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CONCEPTUAL METAPHORS IN G. BYRON’S POETRY
AND ITS UKRAINIAN TRANSLATIONS

Chendey N. V.

INTRODUCTION

This research examines the mechanisms of conceptual metaphors
elaboration with special reference to George Gordon Byron’s romantic
poetry and its Ukrainian translations.

Studies of metaphor have been predominantly dedicated to issues
ranging from meaning, structure, components, analogies, typology to the
role of metaphors as speech ornaments. These studies, however, neglected
the exploration of the continuous connection of metaphors as mental or
picturesque representations of the real world and the language used to
verbalize these pictures in words®.

Despite the majority of literature available on the literary aspects of this
linguistic phenomenon, very little research has been done on a cognitive
and cultural translation of metaphors. Contemporary studies on metaphor
tend to show how metaphors reflect cognitive and cultural human
experiences encoded by language as a means of recording human
experience and how culture models and constrains this cognition?. In
particular, this research follows a cognitive approach to poetic metaphors
elaboration and translation, especially from and into culturally distinct
languages, such as English and Ukrainian.

The most productive within an anthropologic approach to language
study proves to be the linguistic and cultural theory of metaphor. Hence, to
solve a problem of language and culture interconnection seems to be
crucial in recent multiple linguistic works. The study of metaphor has
revealed a limited number of possible metaphoric expressions found in a
given language. This fact is explained by culturally specified nature of
metaphor, advocating an idea that “only images rooted in cultural
traditions and native speakers’ consciousness can function and develop in
language™®. Metaphor serves a prism through which human beings view
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the world, reflecting specific national vision in an inner language form.
V. A. Maslova is a proponent of the theory that studies metaphor as
a mode of culture representation. In her opinion, a cultural component of a
lexeme presupposes a culturally marked connotation that emerges as a
result of interpretation a metaphor’s associative basis and its reference to
cultural etalons and stereotypes. Undoubtedly, metaphor is anthropologic
by its nature and to think metaphorically is an exclusively homo sapiens
capacity®. Thus, metaphor is an inevitable mental, language and culture
element that extends and coins new senses and demonstrates a tight link of
individual experience with culture and language community experiences®.

Following G. Lakoff and M. Johnson, *“a culture may be thought of as
providing, among other things, a pool of available metaphors for making
sense of reality”; “to live by a metaphor is to have your reality structured
by that metaphor and to base your perceptions and actions upon that
structuring of reality”.® This is related to the fact that people of a given
culture use language to reflect their attitudes towards the world in general
and the life of the community they live in particular. This in turn gives rise
to the reason for the argument in favor of a cognitive approach in
translating conceptual metaphors, which takes into account cultural beliefs
and values especially between culturally distinct languages, like English
and Ukrainian.

It is important to distinguish the way we conceive metaphorically of
such things as life and death from the way a particular poet may express
such thoughts in language’. General conceptual metaphors are not the
unique creation of individual poets, but are rather part of the way members
of a culture have of conceptualizing their experience. Poets, as members of
their cultures, naturally make use of these basic conceptual metaphors to
communicate with other members, their audience. However, using the
mechanisms of everyday thought, poetic mind extends them, elaborates
them and combines them in ways that go beyond the ordinary.

1. Cognitive equivalence in conceptual metaphors translation
In cognitive linguistics, metaphor is often given a cognitive function in
which human beings draw upon the experience of each other or non-
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human surroundings or even other concepts or images. G. Lakoff and
M. Johnson (1980) define metaphor as a means to understand one domain
of experience (the target domain) in terms of another, a familiar one
(source domain). This usually takes the form of analogy or comparison
between two existent entities or one existent entity and another one
assumed to exist. To say that someone is a ‘lion’, for example, reveals that
a link has been established between that individual (tenor) and the ‘lion’
(vehicle) as a symbol of bravery or strength. Therefore, metaphors are
‘conceptual’ phenomena in which the source domain is mapped onto the
target domain. To put it differently, the structural components of the
source conceptual schema are transferred to the target domain®.

A distinguishing characteristic of recent multileveled theories
of translation equivalence is a focus on semantic components, i.e.
pragmatic, semantic and syntactic aspects. Besides, a pragmatic
component refers to the sphere of adequacy, while semantic and syntactic
ones define translation equivalence®.

Conceptual metaphor equivalence in a literary text cannot be included
into any known level of the equivalence theory. Though this category
proves to be semantic either, it also contains linguistic and psychological
components on a pragmatic equivalence level. Basically, the majority of
equivalence theories do not put to the fore an imagery language
component. Meanwhile a conceptual equivalence specification in a literary
text enables to take into account psychological and cognitive language
aspects that define not only modes of imagery in a text, but modes of
thinking in general. For instance, an association, objectified in conceptual
codes, combines single concepts into a conceptual sphere, or equivalence
of target language and source language references on the level of senses
and perception codes predicts psychological impact on a recipient.

O. A. Yasynetska in her study of metaphor translation as a means
of conceptual picture representation points out that most proponents of
cognitive theory of metaphor consider entirely its conceptual level in two
languages, totally neglecting a language level of metaphor realization in
them. However, the reproduction of senses and images, not meanings,
proves to be a necessary condition of metaphor translation™.
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A culture factor can play a crucial role in the way metaphors of one
language are translated into another due to various modes of perception
and categorization pertain to different language communities. It is thought
that there is no simplistic general rule for the translation of metaphor, but
the translatability of any given SL metaphor depends on 1) the particular
cultural experiences and semantic associations exploited by it; and 2) the
extent to which these can, or cannot, be reproduced non-anomalously into
the TL, depending on the degree of overlap in each particular case™.

This view of culture suggests that, when translating a text of any other
culture, one needs to be aware not only of the patterns of thinking, and
acting in one’s own culture, but also of the TL’s cultural models of reality.
E. Nida described the *best’ translation as the one capable of evoking in
the TL reader the same response as the SL text does to the SL reader.
Although this seems to be a rather unreachable objective, some of it can be
achieved provided that the following two conditions are satisfied. First, the
translator must understand the way in which receptive readers perceive the
world and structure their experience. Second, s/he must also try their best
to find a way to accommodate a text to the experience of the target-
language reader, and to the way it is recoded in the TL. An argument in
favor of a cognitive approach to the translation of metaphors derives from
the notion of ‘cognitive equivalence’, where metaphors can be translated
from one language to another with a minimum degree of loss.* For this
reason, metaphors are thought to be looked at as cognitive constructs
rather than mere linguistic entities'*. Hence, it remains essential to regard
their semantic associations, typical of a given language. In other words,
metaphors represent instances of how people conceptualize their
experience and how they record it verbally in their language.

In accordance with a cognitive approach to metaphor translation, a
culture component that underlies a conceptual metaphor enables to reveal
differences in how various cultures constrain human experience.
The hypothesis is built on two scenarios:

1) if a conceptual mapping from one domain onto another is similar
in a TL metaphor, then a conceptual shift does not occur;
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2) if a conceptual mapping from one domain onto another is different
in a TL metaphor, then a conceptual shift occurs.

Doing translation within the earlier mentioned scenarios, it is possible
to define commonalities in metaphors functioning in different languages
along with a “degree’ of their cultural distance.

P. Newmark suggested his classification of the possible ways
of metaphor translation:

1) an image reproduction in a TL (natural to a recipient language);

2) a SL image substitution by a standard TL image (equivalent
metaphor substitution);

3) a metaphor rendering by means of simile (when image is preserved,
but lower degree of expressiveness is inevitable);

4) a metaphor rendering by means of simile, accompanied by a vast
explanation (which assists comprehension, but leads to a loss of
expressiveness);

5) a reproduction of metaphoric meaning through a paraphrase (when a
metaphor is obscure or excessive ina TL);

6) a metaphor omission in case it is unnecessary;

7) a metaphor reproduction and its meaning specification that
intensifies an image ™.

For the translation of conceptual metaphors V. Nikonova proposed
specific linguistic and cognitive mechanisms amid which she singles
out extension, restriction, amelioration, degradation, questioning and
combination of the content of correlating metaphor concept*®.

In “Cognitive Translation Hypothesis” N. Mandelblit proposed two
schemes of cognitive mapping conditions (i.e. Similar Mapping Condition
(SMC) and Different Mapping Condition (DMC)). The author intended to
show that “the difference in reaction time is due to a conceptual shift that
the translator is required to make between the conceptual mapping systems
of the source and target languages. She found out that metaphorical
expressions take more time and are more difficult to translate if they
exploit a cognitive domain different from that of the target language
equivalent expression. According to the hypothesis, the reason for this
delay, difficulty and uncertainty in the translation of different domain
metaphors is the search for another conceptual mapping (i.e. another
cognitive domain). That is to say the fact that metaphors almost always
exploit such different cognitive domains implies the search for a cognitive

® Newmark P. The Translation of Metaphor / P. Newmark // Babel, 1980. P. 93-100.
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equivalence for SL metaphors in the TL. In other words, the translator is
called upon to play the role of a proxy agent doing the act of conceptual
mapping on behalf of the TL reader. If they can touch upon a similar TL
cognitive domain, then their task will be fulfilled quite successfully and
easily. If not, they have to look for the cognitive domain that fits in the
TL as the SL one does. The result of the first action is often an equivalent
TL metaphor or — under the worst conditions — a TL simile. The result of
the second action, however, is open to many possibilities, of which
rendering the SL metaphor into a TL one is the least likely. Thus, a
metaphor might be rendered into a simile, a paraphrase, a footnote, an
explanation or —as a last resort — it can be omitted’.

Therefore, the attempts of literal rendering or mere linguistic meaning
transference of the metaphoric expressions from one language to another
are deemed to result in a noticeably bad product, especially when these
expressions draw on culture-specific methods of thinking rather than on
shared or universal notions.

Referring to cultural aspects and drawing on the general guidelines of the
cognitive framework (i.e. the cognitive equivalent hypothesis) for metaphor
translation, we used two sets of original English and translated Ukrainian
poetic metaphors. The first set comprises metaphors of similar mapping
conditions reflecting shared ideas, but verbalized differently in the TL
(expressed by different lexical items). The second set contains metaphors of
different mapping conditions, which lack conceptual equivalents in the TL.

2. Metaphors of similar mapping conditions but verbalized differently
in Byron’s original poetry and its Ukrainian translations

This group includes metaphors, verbalizing basic concepts of LIFE,
LOVE, TIME and DEATH that are characteristic of any language.
They represent common conceptual mechanisms of their creation both
in original poetical texts and their Ukrainian translations.

SL “Oh, Snatched Away in Beauty’s Bloom™ Oh! Snatched away in
beauty’s bloom, On thee shall press no ponderous tomb; But on thy turf
shall roses rear Their leaves, the earliest of the year; And the wild cypress
wave in tender gloom.

TL “3ipeanu ouenuii nepwioysim” 3ipeanu Ouenuii nepuioysim,
3amuc tioeo mozunvuull 1id. Ane kpizb npax ocumms 3pocma — Tposno

" Mandelblit N. The Cognitive View of Metaphor and its Implications for Translation
Theory. Translation and Meaning / N. Mandelblit. Maastricht : Universitaire Press, 1995. P. 483-
495.
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poskpusaiomucs_eyema I1io cymine xunapucnux eim. (Translation by
V. Bohuslavska)

In this poem a predicative metaphorical construction “on thy turf shall
roses rear their leaves, the earliest of the year” represents the author’s
original metaphor LIFE IS A ROSE, created due the cognitive mechanism
of restriction of a basic metaphor LIFE IS A PLANT. In the translated text
the same metaphor is reconstructed, but in a genitive metaphorical
construction: “aze kpizo npax srcumms 3pocma — mposiHO PO3KPUBAIOMbCSL
sycma”. Rose is a kind of flower that implicitly indicates the concept of
life and love in poetry. The metaphorical comparison is based on a fixed
association of the content of a source concept with a meaning of life, love
and youth. In Byron’s poetry ROSE is capable of regenerating: “roses rear
their leaves”, while in translation ROSE is personified and transferred into
“mposno posxpusaiomvcs eycma”. The ftranslator endues the rose
with anthropomorphic characteristics, aimed at the explication of its
spiritual nature. It must be said that in Ukrainian poetical texts the method
of personification of plants is very common due to the metaphoric
paradigm *“a person — a plant”, taken from the national folklore.

Metaphors conceptualizing LOVE also belong to those of similar
mapping conditions in Byron’s original poetry and its Ukrainian
translations.

SL “To Caroline” Yet still, this fond bosom regrets, while adoring,
That love, like the leaf, must fall into the sear, That Age will come on,
when Remembrance, deploring, Contemplates the scenes of her youth,
with a tear;

TL “Kaponini” Ta 3 uiocnocmi cepye nopume y dicanv, bo aucmsam
20606 onadae, Y 3eadyi 8i0nyHUmMbCA OHI Medica, I ¥V CIb03ax 8USAIAI0.
(Translation by V. Bohuslavska)

Individual author metaphor LOVE IS THE LEAVE is a subsidiary
model within a basic conceptual metaphor LOVE IS A PLANT,
actualizing the meaning of fugacious happy moments in life. In original
the conceptual metaphor is realized in a metaphorical comparative
construction: “That love, like the leaf, must fall into the sear”, but in
translation it is presented in a genitive metaphor: “60 aucmam nobos
onaoac”. In both cases the author’s metaphor implies a polysemantic
complex indicating not only an emotional meaning of love, but the motif
of ageing (summer is the season of blossoming that verbalizes
adolescence, while autumn symbolizes an old age). The latter meaning is
reconstructed in the following two lines: “That Age will come on, when
Remembrance, deploring Contemplates the scenes of her youth, with a




tear” — “V szeadyi sionynumocs oni mevxca, Ii y civosax euensoar” that
intensify the meaning of time fleeting.

Similar conceptual modeling is observed in TIME metaphorization in
English and Ukrainian.

SL “To Time” Time! On whose arbitrary wing The varying hours must
flag or fly Whose tardy winter, fleeting spring, But drag or drive us on to
die — Hail thou! who on my birth bestowed Those boons to all that know
thee known; Yet better | sustain thy load, For now | bear the weight alone.

TL “Ho Yacy” O uace, msiti nonrim nespumuii 3 coborw ece nece, Mos
nui. Jlemioui secru, eauini 3umu XKenyms Ycix Hac 00 Mo2ui. Xail npuoinug
manan xcopcmoxuti Meni 0o 6ixy, uace, mu — Ta neewsi mi éepueu, 0oKu
Meni camomy ix necmu. (Translation by D. Palamarchyk)

In this poem time is personified being compared to bird’s flight that
“drags or drives us on to die” “on arbitrary wing”. At this a special
emphasis is put not only on time’s continuousness, but its varying nature
as well: “the varying hours must flag or fly”, where the modal verb must
expresses the meaning of obligation, intensifying the image of fatality.
The feeling of inevitability is created by the attributive metaphorical
constructions “tardy winter”, that is associated with death, and “fleeting
spring”, that is associated with youth, and that have been adequately
transferred into “zemroui gecnu, eauni sumu” in UKrainian translation.
The DEATH IS WINTER metaphor is a natural metaphoric conception of
life and death, since spring is the season when new plant and animal life is
born, while winter signals the dormancy or hibernation of plants and
animals. However, life and death are such all-encompassing matters that
there can be no single conceptual metaphor to comprehend them.

TL “When Coldness Wraps This Suffering Clay” Above or Love —
Hope — Hate — or Fear, It lives all passionless and pure: An age shall fleet
like earthly year; Its years as moments shall endure. Away — away —
without a wing, O’re all — through all — its thought shall fly, A nameless
and eternal thing, Forgetting what it was to die.

SL “Konu Ilozazemna 3uma” Ilonao Jliobos, Haoiro, Kax Kaeorw
yucmoio 30pums. I nuune uac, i de medxca — Poku s Biynocmi, ax mume.
Bnepeo, eneped — xoua 6e3 xpun — Kpizv npocmip 0yx csaea enubum,
Bin nesbaznenne nioxopuse, Japma, wo mae nomepmu sin.(Translation by
V. Bohuslavska)

A TIME IS SOMETHING MOVING metaphor has two versions: in
both we are located at the present and are facing towards the future with
the past at our back. In the original and translation we understand change
of time as change of location: “Away — away — without a wing” —
“Bnepeo, eneped — xoua bez xkpun” as resulting from an action by an
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agent. The agent is identical to a bird and time is winged, being
personified it can fly.

Our understanding of life and death is very much bound up with our
understanding of time. This is because death is inevitable and because the
mere passage of time can be seen as bringing about inevitable events.
One of major cultural models of life is that each of us is allotted a certain
fixed time on earth. According to the conventional metaphor of death as
departure, we conceive of death as departure away from here, without
possibility of return, on a journey, perhaps in a vehicle'®. We may take it
that Byron uses this metaphor, but filling in the slots, that is elaborating it,
in an interesting way.

SL “Sun of the Sleepless” Sun of the sleepless! melancholy star!
Whose tears beam glows tremendously far, That show’st the darkness thou
canst not dispel, How like art thou to Joy remembered well! So gleams the
past, the light of other days, Which shines, but warms not with its
powerless rays: A night-beam Sorrow watcheth to behold, Distinct, but
distant — clear — but, oh how cold!

TL “Conue oe3connux” besconnux counye, 3ipxo owcaniona! Teiil
CI3HULL NIOMIHb Kpue oanuna, Bezcunuil nimomy 6in nepemoemu. Ak Ha
Mmunyne wacmsa cxodxca mu! Omax wam ceimums i0OIUCK [HWUX OHIB,
Ane ne epie, xou 6u ax eudnis. Tax 6 Hiu CyMHy MuHysuwiuHa 3ituiia: Xou
suoHa — ma 30a.14, sicha — ma 6e3 menaa. (Translation by H. Kochur)

Being away from here is characterized by the specific case of departure.
The vehicle is an unusual one — “the moonless air”. These ways of making
the DEATH IS DEPARTURE metaphor specific add considerable
conceptual content to the metaphor of death as departure. Eternal space, after
all, in not merely being away from here. It is “rayless and pathless”, it is
unwanted, it assumes that it is an unusual state when “sun was extinguished”
and so on. The moonless air, moreover, is not something that takes us
swiftly or securely to a given destination as it is a departure to the unknown.
It is something we are not in control of because we are at the whim of the
currents, and it leaves us exposed to the elements.

A LIFETIME IS A DAY is a metaphor in which birth is dawn,
maturity is noon, old age is twilight, the moment of death is sunset, and the
state of death is night. This metaphor implies death’s coldness in night’s
coldness, since death is naturally substituted by night.

LIFE IS A SUN - XXUTTS € COHLIE is implicitly realized both in the
original and translation through a combination of associatively linked units

'8 Lacoff G., Turner M. More than cool reason: a field guide to poetic metaphor / G. Lacoff,
M. Turner. Chicago : University of Chicago Press, 1989. P. 5.
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that explicitly indicate the Sun’s attributes. “Sun of the sleepless!” —
., Conye 6ezconnux” 1S a genitive metaphorical construction that contains
an extended poetic image of the metaphorical composition, which is
realized in the whole text. However, the lexemes, expressing the sun’s
features, are used in a sharp contrast to all positive meanings via the
procedure of questioning of the basic concept. The poet calls the sun a
“melancholy star” — “zipxa orcaniona” which lost its ability to lighten
darkness: “Whose tears beam glows tremendously far, That show’st the
darkness thou canst not dispel” — “Tsiti criznuit nromine kpue daruna,
Bescunuii nimomy 6in nepemocmu”. A pessimistic feeling of reality is
created by the image of the sun with its powerless rays: “the light of other
days, Which shines, but warms not with its powerless rays” — “Omax nam
ceimums  IOOMUCK [HWUX Ouie, Ane He e2pie, xou Ou 5K GUOHIE”.
A personified Darkness reins the universe.

3. Metaphors of different mapping conditions
in Byron’s original poetry and its Ukrainian translations

In this section the attempt has been made to establish not only the
specificity of metaphors functioning in culturally distinct languages, but to
indicate national and cultural components in metaphorical elaborations and
extensions. In English and Ukrainian poetic traditions special modes
of presenting metaphorical meanings have been formed, which causes
semantic and functional divergences in metaphorical conceptualization
of some basic universal notions. Despite the similarity of the filters in
different languages, i.e. metaphorical analogy that enables metaphorical
transformation, their metaphorical presentation does not coincide. As a
result associative and image lacunas emerge, which testify to subjective
perception and evaluation of the world by different cultural background
language communities.

TL “I Saw Thee Weep” | saw thee weep — the big bright tear Came
o’re that eye of blue; And then methought it did appear A violet dropping
dew: | saw thee smile — the sapphire’s blaze Besides thee ceased to shine;
It could not match the living rays That filled that glance of thine. As clouds
from yonder sun receive A deep and mellow dye, Which scarce the shade
of coming eve Can banish from the sky,

SL “A 6auy meoi cnvo3u” Tu niauew — adamanm civo3u 3amovMaproe
onaxume, Kpanmuna pocna 6i0 _epo3u B bapsinky mepexmumb.
Bemixnewces — cnanaxom canghip Caiine 3 mpemmausux 6iti. 3ycmpiguiu
meitl npominnuti 3ip, Taymums Hebo csill. CX08a€ coHye 606HA XMap
B nyxuacmin enubuni — Yu donomooice xmo mseap Iliosadxcumu mewi?
(Translation by V. Bohuslavska)
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Metaphorical extension results in the reconstruction of a composition
TEAR - DEW - GEM indicating the evaluative component in the
emotional poetic image. Thus, the image of sapphire in the original, and
added by the translator an image of a diamond in Ukrainian, considerably
extends the poetic expression of emotional feeling: “I saw thee smile —
the sapphire’s blaze Besides thee ceased to shine” — “Bcmixnewics —
cnanaxom cangip Csiine 3 mpemmausux 6iti”. Besides, the meaning of first
love is implicitly indicated by “a violet” in the English text, which has
been correspondingly substituted in the translation by “6apsinok” in the
line with the national folklore: “A violet dropping dew” — “B 6apginxy
Mepexmumy”.

The metaphorical transformation within a paradigm “an atmospheric
phenomenon” — “a substance” lies in the basis of CLOUDS ARE WOOL
metaphor in the Ukrainian translation. The nominal construction “sosna
xmap” is built on the principle of subjectivity. The clouds are seen as soft
substances creating the poetic illusion as if they were alive.

Byron’s poetry often reveals fascination with the natural world. The poet
writes perceptively of trees and flowers, oceans and rivers and uses lucid
metaphors to describe the sky and the sea. This wonderful balance between
imagination and observation is, in many ways, what makes Byron’s verse
the perfect hook for a life-long appreciation of poetry.

His nature poems divide into those that are chiefly presentations of
scenes appreciated for their liveliness and beauty, and those in which
aspects of nature are scrutinized for keys to the meaning of the universe
and human life. The distinction is somewhat artificial but still useful, for it
will encourage consideration of both the deeper significances in the more
scenic poems and of the pictorial elements in the more philosophical
poems. As we have noted, nature images and metaphors permeate Byron’s
poems on other subjects and some of those poems may be more concerned
with nature than at first appears.

The personification of an atmospheric phenomenon is laid in the poetic
image of wind in the Ukrainian translation.

SL “Stanzas For Music” There be none of Beauty’s daughters With a
magic like thee; And like music on the waters Is thy sweet voice to me:
When, as if its sound were causing The charmed Ocean’s pausing, The
waves lie still and gleaming, And the lulled winds seem dreaming: And the
midnight Moon is weaving Her bright chain o’er the deep; Whose breast is
gently heaving , As an infant’s asleep: So the spirit bows before thee,
To listen and adore thee; With a full but soft emotion, Like the swell of
Summer’s ocean.
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TL “Cmancu nio my3uxy” Hixmo i3 donv xpacu semuoi He 30yproe
max mpitl, Ax nockim xeuni Haoi mHorw, — Coaro0Kuil 2o10c meii. FM
uapisnuil 38yK ayuae, [Ipubopkyiouu mops comin, I 30psanuii npuHuwKIUL
npomine Ha cnuni eimpy 3acunae. I micayv y cpibnsicmi nepchi Xeuaunu
sacuns. I ouxaiomv ceimu Hebecni, Moe coune memosns. Mii 0yx, mog
patioyea 0o Heba, 30iumacmovcs 0na mebe. Q60xcHI0NW0, aedy 00 Upito
B maro mopcwroio xeuneio. (Translation by V. Bohuslavska)

The extended metaphor WIND IS A LIVING BEING THAT SINGS
CRADLE SONGS is reconstructed in the Ukrainian translation under the
strong influence of national folklore. The metaphorical concept is
represented explicitly in the genitive construction “Ha cnuni simpy
sacunae”. The latter is based on the principle of personification of the air.
The predicative construction “Zozo uapisnuii 36yx nynac” explicates the
meaning of a cradle song along which “mops comin” and “npunuwriui
npomins sacunaroms”. The poetic metaphor creates an illusion of nature
similar to a human world.

Mixed feelings of a different kind are striking in Byron’s many poems
about storms with (and occasionally without) rain. The details of the scene
are presented in a series of vigorous personifications and metaphors.
The wind is rising and sweeping across the land. Its force makes some of
the grass stand up high and some lie down. The description of leaves
unhooking themselves and dust scooping itself animates the landscape and
conveys a sense of excitement about the release of power. Lightning is a
giant bird whose head and toe stand for its jagged sweep.

A POET IS A BIRD metaphor represents Byron’s original association
of himself with a bird: “A bird of free and careless wing Was 1”. In the
Ukrainian translation this metaphor has been specified in a comparative
construction: ,,0, sk meni 3 oywnozo ceimy Mog 2onyb6 00 ceo2o Kybaa
YV nebo eposzose snemimu”. In this context a special attention should be
paid to the image of the concept of SNARE in the original and T'HI31O in
the translation. The poet calls himself “a bird caught within the subtle
snare”, that is being associated with a bird, the author puts forward the
meaning of losing his freedom, caused by love.

Birds putting up bars to nests humanize their actions and parallel the
behavior of people. All the images of flight thus far, including the
description of the landscape, build up a tension which begins to ease with
the description of the drop of giant rain.

Byron’s more philosophical nature poems tend to reflect darker moods
than do his more descriptive poems and are often denser and harder to
interpret. The nature scenes in these poems often are so deeply internalized
in the speaker that a few critics deny the reality of their physical scenes
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and insist that the poems deal exclusively with states of mind. Despite
their relative brevity, Byron’s philosophical nature poems are often quite
rich in meaning and connotation, and they can be re-read and re-
experienced from many angles.

PEOPLE ARE PLANTS. In this metaphor, people are viewed as plants
with respect to the life cycle — more precisely, they are viewed as that part
of the plant that burgeons and then withers or declines, such as leaves,
flowers, and fruit, though sometimes the whole plant is viewed as
burgeoning and then declining, as with grass or trees.

The stages of the plants and parts of plants in their yearly cycle
correspond to the stages in life. When we speak of someone as a “young
sprout”, we mean that he is in the early stages of life. Someone “in full
bloom” is mature. Someone “withering away” is approaching death. Thus,
in Byron’s poetry we can apply the PEOPLE ARE PLANTS metaphor to
read “Stanzas to Augusta”:

SL “Stanzas to Augusta” Thou stood’st, as stands a lovely tree, That
still unbroken, though gently bent, Still waves with fond fidelity Its boughs
above a monument.

TL “Cmancu 0o Aezycmu” Koxamna depesyem einkum Qb6om Ham
3a8’a3an0 _ceim. Q60€ mu — 1020 2iiku Y eiunocmi Keimyuux eim.
(Translated by V. Bohuslavska)

The metaphoric image is created in the line with a fixed folklore
association of love with a tree on the one hand “Koxanns depesyem cinxum
Obom nam 3ae’ssano ceim”, and a human being — on the other hand:
“060¢ mu — toeo einku Y siunocmi keimyuux eim”. A tree in blossom
symbolizes a person in love, a specific harmony of man with the
surrounding world.

TL *“Stanzas to August™ In the Desert a fountain is springing, In the
wide waste there still is a tree, And a bird in the solitude singing, Which
speaks to my spirit of Thee.

SL “Cmancu 0o Aszycm” [Dicepenvye y nycmeni Ousosudiche,
1 conocnis _camomuiti _conos ,}1, y CneKy cmenoesy DOSKGiI’I’UlV BUWHIO
1 36icmxy, wo nece oywa meos. (Translated by D. Palamarchuk)

The poetic image of life in the desert is realized by means of a chain of
metaphoric compositions, in which numerous elaborations and cognitive
mechanisms of extensions have been made in the Ukrainian translation.
Thus, an English “fountain™ has been rendered as “ooicepensye”, a “tree”
has been modified into “posxeimny suwmnio”, and finally “a bird in the
solitude singing” has been specified into “corocnie camomniii conoe’s”.

The same instances of modification of some basic concepts are
observed in the following poem:
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TL “Stanzas for Music” Light be the turf of thy tomb! May its verdure
like emeralds be! There should not be the shadow of gloom In aught that
reminds us of thee. Young flowers and an evergreen tree May spring from
the spot of thy rest: But nor cypress nor yew let us see; For why should we
mourn for the blest?

SL “Cmancu nio my3uxy” Haoepobox meiii 3 npominnux mpas! Pocy
emapazoamu eotioac. Tym mopok Opibky ceimaa eéxpas, HAxa npo mebe
Haeadae. Becnsani xeimu, 3enen-nucm T8Il GIONOYUHOK SKPULU MIHHIO.
Ta de sepba, Oe kunapuc? — Jle eunnauy 6aazociosenns? (Translated by
V. Bohuslavska)

Byron’s “young flowers” have been substituted by “secrsani xeimu”,
“an evergreen tree” has been rendered as*“senen-mucm”. Moreover, there is
a case of extension of a poetic image in the translation by adding a definite
type of a tree: “But nor cypress nor yew let us see” — “Ta de eepba, oe
xunapuc?” A number of poems reveal that Byron regarded nature as being
invested with symbolic and sacred meaning, indeed, that it could be the
symbolic instrument of spirit, capable of conveying grace and assurance of
spiritual regeneration.

CONCLUSIONS

The use of metaphor in poetry can hardly be avoided. First, it enables
the author to squeeze multiple images and complex senses into a dense
space due to the architectonics of a poetic genre. Second, metaphor can
structure a verse itself. Metaphor can be described as figure of speech in
which a thing is referred to as being something that it resembles. In this
way, metaphors are used in poetry to explain and elucidate emotions,
feelings, relationships other elements that could not be described
in ordinary language. Poets also use metaphor as a mode of explaining or
referring to something in a brief but effective way.

There is no simplistic general rule for the translation of metaphor, but
the translatability of any given SL metaphor depends on 1) the particular
cultural experiences and semantic associations exploited by it; and 2) the
extent to which these can, or cannot, be reproduced non-anomalously into
the TL, depending on the degree of overlap in each particular case.

What determines the translatability of a SL metaphor is not its
“boldness™ or “originality”, but rather the extent to which the cultural
experience and semantic associations on which it draws are shared by
speakers of the particular TL. Moreover, the inherent difficulty of
metaphor translation is not the absence of an equivalent lexical item in the
TL, but rather the diversity of cultural conceptualization of even identical
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objects or worlds in both communities whose languages are involved
in translation.

In the research done conceptual metaphors in Byron’s original poetry
and its Ukrainian translations have been studied from two perspectives.
Firstly, the major modes of poetic metaphors elaboration have been
examined. As it has been illustrated, poetic thought extends and elaborates
conventionalized metaphors via the mechanisms of extending, elaborating,
questioning, composing and personification. The latter mode is probably
the most effective and frequently used in Byron’s poetry since
personification permits us to use our knowledge about ourselves to
maximal effect, to use insights about ourselves to help us comprehend
such things as forces of nature, common events, abstract concepts, and
inanimate objects.

Secondly, in accordance with Mandelblit’s “Cognitive Translation
Hypothesis” poetic metaphors have been divided into two groups:

1) metaphors of similar mapping conditions but verbalized differently
in the Ukrainian translations. Although Byron’s original metaphors and
their Ukrainian counterpart metaphors belong to the same conceptual
domain, the ethnical and cultural system has led to major differences in
lexical choices.

2) metaphors of different mapping conditions. This group includes
cases of English poetic metaphors the image of which cannot be
reproduced in the TL. Therefore, the translator has no choice other than
replacing the SL image with a TL image that does not clash with the target
culture. This can only be done by resorting to the strategy of different
cognitive mapping in search for cognitive equivalence.

SUMMARY

The research is dedicated to the study of conceptual metaphors and
modes of their elaboration in Byron’s original poetry and its Ukrainian
translations. It is firmly believed that basic conceptual metaphors reflect
the universal principles of encoding human experience in language. In
poetry conventional metaphors undergo the mechanisms of elaboration
that extend the content of a correlating concept, illustrating culturally
specified nature of metaphor. In a line with this the translation of
conceptual metaphors proves to be heavily conditioned by culture aspect,
embodied in a text with purposefully selected language means or images
that accumulate national traditions and folklore.
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