal with the completely different
manner of rendering these points of difficulty into Romanian, as it
allows for the discovery of the intricate mechanisms of translation
turning into recreation, transcreation, transculturation, whereby the
translator accedes to a quasi-equal status to the initial author, and the
final product of its endeavours manages to achieve similarity of effect on
the audience, appropriating a literary work and making it part of the
accessible shared global culture.

Conceptual delimitations

In order to manage an appropriate analysis, it is necessary to clarify
certain key terms that will prove helpful in the present situation. As it is
immediately salient that TT2 cannot qualify as a “typical”, run-of-the-
mill translation, but rather as a recreation of the ST which operates
multiple changes at various levels, it is not devoid of interest to define
concepts like recreation, transcreation and transculturation in relation to
poetry translation, and further explore their possible application to the
case under study.
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Translation and recreation, transcreation, transculturation

In the words of Haroldo de Campos (2009: 243 passim), a literary creator
himself, the translation of poetry is an arduous task which does not
center on the reconstitution of the referential message, but on the
“transcreation” of several levels of semiotic processes, in sort of a
problem-solving task in which the initial state is the ST and the end state
is the TT. In his opinion, translating poetry is on equal footing with
writing poetry, and it may well be said that there is productive
interdependence between writing poetry and translating, since both
activities involve rewriting and recreation. The translation of poetry is,
above all, an interior experience of the world and of the technique of the
translated text. It may be equated to disassembling and then
reassembling the machine of creation, that apparently intangible and
most fragile beauty that has so much difficulty in transgressing
linguistic and cultural barriers.

However, poets are in the advantage when translating poetry
because their aesthetic language repertoire is superior to that of non-
poets, and they possess what is called linguistic sensitivity or sense of
the poetic language, which allows them to better grasp the intentions
and stylistic peculiarities of the ST and render them appropriately in the
TT. It is as if the translator assumes the identity of the initial author: “[I
see] translation as transgressive appropriation and hybridism (or cross-
breeding), as the dialogical practice of expressing the other and
expressing oneself through the other, under the sign of difference” (de
Campos, 2009: 239).

Going much further beyond literal translation, recreation is seen as
comprising supplementary aesthetic, autonomous information in addition
to the signified of the ST, i.e. the “colour” and “flavour™ that surrounds
poetry and makes it so elusive in translation. When dealing with
recreation there is no boundary between form and content, and the
semantic parameter only sets the limit of the recreating endeavour; in
poetry, form and content cannot be separated without losing aesthetic
information, translation should be a transcreation of the poetic text. This
transcreation may also be considered a privileged form of critical reading,
promoting the deconstructivist approach of translation, as well as an act
of “usurpation,” an appropriation of the historicity of the source text,
imposed by the current need to create thus reinventing tradition. In this
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sense, transcreation is an act of transculturation because culture, the extra-
text, is transtextualized in different literary times and places.

Proper names in translation

The issue of how to deal with proper names in translation poses quite a
problem to the translator, and many researchers have tried to provide
suitable approaches and explanations. The most pertinent one seems to
be the one authored by Leppihalme, who was concerned with the larger
sphere of cultural allusions and other culture-bound elements, and their
effect on the target text; these are the strategies he proposes for
translating proper name allusions (1997:79):

*Retention of the name:

-using the name as such;

-using the name, adding some guidance;

-using the name, adding a detailed explanation, for instance, a

footnote.

*Replacement of the name by another:

-replacing the name by another SL name;

-replacing the name by a TL name.

*Omission of the name:

-omitting the name, but transferring the sense by other means,

for instance by a common noun;

-omitting the name and the allusion together.

It is obvious that these strategies oscillate between minimum
change, overlooking the connotative or contextual meaning,
supplementary allusive guidance added in the text, and recreation, i.e.
the use of a mixture of techniques, stimulating internal marking,
evincing connotations or other special effects of this type. Normally, the
extreme cases, like no change/ transcription of the proper name, and
omission of the name and allusion altogether are a rarer occurrence in
poetry translation, owing to the charactonymic function of such
elements in the poetic text.

In this respect, Hervey and Higgins (1986:29 passim) believe that
there exist two strategies for translating proper names, viz. "either the name
can be taken over unchanged from the ST to the TT, or it can be adopted to
conform to the phonic/graphic conventions of the TL". They refer to the
former as exotism, which "is tantamount to literal translation, and involves
no cultural transposition", and to the latter as transliteration. In addition,
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they propose another procedure or alternative, namely cultural
transp