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Anotacija

Promocijas darbs ,,Fonologiskais ikoniskums ekspresivajos un operativajos tekstos
sastatamaja skatijuma” izstradats fonologiska ikoniskuma izp&tei ka valodnieciskai un
semiotiskai paradibai, kas konstat€jama dazados izteiksmes Itmenos. Ikoniskums ir pétits
ka universalu instrumentu kopums, kas arvien vairak tiek lietots, lai parvarétu valodas un
kultiiras barjeras sazina. ST paradiba tiek analizéta, izmantojot fonosemantikas pieeju un
nemot véra faktu, ka fonosemantika nodarbojas ar fonologiski ikonisku valodas sistému,
t.i., ar skanu imitgjosas un skanu simbolisma sistémas pétniecibas teorétiska pamata
izstradi, nodros$inot rikus, lai apkopotu, visparinatu un klasificétu izp€tes rezultatus Saja
nozar€. Promocijas pétijums ir pirmais méginajums izstradat detalizétu pamatu
fonologiska ikoniskuma sastatamajai analizei anglu-latvieSu-krievu valodas kombinacija.
Petljuma gaita izstradata jauna fonologiska ikoniskuma tipu klasifikacija, saskanojot
valodniecibas un semiotikas pieeju §is paradibas kategorizé$ana, un izvirzits Tpass
fonologiska ikoniskuma tips — kontekstualais fonologiskais ikoniskums. Ir izstradats
detalizéts konceptuals pamats, ko varétu izmantot turpmakajos fonologiska ikoniskuma

petijumos.

Atslégvardi: fonologiskais ikoniskums, fonosemantika, skanu imitgjosa sisteéma, skanu
simbolisma sistéma, sastatama analize, autora retorikas fonologiskais aspekts, reklamas

valoda, tulkoSana, lokalizacija.



Abstract

The Doctoral Thesis Phonological Iconicity in Expressive and Operative Texts:
Contrastive Perspective is devoted to the study of phonological iconicity as a linguistic
and semiotic phenomenon occurring at different levels of expression. Iconicity is
investigated as an aggregate of universal tools that is increasingly applied to transcend
national and cultural borders in communication. The phenomenon is studied within the
Phonosemantic approach to the study of language considering that Phonosemantics deals
with the development of the theoretical basis for the study of sound iconic language
systems, that is, sound imitative and sound symbolic systems, providing the tools for
summarizing, generalizing and classifying the existing findings in the field. The present
research is the first attempt to develop a comprehensive framework for contrastive
analysis of phonological iconicity in English-Latvian-Russian language combination. In
the course of research, a new classification of the types of phonological iconicity is
developed reconciling the linguistic and semiotic approaches to the categorization of this
phenomenon, a special type of phonological iconicity — contextual phonological iconicity
— is proposed, and the conceptual framework to be used in further research on

phonological iconicity is elaborated.

Key words: phonological iconicity, Phonosemantics, sound imitative system, sound
symbolic system, contrastive analysis, phonological aspect of authorial rhetoric, language

of advertising, translation, localization
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Introduction

Phonological iconicity as an instance of linguistic iconicity (i.e. sound imitative or
onomatopoeic and sound symbolic systems) has attracted attention of linguists and
philosophers since the first studies on the matter of motivation of linguistic sign were
undertaken. However, systematic studies of this phenomenon within the framework of a
definite discipline started to be carried out only in the second half of the 20" century, when
the discipline of Phonosemantics was established. The discipline deals with the development
of the theoretical basis for the study of sound iconic language phenomena, providing the tools
that allow summarizing, generalizing and classifying the existing findings in the field. As the
discipline is constantly evolving, consistent and continuous efforts should be made to develop
a new research methodology that meets the requirements of the contemporary research
community and allows employing modern methods of instrumental research. As the body of
knowledge on the phonologically iconic elements of the language is growing, there is a need
to unify classifications of the related phenomena, namely, sound symbolic and sound imitative
words, submorpemic units and phonaesthemes. Moreover, since phonological iconicity is
addressed by scholars from different fields of research, the terminological framework is not
consistent, which is yet another challenge to be addressed conducting comprehensive cross-

disciplinary research in the field.

Sound imitative words are constructed according to definite patterns in all languages and their
acoustic form is conditioned by different phonotactic principles and constraints and the choice
of definite phonemes characteristic of particular languages. The factors that determine this
choice concern the language itself, its norms, patterns, and conventions, as well as the cultural
background of the language users. Particular sounds and sound combinations may trigger
similar or absolutely different associations in relation to meaning among representatives of
different cultures or speakers of different languages. Therefore, phonological iconicity is the
phenomenon that may be better understood studying it synchronically in the course of
contrastive studies. Such issues as the differences in the phonetic composition of sound
imitative and sound symbolic words, relationships between the acoustic forms of the signifiers
and associations such words induce in the minds of representatives of different linguistic and

cultural backgrounds will be addressed in greater detail in the Doctoral Thesis by contrasting



the manifestations of directly and indirectly phonologically iconic units in three working

languages: English, Latvian and Russian.
Topicality of the Research

Nowadays, linguistic iconicity in general and phonological iconicity in particular has become
the focus of interest of specialists in many interdisciplinary fields, which have emerged
making efficient use of the research methods and principles of such areas as psychology,
linguistics, neurology, behavioral studies, neuropsychology, cognitive science, semiotics,
advertising and promotion, information technologies, and neurolinguistic programming.
Iconicity as an aggregate of universal tools is increasingly applied to transcend national and
cultural borders in communication. The interest in the applied use of the research results on
various forms of linguistic iconicity is constantly growing promoted by economic, social and
communication considerations thus making the theoretical foundation for the applied use of

phonological iconicity a very wide and perspective field of research.

Globalization of world manufacturing and consumption, transnational integration of markets
and internationalization of entrepreneurial activity have brought about the need for the
development of global brands, conditioning the necessity to transfer information across
various linguistic communities. Taking into consideration that various linguistic and lingua-
cultural communities may be characterized by various degree of linguistic distance, it is rather
challenging to create brand names, brand images and advertising slogans perceived and
favorably interpreted by speakers of different languages and representatives of different
cultures. In essence, marketing specialists have to consider cognitive, semiotic and linguistic
features to be inherent in a brand and slogan meaning, which can be common to as many
lingua-cultural communities as possible, in order to ensure successful promotion of
commodities. Names of the companies and products, slogans, statements that are aimed to
induce certain predictable reaction of a recipient are analyzed from the phonosemantic
perspective in various scientific, popular-scientific and popular media. Taking into account
the globalization tendencies in business, the need for international marketing of products, and
growing amount of translation activity, the contrastive study of manifestations of

phonological iconicity appears topical as it may yield valuable theoretical and applied results.



The Novelty of the Research is conditioned by the following considerations:

1.

The present research is the first attempt to develop a comprehensive framework for
contrastive analysis of phonological iconicity in English-Latvian-Russian language
combination; the results of this analysis may have high added value in such fields as
international marketing, entrepreneurship, and cross-cultural and translation studies;
Having considered six different typologies of phonological iconicity, the author
develops a new classification of the types of phonological iconicity reconciling the
linguistic and semiotic approaches to the categorization of this phenomenon.

A special type of phonological iconicity — contextual phonological iconicity — is
proposed; it is manifested at the suprasegmental level when the purposeful
arrangement of non-iconic linguistic units allows communicating meaning on the
iconic ground.

Having considered the existing inconsistencies in the use of terminology in the English
language, the author proposes a detailed conceptual framework to be used in further
research on phonological iconicity. This conceptual framework may be further
adopted to reconcile the respective field terminology in the Latvian and Russian
language.

Having analyzed the phonological aspect of authorial rhetoric, the author proposes the
guidelines for dealing with manifestations of phonological iconicity in translation of
expressive texts if it is required by the skopos of translations and translation task.
Contrastive analysis of the manifestations of phonological iconicity within the
English-Latvian-Russian language combination has been performed, which resulted in
the development of a tri-lingual glossary of sound imitative words that may be further
used as a tool in student training in such fields as lexicology, contrastive language

studies, and translation studies.

The Aims of the Research:

to study phonological iconicity in contrastive perspective as both linguistic and
semiotic phenomenon using a cross-disciplinary approach to its analysis and

classification;



e to identify and classify universal, relatively universal and language specific properties
of sound iconic words and sound clusters in English, Latvian and Russian;

e to identify, describe and formulate a definition for the concept of contextual
phonological iconicity;

e to develop a detailed classification of the types of phonological iconicity to form a
comprehensive theoretical basis for the study of this phenomenon in the working

languages.
The Tasks of the Research

e to study the validly and scope of the theory of arbitrariness of linguistic sign in order
to provide theoretical foundation for the contrastive study of phonological iconicity in
three working languages;

e to reconcile the terminological framework to be used as the basis for further research
on various forms of linguistic iconicity and phonological iconicity in particular;

e to consider the challenges occurring in translation of expressive texts if the
phonological aspect of the authorial rhetoric should be sustained in translation and to
develop the guidelines for dealing with such challenges;

e to analyze the role of phonological iconicity in developing brand names and
advertising slogans as a means of causing predictable behavioral responses of the

recipients, both intralingually and in the process of localization.

The hypothesis of the research: The variety of expressive resources of the language based
on the principles of phonological iconicity are increasingly used in persuasive or manipulative
monolingual and multilingual communication practice, which requires addressing
phonological iconicity as both linguistic and semiotic phenomenon, thus creating the
necessary basis for understanding its psychophysiological foundation, which in its turn allows
developing more efficient forms of communication that may successfully transcend linguistic

and cultural borders.
The subject of research: phonological iconicity in contrastive perspective

The object of research: sound imitative and sound symbolic systems of the English, Latvian

and Russian language



Theoretical framework of the research

Theoretical framework of the Doctoral Thesis is based on the works of many prominent
authors dedicated to the study of different types of iconicity as linguistic, semiotic and
phonosemantic phenomena: O. Jespersen, E. Sapir, B. Whorf, R. Jakobson, Ch. Peirce, E. R.
Anderson, S. Voronin, M. Bréde, M. Danesi, L. de Cuypere, M. Dingemanse, W. Dressler, A.
Fischer, O. Fischer, M. Ninny, L. Hinton, J. Nichols, J. Ohala, K. Masuda, W. No6th, D.
Bolinger, W. Croft, G. Diffloth, D. Kies, P. Perniss; synesthesia: B. Balla, R. Cytowic, S.
Day, M. Sakamoto, A. Utsumi, M. Dixon, L. Marks, K. Emmorey; translation studies: J.
Lambert, G. Toury, A. Chesterman, A. Veisbergs, B. Hatim, I. Mason, Ch. Nord, A.
Lefevere, K. Reiss, M. Baker, Ch. Schiffner, and many others.

Methodological framework of the research

The main methods of analysis employed by the author of the Doctoral Thesis include both
quantitative and qualitative contrastive analyses, including phonosemantic analysis and
qualitative evaluation, performed examining the sample of 120 English sound imitative words
and their counterparts in Latvian and Russian, the sample has been designed using NVivo 11
software query functions extracting all sound imitative words used in the analyzed source text
— “Lord of the Rings” by J.R.R. Tolkien; statistical data analysis performed on 117 English
sound iconic stems, 118 Latvian sound iconic stems and 85 Russian sound iconic stems;
semiotic analysis, content and context analysis, including cognitive pragmatic analysis, text
analysis and analysis of authorial rhetoric, considering the manifestations of direct and
indirect phonological iconicity analyzing expressive and operative texts, namely, fiction and
advertising copy and slogans. The slogans were retrieved from databases
www.adslogans.co.uk and textart.ru, listing slogans in English and Russian, as well as a
variety of printed and online resources; the slogans in the Latvian language have been
handpicked from authentic texts: online and printed advertisements, billboards and posters, as

well as radio and TV commercials.
The theoretical significance of the research

The theoretical significance of the research is determined by the necessity to develop a
comprehensive approach to the analysis of phonological iconicity as both linguistic and

semiotic phenomenon in contrastive perspective, the necessity to elaborate the classification



of the types of phonological iconicity to meet the requirements of the contemporary
interdisciplinary research, as well as the need to reconcile the terminological framework in the

given field.
The practical significance of the research

1. The guidelines for dealing with the challenges occurring in translation of expressive
texts if the phonological aspect of the authorial rhetoric shall be transmitted in
translation can be recommended for application within the course on translation theory
and practice;

2. The results of analysis of the application of phonological iconicity in composition,
promotion, and localization of adverting and motivational slogans can be used within
the courses on sociolinguistics, communication studies, cross-cultural communication,
and international marketing;

3. A tri-lingual glossary of sound imitative words compiled within the framework of the
following work can be applied by specialists in various fields working within the
English-Latvian-Russian language combination;

4. The findings of the present Doctoral Thesis concerning phonological iconicity may be
used as a foundation for further investigations on the issue in contrastive perspective

in the working languages.

The approbation of research results

Constantly developing and updating the knowledge base, the author of the Doctoral Thesis
actively participates in the international networking events dedicated to the research on
iconicity, translation studies and other matters within the scope of her research interests. The
research findings have been presented at 14 international conferences and symposiums,
reflected in 10 publications two of which are included in the core collection of the ISI Web of
Science database, and one in ERIH+ database. The research results have been integrated into
the curricula of such study courses delivered by the author at the Institute of Applied
Linguistics, Riga Technical University, as “Introduction to Linguistics”, “Lexicology and
Stylistics”, “Reading and Interpretations of Professional Literature”, and “Cross-Cultural

Aspects of the Language”.
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The Content and Volume of the Doctoral Thesis

The volume of the Doctoral Thesis “Phonological Iconicity in Operative and Expressive

Contrastive Perspective” is 184 pages, not including appendices. It consists of the

Introduction, six parts, Conclusions, Bibliography containing 254 entries, and three

appendices.
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Part 1 “Linguistic Iconicity in Synchrony and Diachrony” provides an overview of the
existing body of research on linguistic iconicity in general and phonological iconicity in
particular considering both historical approaches to the study of this phenomenon and the
contemporary research in the field. Linguistic iconicity is considered within the semiotic
approach to the study of language as a phenomenon observed at various levels of language
organization, starting with phonological level, at both sub- and suprasegmental level,
morphological, lexical, and textual level. The part also provides the description of three
principles of iconicity: the quantity principle, the markedness principle and the proximity

principle.

Part 2 “Phonosemantic Approach to the Study of Phonological Iconicity” addresses
phonological iconicity within the phonosemantic approach, considering the principles, aims,
and laws of Phonosemantics. Properties of sound imitative words and their typology are
presented. The part also provides insights into the theory of sound symbolism, referred to as
indirect phonological iconicity covering such aspects as features, typology, the sound iconic
function of sound symbolic words and phonoesthemes. Part 2 is aimed at the establishment of
the theoretical framework for the practical analysis of the sound iconic systems of the English,

Latvian and Russian languages to be performed in Part 3.

Part 3 “Sound Imitative Systems in English, Latvian and Russian: Contrastive Analysis”
is dedicated to the quantitative and qualitative contrastive analysis of sound imitative systems
of the working languages, presenting the statistical survey of all cases of sound imitation as
appearing in the source language text analyzed in Part 5 — “The Lord of the Rings”. The
survey includes the inventory of sound imitative words (SIWSs) appearing in the text and their
Latvian and Russian counterparts, and the information on the frequency of their appearance in
the original text. The quantitative data on the English, Latvian and Russian SIWs are
presented and interpreted in order to classify the SIWs reaching certain conclusions on the
similarities and differences of SIWs in the English, Latvian and Russian languages as well as

on the specific features of their phonetic construction and phonotactic distribution.

Part 4 “Phonological Iconicity in Translation” provides insights into the theory of translation
in general, addresses the issues of sustaining stylistic effects caused by the application of

manifestations of phonological iconicity in translation and discusses the approaches to translation
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of expressive and operative texts. A sample contrastive analysis of the localized versions of

slogans in the working languages is presented.

Part 5 “Phonological Iconicity in Expressive Texts” is dedicated to the analysis of the
application of the manifestations of phonological iconicity in expressive texts. It also discusses
the challenges associated with the rendition of phonetic stylistic effects in translation of
expressive prose. The part presents a review of the literary work chosen as the medium for the
contrastive analysis and its translation versions assessed in terms of functional translation theory.
In order to analyze and illustrate the strategies and methods translators might use in order to
transmit the phonological aspect of the source text author’s rhetoric from one language to
another, the prominent work “The Lord of the Rings” by J.R.R. Tolkien and its translation

versions have been selected.

Part 6 “Phonological Iconicity in Operative Texts” deals with the analysis of advertising and
motivational slogans in contrastive perspective with an aim to consider the opportunities and
limitations in localization of marketing and inspirational messages across the working languages
(English, Latvian, and Russian). The slogans included in the sample are created employing at
least one instance of phonological iconicity, for example, alliteration, assonance, rhythmical
arrangement of the utterance accompanied by other forms of iconic meaning representation; thus,
they present a perfect medium to establish universal, relatively universal and language-specific

manifestations of phonological iconicity in operative texts.
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Part 1. Linguistic Iconicity in Synchrony and Diachrony

Traditionally, within the Western linguistic thought, linguistic iconicity was considered a
marginal linguistic fact. Some scholars analyzed particular manifestations of iconicity in
language considering the differences between iconicity and other linguistic phenomena, and
treated it accordingly, with fascination and true scientific curiosity towards a phenomenon so
unusual (cf. Humboldt, 1999). Some, on the contrary, considered the unique nature of
iconicity its drawback. Sound symbolism, sound imitation and onomatopoeic interjections
were considered an anomaly rather than an integral element of the language system. The most
radical proponents of arbitrariness of the linguistic sign doubted the status of linguistic
iconicity in general, i.e. treated it as a non-linguistic phenomenon (cf. de Saussure, 1977).
Only in the 20™ century, linguistic iconicity was recognized as an integral element of the
language system, as a linguistic phenomenon in its own right, moreover, as a language

universal (cf. Jacobson and Waugh, 1987; Fisher and Nanny, 1999; Dingemanse et. al, 2015).

Such diverse attitudes towards the phenomenon in question consequently resulted in the
variety of approaches to its study and analysis. Linguistic iconicity was studied within the
framework of numerous sciences and disciplines such as phonetics, semantics, stylistics,
etymology and even anthropology. Such lack of consistency created the situation that only
one facet or feature of the phenomenon was discussed at a time, and that did not really
facilitate the understanding of its nature. Finally, in the second part of the 20" century, a new
integral discipline of Phonosemantics was established. The aims of the new discipline are to
position linguistic iconicity within the system of language, to study the language phenomena
at an entirely new level of the hierarchy of the language, i.e. at the level between phonetic,
morphological and lexicological planes of expression, and to work out consistent methods of
analysis and a typology, which are to serve as tools in the study of linguistic iconicity.

Many prominent scholars addressed the issues of phonological iconicity and such phenomena
as onomatopoeia and sound symbolism in relation to questions connected with the genesis of
the language, etymology, expressiveness of speech and motivation of a linguistic sign. The
present part provides an overview of the existing body of research on linguistic iconicity in
general and phonological iconicity in particular considering both historical approaches to the

study of this phenomenon and the contemporary research in the field.

15



1.1. Motivation and Arbitrariness of Linguistic Sign: Opposing Views

1.1.1. Classical Period

The relation between sound and meaning of a word attracted attention of philosophers more
than 2,000 years ago and the argument concerning the issue of motivation of a linguistic sign
is still ongoing. The origins of the debate are traditionally traced back to Plato’s Cratylus, the
dialogue between Cratylos and Hermogenes concerning the nature of names: whether a word
acquires a meaning by nature (physei) or by convention (thései). There is sufficient evidence
to support both points of view, however, certain contradictions still remain. Indeed, if there
were a natural connection between the word and its meaning, if languages came into being out
of inherent necessity or ‘nature’, languages would not be so numerous and various, and such
phenomena as polysemy and synonymy would not exist. On the other hand, if nomination in
language occurred only by convention, certain iconic phenomena would not display a
consistent and at times even universal pattern across the languages. At the end of the famous
dialogue, Plato for and on behalf of Socrates concluded that in language both norms —
imitation and convention — are at work, and that point of view was adopted for several

centuries (cf. Berezin, 1969: 7).

In the course of time, the attitude to the phenomenon in question greatly varied depending on
the dominating ideas concerning the issue of motivation in language persistent in a definite
period of time. Proponents of Conventional School as well as scholars who fully supported
the principle of arbitrariness of a linguistic sign either preferred to ignore the existence of
onomatopoeia and sound symbolism, or maintained that onomatopoeia and sound imitating or
symbolic interjections are non-linguistic phenomena as such. At the same time, supporters of
Natural School in Ancient Greece used the fact of the existence of onomatopoeic and sound

symbolic words as the key argument to confirm their point of view.

In the forthcoming centuries, throughout the history of the study of language, opinions on the
matter mediated between two extremes: the belief, particularly popular in the Middle Ages,
that all words have inherent connection to the objects they denote, the connection established
in some ‘divine’ way, and a total denial of any primary motivation of a linguistic sign at the

turn of the 19" century.

16



1.1.2. Phonosemantic Ideas in 17th-19th Centuries

Along with the rise of interest towards the nature of language and the role of language in
human communication, such scholars and philosophers as St. Augustine, Thomas Aquinas,
J.J. Rousseau, R. Descartes, G.W. Leibniz and I. Herder addressed the problem of motivation
of the language. However, the second really spectacular rise of interest towards the issues of
sound symbolism and onomatopoeia occurred only in the 19" century along with the growing
interest towards linguistic matters in general. Both representatives of Comparative-Historical
School and Neo-Grammarians, being respectively concerned with etymology and the laws
governing phonetic shifts, could not ignore the problem. Many important observations were
made in the works of early researchers of linguistic iconicity; however, methods of research
were not consistent, and they ascribed too much importance to the principle of sound

imitation.

The issue of primary phonetic motivation of words was also considered in the context of
analysis of the origin of language. Three out of six well-known theories concerning the origin
of language, namely, bow-wow, pooh-pooh and ding-dong theories are based on the premise
that language originated as some form of imitation of natural sounds or onomatopoeia, or as a
result of corporeal involuntary sound symbolism (cf. Yule, 2014: 2-4 with the reference to
Jespersen, 1922). O. Fischer (1999: 345) notes to the point, “it seems to be accepted by most
linguists that the iconic drive or instinct is very strong in language users and that indeed

language, both phylogenetically and ontogenetically, started/starts off iconically.”

W. von Humboldt is one of the scholars who commented on the subject and whose views
were quoted and contested for more than a hundred years after they first had been presented.
His observation that “there is a certain connection between a sound and its meaning but it is
rarely possible to describe the nature of this connection in full, that we often can only guess
what this nature is and in most cases we have simply no idea about it” (cf. von Humboldt,
1990: 16) has been repeated by many scholars. Some of his ideas have been reconsidered in
the 21% century, his notes concerning the nature of denotation, namely, imitation, symbolic
representation and analogy, as well as his observations concerning the inevitability of
approximation of any imitation of a natural sound conditioned by objective constraints set by
human articulation were developed by other scholars (cf. Skalichka, 1990: 112; Boponus,
1982: 87). Sidhu and Pexman (2017) pay tribute to von Humboldt (1836: 73) quoting as they
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call it “elegant” definition of what sound symbolism is, “cases in which sounds produce for

the ear an impression similar to that of the object upon the soul”.

1.1.3. Iconicity within Structuralist, Psycholinguistic, and Cognitive Approach to the
Study of Language: The 20th Century

The next significant wave of interest towards iconic elements of language rose around the turn
of the 20" century. Onomatopoeia and sound symbolism were discussed in relation to the
question of the motivation of a linguistic sign. Such proponents of the theory of arbitrariness
of a linguistic sign as W. Wundt, E. Sapir, O. Jespersen and L. Bloomfield addressed the
issues of onomatopoeia and sound symbolism in particular and made many noteworthy
observations and discoveries concerning the iconic or, as they referred to it, descriptive,
nature of certain sounds and sound clusters. At the same time, the widely recognized founder
of the contemporary linguistics, F. de Saussure disregarded the significance of such
phenomena as onomatopoeia and sound symbolism. Moreover, he considered onomatopoeia a
non-linguistic phenomenon as such and denied the existence of any natural connection

between sound and meaning whatsoever (cf. de Saussure, 1977).

The 20" century brought about new ideas and new approaches to the issue under discussion.
The dominating principle of arbitrariness of a linguistic sign was contested and found
arbitrary itself. Such scholars as V. Pisani, E. Benveniste, Ch. Bally and many others argued
that certain relationships between phenomena and words denoting them can be established,
and that a considerable part of the words of the vocabulary have primary (phonetic)
motivation, which is either explicit, or can be traced back by means of etymological analysis.
Echoing Plato, scholars agreed that there is no definite answer to the question whether words
acquire meaning following the principle of imitation, the principle of analogy or convention

as all these principles are at work.

Jespersen may be considered the founder of the theoretical study of sound symbolism. Many
of his findings and particularly his classification of sound symbolic words provide the basis
for the study of this phenomenon nowadays. Bloomfield also classified sounds and sound
clusters, or, as he referred to them following J. Firth (1930/1964), phonoesthemes, in relation
to their connection to the meaning of word roots (Bloomfield, 1990: 133-136). The typology

of sounds and sound clusters in relation to meaning they may ascribe to the lexical items
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containing them will be referred to in Chapter 2.3. It should be noted though, that Bloomfield
considered sound symbolism too marginal, too anomalous, and claimed that the analysis of
such a linguistic fact as root forming morphemes would inevitably be incomplete and
inaccurate. He believed that it was due to the fact that phonetic similarity of a certain sound
in certain words might be considered a certain language form only if it was accompanied by
semantic similarity. In his opinion, there were no criteria available, which could be applied for
determining and measuring such similarity (ibid, 136).

Another seminal study laying foundation for further analysis of phonological iconicity was
performed by Westermann, who classified onomatopoeic and sound symbolic words of West
Sudanian languages with respect to acoustic characteristics of phonation-denotants.
Westermann considered that the following acoustic characteristics determine the shades of
meaning of sound imitative words: reduplication, tone frequency, quality and quantity vowels,
i.e. their intensity and duration, and tenseness of consonants. He found that high tones, light
vowels and voiceless consonants were used to represent smallness, clearness, and speed, and
that low tones, dark vowels and voiced consonants were used to represent large size, dullness
and slowness (Westermann, 1990: 98-106). However, the scholar did not consider what effect

these characteristics may have on meaning if they are combined.

Linguistic iconicity in general and phonological iconicity in particular was not treated as an
integral sub-system within the general system of language. Consequently, there was no
consistent approach to the study of linguistic iconicity at the theoretical level within the
framework of the general study of language. The above-mentioned authors and many other
scholars writing on the subject did not even distinguish between sound imitative and sound
symbolic words in their attempt to provide a classification of iconic sounds and sound

clusters.

Since the development of the theory of arbitrariness of a linguistic sign, there have been
numerous attempts to contest it. Many scholars discussed the issues of motivation of a
linguistic sign and of the existence of certain connection between the sound and meaning in
an attempt to work out a consistent approach to the study of the phenomenon in question. For
example, Westermann (1990: 98) in his research on the matter of the connection between
sound, tone and meaning in West-Sudanian languages maintained that although there had
been many attempts to establish the relations between sound and meaning, these attempts had
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not always been successful, also due to the opinion held by the linguists of the time who
resisted such attempts, doubted or rejected them entirely, as such ideas were seen as
dilettantism. But in Westermann’s opinion, this attitude was not the evidence that such

connection did not exist, and that under certain circumstances it could be proved.

Among other linguists who both contested the theory of arbitrariness of a linguistic sign and
maintained that there is more to the nature of denotation than just convention were E.
Benveniste, Ch. Bally and R. Jakobson. In general, within the structuralist approach to the
study of language, Jakobson made a significant contribution to the understanding,
classification, and definition of the phenomena pertaining to linguistic iconicity. Many of his
studies (e.g. Jakobson 1942, 1965, 1987, 1987 in cooperation with L. Waugh, 1990a, b, c)

provide the basis of the entire current research in the field.

On the whole, after the theory of arbitrariness of a linguistic sign was challenged, attempts to
establish a consistent approach to the study of linguistic iconicity in its connection to the
problem of the motivation of a linguistic sign as well as in connection to the study of
expressive potential of language occurred at a much wider scale. Nowadays, it has been
recognized that linguistic phenomena cannot be ultimately classified within a dichotomy of
arbitrariness and non-arbitrariness, but rather on a scale between the two extremes as
individual words can contain both arbitrary and non-arbitrary elements. These studies have
provided sufficient empirical data for research. Comprehensive analysis of literature on the
history of research on various forms of linguistic iconicity was provided by Jakobson and
Waugh (1987) and L. de Cuypere (2008) covering the period from Plato to the end of the 20™

century.
1.1.4. Contemporary Research on Linguistic Iconicity

At present, the ongoing debate on either arbitrary or motivated nature of a linguistic sign is
virtually in the same stage as it used to be in the times of Plato, that is, both convention and
naturalness are considered to be at play and have their advocates and contenders. Considering
modern findings of cognitive sciences and neuropsychology, it has been recognized that
although nomination in language is largely arbitrary, many linguistic structures are essentially
non-arbitrary, as arbitrariness of their nomination is complemented by iconicity and
sistematicity (statistical regularities in forms predict functions) (cf. Dingemanse et al., 2015:

603). Approaching the issue of arbitrariness, systematicity and iconicity in language,
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Dingemanse et al. conclude that form-to-meaning correspondences in vocabulary structures
perform different functions, “systematicity facilitates category learning by means of
phonological cues, iconicity facilitates word learning and communication by means of
perceptuomotor analogies, and arbitrariness facilitates meaning individuation through
distinctive forms.” (ibid. emphasis added), thus supporting the findings of Jespersen,
Jakobson and de Cuypere. Belitskaya suggests that nowadays iconicity is analyzed as a
procedural and gradual phenomenon, whereas the relationships between arbitrariness and
motivation — as complementary (cf. beaunkast, 2014: 67). In his turn, de Cuypere opines that
linguistic iconicity essentially is the manifestation of linguistic cognition (de Cuypere, 2008:
174).

In the last 20 years, numerous studies have been published advocating the principle of non-
arbitrariness in language and presenting new evidence on the existence of stable recurrent
connection between form and meaning at morphological, syntactic, and discursive level (cf.
Givon, 1984; Croft, 2003; Haiman, 2008: 35 — 37).

Nowadays, the study of iconicity in language has been extended to comprise various other
forms of iconicity, including sign language, behavioral and neurological reactions to iconicity.
Dingemanse et al. (2015) provide a comprehensive review of the existing research on the
range of iconicity-related issues, noting on the proliferation of studies in these fields, “A
prolific area of research investigates the possibilities and limits of such iconic form — meaning
mappings through behavioral experiments involved controlled non-words. The best known
examples come from studies showing that people consistently match rounded and angled
shapes to novel words such as ¢ baluma’ and ° tukeetee ’, or ‘bouba’ and ‘kiki’ respectively.”
(Dingemanse et al., 2015: 609 — 610). In general, the use of non-words, that is, de novo words
created artificially based on the principle of iconicity, has experienced the rise of interest
since the first experiments conducted by W. Kohler in 1929 (see Tamariz et al. 2017 for
comprehensive discussion). In their experimental study, Tamariz et al. (2017) have
demonstrated that participants of experiments have employed a consistent pattern in relating a
sound (signifier) of a new non-word with the graphic representation of an object (signified),
classifying the signified objects with regard to the degree of their spikiness or roundness
(bouba-kiki effect). As a result of the study, the researchers suggest that something in the

communicative interactions drives iconicity, and iconicity may be increased when the
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speakers introduce innovation in communication and when the listeners adopt innovations that
increase iconicity (ibid, 12 — 13). A comprehensive study was carried out by Perlman et al.
(2015) analyzing whether based on the principles of iconicity people can generate vocal
communication systems similar to gestural systems employing what the scholars called
‘vocal’ charades (novel vocalizations, iconic de novo non-words) in experiments. Their
results allow concluding that the meaningfulness of novel vocalizations derives from iconicity
(Perlman et al., 2015: 1, 15). Similar studies have been conducted by Maurer et al. (2006) and
Nielsen and Rendall (2011).

Recent research on the role linguistic iconicity plays in cognitive processes covers a wide
range of topics, for example, sound iconic associations as a factor affecting articulation,
actions, and behavioral patterns (Vainio et al., 2013, 2016; Rabaglia et al., 2016), iconicity in
language acquisition as a factor affecting mnemonic processes (Nygaard et al., 2009;
Lockwood et al., 2016; Preziosi and Coane, 2017), and categorization (Lupyan and Casasanto,
2015).

Numerous recent studies are dedicated specifically to the study of the size symbolism in
different languages developed on the premises laid down by Sapir (1929), Jespersen (1964),
and Ultan (1978), who maintained that almost 90% of the languages he considered in the
study displayed the presence of size symbolism for diminutive marking using high front
vowels. For example, Ohala (2006) analyzing the link between intonation pattern and the
shape of the signified object made conclusions on the link between the two; Diffloth (2006)
studied the /i/ and /a/ opposition in one of the Vietnamese languages; Shinohara and
Kawahara (2010) in their experimental study analyzed size symbolism in four languages —
Chinese, English, Japanese, and Korean — having established a strong correspondence; Ohtake
and Haryu (2013) conducted similar experiments with regard to the Japanese language;
Stolarski (2015) analyzed the symbolism of /i/ and /a/ in the Polish language; Kawahara,
Shinohara and Grady (2015) continued studying the sound-shape relationships; Nobile (2015)

analyzed shape-sound symbolism in French.

In the last decade, a number of experimental and instrumental studies addressing the nature of
iconicity, relationships among various forms of iconicity (e.g. between gestural and linguistic,
graphical and linguistic), implications iconicity may have in language acquisition and sign
language development, iconicity in cognitive modeling, etc. has been growing (e.g.
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Monaghan et al. 2011; Meir et al. 2013; Dingemanse et al., 2015; Perlman et al. 2015; Perri
et al. 2015; Verhoef et al. 2015; Tamariz et al. 2017). In their review of the current research
on linguistic iconicity, Sidhu and Pexman (2017: 2) note that in 2016 alone a total of 193
papers on the issues of iconicity and/or sound symbolism were published, which attests the

growing interest towards the subject.
1.1.5. Research in Contrastive Phonetics and Phonology: English/Latvian Language Pair

In Latvia, there has been a constant and growing interest in the issues of phonetics and
phonology of the Latvian language. There is a significant body of research in the area. A
number of the prominent scholars addressing the issue can be mentioned, for example, such
researchers as E. Liepa (1979), A. Laua (e.g. 1997), D. Markus (e.g. 1999, 2000, 2014) and J.
Grigorjevs (e.g. 2000).

Contrastive studies dedicated to various forms of linguistic iconicity appeared in the last
decade of the 20" century, but the foundation for this research was laid in the 1950s, when the
first studies analyzing phonetic systems of the Latvian and English language were published.
Significant contribution to the establishment of the basis for further contrastive research in
this language pair was made by M. Vecozola, who starting with her PhD thesis developed in
1953 published a number of works on the subject: contrastive analysis of English and Latvian
vowels (1954); analysis of English and Latvian consonants (1956); analysis of English and
Latvian vowels and methodological guidelines on their pronunciation in second language
acquisition (1957); analysis of English and Latvian diphthongs (1959, 1961); analysis of
English and Latvian syllable distribution (1960, 1976); contrastive analysis of stress and
intonation patterns in Latvian and English ((1968); contrastive analysis of English and
Latvian sonorants (1976). M. Neilande (1960, 1961, 1964) made a considerable contribution
to the contrastive analysis of English and Latvian diphthongs. V. Gurtaja conducted
contrastive research in English and Latvian consonants (1973) focusing her attention on the
contrastive analysis of English and Latvian voiceless explosives (1976a, 1976b, 1977, 1977,
1979, 1985). M. Bréde studied various phonetic aspects in contrastive perspective in the
considered language pair: syllable pronunciation in second language acquisition (1975);
sonorant articulation and duration (1976, 1979, 1981, in cooperation with M. Vecozola 1979,
in cooperation with V. Gurtaja 1988); general issues of contrastive research in English and

Latvian phonetics and phonology (2014).
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M. Bréde was the first scholar to address the issues of phonological iconicity in the English/
Latvian language pair and laid the foundation for further search in this field (1997, 1999a;
1999b), which has become the basis for research in the present Doctoral Thesis as well.

1.2. Linguistic Iconicity as a Semiotic Phenomenon

1.2.1. General Considerations

Nowadays, linguistic iconicity as a semiotic phenomenon is studied within the semiotic
approach to the study of language as a specific instance of iconicity, or one out of three types
of signification within the general study of semiotics. Analysis of linguistic iconicity within
the general study of semiotics has gone a long way from mere recognition of iconic
foundation of onomatopoeia (cf. Jespersen, 1964) to a comprehensive research of various

manifestations of iconicity in language and literature (cf. Nanny and Fischer, 2001).

Linguistic iconicity is a phenomenon that can be observed at various levels of language
organization, starting with phonological level, at both sub- and suprasegmental level,
morphological, lexical, and textual level. Thus, iconicity is pervasive in language, and it may
be manifested in a range of forms, which are not always recognized as being primarily iconic
because in the course of use they have acquired indexical and symbolic characteristics.
Explaining the nature of iconic sign, Néanny and Fischer maintain, “[ ...] a ‘sign’ (which may
be a word or an assemblage of words) is said to mime the object or thought that the sign refers
to when something in the sign (be oral/aural or visual) reflects something in the object that is
figured by it (its ‘referent’)” (Ndnny and Fischer, 2006: 462).

The founder of the contemporary semiotics, Ch. Peirce developed a classification of the types
of signs grouping them into icons, indexes, and symbols. Defining icons as a special type of
signs, he introduced a term hypoicon, “[...] a sign may be iconic, that is, may represent its
object mainly by its similarity, no matter what its mode of being. If a substantive be wanted,
an iconic representamen may be termed a hypoicon” (Peirce, 1958, v2: 276). He classified
signs into three classes further divided into 10, 28, and 66 classes of signs. Three basic types
of icons include images, or instantiated icons of immediate, apparent or superficial qualities,
diagrams, or hypoicons whose similarity with their objects is mostly based on shared
structural or relational qualities, and metaphors that correspond to instantiated icons of habits,

conventions or laws (cf. Farias, Queiroz, 2003). Studying iconicity as a semiotic phenomenon
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on the premises laid by Peirce, N6th notes that the immediate object of the sign presupposes
prior acquaintance with this object, which means that a sign evokes an image, i.e. an iconic
sign or mental image in the human mind (2001: 25). Quoting Peirce, he maintains, “Since
nothing can be expressed without evoking mental images “every assertion must contain an

icon or a set of icons” (Peirce in N6th, 2001: 26).

Thus, it may be argued that iconicity is a universal phenomenon found in all communication
systems. “[...] iconic signs are [...] omnipresent in language and verbal communication”
(Noth, 2001: 18). The theory of endophoric and exophoric iconicity suggested by Noth, in
essence, does not contradict the theory of arbitrariness of a linguistic sign, but rather
complements it. Introducing the notions of endophoric and exophoric iconicity, the scholar
maintains, “Distinction should be made between iconic ground, which in this case may be
termed endophoric similarity, and iconicity proper. Endophoric iconicity is said to manifest
itself in two complementary ways: either along the syntagmatic or along paradigmatic axis of
language” (Noth, 2001: 23). Belitskaya argues that exophoric (referential) iconicity is
considered within the language structure referring to environment lying beyond the language,
when a linguistic sign is motivated by extra-linguistic phenomena, whereas endophoric
iconicity implies iconic relationships within a language, both at the level of language and
speech (cf. benunkas, 2014: 67).

Peirce noted that although all linguistic signs are to a certain extent conventional/symbolic,
they may simultaneously contain iconic or indexical aspects or even both (cf. Peirce, 1958).
Similar to other signs, linguistically iconic signs may also display indexical and symbolic

features.

Following Peirce, W. Dressler (1992: 5-7) states that UNMARKED or ‘less marked than’ or
‘preferred’ or even ‘more natural than’ linguistic structures and strategies are essentially
iconic, demonstrating that iconicity is subconsciously perceived as naturalness. Reflecting
upon Peirce’s words (1965:276), “The only way of directly communicating an idea is by
means of an icon; and every indirect method of communicating an idea must depend for its
establishment upon the use of an icon.” Dressler concludes, “...thus, the more iconicity a sign
contains, the more natural, more preferred, less marked it is. This establishes the universal
parameter of iconicity (with its subparameters) where iconicity means similarity between

signans and signtum in the mind of the interpreter.” (Dressler, 1992: 7, emphasis added).
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Unmarkedness of various manifestations of iconicity makes them less dependent on the
context, which, in its turn, facilitates their decoding in communication. It may be argued that
the so-called ‘naturalness’ of iconic signs and structures may be the reason why these signs

and structures often have very similar characteristics in various languages.

Until recently, most attention in the research in this field was dedicated to the analysis of
iconicity at the phonological and lexical levels mainly addressing the issues of onomatopoeia
and sound symbolism, however, nowadays, there is a growing volume of research on
manifestations of linguistic iconicity at the morphological level, for example, iconicity of
grammar addressed within a comprehensive study dedicated to the essence of language
(Jakobson,1965), where statements having cased much discussion was made that addition of a
plural inflection (suffix) makes a word longer and thus larger in the perception of the
speakers, iconicity of word formation (e.g. Anderson, 1998; Ungerer, 1999; Piller, 1999);
iconicity at lexical level (e.g. Klamer, 2001; de Cuypere, 2008); iconicity at syntactic, textual
and discursive level (e.g. Dressler, 1992; Whissel, 2000b, Perniss et al., 2010).

Analyzing iconicity as an unmarked textual strategy, Dressler points out that at the textual
level, iconicity is often accompanied by indexicality and that it is not always possible to draw
the line between the two, “Syntagmatic iconicity occurs in repetition, parallelism and
lexical/semantic/syntactic recurrence — all elements which simultaneously presuppose
syntagmatic indexicality (Dressler, 1992: 14)”. Dressler clearly identifies the principle upon
which textual iconicity is based — repetition and recurrence, “[...] with each repetition the new
context helps to disambiguate the intended meaning, i.e. repetition renders the meaning more

transparent” (ibid.)

Reconciling linguistic and semiotic definitions of iconicity, Emmorey (2014) treats relative
iconicity as diagrammatic iconicity in Peircean terms (Emmorey, 2014). These ideas are
supported by Akita (2011), who notes that sound symbolism occurs both at
morphophonological (e.g. reduplication, syllable structure, prosody) and segmental levels
(e.g. vowel heights, labiality, voicing of obstruents). In case it occurs at the
morphophonological level, it may be classified as an instance of diagrammatic iconicity,
whereas if it appears at the segmental level, it is imagic iconicity in Peircean terms (see 1.2.3
for further discussion). “In the psychological tradition, the imagic (or phonosemantic) type of

sound symbolism, which is also an instance of phonetic/phonological iconicity, is often called
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‘sound-symbolic words’ or ‘iconic words’. They illustrate lexical iconicity” (Akita, 2011: 4).
In general, analysis and categorization of the instances of linguistics in terms of semiotics
may eliminate numerous inconsistencies in the use of terminology in the field. This issue will
further be addressed in Chapter 1.3.

1.2.2. Principles of Iconicity

There have been numerous attempts to establish universal principles of iconicity, recognizing
that some linguistic phenomena and structures are not arbitrary. Croft formulated this intuitive
premise as follows, “the structure of language reflects in some way the structure of
experience” (Croft, 2003:102). Among many principles of iconicity, such qualities as
quantity, markedness, proximity, sequence, contiguity and repetition have deserved most

attention.

The quantity principle, alternatively referred to as the economy principle, is the universally
recognized principle of iconicity. Discussing syntactic strategies, Givon (1984: 970) referred
to the quantity principle maintaining that a larger chunk of information will be given a larger
chunk of code, and less predictable and more important information will be given more

coding material.

The quantity principle of iconicity implies that the increase in the quantitative characteristics
of the signifier is the reflection of the increase of the quantitative characteristics of the
signified. Any repetition, reduplication, multiplication of the elements of a linguistic structure

iconically represent increase in quantity of the properties of the object-denotant.

Many iconic linguistic structures are based on this principle: reduplication in onomatopoeia,
use of repeated phonemes in alliteration, assonance and consonance, rhythm, parallel
syntactic structures, etc. O. Fischer states that there is repetition and reduplication at different
linguistic levels, and that various categories of reduplication “may indicate the pervasive use
of a rhythmical form of repetition in language, which is presumably inherent to most of us
(consider the importance of rime, meter, and rhythm, which all are repetitive patters)” (O.
Fischer, 2011, 58).

The markedness principle of iconicity implies that iconic structures are marked, unusual and
uncommon in language (cf. Dingemanse, 2012: 655). Givon (1984: 965) maintains that

“categories that are structurally marked are also substantively marked”. However, not all
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scholars support this point of view (e.g. Dressler, 1992). Marcus and Calude (2010: 23 — 24)
argue that there is not enough evidence to support the universality of the meta-iconic
markedness principle as formulated by Givon. In turn, discussing iconicity in literature,
Nanny and Fischer (2006: 464) argue that iconicity is functional only when it is foregrounded

or marked.

Discussing sound-symbolic strategies, Hinton et al. refer to reduplication (quantity principle)
and markedness as being among three basic ones, “Three overall sound-symbolic strategies
[...]: (1) use of reduplication; (2) marked use of segments that are otherwise uncommon in the
language, and the loosening of distributional constraints that are otherwise strong in the
language; (3) the association of certain types of segments and suprasegmentals with certain
semantic realms” (Hinton et al. 2006: 9). As it will be demonstrated in Parts 5 and 6, in the
majority of cases, iconic structures appear at the word and above-word level as marked or
foregrounded structures, confirming the views of Hinton et al. (2006), Dingemanse (2012),
Preziozi and Coane (2017) and many other scholars that consider markedness an iconic

property.

The proximity principle is another important principle of iconicity. According to Givon, there
are two iconic principles based on this basic one. “(1) Entities that are closer together
functionally, conceptually, or cognitively will be placed closer together at the code level, i.e.,
temporally or spatially. (2) Functional operators will be placed closest, temporally or spatially
at the code level, to the conceptual unit to which they are most relevant.” (Givon 1984: 969 —
970). Thus, linguistic structures placed in proximity iconically point at the proximity of the
denoted objects and their relatedness. This principle is widely applied in composing

advertising slogans (see Part 6).

The sequence principle, or the principle of sequential order, implies that “the temporal order
of events in the conceived world is mirrored in the order of clauses describing them” (Radden
and Dirven 2007: 53), that is, organizing the narrative, the sequence of clauses iconically
represents the sequence of events in the real world. This principle may be considered

subordinate to the proximity principle.

Due to the nature of the phenomena used as the object of the research in the present Doctoral
Thesis, manifestations of phonological iconicity will be discussed in relation to three

principles: the quantity principle, the markedness principle and the proximity principle.
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1.2.3. Conceptual Framework for the Study of Linguistic Iconicity

Linguistic iconicity is a multi-fold phenomenon that appears at different levels of language
organization: phonological, morphological, lexical, syntactic, textual and discursive. In the
existing body of research, various forms of linguistic iconicity are studied separately, not
treating linguistic iconicity as a comprehensive hierarchically organized linguistic system.
This leads to a considerable inconsistency in terminology caused by polysemy and synonymy
of key terms as used by different schools and scholars, overlapping and mismatch of the fields
of reference of the key concepts, different treatment of the same phenomena, etc. This sub-
chapter presents a review of the variety of concepts and terms used to describe the

phenomenon of linguistic iconicity and related concepts.

According to Akita (2011: 4 — 5), inconsistency in the use of terminology lies in the very
essence of the study of iconicity, because the entire notion of iconic word is put to question.
Proposing a phonosemantic definition of iconic words in Japanese, Akita argued that there
had been no successful attempt to define iconic words from a semantic or phonosemantic
point of view, and that attention had mainly been paid to their morphophonological structure.
He also argued that phonosemantic peculiarity of iconic words was not evidently distinct from
regular sound symbolism. The proposed definition is still rather vague, “iconic words have
special sound-symbolic semantics [...] crucially based on their referential specificity as well
as their morphophonological markedness” (Akita, 2011: 5). In general, researchers studying
linguistic iconicity refer to a variety of notions to denote the property of iconic words —
iconicity, mimeticity (the degree to which a word is iconic), motivatedness and prototype (see
Caldwell, 2010: 33).

As it has been mentioned, traditionally research on linguistic iconicity was limited to the
analysis of sound imitation and various forms of sound symbolism, and even in this widely
researched area there is a considerable lack of accord with regard to the conceptual
framework. Considering the studies of manifestations of linguistic iconicity at other levels of
language organization, there is even less agreement on the use of terms, classification and
categorization of the types of iconicity as well as the entire definition of the notion of
iconicity. For example, numerous scholars study sound imitative and sound symbolic words
as instances of ideophony, “a universal or near universal feature of human language”

(Dingemanse, 2012: 655) (e.g. Meier, 1999; Bartens, 2000; Klamer, 2001; Dingemanse,
29



2011), whereas other scholars study these phenomena as manifestations of iconicity in its own
right (e.g. A, Fischer, 1999; Ohala, 2006; de Cuypere, 2008).

Analysis of sound imitative and sound symbolic words as types of ideophones is mainly
performed within the psycholinguistic approach to the study of language. Dingemanse (2012:
654) defines ideophones as marked words depicting sensory imagery characterized by special
sound patterns, distinct grammatical properties and sensory meaning. “ldeophones are
documented to span a range of meanings across different modalities, such as manner of
motion, shape, psychological and mental states, texture, size, luminance, distance and
temporal aspect” (Perlman et al., 2015:3). As it will be demonstrated in 2.3, sound symbolic

words display many properties characteristic of ideophones.

Dingemanse (2012: 659, original emphasis) classifies form-meaning mappings found in
ideophones into three non-exclusive types of iconicity: “imagic iconicity, in which the sound
of the word mimics a sound in the world; gestalt iconicity, in which word structure depicts
event structure; and relative iconicity, in which related forms map onto related meanings”.
Thus, in terms of this approach to the study of linguistically iconic lexis, sound imitative
words are based on imagic iconicity, whereas various types of sound symbolic words are
rather instances of gestalt or relative iconicity (see below). As it may be noticed, there is a
certain mismatch between the approaches of traditional school and cognitive and
psycholinguistic approach to the study of linguistic iconicity. At the same time, Emmorey
(2014) clearly delineates between iconicity proper, or absolute iconicity, and ideophony,
noting that only some ideophones display relationships between form and meaning and thus
are instances of relative iconicity “in which relations between multiple forms resemble

analogical relations between meanings, as in many ideophones”.

There is also certain disagreement on the nature of markedness of iconic elements of the
language. As discussed above, Dressler (1992) considers that iconic linguistic structures are
unmarked and more natural, whereas Dingemanse (2012: 655) defines ideophones including
onomatopoeic and sound symbolic words as marked words that depict sensory imagery, the
structural markedness of which rests in random phonotactic distributions and various forms of
feature harmony. In his view, it is exactly the iconic value of ideophones that makes them

marked, “According to the iconicity proposal, the marked structural features of ideophones
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exist because they have iconic value. This proposal accounts for the many instances of iconic

mappings between form and meaning we find in ideophones.” (ibid, 657, emphasis added).

In their comprehensive research on the current state-of-the-art in the research on iconicity in
general and sound symbolism in particular, Sidhu and Pexman (2017) propose an inclusive
taxonomy of iconicity that may be used as a good reference point in further analysis of

iconicity as a semiotic phenomenon (Fig.1).

Iconicity
/ \
Imagic Diagrammatic
Relationship between one form Relationship between the relationship
and one meaning of form and meaning
Direct Indirect Gestalt Relative
Form directly Form resembles Word internal Between word

resembles meaning via relationship relationship
meaning association / \

Arbitrary Non-Arbitrary
No similarity in form and Similarity in form and
meaning relationship meaning relationship

Fig. 1. Taxonomy of iconicity according to Sidhu and Pexman (2017: 20).

Thus, in semiotic terms, onomatopoeia is an instance of direct imagic iconicity; some
conventionalized forms of sound symbolism fall into the category of indirect imagic iconicity,
for example, size symbolism, light-dark symbolism (low tone for dark, high tone for light),
etc. (see 2.2.3). De Cuypere notes that imagic iconicity is based on the resemblance between
simple qualities, and that this kind of iconic ground may be found in direct phonological
iconicity (cf. de Cuypere, 2008: 115).

As its name suggests, diagrammatic iconicity is based on relational similarity. De Cuypere
argues that in phonological iconicity sounds may enter diagrammatic relations only in

openness Vvs. closeness and proximal vs. distant dichotomies (ibid.). Morphological properties
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of words that may bear symbolic meaning fall into the category of gestalt diagrammatic
iconicity (Sidhu and Pexman exemplify it by the instance when word structure iconically
conveys event structure, e.g., closed syllables evoking end points). Here gestalt is understood
in Hérmann’s terms, “A general Gestalt principle of organization operates equally in things
and sounds, hence the “similarity” between thing and sound. The presence of such Gestalt
principle is a universal human characteristic and occurs in all humans alike.” Relative
diagrammatic iconicity implies relationship between two (or more) words; arbitrary relative
iconicity covers phenomena when similar forms are associated with similar meanings (as in
case of phonoesthemes); non-arbitrary relative iconicity refers to instances in which the
relationship among word forms is similar to the relationship among their meanings (with the
reference to Sidhu and Pexman, 2017: 20, see also N&th, 2001: 5 — 7 for discussion).

Relating the basic types of iconicity with the principles of iconicity (1.2.2), imagic iconicity is
frequently based on the quantity and proximity principles, whereas diagrammatic iconicity is
clearly based on the proximity principle (see de Cuypere, 2008).

Adopting a semiotic approach to the study of linguistic iconicity allows for a wider view on
the phenomenon of iconicity traditionally considered as a form-meaning correspondence; it
also allows accounting for other, less direct forms of iconicity. “Iconicity in language goes
beyond the principle of ‘form miming meaning’ [...] we have to consider an essentially

different kind of iconicity in language which is based on the principle of ‘form miming form
(Nanny, O. Fischer, 2001: 5, emphasis added).

Having analyzed linguistic iconicity as a semiotic phenomenon, it is necessary to define it as a

specifically linguistic phenomenon.

1.3. Phonological Iconicity as an Instance of Linguistic Iconicity

In order to clarify and reconcile terminological apparatus used in the field of research on
various forms of linguistic iconicity and phonological iconicity in particular, classifications of
the forms, types and sub-types of direct and indirect phonological iconicity provided by

different scholars will be presented in this chapter.
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1.3.1. Definition and Types

In terms of Phonosemantics, a direct correlation between the form of a word and its meaning
is seen as a manifestation of linguistic iconicity (see also Trask, 1999: 119). Onomatopoeia
and sound symbolism are seen as instances of phonological iconicity. At the same time, in
other sources the term ‘sound symbolism’ is used as a parallel term for ‘phonological
iconicity’. Sound symbolism is referred to as a direct association between the form and
meaning of language, and onomatopoeia and phonaesthesia, which is defined as a direct
sound/meaning correspondence, are seen as instances of sound symbolism (Crystal, 1994:
299, 360; Katamba, 1994: 41-43; Trask, 1999: 188). In psycholinguistic perspective, Sidhu
and Pexman (2017: 1, 6) define sound symbolism as “an association between phonemes and
stimuli containing particular perceptual and/or semantic elements”, thus establishing a clear
link between the plane of phonetic expression and semantic content. As it may be noticed,
there is a certain overlap in definitions of terms: phonological iconicity and sound symbolism
are both used as labels for one phenomenon and sound symbolism and phonaesthesia are used
as labels for another. Moreover, sound symbolism may appear at different levels in the
conceptual framework of the classification of the related phenomena — it may be a head term
at the top of the taxonomy including a range of hyponymic concepts, simultaneously, it may
be subordinated to another head concept (ISA relationships). In the following sub-chapter,
classifications of various types of phonological iconicity are considered to develop a working

classification to be used in the present Doctoral Thesis.

In general, there is more agreement in the academic community on the issue of onomatopoeia,
whereas the definition and categorization of sound symbolism still remain largely
controversial issues. Historically, sound symbolic words were discussed as ‘sound gestures’
(Wundt, 1990: 74), ‘vocal images’ (Lautbilder) (Westermann, 1990: 100), ‘expressive words’
(Grammon, 1990: 177), ‘descriptive words’ (Hakulinen, 1990: 126), ‘aural images’ (Rhodes,
2006), which may cover a broad range of phenomena, including phonemes, phoneme clusters
(phonoesthemes and submorphemes). Hinton et al. (1994) argue that prosody also falls into
this category, and this opinion has recently been gaining support (e.g. Dingemanse, et al.,
2016).

Thus, there is a range of definitions and terms suggested by different scholars to denote direct

sound imitation, e.g. Hinton et al. (2006) place onomatopoeia into the category of imitative
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sound symbolism, whereas Fischer (1999) classifies it as an instance of phonological iconicity
— auditory iconicity. If seen as a stylistic device or a particular lexical phenomenon,
onomatopoeia is defined as verbal imitation of sounds of the environment by means of a

particular language.

Before the re-emergence of interest in the issues of iconicity in communication and linguistic
iconicity in particular, onomatopoeia was generally considered to be a manifestation of sound
symbolism rather than a specific linguistic phenomenon that is not subordinate to sound
symbolism, but rather being at the same level in the taxonomy of the iconic elements of the
language. For example, Trask (1999: 188) defines sound symbolism as “an attempt at
constructing a word whose sound directly conveys (some aspect of) its meaning.” He defines
onomatopoeia as the most familiar type of sound symbolism, and phonaesthesia as its less
common type. Thus, the taxonomy of sound symbolic phenomena, according to Trask, may
be represented as follows (see Fig. 2):

Sound symbolism

AW

Onomatopoeia Phonaesthesia

Fig. 2. Types of phonological iconicity (sound symbolism) according to Trask (1999: 188).

Surprisingly, providing definition to the concept of iconicity, Trask (1999: 79) presents
onomatopoeia as its familiar type. Thus, onomatopoeia is simultaneously defined as a type of

symbolism and iconicity, which represents a certain contradiction in terms.

Rhodes (2006) with the reference to the study by Rhodes and Lawler (1981) provides a
comprehensive review of sound symbolic properties of English assonances and rhymes, labels
ascribed to initial consonant(s) and vowel nuclei plus final consonant(s) respectively.
Studying these submorphemic entities, Rhodes clearly distinguishes between true
onomatopoeia, “the word directly shaped by the sound it represents” (2006: 279) and sound
symbolism, “Sound symbolism in aural image is different from true onomatopoeia in that the
submorphemic pieces in question have some measure of paradigmatic support, i.e. they occur
in groups sharing a correlation between structural parts and acoustic reference [...]” (ibid,

280). Acknowledging conventionality of some iconic forms, Rhodes also distinguishes
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arbitrary forms, which “refer to sounds that have no basis in acoustics, at least
synchronically.” The taxonomy of the types of form meaning correspondence, according to

Rhodes, is presented in Fig. 3.

Form-meaning

correspondence
/ \ 4 \
True onomatopoeia Sound symbolism Arbitrary naming

Fig. 3. Types of phonological iconicity (form-meaning correspondence) according to Rhodes (2006:
278 — 285).

In their seminal study, Hinton et al. (2006: 2-6) consider sound symbolism an umbrella notion
comprising four types of sound symbolism: corporeal sound symbolism, imitative sound
symbolism, synesthetic sound symbolism and conventional sound symbolism (Fig. 4). They
do not use the term iconicity discussing any of the phenomena in question, stating that,
“Sound symbolism is the direct linkage between sound and meaning” (ibid, 2006: 2). Thus,
they treat the purely iconic relationship between sound and meaning as an instance of
symbolism, or arbitrary connection between the signifier and signified. Nevertheless, the main
contribution the scholars have made is a comprehensive classification of the types of form-

meaning relationships found in phonologically iconic words.

Sound symbolism

Corporeal Imitative sound Synthetic sound Conventional
sound symbolism symbolism sound symbolism
symbolism (onomatopoeia) (phonaesthesia)

Fig. 4. Types of phonological iconicity according to Hinton, Nichols and Ohala (2006).

They define corporeal sound symbolism as sounds and intonation patterns used to express the
internal state of the speaker, either emotional or physical. “This category includes involuntary,
“symptomatic” sounds such as coughing and hiccupping, and ranges through expressive
intonation, expressive voice quality, and interjections” (ibid.). Juxtaposing this definition with

the other considered classifications, corporeal sound symbolism is close to articulatory sound
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symbolism as defined by A. Fischer (1999, see Fig. 5), although it does not fully match in its
field of reference. The scholars agree that corporeal sound symbolism may not always be
considered a prototypical instance of sound symbolism, as frequently it is involuntary and
thus not strictly linguistic. If classified in semiotic terms, this type of “symptomatic” sound

symbolism is an instance of indexical iconicity.

As mentioned above, sound imitation is the type of sound-meaning relationship that has a
consistent definition and does not cause disagreement in the academic community. Hinton et
al. categorize this type of relationship as imitative sound symbolism or onomatopoeia in line
with both historical and contemporary research into the issue. They recognize that
onomatopoeic vocabulary has become conventionalized and in some languages has developed
its own internal grammar. Researchers also note that rhythm may also be used in sound
imitation as “the rhythm of sounds and the rhythm of movement are so closely linked in the
human neural system that they are virtually inseparable” (Hinton et al., 2006: 3-4). Thus, in
contrast to other scholars, they also include movement imitatives into the category of sound

imitative words.

Substantiating the decision to call another type of sound symbolism synthetic, Hinton et al.
(ibid, 4) argue that it is done in view of the fact that it is acoustic symbolization of non-
acoustic phenomena when certain vowels, consonants and suprasegmental units consistently
represent Kinetic, tactile or visual properties of objects (e.g., size, shape). Reconciling their
classification with other considered ones, synthetic sound symbolism partially matches in its
field of reference with phonaesthesia as defined by Trask (1999) and De Cuypere (2008).

Conventional sound symbolism, in its turn, is defined as analogical association of certain
phonemes and phoneme clusters (phonoesthemes) with certain meaning, thus again it is
possible to establish correspondence with the definition of phonaesthesia as given by other
scholars. Delineating conventional and synesthetic sound symbolism, Hinton et al. point at the
degree of conventionality. They note that this type of sound symbolism is relatively arbitrary
and language specific and argue that it is often linguocentric prejudices that make people
associate certain phonemes and phonoesthemes with certain meaning. “[...] we see the human
mind at work creating links between sound and meaning even where such links might not be
intrinsic or universal” (Hinton et al., 2006: 5 — 6). Exclusion of this type of sound symbolism

from the general framework of the study of sound-meaning relationship is supported by
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several other scholars, for example, Sidhu and Pexman (2017:1) based on the same premises
of relative arbitrariness of this connection. Hinton et al. also point at the potential of

conventional sound symbolism in advertising (see Part 6 for discussion).

A. Fischer (1999) clearly defines the phenomenon of sound-meaning correspondence as
phonological iconicity, a specific type of iconicity in language or linguistic iconicity. He
categorizes lexical (lexicalized) and non-lexical (direct non-conventionalized sound imitation)
onomatopoeia as types of auditory iconicity, substantiating the use of the term by the
consideration that “sounds basically [...] imitate what speakers hear” (Fischer, 1999: 123).
Articulatory iconicity includes such phenomena as size symbolism and proximity symbolism,
and as they lie in different nature of articulation associated with production of high-low tomes
or front-back vowels, Fisher suggests calling this type of phonological iconicity articulatory.
“Iconicity [...] is constituted by the position of various speech organs relative to each other
when certain vowels are uttered and by the spatial or dimensional meaning of these words.
The basis of comparison is articulation of sounds rather than the sounds themselves [...]”
(ibid, 126). The third type of phonological iconicity, namely, associative iconicity, is
suggested by Fischer to cover the phenomenon of phonaesthesia or secondary onomatopoeia
when certain sounds are conventionally or contextually associated with certain meanings.
“Most of them [phonoesthemes] do not mirror sounds and so cannot be classed as cases of
auditory iconicity, and yet they are associated [...] with certain meanings” (ibid, 129).
Recognizing the conventional character of this form of iconicity, A. Fischer argues that it is
exactly the associative iconicity that plays a substantial role in establishing categories. The
types of phonological iconicity as categorized by A. Fischer are presented in Fig. 5.

Phonological iconicity

Auditory iconicity Articulatory iconicity Associative iconicity
Lexical Non-lexical
onomatopoeia onomatopoeia

Fig. 5. Types of phonological iconicity according to A. Fischer (1999: 123 — 129).
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A. Fischer related the types of phonological iconicity with the types of iconicity as defined by
Peirce. In line with Sidhu and Pexman (2017), Fisher considers that auditory iconicity is
clearly imagic, articulatory iconicity in its basic forms — spatial or dimensional — is also
imagic, whereas more conventional forms will be diagrammatic. Associative iconicity is
diagrammatic as “it is motivated not by individual meaning-form relationships, but by

relations between forms all expressing particular meaning” (A. Fischer, 1999: 131).

Developing the conceptual framework for the study of Phonosemantics as an independent
linguistic discipline (see Part 2), Voronin (1982) defined phonological iconicity
(3Bykom300pa3uTEIbHOCTD) @S “a property of a word that is conditioned by the presence of an
inherent, essential, recurrent and relatively stable non-arbitrary connection between the
phonemes of a (root) word and the feature of the object-denotant (motif) taken as the basis of
nomination” (Boponun, 1990: 5, my translation, emphasis added). Defining the types of
phonological iconicity, he considered acoustic properties of the denotant. Thus, if the denonat
IS acoustic, it is an instance of sound imitation (onomatopoeia), whereas if the denotant is
non-acountsic, it is an instance of sound symbolism (Boponun, 1990: 39, 71). The typology

of phonological iconicity according to VVoronin is presented in Fig. 6.

Phonological iconicity

™

Onomatopoeia Sound symbolism
Kinemic sound symbolism Synesthetic sound symbolism

Fig. 6. Types of phonological iconicity according to Voronin (1982).

Voronin developed a detailed typology of onomatopoeic words, having distinguished 18 types
of denotants in the English language based on their acoustic properties (see 2.2 for
discussion). He also distinguished 7 broad types of phonoesthemes which can be further
subdivided into 34 sub-classes based on the psychoacoustic properties of denotants. Eleven
criteria for the identification of sound symbolic words formulated by Voronin allow
characterizing any sound symbolic word even in case when its iconic components has become

obscure in the course of language evolution (see 2.3). In general, the conceptual framework
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for the study of phonological iconicity developed by Voronin is the most comprehensive
among other considered; therefore, definitions and classifications of sound iconic phenomena

will be given using it as the main reference ground in further research.

The last classification of different types of phonological iconicity that is going to be
considered is the classification provided by de Cuypere (2008) with the reference to Masuda
(2002). The classification is comprehensive and efficient in a sense that it does not contradict
other approaches to the classification of phonologically iconic phenomena but rather
reconciles them. It is not as detailed and as specific as the classification developed by
Voronin; however, it may appear very useful in general analysis of the phenomena in
question, and thus it is exactly this typology that is going to be adopted for the development
of the classification of sound imitative and sound symbolic phenomena to be used in the

present Doctoral Thesis. The typology is presented in Fig. 7.

Phonological iconicity

/ \
Direct Indirect

¥ ¥ N
Non-Lexical Lexical Associative Phonaesthetic

Fig. 7. Types of phonological iconicity according to Masuda (2002) (in de Cuypere, 2008: 107).

Quite in line with the previous research, direct phonological iconicity is defined as follows,
“if the referent is sound-/noise, the oral sound represents it by directly modelling it; i.e. there
is a direct mapping of linguistic sound to non-linguistic sound” (Masuda 2005: 5 in de
Cuypere, 2008: 108). Non-lexical onomatopoeia is defined as “phonetic characteristics of the
language to imitate sound without attempting to produce recognizable verbal structures”,
whereas lexical onomatopoeia complies with phonotactic rules of the respective language (de
Cuypere, 2008: 108). In turn, indirect phonological iconicity occurs if “the referent is not an
acoustic sign but instead a sensation (e.g. pain), movement, feeling, etc. the link between the
sign and the object is thus indirect, or better still metaphoric” (ibid, 109). Associative
phonological iconicity as understood by Masuda and de Cuypere generally covers instances of
size and proximity symbolism and thus corresponds to the definition of the respective type of
phonological iconicity provided by A. Fischer (see Fig. 5). A. Fischer (1999: 123-126) does
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not use the term sound symbolism, instead he defines the phenomenon of conventional or
perceived relation between phonemes or phonoesthemes of a word with its meaning as
associative and articulatory varieties of phonological iconicity. Hinton et al. (2006) provide a
detailed classification of various forms and varieties of sound symbolism, which are not

always compatible with other classifications.

Not attempting to contest the authority of Crystal, Katamba, Trask and Hinton et al., it may
still be maintained that the approach of Voronin (1982), A. Fischer (1999) Rhodes (2006) and
de Cuypere (2008) to treat the phenomenon of ‘sound symbolism’ as an instance of a broader
phenomenon of phonological iconicity and a phenomenon distinct from onomatopoeia
appears to be more accurate and comprehensive. Accepting the definitions of phonological
iconicity and sound symbolism according to VVoronin, Fischer and Rhodes and de Cuypere, it
is possible to avoid cross-discipline inconsistency in terminology application. The concepts
‘icon’ and ‘symbol’ as well as the terms ‘iconic’ and ‘symbolic relationship between the
signifier and the signified of a sign’ are widely used not only within the framework of
semiotics to the field of which these terms originally belong (Fiske, 2011), but also in
linguistics and other disciplines. Misunderstanding and mistreatment of the concepts may
occur if a phenomenon of direct correspondence between a linguistic sign and meaning of a
word, i.e. iconic relationship between the signifier and the signified, is referred to as
‘symbolism’. The application of the term ‘sound symbolism’ with respect to an instance of
phonological iconicity, as it has been suggested by Voronin, A. Fischer, Rhodes and de
Cuypere may nevertheless be justified, since the relationship between a sign (a sound) and
meaning in sound symbolic phenomena is more arbitrary and language specific than in
onomatopoeia (see 2.3.1). Thus, the term ‘sound symbolism’ may reflect a greater degree of
conventionality characteristic of the phenomenon that is iconic in nature.

1.3.2. Conceptual Framework for the Study of Phonological Iconicity

Having considered the definitions and typologies of phonological iconicity and the related
phenomena in order to clarify some concepts and terms in order to avoid possible
inconsistency in the application of terms, the following definitions and a classification of the

types of phonological iconicity are going to be adopted and used in the present research.
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Phonological iconicity is defined as a property of a word that is conditioned by the presence
of an inherent, essential, recurrent and relatively stable non-arbitrary connection between the
phonemes of a (root) word and the feature of the object-denotant taken as the basis of
nomination. The author of the present Doctoral Thesis categorizes the types of phonological

iconicity as follows (Fig. 8).

Phonological iconicity

«— —
Direct phonological iconicity Indirect (secondary) phonological
(onomatopoeia) iconicity
/ \ e v AW
Non-Lexical Lexical Phonaesthetic Associative Contextual
A
Acoustic Avrticulatory

Fig. 8. Types of phonological iconicity (© Tatjana Smirnova).

Thus, phonological iconicity is categorized into the direct and indirect forms. Direct
phonological iconicity is further subdivided into lexical and non-lexical onomatopoeia. Direct
lexical phonological iconicity can be further subdivided into acoustic and articulary
onomatopoeia. Indirect phonological iconicity is subdivided into phonaesthetic, associative,
and contextual forms of iconicity. Phonoaesthetic iconicity is defined as phonoaesthesia or
conventional association of certain sounds and sound clusters with certain meaning.
Associative iconicity is understood as defined by Masuda (see above), it includes various
forms of size, distance, lightness, etc. symbolism. The author of the Doctoral Thesis proposes
to single out a special sub-type of indirect phonological iconicity — contextual phonological
iconicity, which emerges at the suprasegmental level of language organization, may be
characterized by a greater degree of conventionality and context dependence. Such instances
as assonance, alliteration, consonance, and rhythmical arrangement of the utterance fall into
the category of suprasengmental indirect contextual iconicity. Contextual phonological
iconicity is manifested when the purposeful arrangement of non-iconic linguistic units allows

communicating meaning on the iconic ground (see 2.4 for discussion).
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Onomatopoeia or sound imitation is an inherent non-arbitrary phonetically motivated relation
between the phonemes of a word and the acoustic property of a denotant taken as the basis of
nomination. Within a semiotic approach to the study of language, onomatopoeia is seen as a
subtype of direct phonological iconicity, namely, lexical direct phonological iconicity, which

can further be subdivided into acoustic and articulary sound imitation (see 2.2).

Sound symbolism, in turn, is defined as an inherent non-arbitrary phonetically motivated
relation between the phonemes of a word and the non-acoustic property of a denotant taken as
the basis of nomination. In semiotic terms, sound symbolism is defined as an instance of
indirect phonological iconicity, which can be further subdivided into associative and

phonaesthetic and contextual phonological iconicity.

Other terms that should be mentioned in connection with the study of phonological iconicity
are phonaesthesia, synesthesia and kinemics. Phonaesthesia is direct correspondence between
sounds and sound clusters of a word and its meaning not based on the principle of sound
imitation (Crystal, 1994: 299). In turn, phonoestheme is a sound unit (sound or sound cluster)
associated with a certain meaning. Rhodes suggests that phonoesthemes have special status
and should be classified as a type of morpheme (Rhodes, 2006). It has been recognized that
phonoesthemes may be syllabic, they may display properties characteristic of both phonemes

and morphemes and thus may perform dual functions (Bolinger, 1950).

Synesthesia and kinemics are the most important components of psychophysical foundation of
sound symbolism. Synesthesia is the perception phenomenon occurring when an impression
caused by a certain stimulus and specific of a certain organ of perception is accompanied by
other additional impression or image, often characteristic of other modality. Synesthesia is
also referred to as oneness of senses (Fordyce, 1988 in Brede, 1999). Kinemics is a
conjunction of kinemes or involuntary movements of muscles, which accompany sensations
and emotions. The role of synesthesia in the representation of iconic element of meaning,
especially on the supra-segmental level, will be addressed in sub-chapter 2.4.2, whereas
conscious triggering of synesthetic reactions for appellative and manipulative purposes will be
discussed in Part 6 dedicated to manifestations of phonological iconicity in the operative

discourse.

Recognizing the interaction between different modalities in that underlie the phenomenon of

phonological iconicity, some researchers refer to cross-modal correspondences rather than to
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synesthesia (e.g. Parise and Spence, 2013). Sidhu and Pexman (2017: 7) define cross-modal
correspondence as “the mapping that observers expect to exist between two or more features
or dimensions from different sensory modalities (such as lightness and loudness), that induce
congruency effects in performance and often, but not always, also a phenomenological
experience of similarity between such features.” They also delineate cross-modal
correspondences from sound symbolic associations, implying that one is exclusive of another.
Nevertheless, appreciating certain overlap in definitions, in the present Doctoral Thesis this

phenomenon will be referred to as synesthesia.

Having established the conceptual framework for the study of phonological iconicity, the

author will consider this phenomenon as the object of the phonosemantic analysis in Part 2.

1.4. Summary

Many prominent scholars addressed the issues of phonological iconicity and such
manifestations of this type of linguistic iconicity as onomatopoeia and sound symbolism in
relation to questions connected with the genesis of the language, etymology, expressiveness
of speech and motivation of a linguistic sign. Part 1 provided an overview of the existing body
of research on linguistic iconicity in general and phonological iconicity in particular
considering both historical approaches to the study of this phenomenon and the contemporary

research in the field.

Two last decades have been characterized by the re-emergence of interest in the issues of
iconicity in language and literature, and the number of experimental and instrumental studies
addressing the nature of iconicity, relationships among various forms of iconicity,
implications iconicity may have in language acquisition and sign language development,

iconicity in cognitive modeling, etc. has been growing.

Nowadays, linguistic iconicity is studied within the semiotic approach to the study of
language. Linguistic iconicity is a phenomenon that can be observed at various levels of
language organization, starting with phonological level, at both sub- and suprasegmental
level, morphological, lexical, and textual level. Three principles of iconicity: the quantity
principle, the markedness principle and the proximity principle will be considered analyzing

the phenomena used as the object of the research in the present Doctoral Thesis.
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Part 2. Phonosemantic Approach to the Study of Phonological Iconicity

Having considered in Part 1 the excising body of research on linguistic iconicity in general
and phonological iconicity in particular in diachronic and synchronic perspective, the
phenomenon in question is going to be analyzed as the object of research of Phonosemantics.
Phonosemantics as an integral discipline, its principles, aims, and laws as well as additional
information on the premises for the establishment of the discipline will be discussed in
Chapter 2.1. Chapter 2.2 is dedicated to the analysis of sound imitation as an instance of direct
phonological iconicity. Properties of sound imitative words (SIWSs), their typology as well as
possible ways of the application of the respective methods of Phonosemantics for analysis of
SIWs will be presented. Chapter 2.3 provides insights into the theory of sound symbolism,
here referred to as indirect phonological iconicity. Such aspects as features, typology, the
sound iconic function of sound symbolic words and phonoesthemes will be addressed.
Chapter 2.4 is dedicated to the discussion of supra-segmental or contextual phonological
iconicity as well as the connection between phonological iconicity and synesthesia as its
psychophysiological foundation. Overall, Part 2 is aimed at the establishment of the
theoretical framework for the practical analysis of the sound iconic systems of the English,

Latvian and Russian languages to be performed in Part 3.

2.1. Fundamentals of Phonosemantics

Discussing the fundamentals of any particular linguistic discipline it is necessary to recognize
that there is a variety of opinions on numerous vital issues, and that theories and hypotheses
laid out in the available sources on the subject may be controversial and even contradictory.
Phonosemantics is a relatively new discipline and that is the reason why many related
premises and assumptions still remain the matter of scientific debate. It has not yet been
recognized as widely as other cross-disciplinary fields of research and has not yet acquired a
well-established status within the general study of language.

S. Voronin is one of the scholars who greatly contributed to the development of the
conceptual framework of Phonosemantics as a linguistic discipline. His book “Fundamentals
of Phonosemantics” (1982) covers the subject in a most thorough and comprehensive way.
Other authors whose works on the issue of linguistic iconicity are available, address the

discipline of Phonosemantics in a fragmentary way (see Part 1 for literature review).
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Moreover, some findings made by Voronin have not been fully appreciated in the current
research on various forms of linguistic iconicity in general and phonological iconicity in
particular. Hence, the discussion of the premises (2.1.1), fundamentals (2.1.2), principles and
laws (2.1.3) of Phonosemantics will be performed with the reference to the book
“Fundamentals of Phonosemantics” originally written in Russian. The quotations from have

been translated into English by the author of the present Thesis.
2.1.1. Premises for the Emergence of the Discipline

New disciplines emerge on the premises whether it is logical, theoretically possible, expedient
that a new discipline is established and whether the subject of this discipline is unique, i.e. the
subject in question cannot be studied adequately within the framework of any other existing
traditional discipline. The existence of a subject to be studied by a new discipline is the most
important objective premise. Checking Phonosemantics (PS) against the list of preconditions,
certain observations can be made. The introduction of Phonosemantics is logical because the
subject of PS is theoretically possible, as it can be studied as an autonomous research field.
Manifestations of the sound iconic system of the language are the subject of PS, and this
system may be studied independently as any other system. The sound iconic system is truly a
system due to the fact that the language in general is a system, and each component (element)
of the system including any of its sub-systems can be studied as an autonomous system in
accordance with the principle of hierarchical organization. However, it should not be
forgotten that if a subject is theoretically possible it does not always mean its study is
expedient. The expedience of PS can be substantiated recognizing the fact that it is possible to
acquire entirely new results and knowledge that cannot be acquired otherwise but only in the
process of a theoretical study of the sound iconic system of the language. At the same time,
the formation known as the sound iconic system of language is unique, i.e. it may not be
studied within the framework of any other existing discipline, as it appears on the verge of
phonetics, semantics and lexicology and the methods of research characteristic of only one of
these disciplines would not be relevant in the study. Thus, it may be concluded that there are

sufficient theoretical premises for the establishment of PS.

As to the specifically linguistic premises, it may be maintained that phonological iconicity

exists, it has been studied in connection to other linguistic matters and independently. Thus,

taking into consideration the above-mentioned external premises, it may be claimed that the
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introduction of PS is a historical necessity. On the whole, it may be added that the 20™" century
saw the emergence of many integral, overlapping linguistic disciplines that have developed
into cross-disciplinary fields of research such as, for instance, psycholinguistics,
neurolinguistics, and computer linguistics. Phonosemantics is one of the integral hybrid

disciplines in its own right that studies phenomena, which could not be studied otherwise.
2.1.2. Phonosemantics — a New Autonomous Integral Discipline

This sub-chapter is dedicated to the introduction of purposes, tasks, problems and laws of
Phonosemantics (PS) as well as to the definition of basic concepts, notions and terms that will
be used in the present thesis. PS appears on the verge of phonetics (plane of expressions),
semantics (plane of content) and lexicology (conjunction of these planes). PS is connected
with such disciplines as etymology, comparative-historical linguistics, typology and
psycholinguistics. The subject of PS is the sound iconic system of the language i.e. sound
initiative and sound symbolic systems studied taking into consideration temporal and spatial

variables.

The basic property of the system is phonological iconicity, or primary (phonetic) motivation.
The phonological iconicity is the property of a lexical item or a sub-morphemic unit
conditioned by the presence of the necessary, essential, recurrent and relatively stable non-
arbitrary relation between phonemes of a (non-derived) word and the property of an object-
denotant (motif) taken as the basis of nomination. In traditional terms, PS studies the relation
between sound and meaning. Taking into consideration that such a relation may be found in
sound imitative and sound symbolic words, PS primarily studies such instances of direct and
indirect phonological iconicity as sound imitation and sound symbolism. The purpose of PS is
to study sound iconic system (SIS) of the language at empirical and theoretical levels and to
establish the general theory of the system, which could comprehensively and consistently
explain complex phenomena and processes of phonological iconicity taking into consideration

temporal and spatial variables. Consequently, sound iconic system (SIS) is the multitude of

interrelated phonetically (primarily) motivated words. It should be kept in mind, though, that
not only words that are perceived by contemporary language users as possessing non-arbitrary
relation between sound and meaning, but also words, in which this relation has been obscured

in the process of evolution, might be referred to as phonologically iconic.
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Yet a word, although it is the central element of SIS, is not its only element. One of the most
important features of SIS is that it comprises elements of other levels, i.e. properties of
phonemes, types of phonemes, the entire range of morphemes and micro texts. So, a more
comprehensive definition of SIS could run as follows: sound iconic system is the multitude of
elements of different levels of the archesystem of the language which (a) possess a property to
form a system, exposed through existence of a natural non-arbitrary phonetically (primarily)
motivated relation between the phonemes of a word and the motive of nomination, and which
(b) are organized according to juxtaposition of syntagmatic, paradigmatic, hierarchical,

functional, and transformational planes (cf. Bopouun, 1982).

The tasks of PS should be discussed in connection with the range of issues addressed by the
discipline. Hence, the basic tasks of PS are to consider the following important issues:
features of phonological iconicity; sound imitative and sound symbolic sub-systems;
parameters, classes and types of phonation; the construction of acoustic denotant; universal
classification of SIWs; their typology; the reflection of properties of acoustic denotant; sound
iconic functions of phonemes of SIWSs; synesthesia; criteria for identification of sound
symbolic words; typology of sound symbolic words; reflection of properties of non-acoustic
denotant; iconic functions of sound symbolic words and individual phonoesthemes; sound
symbolism in text; genesis of the language; onto- and philogenetic evolution of the language;

categories of PS; phonosemantic regularities.

The range of issues studied by PS is rather wide, and only some of them will be addressed
within the scope of the present Thesis. In order to provide a theoretical background for the
forthcoming contrastive analysis of SIS of English, Latvian, and Russian, the following issues
will be considered in detail: phonological iconicity in general and sound imitative and sound
symbolic sub-systems in particular (2.2 and 2.3 respectively), the construction of an acoustic
denotant (2.2.1), the classification of SIWs (2.2.2), iconic functions of sound symbolic words
(2.3.1), suprasegmental phonological iconicity, and direct and indirect phonological iconicity
in text (2.4).

2.1.3. Principles of Phonosemantics

There are five principles of PS: the principle of non-arbitrariness of a linguistic sign, the

principle of determinism, the principle of reflection, the principle of wholeness and the
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principle of multiplane description. The present sub-chapter provides a brief outline of each

principle of Phonosemantics.

Principle of Non-Arbitrariness of a Linguistic Sign

The principle of non-arbitrariness of a linguistic sign is the basic methodological principle of
PS. This is the principle of motivation and non-arbitrariness of the relation between the sound
and meaning of a word. As mentioned in 1.1, the issue of motivation of a linguistic sign has

long caused a heated discussion among the scholars.

The beginning of the 20" century dawned a new era in linguistics. Two basic issues, namely,
a systemic approach to the study of language and the theory of the arbitrariness of a linguistic
sign were widely discussed, supported and accepted recognition among scholars. The nature
of denotation was unanimously seen as being conventional, arbitrary. The most prominent

linguists of the time provided meaningful insights into the matter.

Linguistic sign connects not the object and its name, but notion and its acoustic image. ...The
connection between the signifier and the signified is arbitrary. ...The same idea may be expressed

in simple terms: linguistic sign is arbitrary. (de Saussure,1977: 99-100)

The idea that there is a natural correspondence between sound and sense, and that words acquire
their contents and value through a certain sound symbolism, has at all times been a favorite one
with linguistic dilettanti, the best-known examples being found in Plato’s Kratylos. ... With these
early writers, to make guesses at sound symbolism was the only way to etymologize; no wonder,
therefore, that we with our historical methods and our wider range of knowledge find most of their

explanations ridiculous and absurd. (Jespersen, 1964: 396)

However, the principle of arbitrariness of a linguistic sign was questioned in the 1930-ies,
partly due to the instinctive feeling that such a theory goes against intuition. E. Benveniste
made a very interesting observation on the point, reflecting that to consider the relation
between sound and meaning as being arbitrary is the way for a linguist to depart from this
issue and from the decision that a speaker instinctively makes. For a speaker, the language
and the real world are completely adequate: a sign totally overlays the reality and dominates
it; moreover; it is this reality. The point of view of a speaker is so different from the point of
view of a linguist that the assertions of the latter about the arbitrariness of denotation do not

make the speaker doubt that the opposite is true (cf. Benveniste, 1990: 27-28).
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This opinion was echoed and further expanded by many linguists. R. Jakobson was one of the
scholars that argued the principle of arbitrariness of a linguistic sign. In his presentation at the
first International Symposium in Germany, he claimed, “[... ]JThe principle of arbitrariness of
a linguistic sign appears to be arbitrary itself.” (Jakobson, 1990b: 35). Neither scholar,
however, contested the principle of general conventionality of a linguistic sign, recognizing
that only a fraction of all words of the vocabulary are primarily motivated. His ideas are
echoed by Dingemanse et al. (2015: 603), who claim that “The principle of arbitrariness
accounts only partly for attested form-to-meaning correspondences in the vocabularies of the
languages of the world. Recent research has uncovered substantial patterns of non-
arbitrariness in language.” They maintain that there is even more than one form of non-
arbitrary connection between the signifier and the signified, stating “A prominent form of
non-arbitrariness is iconicity, in which aspects of the form and meaning of words are related
by means of perceptuomotor analogies.” They further argue that it is exactly for this reason

the iconic patterns transcend languages and may be considered universal (ibid, 604).

The principle of relationships of linguistic signs to their denotants was formulated by Ch.
Bally in a very comprehensive way. He maintained that arbitrariness and motivation are
relative notions, and between these two extremes we may find words with all possible degrees
of both. The specific feature of a completely motivated sign is the fact that it is based on a
single inherent association, whereas the specific feature of a completely arbitrary sign is based
on its connection with all other signs, the connection that is established in the mind of an
individual language user by means of external subsidiary associations. Thus, the life of a
linguistic sign mediates between these two poles (cf. Bally, 1990: 24).

Recognizing the existence of primary motivation in language, Voronin also stresses a

significant role played by convention.

It is not the matter of ‘arbitrariness or non-arbitrariness’. The latter [non-arbitrariness] appears to be
true: some property of an object — denotant taken as the basis of nomination is chosen in a concrete
act of nomination, and at this determining stage nomination is non-arbitrary, motivated. Yet the
choice of this particular property is incidental, and at this stage nomination is rather arbitrary,

unmotivated. (Boponun, 1982: 29 — 30, my translation)

The last statement concerning the arbitrariness of the choice of a particular property of a
denotant in an act of nomination is of crucial importance (see also Bates, 1990: 81). As it will

be seen later in 2.1.4, if this point of view is adopted, the answer to the controversial question
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concerning the multiplicity of forms denoting one notion in different languages may be found.
Nomination is motivated in its essence, but conventions and specifics of phonetic systems of
particular languages as well as the choice of a property taken as the basis of nomination result

in the variety of forms the notions are referred to in different languages.

Principle of Determinism: The second principle of PS is the principle of determinism.
Determinism as a concept implies the presence of a necessary and inherent relation between
reality and human mind. Principle of Wholeness: The fourth principle of PS is the principle of
wholeness. According to this principle, a system is primary to its components. Properties of a
system as a whole are not just a sum of properties of its elements. Properties of a system are
determined by integrative properties of the structure of the system which appear as the result
of specific connections and relations between the elements of the system. Principle of
Multiplane Description: The fifth principle of PS implies that the description of the SIS of the
language is performed at three structural planes, namely, syntagmatic, paradigmatic and

hierarchical, as well as in connection with the linguistic and extra-linguistic environment.

Principle of Reflection: The third principle of PS is the principle of reflection. According to
the principle of reflection the surrounding reality is a primary category that finds its reflection
in language (M. Bréde, 1999b: 12). This principle does not solely pertain to the study of
phonological iconicity, it is one of the basic principles of language addressed within the
framework of cognitive linguistics, while explaining the relationship between language and
thought, language and cognition, perception, conceptualization and reflection of internal and
external experiences (Tendhal and Gibbs, 2008; Kovecses, 2002; Gibbs, 1999; Croft, 1993;
Lakoff, 1993, etc.) Voronin maintains that reflective nature of a sign may be justified
considering the presence of a certain correspondence between the structure of elements of a
sign and the structure of elements of a denotant. A sign is a model, and a model always
reflects the properties of its original. Modeling, in its turn, is interpreted as one of the forms of
the reflection of reality. The fact that a linguistic sign is a reflective category leads to the
conclusion that a sign is non-arbitrary in principle, as reflection inevitably implies a certain

correspondence between the reflecting and the reflected at ideal and material planes.
2.1.4. Laws of Phonosemantics

According to Voronin, there are eight laws of PS, namely, (1) the law of correspondence, (2)

the law of homomorphism, (3) the law of multiplicity of nomination, (4) the law of stadial
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development, (5) the law of relative denaturalization, (6) the law of dominance of
isomorphism, (7) the law of cross-categorization, and (8) the law of sound iconic inertia.
These laws will be briefly characterized in this sub-chapter paying particular attention to three
laws that may provide a comprehensive basis for contrastive analysis of sound iconic systems

of the working languages.

The law of correspondence (1) implies that a linguistic sign is always in certain
correspondence with the signified, and that law follows from the general linguistic laws
formulated by F. de Saussure. The law of homomorphism (2) specifies the law of
correspondence stating that the linguistic sign is in homomorphic correspondence with the
denotant. The law of multiplicity of nomination (3) sets the framework for the analysis of the
mechanism of nomination of sound iconic words. The law of stadial development (4) implies
that considering the connection between sound and meaning, linguistic sign and language in
general develop stadially from the genesis through natural stage to the current conventional-
natural stage where this connection is the result of both original non-arbitrary motivation and
conventional (arbitrary) use that has developed over time. The law of relative denaturalization
(5) explains the weakening or waning of the connection between sound and meaning. The law
of dominance of isomorphism (6) states that in the sound iconic systems of any two world
languages isomorphic features always dominate over allomorphic features. The law of law of
cross-categorization (7) implies that items belonging to various levels of the sound iconic
system may form a single class, i.e. it allows grouping and analyzing phonoesthemes and
sound iconic words within one category. The law of sound iconic inertia (8) recognizes the
fact that the system of juxtaposed sounds that help distinguish between the meaning in the
pairs or words retains its contrastive properties for a longer time that the phonetic qualities of
theses sounds. The law is in line with the findings of E. Sapir, who maintains that
diachronically sound pattern alignment does not need to correspond exactly to phonetic
alignment, and that due to certain phonological inertia the same pair of sounds in different

linguistic patterns may not represent the same phonetic opposition (cf. Sapir, 2012: 42).

The laws of Phonosemantics that will be discussed in more detail to provide a sound
theoretical framework for further analysis include the law of homomorphism, the law of
multiplicity of nomination and the law of relative denaturalization. Consideration of these

laws is essential for further analysis of sound iconic systems of the working languages to be
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performed further in this part, it may help answer such questions as why sound iconic words
differ in different languages, what the nature of relation between a complex of signs (a word)
and a denotant is, and why relatively few words of the contemporary vocabulary are explicitly

sound iconic.
Law of Homomorphism

The law maintains that there is a homomorphous correspondence between a linguistic sign
and the signified object. It may be worded also differently: a word is homomorphous to a
denotant. Homomorphism is seen as uni-multisense correspondence (0JHO-MHOTO3HAYHOE
cooTBeTcBue) appearing when only one element of the first order corresponds to many
elements of the second order. The signifier never imitates all the details of the signified; the
signifier is always just an approximation of the signified; a model is always less specific than
the original (and a sign, as well as image, in a sense is always just a model of the reflected
object). So only homomorphous (uni-multisense), not isomorphous (uni-unisense) (omHO-
oaHO3HauHOE), correspondence may be considered at this point. From the point of view of a
systemic approach signification may be considered as transformation of one system and,
consequently, structure, into another. Such an approach gives an opportunity to see a sign in
general as a function of an object, and a linguistic sign as a function of an object-denotant. A
sign appears to be a material form of the expression of mental and sensual images in terms of
which reflection of the material world occurs in the mind of an individual. Flexibility and
mobility of connection (between the signifier and the signified, between a sound and an
object) characteristic of homomorphism is the basis of a relative autonomy of a sign from an
object-denotant, and the plane of expression from the plane of content. This autonomy is one
of the reasons why a linguistic sign is considered arbitrary. Thus, the principle of arbitrariness
contradicts the law of homomorphous correspondence.

Law of Multiplicity of Nomination

This is, perhaps, the most important law of PS, which provides the answer to the question why
sound iconic words differ in different languages if they are phonetically motivated, i.e. why
the acoustic form of words denoting one notion differs if these words imitate or represent
indexically one and the same object-denotant. The arguments that representations of various
forms of phonological iconicity are not consistent across the languages (e.g. sound imitative

words display differences in their sound pattern even across the languages belonging to the
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same family) are frequent in the existing body of research on various forms of phonological
iconicity (for example, see A. Fischer for discussion, 1999: 124 — 125; Reay 1994: 4068).
Thus, the ideas expressed by Voronin have not yet been generally adopted by the linguistic

community.

The law of multiplicity of nomination may be formulated in at least two ways: (1) One and
the same object (denotant) may be signified (represented) by more than one sign, and one and
the same sign may signify (represent) more than one object (denotant); (2) There is a uni-
multisense correspondence between an object-denotant and a complex of signs (a word)
because different properties may be taken as the basis of nomination of one and the same
object-denotant, and one and the same property may be taken as the basis of nomination of

different objects-denotants.

Such a complex, multiple character of nomination and relative denaturalization (weakening of
the primary motivation) of a sign in the process of evolution create the illusion of complete
arbitrariness of a linguistic sign. Voronin maintains that proponents of the theory of
arbitrariness of a linguistic sign wrongly relate multiplicity of nomination only with
‘arbitrariness’, whereas the notion of multiplicity of nomination has nothing to do with
arbitrariness/non-arbitrariness of a sign. Both secondary and primary nominations are
‘multiple’. He considers that the main misconception of the proponents of thései theory is, as
he calls it, a myth about uni-unisense connection. Indeed, such phenomena as synonymy and
homonymy, differences in the phonetic form of sound imitative words in various languages,
the entire fact of the existence of different languages have often been drawn as arguments
against the theory of motivation. These issues can indeed be seen as serious arguments against
the physei theory. The scholar, however, claims that the proponents of the theory of
arbitrariness substitute a comprehensive notion ‘connection, relation between the sound and
meaning’ with a narrow notion ‘unisense connection’. Thus, rightfully arguing against

‘unisense connection’ they reject any possibility of the primary motivation on the whole.

Having ascribed (without any reason) the naive thesis about ‘unisense connection’ to
contemporary proponents of the principle of motivation of a linguistic sign, the proponents of the
principle of ‘arbitrariness’ successfully contest this thesis, and, naturally, successfully refute it.
‘Unisense connection’ really does not exist. However, there is no reason to reject inherent natural

connection between the plane of expression and the plane of content. (ibid, 184)
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According to the basic postulates of the law of multiplicity of nomination, in the process of
nomination multi-multisense correspondence between a sign and an object (denotant) appears,
on the one hand, due to multiplicity of properties (features, qualities, characteristics) of a
given object and, on the other hand, due to multiplicity of objects (that may vary greatly at
times), which possess a given property. Different properties of an object may be taken as the
basis of nomination of one and the same object, and different objects may be nominated
taking into consideration one and the same property. Thus, in accordance with the law of
homomorphous correspondence, a linguistic sign is homomorphous to the signified object; it
‘models’ the object; and the modelling in most cases follows only one property, perceived as a
dominant. The study of the sound iconic system in pantopochrony leads us to a conclusion
about ‘multisense’ (multifunctionality) of sound and ‘multiform’ of meaning (that is, the latter
may be transmitted by multiplicity of forms and multiplicity of means). Hence it may be
stated that in the process of nomination there is a multi-multisense connection between sound
and meaning, between the complex of sounds and denotant, between the sign and object. This

connection is inherent, essential, stable, recurrent, and that is why this connection is the law.

Having recognized multi-multisense nature of nomination it becomes clear why languages
differ. It may be argued that sound iconic words are primarily phonetically motivated,
however, conventions and specifics of phonetic systems of various languages, a necessary
approximation of the representation of sounds of the environment, as well as a subjective
choice of properties taken as the basis of nomination and multiplicity of objects have lead to a
relative autonomy of sound iconic words from objects-denotants and, consequently, to the
variety of forms they may take.

Law of Relative Denaturalization

Evolution is an inevitable process. Comparative-historical study of language has proved that
languages constantly evolve. Many originally explicitly phonetically motivated words lost
their iconic features in the course of time. The law of relative denaturalization registers the
process of weakening of phonetic motivation in the following way: in the process of evolution
a linguistic sign is exposed to relative denaturalization at the quasi-natural, natural-

conventional and conventional-natural stages.

Relative denaturalization is seen as the weakening, ‘waning’ of the original primary
motivation of a linguistic sign, its partial (not complete) loss. It should be mentioned, though,
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that the process of denaturalization does not imply demotivation of a linguistic sign. There is a

certain loss of the primary motivation that is replaced by the secondary motivation.

Relative denaturalization of a linguistic sign also accounts for the fact that many language
users do not consider many formerly primarily motivated words as such. However, often the
primary connection between the sound and meaning of a word may be revealed in the process
of etymological study. In general, it may be maintained that there are a lot more primarily

phonetically motivated words in language than it appears at first sight.

Summing up the chapter dedicated to the review of the fundamentals of Phonosemantics,
certain important points discussed may be highlighted. The object of PS is the sound iconic,
i.e. sound imitative and sound symbolic, system of language. The purpose of PS is to study
the sound iconic system (SIS) of language at empirical and theoretical levels. The tasks of PS
are to study particular issues of SIS, such as sound iconic and sound symbolic sub-systems,
classification and typology of the elements of SIS and many others. The concept, or the
property that is the basis of the system in question, is linguistic iconicity or phonetic (primary)

motivation.

2.2. Direct Phonological Iconicity: Sound Imitative System

2.2.1. General Considerations

Sound imitation or onomatopoeia may be defined focusing on different aspects depending on
a linguistic discipline and the phenomena to be studied. Within the framework of
Phonosemantics, sound imitation is defined as phonetically motivated relation between the
phonemes of a word and an acoustic property of a denotant (see 2.1.2). In order to conceive
the phenomenon in its wholeness, several more definitions may be provided. Westermann
(1990:98) considers sound imitation a complex that is a direct sound reaction at a sense
impression perceived and that is a direct and precise reflection of inner sensations. Skalichka
(1990: 109) states that phonation of sound imitative words itself expresses the notion of a

word.

Onomatopoeia is a combination of speech sounds which aims at imitating sounds produced by
nature (wind, sea, thunder etc), by things (machines or tools, etc), by people (sighing, laughter,

patter of feet, etc) and by animals. Combinations of speech sounds of this type will inevitably be
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associated with whatever produces a natural sound. Therefore the relation between onomatopoeia

and the phenomenon it is supposed to represent is one of metonymy. (Galperin, 1977; 124)

Onomatopoeia is a type of sound symbolism in which the meaning of a word is a real-world sound
and the form of the word attempts to mimic the sound. (Trask, 1994: 284)

As it may be noticed, the basic property of onomatopoeic words, namely the relation between
the phonetic form of a word and its meaning, is stressed in all the definitions presented. The
status of onomatopoeic words has always been very specific and to a great extent
undetermined. The explicit distinction of the properties, form and the range of application of
such words have conditioned the very specific attitude linguists hold towards them. Many
scholars addressing the issue of onomatopoeia even consider it being a kind of anomaly, a
marginal, peripheral phenomenon (cf. Bonfante in Jakobson, 1990c: 169; Hala in Rosetti,
1990: 136; Skalichka, 1990: 115). Other linguists, in turn, see sound imitation as an integral
part of general vocabulary (cf. Rosetti, 1990: 136; Jakobson, 1990: 169). However,
irrespective of the attitude towards the phenomenon in question many scholars stress extreme
productiveness of onomatopoeia in creation of new roots and new derived words (Hakulinen,
1990: 126; Karchevsky, 1990: 163; Pisani, 1990: 71). It may be often pointed out that the
number of onomatopoeic words is growing in the contemporary language. Thus, any
comprehensive study of language should be performed with due attention to the phenomenon

of sound imitation.

Sound imitative words have several other important properties and characteristic features
apart from particular phonetic composition and ability to reflect the properties of a denotant
that should be taken into consideration. One of the most important features of SIWs is that
they may represent sounds of the environment only with a certain degree of approximation.
The degree of such approximation is determined by (1) the nature of human articulation, i.e.
human organs of speech are not always capable of reproducing natural sounds, animal sounds
or sounds produced by machines authentically. Skalichka makes a very interesting
observation to the point. He maintains that the more complicated the natural sound is the
greater is the degree of approximation in rendering it by means of human language, and the
more the forms of such words differ in various languages, and, the other way round, the more
acoustically distinct the sound is the more precise is the representation and, consequently, the
less the forms of such words vary. The phonetic form of words imitating distinct sounds is
almost identical in different languages (cf. Skalichka, 1990: 113-114).
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The second (2) determining factor is the specific features of phonetic systems of particular
languages, i.e. the range of phonemes and the rules of combinability they employ. The third
(3) factor is culture shared by the members of a certain community, i.e. the conventions and
peculiarities of perception characteristic of a people or bearers of one language. “Apparently
people hear sounds differently and verbalize them according to their own systems” (Bréde,
1999a: 12). Convention is also at work when new sound imitative words are borrowed or
coined. Such new words are shaped according to the construction of already existing words
following the principle of analogy, i.e. their morphological construction and often the
phonation itself become similar to the ones of words belonging to the current word stock.
However, no matter how approximate and different sound imitative words are, they all share
the property stressed throughout the present study — they are phonetically motivated and

iconically represent the properties of denotants.

Another feature of sound imitative words is conditioned by the nature of sounds they imitate.
A sound may not appear ex nihilo, it is always a result of some activity. Thus, SIWs describe
either activity or the result of some activity and that is why they are either verbs or their
derivatives, or nouns. Many scholars stress that most SIWSs originated as verbs, especially as
verbs describing different movements (cf. A. Fischer, 1999: 123; Karchevsky, 1990: 163;
Ramstedt, 1990: 107; Westermann, 1990: 100; Crystal, 1994: 174; Jespersen, 1964: 399).
Reduplication is another typical feature of SIWSs that occurs in many languages (O. Fischer,
2011: 58). These features of SIWs may be also justified considering the list of SIWs presented
in Appendix 1.

There have been numerous attempts to classify SIWs. The early classifications were not very
consistent because, first of all, scholars conducting them did not distinguish between sound
imitative and sound symbolic words and, secondly, there were no consistent criteria according

to which the classification should have been performed.

For example, O. Jespersen distinguished the following groups of sound symbolic words
representing: 1. direct imitation, i.e. metallic sounds, sounds produced by water, sounds
produced by animals, sounds produced by human beings; 2. originator of the sound; 3.
movement; 4. things and appearances; 5. states of mind; 6. size and distance (Jespersen, 1964
398-402). As it may be noticed, groups 1 and 2 comprise sound imitative words, 4 — 6

comprise sound symbolic words, whereas group 3 comprises both.
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Nowadays sound imitative words are classified with respect to (1) the type of noise
production they represent and (2) the acoustic characteristics of a phonation-denotant. Both
types of classification are going to be considered in the following sub-chapter. From the
morphological point of view, sound imitation can be classified as lexical and non-lexical (cf.
A. Fischer, 1999: 123 — 124). Any spontaneous imitation of sounds, exclamation or miming
of a sound so as to represent it immediately in the production environment is an instance of
non-lexical onomatopoeia (e.g. shshshsh, frough), its phonetic composition would be to a
great extent determined by concept of that phonation typical of an individual user. At the
same time, any sound imitative word fixed in lexicographic resources can be considered the
case of lexicalized onomatopoeia, it is going to be conventionalized and language specific. It
is the former classification that remains a system requiring systematization across the

languages, thus it is going to be addressed in the following sub-chapter.
2.2.2. Typology of Sound Imitative Words

Sound imitative words are conventionally classified according to the type of noise production
they represent. It is a semantic classification, so it may never reflect the system of SIWs
accurately as acoustic properties of phonation-denotant are not taken into consideration. The
primary stress in made on semantics, and only secondary stress in made on phonetics or
acoustics. Moreover, such classification may never be universal and comprehensive.
Categories or groups into which SIWs fall may vary depending on the language. Certain SIWs
may not be accurately positioned within a definite group, for example, hiss may denote a
sound produced by some mechanical device, a breath sound and a sound produced in nature
(wind), roar, in turn, may represent a sound produced by some mechanical device and a sound
produced by humans or animals. However, performing a contrastive analysis of texts in
different languages this type of classification may appear useful and convenient, as it does not
require consideration of special acoustic and psychoacoustic parameters of phonation of
sounds-denotants, i.e. it is not too complicated and specific, and may be conducted on the spot
without instrumental research. At the same time, such type of classification groups SIWs with
respect to their meaning, and that factor is of primary importance for any contrastive analysis
of SIWs in texts, as in texts meaning is primary to form. A contrastive analysis of SIWs in
Latvian, Russian and English in Part 3 will be performed on the basis of this type of

classification.
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In order to set a framework for the forthcoming contrastive analysis the template classification
of the kind should be presented. This classification has been suggested by M. Bréde (1999a:
14 — 15).

SIWs may be grouped according to the principle whether they represent:

1. acoustic sound imitative words, i.e. the imitation of sounds of nature produced by non-
articulatory organs,

2. articulatory sound imitative words, i.e. the imitation of sounds produced by humans
and animals.

Group 1 may be further divided into 4 sub-groups:

A. words denoting a short contact between two surfaces (e.g. English (E): crash, bump,
bang; Latvian (L): briksket, klaudzinat, Zvadzinat, Russian (R): wéname, wénkamo,
cmyuamo),

B. words denoting a continuous contact between two surfaces (e.g. E. scratch, scrape,

graze; L. tricet, drebét, skrapet; R. ckpecmu, kopsibams, yapanams),

C. words denoting water movements (e.g. E. drip, splash, bubble; L. pliksket,

plunkskinat, slakstét; R. kanameo, nuioxamo, 6ynokams ),

D. words denoting sounds produced by mechanical devices (e.g. E. toot, rumble, hoot; L.

dunet, klaudzet, ribét; R. 2ydemsb, mapaxmemu, wunems)

The classification of SIWs that has been employed conducting the contrastive analysis in the
present work follows the pattern presented with two additional sub-groups added into the
group ‘acoustic sound imitative words’, namely, the sub-group ‘words denoting sounds
produced in nature’ (thunder, earthquake, etc.) and ‘words denoting air movements or

movements produced by objects moving in the air’ (wind, grass, leaves etc.):

A. words denoting sounds produced in nature (e.g. E. rumble, thunder, crash; L. ribinat,
dardet, dimdinat, R. gpomvixams, cpememn, pokomams);

B. words denoting air movements or movements produced by objects moving in the air
(e.g. E. whiffle, whiz, swish; L. past, svikstet, salkt; R. wenecmemo, ceucmems,
wypuams).

The classification of SIWSs to be employed in Part 3 will follow the pattern presented with two

additional sub-groups added into the group ‘acoustic sound imitative words’, namely, the sub-
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group ‘words denoting sounds produced in nature’ (thunder, earthquake, etc.) and ‘words
denoting air movements or movements produced by objects moving in the air’ (wind, grass,

leaves, etc.).

The second type of the classification of SIWs suggested by Voronin is more discipline
specific. This classification groups SIWs on the basis of acoustic parameters of a phonation-
denotant and their connection with types of phonemes (phonemotypes) used in the
construction of SIWs. These acoustic parameters determine the type of phonemes that appear
in a word, so, according to S. Voronin, knowing the (psycho)acoustic construction of a
phonation-denotant it is possible to predict the phonetic construction of a respective sound
imitative word with a very high degree of accuracy (90%). It should be specified that the
construction of SIWs might be predicted in terms of types of phonemes, not particular
phonemes. Almost all elements of the (psycho)acoustic construction of a denotant, both
qualitative and quantitative, are reflected in the (psycho)acoustic and, consequently, phonetic

construction of a respective sound imitative word.

Devising a comprehensive typology of SIWs the following acoustic parameters and properties
of phonation-denotants are taken into consideration. There are five basic parameters of
phonation: 1) pitch (high/low), 2) loudness (loud/quiet), 3) length (instant/non-instant), 4)
regularity (noise/tone), 5) dissonance/non-dissonance. Taking into consideration these
parameters, it is possible to distinguish three classes of phonation: A. instant (instantaneous
noise or tone, perceived as an acoustic instant by human ear); B. non-instant (continuant, non-
instantaneous conjoint tone or noise phonation); C. dissonance (series of instants) and nine
particular types of phonation: 1. instant, 2. tone non-instant, 3. purely noise non-instant, 4.
noise-tone non-instant, 5. quasi-instant, 6. pure dissonance, 7. tone quasi-non-instant, 8.
purely noise quasi-non-instant, 9. noise-tone quasi-non-instant. These types of phonation may
mix and produce several combinations of phonation (nine in English). Combinations form two
groups which could be called hyper classes: AB and CAB combinations. The number of
classes and hyper classes is constant, i.e. there are five classes and hyper classes of phonation
and, respectively, of sound imitative words that reflect them in all languages. This is one of

the phonosemantic universals.

It is possible to create canonical models of SIWSs belonging to a certain type. Canonical model

is a sound imitative model which reflects all imitatively valid components of sound imitative
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words in contrasted languages. Canonical models may slightly vary depending on a language,
but in most cases they are identical, i.e. SIWSs reflecting a certain type of phonation-denotant
in different languages are constructed according to the same pattern and of the phonemes

belonging to the same type.

The types of phonation-denotants and respective canonical models of SIWs reflecting them
are not going to be discussed in detail, however, the results acquired in the process of acoustic
and psychoacoustic analysis and classification of properties of acoustic denotants and
respective SIWs are worth being considered. So the following sub-chapter is going to be
dedicated to the review of the functions phonemotypes have in representing of acoustic

denotant and, consequently, in SIWs reflecting them.
2.2.3. Types of Phonemes and their Functions

Not all phonemes belonging to the same type (phonemotypes) constructing SIWs have sound
iconic functions, but in a sound imitative word there is always at least one phonemotype that
is sound iconically valid, i.e. has the same acoustic characteristics as a phonation-denotant. It

is one of the phonosemantic universals.

In SIWs phonemotypes and individual phonemes (phonaesthemes) may have the following

sound iconic (sound imitative and sound symbolic) functions:

e Plosives have two sound imitative functions: 1) direct reflection of an instant; they
often appear in the initial position and always appear in the final position of a word
reflecting an instant, 2) reflection of brevity of a short resonating non-instant.

e Voiceless fricative, as a rule, is sound iconically valid. Its primary function is to reflect

purely noise non-instant.

e Voiced fricative is always sound iconically valid. Its sound imitative function is to

reflect tone-noise non-instant.

e Affricate is sound iconically valid in most cases. If used in the initial position, its
function is to reflect an instant approximately. It may also have a sound symbolic
function as it may represent a definite element of articulation (champing and the like),

which in turn represents a definite type of reflective movement.
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e Phonemotype /r/ is always sound iconically valid. Its sound imitative function is to

reflect pure dissonance (vibration) directly or approximately. /r/ is very often
vocalized and appears in SIWSs as r-colouring of preceding vowels.

e Nasal sonorant is always sound iconically valid in the final position. Its function is to

reflect resonating tone non-instant.

o Lateral sonorant and labial sonorant in most cases have a sound symbolic function. It

Is to represent movement (of air, water). Lateral sonorant may have another sound

symbolic function: transmission of lateral element of clicking articulation that imitates

an instant.
Vowel has a sound imitative function to indicate pitch and loudness of a phonation-denotant.
Lower pitch and higher loudness are reflected by lower acoustic pitch and higher intensity of
a vowel; higher pitch and lower loudness are reflected by higher acoustic pitch and lower
intensity of a vowel. Long vowel is the most important element of English tone non-instant.
The production of the sound [i:] at the initial stage of imitation immediately implies that it is a
representation of a high tone non-instant (bleeping, squeaking and the like). The production of
[0:] or [u:] implies a representation of a low tone non-instant (hooting, tooting etc.). In most
cases lower and more intensive vowels are present in SIWs denoting lower or louder
phonations, or phonations which are both low and loud. On the contrary, the high and non-
intensive vowel /i/ often denotes higher phonations, or phonations which are both high and
quiet.

The association of front vowels (with high-pitched second formants) with small size, and back
vowels (with low-pitched second formants) with large size has been commonly accepted. /a/ is
linked with dark, soft, and blunt referents, whereas /i/ is linked with bright, hard, and sharp
ones. In mane languages there is an articulatory link between high front vowels (and/or
palatalized consonants) and smallness, lightness and tenderness (here and above, cf.
Jespersen, 1964: 397-398; Hormann, 2013: 196; Ultan, 1978; Boponun, 1982: 46-70;
Skalichka, 1990: 112-119; A. Fischer, 1999: 123-127; Ohala, 2006: 326-330; O. Fischer,
2011: 58; Akita, 2011: 5; YUykapskosa, 2015: 25-28; Sidhu and Pexman, 2017: 7-8).

Several conclusions concerning the nature of SIWSs in all languages have been made on the
basis of analysis and classification of psychoacoustic properties of phonation-denotants and

respective SIWs. All SIWs are constructed according to one basic principle — in most cases
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there is a direct transmission of elements of phonation by elements and, consequently,
phonemes belonging to the same (psycho)acoustic types as elements of the signified
phonation. Sometimes the transmission is approximate. As a rule, almost all phonemotypes
and, consequently, phonemes, of a sound imitative word perform some sound iconic function,
mainly a sound imitative function. There is a definite inherent correspondence between a
sound imitative word and its denotant. Almost all phonemes of a SIW are sound iconically
valid. The function of SIWs is to reflect a phonation or a junction of phonations,
consequently, the signified phonation or a junction of phonations is the meaning of SIWs. The
functions of phonemotypes of SIWs is to reflect the elements of a (psycho)acoustic
construction of a denotant, so the signified elements of a (psycho)acoustic construction of a
denotant is their meaning. The root of a SIW is not structurally and semantically indivisible.
Unlike root morphemes of not sound iconic lexis, root morphemes of SIWs are not minimal
units of the plane of expression directly correlated with units of the plane of content. The
minimal unit in onomatopoeia is an acoustic phonemotype. In this respect, an acoustic
phonemotype is similar to a morpheme of non-sound-iconic lexis. Thus it may be maintained
that the root of a SIW has a complicated word formation structure. Word formation of SIWs is

a very specific case of modelled word formation.

These conclusions help explain the peculiar nature of SIWSs. It has been recognized that
certain sounds and sound clusters communicate certain meaning both in sound imitative and
sound symbolic words, but recently the data collected in the process of statistical and
comparative analysis has been justified and supplemented by results of acoustic and
psychoacoustic analysis. As a result, the conclusions concerning the properties of SIWs, the
meaning certain phoneme clusters convey as well as the nature of the relation between
acoustic properties of phonations-denotants and SIWs that denote them become more accurate
and reliable. It becomes clear why words belonging to different groups according to the first
classification such as clash (a word denoting a short contact between two surfaces) and plosh
(a word denoting water movement) are so similar: they reflect phonations with the same
acoustic properties, that is why they belong to the same type according to the second
classification. However, and the author of the second classification also notes that, classifying
SIWs and phonations-denotants it is necessary to include also parameters considered by the

first classification, namely, the origin and the originator of the sound. So, the first
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classification is going to be used in the comparative text analysis, as it appears to be more

appropriate for grouping and analyzing SIWSs in relation to their meaning.

2.3. Indirect Phonological Iconicity: Sound Symbolic System

Sound symbolism is one of the most widely and heatedly discussed linguistic phenomena (see
1.2.3 and 2.1). The majority of scholars, even those who firmly supported the theory of
arbitrariness of a linguistic sign, admitted that the phonetic structure of certain words reflects
or implies the meaning these words have. For example, Jespersen, who is considered to be the

first theoretician of sound symbolism, maintains:

[Some examples presented by W. von Humboldt] are doubtful, but I do not see that this
affects the general truth of his contention that there is something like sound symbolism in
some words. There is no denying, however, that there are words which we feel instinctively
to be adequate to express ideas they stand for, and others the sounds of which are felt to be
more or less incongruous with their signification. (Jespersen, 1964: 397, 398)

This chapter is dedicated to the review of such issues as the features of sound symbolic words,
the functions of phonemes and phoneme clusters (phonoesthemes) in sound symbolic words

and phonological iconicity in text.
2.3.1. Features of Sound Symbolic Words

There have been numerous attempts to explain the nature of motivation of sound symbolic
words (SSWs). It is clear that such words differ from SIWs as they do not imitate properties
of their denotants but rather represent them symbolically. They imply a certain meaning rather
than point at it directly. That is why it is so important to distinguish between direct and
indirect phonological iconicity, that is, between sound imitation and sound symbolism, yet it

Is not always an easy task.

The basic aspect of the relationship between SSWs and the meaning of objects-denotants, the
psychophysical basis of sound symbolism is synesthesia. Synesthesia is a perception
phenomenon which appears when one stimulus causes not one sensation but two at a time.
One sensation is primary and adequate; the other is secondary and might be perceived as
inadequate. There is a transfer of a quality of one sensation onto another (Boponun, 1982:

83). Traditionally studied as a neurological perception phenomenon (Yu, 2012), nowadays
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synesthesia is analyzed as one of the forms of cross-modal metaphor that can be manifested
both verbally and non-verbally. Due to the effect of synesthesia, manifestations of
phonological iconicity can acquire the power of a synesthetic metaphor. On the whole, it is
widely recognized that synesthesia accounts for the existence of sound symbolism. R.

Jakobson has also pointed out the importance of synesthesia:

Due to a close connection between sounds and meaning of a word, speakers want to
supplement this external connection with some internal one; they want to supplement
adjacency with similarity, with some °‘rudiment’ of iconic origin. The notion of
synesthesia is used in neuropsychology: according to its laws sound oppositions may
express relations connected with musical, colour, olfactory, tactile etc. perception. For
example, the opposition of high and low phonemes may induce the appearance of
associations with such oppositions as light-dark, sharp-round, thin-thick, light-massive
and so on. Although this ‘sound symbolism’, [...] this inner significance of distinguishing
properties exists in hidden, implicit form, it may appear at once, whenever certain
correspondence between this inner significance and the meaning of a certain word, our
emotional or aesthetic position in relation to this word emerge. It appears even more
vividly in our attitude to words with polar meanings. (Jakobson, 1990a: 33, my

translation)

Thus, synesthesia is the factor that determines the nature of motivation of SSWs. This issue
will be further discussed in sub-chapter 2.4.4. At this point it is necessary to consider the
exact properties of denotants that cause the phenomenon of synesthesia. According to
Jespersen sound symbolic words may represent the following meaning of denotants:
movement, things and appearances (shape, light), states of mind (dissatisfaction, dislike,
disguise, scorn), size and distance (Jespersen, 1964: 399 — 403). Westemann notes that West
Sudanian sound imitative words (however, his term is not accurate, he actually deals with
both SIWs and SSWs) may signify shape, roughness, light, movement, taste, smell, colour
and states of mind (Westermann, 1990: 106).

Anderson (1998: 106) notes that the meanings represented by sound symbolic lexis are
presented in the form of binary oppositions,

[sJound symbolism usually is organized in terms of phonemic polarities or binary
oppositions: front versus back, high versus low, rounded versus unrounded, acute versus

grave, compact versus diffuse. These correlate with the discontinuities of human
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experience in terms of semantic contrasts or polarities, such as small versus large,
proximate versus distant, weak versus strong, light versus dark, and so forth, in
accordance with principle of phonemic relativism: the iconic potential of any given
phoneme depends not on its inherent acoustic or kinesthetic features per se, but rather, on
the extent to which these features lend themselves to contrasts within the phoneme system
of the language.

Summing up the existing research on the properties of objects-denotants taken as the basis of
nomination, the following main properties can be singled out. Analysis proves that the
properties of objects taken as the basis of nomination of sound symbolic words may be
perceived by any sense modality of a human (apparently, with the exception of hearing
modality, in this case sound imitation is under consideration). These may be indications
perceived by sight, smell, taste, touch, and organic sensations. The majority of possible
indications may be perceived by sight: movement (instantaneous/continuous, rapid/slow,
sudden/smooth, uneven/even, uninterrupted/interrupted, disorderly, sliding and all modes of
walking), static (distance: close/far, size: big/small, shape: round, convoluted, angled,

stretched). The sense of smell may give us ability to distinguish scents, which, primarily, are

classified as pleasant/unpleasant. Taste gives the opportunity to distinguish taste indications
(characteristics) of an object — sweet, salty, sour, bitter (also characterized as
pleasant/unpleasant). Sense of touch gives the opportunity to distinguish the indications of

tactile group (touch, pressure, properties of the surface: smooth/rough; texture of the objects;

hardness or firmness, and also resilience, shape), indications of temperature group (hot/cold),

pain group (griping, shooting, dull or sharp pain). Indications of hunger, thirst, affixation are
perceived through organic sensations. The indications pointed out in fact cover all varieties
of properties with the exception of sound. So the sphere of motivation (and primary
denotation) of sound symbolic words may be defined (with certain degree of stipulation)
generally as ‘not sound’ (cf. Jespersen, 1964: 397 — 398; Ultan, 1978; Bopouus, 1982: 46 —
70; Skalichka, 1990: 112 — 119; Ohala, 2006: 326 — 330; Akita, 2011: 5; UykaprskoBa, 2015:
25 — 28; Sidhu and Pexman, 2017: 7 — 8). This extensive enumeration of properties of
denotants reflected by SSWs may be extended even further. In general, SSWs are frequently

used in language.

As it has been noted SSWs often represent movements. Similar to SIWs, SSWs representing

movement are often classified according to the principle of the type of movement they denote
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taking into consideration the origin and the originator of the movement. Two big groups of
SSWs may be distinguished following the principle whether movements are produced by
animate or inanimate objects. Movements produced by animate objects, i.e. humans and
animals, and, respectively, SSWs that represent them may be further grouped according to the
part of the body that is connected with the production of the movement, for example, organs
of speech, hands, legs, etc. Or, alternatively, SSWs may be grouped according to the nature of
movements they represent, i.e. whether some movements reflect emotions, mental processes,
mimics etc. On the whole, it is far more difficult to classify sound symbolic words than sound

iconic words due to the greater variety of objects-denotants.

One group of movements is particularly often used as a motif of nomination of sound
symbolic words. It is a group of movements produced by organs of speech. Voronin
distinguishes this group as the most productive for SSWs. He calls such movements
‘phonointrakinemes. He distinguishes 36 types of phonointrakinemes, for example, snoring,
clicking, laughing, coughing, hiccupping etc. Phonointrakinemes may be grouped according
to 1) the place of production (nose, mouth, throat or combinations of these cavities) and 2) the
presence/absence of the stream of the air in their production (respiratory/non-respiratory)
(BoponwuH, 1982: 74 — 75).

Such close attention to this particular type of classification and to this particular group of
movements may be explained maintaining the following: articulatory movements are
universal, the same organs of speech take part in their production and that is why SSWs
representing them display very high degree of similarity in various languages. For example,
one of the most widely recognized cases is licking. Licking implies particular movements of
the tongue that is why the lateral sonorant /I/ is the main element of the words denoting it in
many languages (cf. English: lick; Latvian: laizit; Russian: ausame; French: lécher; German:
lecken; Italian: leccare). Since any contrastive analysis is aimed at the detection of differences
and similarities in sound symbolic systems of compared languages it is important to know
beforehand what group of words are likely to display this similarity and difference. It may be
added that most instances of universal sound symbolism are found among words representing

articulatory movements.
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So, approaching the examination of the exact functions certain phonemes and phoneme

clusters have in their relation to the meaning of SSWs certain points mentioned should be

summarized.

1.

Indirect phonological iconicity or sound symbolism is an inherent non-arbitrary

phonetically motivated connection between the phonemes of a word and non-acoustic

property of a denotant.

2. Sound symbolic words most frequently signify

different types of movements;
form, size and texture of objects;
distance;

light phenomena

types of gait;

mimics;

emotional and physiological states of humans and animals.

3. Sounds in SSWs derive their meaning from direct association between sounds and

elements of perception. Such process is called synesthesia.

4. SSWs representing articulatory movements display a very high degree of universality

in various languages

2.3.2. Sound Iconic Functions of Phonoesthemes in Sound Symbolic Words

In this sub-chapter, the data presented by numerous scholars will be summarized and

reconsidered. Sounds and sound clusters referred to as phonoesthemes will be grouped

according to the principle whether the associations between certain phonoesthemes and

meaning of denotants are 1) relatively universal, i.e. typical of many languages and 2) typical

of some languages. The data is acquired from numerous sources: analysis of sound functions

performed by Bloomfield (1935) and Jespersen (1964), and compound tables presented by
Wimsatt (1976), Voronin (1982), Anderson (1998), A. Fischer (1999) and Brede (1999a).

Sound Iconic Elements Typical of English

In the English language, the following sound clusters are often used to represent:

/fl/ - moving light or emission of light: flash, flare, flicker.

/fl/ - movement in the air: fly, flap, flit.

68



/gl/ - light: glow, grare, glitter, glint.

/sl/ - smooth, wet substance: slime, slush.

/sl/ - slow movement: slow, slip.

/sn/ - sound of breathing: sniff, snore, snort.

/sn/ - quick movement: snap, shatch, snitch.

/sn/ - something connected with creeping: snake, snail, sneak, snoop.

/sw/ - swaying movement: sweep, swing, swipe.

/j/ - up-down movement: jump, jounce, jig, jog.

Final /-ash/ - violence and/or speed: bash, brash,clash, srash, dash, hash, lash, mash, rash,

splash, slash, thrash.

In her extensive statistical study of affective sound symbolism in English, Whissell (2000)
conducted an extensive survey to discover emotional potential of sound iconic words and
came to the conclusion that most of them are emotionally meaningful and can clearly be rated
on the scale harsh/gentle, violent/mild, etc. Thus, research into iconic potential of sound
symbolism continues and brings new results with regards to affective power of

phonoesthemes.

Apart from sound symbolism appearing at the lexical level, i.e. sound symbolic words, many
scholars point out that sound symbolism may appear also at the morphological level. Such
tendencies as to express the imperative mood with the help of the shortest form of the verb
possible, to reduplicate morphemes of a verb in order to identify reduplication of movement
or its prolonged character, to use diminutive suffixes in order to signify the size of objects are

considered to be linguistically iconic (cf. Skalichka, 1990).

In general, reduplication is considered to be one of the most vivid instances of sound
symbolism, as repetition is one of the main principles of iconicity in general and phonological

iconicity in particular — the quantity principle (see 1.2.2). Sapir points out:

Nothing is more natural than the prevalence of reduplication, in other words, the repetition
of all or part of the radical element. The process is generally employed, with self-evident
symbolism, to indicate such concepts as distribution, plurality, repetition, customary

activity, increase of size, added intensity, continuance. (Sapir, 1959: 76)
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Another instance of sound symbolism in Germanic languages is the so-called RL-formant of
the verb. The idea is that the phonemes /r/ and /I/ appearing as suffixes in a verb may imply
continuity of a movement or repetitive activity. “The continuity of a sound is frequently

indicated by | or r after a stopped consonant” (Jespersen, 1964: 398).

The existence of this phenomenon has been also justified by other scholars (cf.
Bloomfield, 1990: 135; Marchand, 1959, Koziol, 1937 in Voronin: 1982). The authors
describe the functions of /r/ and /I/ as being sound iconically valid. In sound imitative lexis /r/
and /I/ perform the common function of expression of multiplicity, repetitive activity and

sound, and, consequently, it means that they have sound symbolic iterative meaning.

Having considered the functions certain phonoesthemes as well as suffixes have in relation to
the representation of certain meaning, conclusions concerning the nature of the root of sound
symbolic words may be made: the root of SSWs alike to the root of SIWs may be
decomposed into smaller meaningful units (cf. Firth, 1930; Bloomfield, 1990: 134; Worf,
1956). Thus, comparing sound symbolic words in different languages it is of greater
importance to compare certain phonemes and phonoesthemes they comprise rather than the

whole roots.

The above presented review of the functions of certain phonemes and phonoesthemes will be
referred to further in this study in the process of the contrastive analysis of the English,
Latvian and Russian sound iconic systems. English, Latvian and Russian sound iconic words
will be checked against the list presented and perhaps other common and different functions
of phonemes and phoneme clusters related to the meaning of sound iconic words would be
identified. It would be interesting to see how often reduplication and RL-formant appear in
sound imitative and sound symbolic words and how the meaning such grammatical
symbolical elements convey is represented in Latvian and Russian. This information may
appear useful for solution of translation problems that may arise as the result of
incompatibility of sound iconic systems in the source and target languages, as it may help
work out a consistent approach to the treatment of such phenomenon as phonological

iconicity in translation.
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2.4. Contextual Phonological Iconicity

2.4.1. Iconic Meaning Representation and Syntagmatic Context

Having discussed what phonological iconicity is and how it appears at the phonetic,
morphological and lexical levels it is necessary to consider how this phenomenon appears at
higher levels of language hierarchy, namely, at the syntactical and, what is more important, at
the textual level. Indeed, sound imitative and sound symbolic words are not just self-sufficient
units that are used independently, out of the context. Being elements of the language they
enter syntagmatic and contextual relations with other elements and very often acquire specific
properties and a higher degree of expressiveness when used in combination with other lexical
units or structures. A certain symbolic representation of a definite meaning may be realized
not through the application of SSWs but through the particular arrangement of units of non-
iconic lexis. In this case one has to deal with such stylistic phenomena as assonance,
alliteration and rhythmical arrangement of the utterance, which may also convey meaning,

mood and emotions iconically.

There have been numerous studies dedicated to the analysis of stylistic devices based on
various forms of repetition forming their iconic ground, such as parallelism, assonance,
alliteration, chiasm, rhyme, and meter (see De Cuypere, 2008: 104). Hence, at this point it is
essential to discuss the expressive and stylistic potential sound iconic elements of the
language possess and how this potential is actualized at the suprasegmental level of language

organization.

High stylistic potential of sound iconic words has long been recognized. For a long time such
words were even not considered being regular lexical units of the language but rather being
some marginal phenomena of purely expressive nature (cf. Bally, 1990: 23; lordan, 1990:
139). Although this view has generally been abandoned, it may not be denied that sound
iconic words have higher expressive potential than other units of lexis, the potential that is
widely used in expressive speech, expressive prose and poetry. Diffloth stresses, “every
pattern found in Expressive phonology and absent in Prosaic phonology should have iconic
value, and should be found in particular Expressives with precisely that value” (Diffloth,
1980: 50).
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In general, the expressive potential of sound imitation and sound symbolism in particular has
been most frequently discussed in relation to poetry or poetic language (cf. Jakobson and
Waugh, 1987); however, it should be kept in mind that this potential may be exploited in
expressive prose. Certain pieces of prose bear similarity to the rhythmical and melodic
features of verse, and the literary work analyzed in the present Thesis is a representative of the
kind. Thus the ideas about phonological iconicity in poetry articulated by the scholars to be

referred to below may be valid also in relation to the literary work in question.

Iconic signs are based on non-arbitrary connection between expression and content, or
form and meaning. That is why delineating the plane of expression from the plane of
content in conventional terms of structural linguistics becomes rather complicated. The
sign models its own content causing semantization of non-semantic (syntactic) elements
of the natural language in the literary text . [...] elements manifested as syntagmatic on a
definite level of hierarchy of a literary text turn out to be semantic on the other. (Lotman,
1998: 23, my translation)

Studying sound symbolism within the poetic function of language and, subsequently,
phonological iconicity as one of the tools by means of which this function is performed,
Jakobson maintains, “In poetic language where a sound as such possesses an independent
significance, sound symbolism actualizes and creates something similar to accompaniment to
the signified.” (Jakobson, 1990a: 33). He also noted that in poetry any explicit phonemic
similarity is considered from the point of view of similarity and/or dissimilarity of meaning.
Poetry is not the only domain where sound symbolism is perceived, but this is the domain
where the inner connection between sound and meaning becomes explicit. Accumulation of
phonemes belonging to a definite class (with frequency higher than average) or a contrasting
clash of phonemes belonging to antithetic classes in sound texture of a line, a strophe or an
entire poem appears, using A. Poe’s expression, as ‘underwater stream, parallel to meaning’

(cf. Jakobson, 1942).

The importance of sound symbolism has been stressed also by other scholars. Poetry has been

frequently compared to music and individual sounds have been compared to notes.

The theory of sound symbolism is based on the assumption that separate sounds due to
their articulatory and acoustic properties may awake certain ideas, perceptions, feelings,
images, vague though they might be. [...] In poetry we cannot help feeling that the

arrangement of sounds carries a definite aesthetic function. Poetry is not entirely divorced
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from music. Such notions as harmony, euphony, rhythm and other sound phenomena
undoubtedly are not indifferent to the general effect produced by a verbal chain. Poetry,
unlike prose, is meant to be read out loud and any oral performance of a message
inevitably involves definite musical interpretation. (Galperin, 1977: 124)

M. Grammon maintains that an idea may be described by sounds, as it happens in music, and
poetry, which although is not actually music, to a certain extent may appear as such. He
implied that vowels may be considered notes of some kind that render melodic effect to the

utterance (cf. Grammon, 1990: 175). In turn, L. de Cuypere maintains,

“Iconicity along the syntagmatic axis is concerned with “iconicity within the linearity of
text or discourse” and is thus basically related to the repetitions of signs (or parts thereof)
on a textual level. [...] a syntagmatic repetition of sounds can only be considered iconic
when extra meaning is added to the utterance or text or when it underscores the utterance’s

meaning.” (de Cuypere, 2008: 103, original emphasis).

Thus, phonological iconicity may appear in text not only at the lexical level, i.e. actualized
through the application of SIWs and SSWs, but also at the syntactical and supra-segmental
level realized through the application of such expressive means of language (EMs) as
assonance, alliteration and rhythmical arrangement of the utterance. Therefore, contrasting
sound iconic systems of different languages it is necessary to take into account all means of

iconic representation of meaning.

To account for the instances of suprasengmental indirect contextual iconicity, it is proposed to
identify it as a specific type of indirect phonological iconicity — contextual phonological
iconicity, which is manifested when the purposeful arrangement of non-iconic linguistic units

allows communicating meaning on the iconic ground (see 1.3.2).

As alliteration and assonance are phonetic EMs based on the repetition of similar sounds,
consonants in case of alliteration and vowels in case of assonance, in close succession, they
are seen iconic elements of language. Alliteration is one of the most ancient devices used in
the English language. Old English folklore poetry was based not on rhyming, but on
alliteration and certain rhythmical arrangement of syllables. “The repetition of the initial
sounds of the stressed words in the line [...] integrates the utterance into compositional unit.
Alliteration is therefore sometimes called initial rhyme” (Galperin, 1977: 127). The scholar

also notes that the traditions of folklore are exceptionally stable, and alliteration as a structural
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device of Old English poems and songs has shown remarkable continuity. De Cuypere (2008)
notes that syntagmatic repetition of sounds can be considered iconic only when extra meaning
Is added to the utterance or text, thus stressing the expressive power of repetition as

realization of the quantity principle of iconicity.

In their iconic capacity, alliteration, assonance and rhythm are extensively employed not only

in expressive, but also in operative discourse, which will be illustrated in Parts 5 and 6.
2.4.2. Synesthesia and Synesthetic Metaphor

As it was mentioned above, linguistic iconicity in general and phonological iconicity in
particular, is the property of a lexical item or a sun-morphemic unit conditioned by the
presence of a stable non-arbitrary relation between the signifier and signified. It is treated as a
perception phenomenon that is primarily rooted in cognitive and neurological function of the

human mind.

As it has been demonstrated in Chapters 2.2 and 2.3, sound imitation is a universal
phenomenon that displays high degree of consistency in sound/meaning representation
patterns across the languages. At the same time, the phenomenon of sound symbolism,
although being essentially iconic, may be more or less language and culture specific. The
process of ascribing meaning to certain phonoesthemes would be governed by convention,
conceptual structure of each particular language, and individual aspects of cognitive
processing of information determined by subjective perception of the world. Coding of
meaning in the process of conceptualization of sound symbolic lexis is associated with the
phenomenon of synesthesia, which appears to be one of the most important components of
psychophysical foundation of sound symbolism (Jakobson, 1987; Cytowic, 2002). Within
cognitive-semiotic systems, various conceptual and linguistic tools may be used to code one

and the same emotive content inducing certain synesthetic reactions.

Synesthesia is the perception phenomenon occurring when an impression caused by a certain
stimulus and specific of certain mode of perception is accompanied by additional impression
or image, often characteristic of other modality. It appears when one stimulus causes several
sensations at a time, while one sensation is adequate and the other(s) is inadequate. Within
psycholinguistic approach, the phenomenon of synesthesia is associated with the mechanism

of reconsidering the meaning of words identifying what properties of the concept allow using
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the name of one object to denote another (3amuenko, KapraBenko, 2011). Thus, essentially,
the mechanism of synesthesia is akin to metaphor — there is a transfer of a quality of one
sensation onto another. In this respect, Dixon et al. suggest that it is necessary to refer to the
phenomenon of ideasthesia, which occurs when activation of concepts (inducers) evokes
perception-like experiences (concurrents) (Dixon et al., 2006). In contrast to synesthesia
proper, which in essence is the conflation of senses, ideasthesia is manifested on the plane of

interaction between the semantic inducer and sense-like or emotive concurrent.

In turn, discussing the iconic potential of vocal modality, Perlman et al. (2015) note, “[...]
research in cross-modal correspondences and synesthesia [...] finds that people share deeply
rooted associations between certain acoustic and visual dimensions, many of which arise as
metaphors in spoken language” (Perlman et al., 2015: 3), thus establishing the relationship

between iconicity and synesthesia, which has been attested by experimental studies:

People tend to represent dimensions of magnitude according to common amodal or
multimodal representation. These prothetic dimensions include acoustic properties like
duration and loudness in association with visual dimensions like brightness and spatial
dimensions like size and length. Thus, people are inclined to perceive equivalence
between disparate stimuli as a long sound, a loud sound, a bright light, and a big or long
object. Studies also show a deep association, detected in infants three to four months of
age, between the acoustic dimension of pitch and both visual-spatial height (e.g. high
pitch with high spatial position) and visual sharpness (e.g. high pitch with pointedness)
(ibid).
Perlman et al. (2015: 13) also refer to the studies by Clark et al. (2013) and Dolscheid et al.

(2013) that have experimentally proved that the use of high pitch for up and low pitch for

down is a common conceptual metaphor of American-English culture.

Cytowic (2002) points out that cross-modal metaphors in language derive partly from some of
the same sensory processes that underlie synesthesia, which, in its turn, can be seen as a
complex form of nonverbal metaphorical thinking. Synesthetic or intersense metaphors act as

a conceptual linguistic mechanism of construing and verbalizing emotive experiences.

Synesthesia, or suggestion by certain sense receptions of characters belonging to another
sense, [...], should be made more conscious by a linguistic metaphorical system that

refers to nonspatial experiences by terms for spatial ones, though undoubtedly it arises
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from a deeper source. Probably in the first instance metaphor arises from synesthesia and
not the reverse; yet metaphor need not become firmly rooted in linguistic pattern. (Whorf,
102:199)

Synesthesia is a tool with the help of which senses and feelings are fixed verbally, and
understanding of the mechanism of synesthesia not only allows to effectively influence the
way information is processed by a human, but also to manage the development of cognitive
abilities of an individual (3anuenko, Kaprasenko, 2011). Therefore, conscious triggering of
synesthetic reactions may lead to the activation of the desired sensations and emotions to be

experienced by recipients as well as ensure communication of the intended meaning.

The connection between phonological iconicity and synesthesia has become a matter of
scientific interest not only within the general body of research on phonological iconicity, but

also within the cognitive research on metaphor.
2.4.3. Rhythm as Iconic Phenomenon

Rhythm is another iconic phenomenon that can be manifested both linguistically and extra-
linguistically. Levy (1966) as well as Leech and Short (1981) maintain that rhythm performs
iconic function in language and intentional rhythmical arrangement of the utterance may not
only bring order to the utterance but also reinforce the perception of certain meaning and
trigger certain emotions. According to Levy (1966), rhythmical irregularities (for example,
appearing as a result of the junction of two stresses or greater emphasis put on one of them)
condition acoustic or semantic breach between two adjacent words. Regular rhythm (or
rhythmic parallelism), on the contrary, facilitates the adherence of linguistic units into one
whole (verse or half-verse) and thus reinforces interrelation of contextually determined
elements. Semantic emphasis appears to be a natural result of phonetic stress, and this
category also comprises ‘kinetic meanings’ of rhythm, which actually are nothing else but
similarly structured successions of sounds emphasizing kinetic meanings appearing in the

text, i.e. according to the principle of iconic sign.

Rhythm is based on one of the basic principles of iconicity — the quantity principle, that is
repetition and parallelism, as rhythm only becomes pronounced when a foot is repeated

several times. Numerous repetition reinforces communication of meaning, moreover,
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“rhetorical/poetic repetition also increases perlocutionary force, both in literary and in

ordinary speech” (Dressler, 1992: 14)

Hinton et al. (2006) also consider rhythm an instance of sound imitative symbolism, a
universal phenomenon of iconic nature. De Cuypere argues that “syllabic structure might be
interpreted as an iconic rendering of the pace” (De Cuypere, 2008: 94) and that “complex
iconic ground may be observed, based on the order of the clauses and the different
phonological and rhythmic features of the text.” (ibid, 102— 03). Whorf proves that it is not
only pace that can be iconically represented by rhythm, but also any type of movement due to
the kinetic properties of rhythm in ensuring syntactic segmentation of the text that translates

into temporal segmentation.

As to the signified of possible iconic qualities of rhythm, it is obvious that movements are
most likely to be represented iconically. Kinetic processes, as particular forms of energy
distribution over time, lend themselves most readily to reflection in poetic rhythm.
(Whorf, 1999: 182)

Prsir and Simon distinguish three types of rhythmic iconicity, “iconicity on a local (word or
phrase) and on a global (utterance or sequence of utterances) level, and contextualization
provoked by contrast between sequences. Iconic meaning is strongly related to imitation (or
mirroring) while contextualization helps draw inferences by creating contrasts.” (Prsir and
Simon, 2013:167). The appellative force of rhythm is widely employed in marketing, public
speaking and motivational discourse. In its iconic capacity, rhythm reinforces the message,
makes it recognizable and memorable, it brings order into utterance thus making it more

harmonious. A more or less distinct rhythm is present in the majority of successful slogans.

Rhythm as iconic phenomenon realized at the textual level will be discussed in more detail in
Parts 5 and 6, considering iconic functions of rhythm in expressive and operative texts.
2.5. Summary

Phonological iconicity is studied within the framework of Phonosemantics in correspondence
with its principles and according to its laws. Phonological iconicity is an umbrella term for

such phenomena as sound imitation (onomatopoeia) and sound symbolism.
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Sound imitation is an inherent non-arbitrary phonetically motivated relation between the
phonemes of a word and the acoustic property of a denotant. In other words it is a verbal
imitation of sounds of the environment by means of a particular language. All sound imitative
words are constructed according to one basic principle — in most cases there is a direct
transmission of elements of phonation by elements and, consequently, phonemes belonging to
the same (psycho)acoustic types as elements of the signified phonation. Sometimes the
transmission is approximate. Almost all phonemes of a SIW are sound iconically valid. The
root of a SIW is not structurally-semantically indivisible. The minimal unit of the plane of
expression directly related to the minimal unit of the plane of content in sound imitation is an
acoustic phonemotype. In this respect an acoustic phonemotype is similar to a morpheme of
non-sound-iconic lexis. The word formation of SIWs is a very specific case of modelled word

formation.

Sound symbolic words most frequently signify different types of movements, form, size and
texture of objects, distance, light phenomena, types of gait, mimics, emotional and
physiological states of humans and animals. Sounds in SSWs derive their meaning from direct
association between sounds and elements of perception thus the basic aspect of relationship
between sound symbolic words and the meaning of objects-denotants is synesthesia or
oneness of senses. SSWs representing articulatory movements display very high degree of

universality in various languages.

Sound imitative and sound symbolic words enter syntactical and contextual relations with
other elements of language and very often acquire specific properties and higher degree of
expressiveness being used in combination with other words or structures. Moreover, sound
symbolism may appear in text also at higher than lexicological level, i.e. certain symbolic
representation of a definite meaning may be realized not through the application of SSWs but
through the particular arrangement of units of non-iconic lexis. So, phonological iconicity
may appear in text not only at the lexical level, i.e. actualized through the application of SIWs
and SSWs, but also at syntactical and supra-segmental level realized through the application
of such expressive means of language as assonance, alliteration and rhythmical arrangement
of the utterance. Thus comparing sound iconic systems of different languages it is necessary
to compare not only sound iconic words but also other means of iconic representation of

meaning.
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Part 3. Sound Imitative Systems in English, Latvian and Russian:

Contrastive Analysis

Part 3 is dedicated to the quantitative and qualitative contrastive analysis of sound imitative
systems of the working languages. Chapter 3.1 is dedicated to the statistical survey of the
cases of onomatopoeia as appearing in the source language text analyzed in Part 5 — “The
Lord of the Rings”. The survey includes the inventory of sound imitative words appearing in
the text and their corresponding Latvian and Russian counterparts, and the information on the
frequency of their appearance in the original text. The sample of 120 English SIWs was
collected using NVivo 11 software, extracting all cases of the application of direct lexical
phonological iconicity in the source text. It should be specified that the data on the
corresponding Latvian and Russian SIWs have not been obtained by means of the quantitative
statistical analysis, as it happened in the case with the English SIWs. That is to say, the
corresponding Latvian and Russian SIWs have not been collected by examining translation
versions of the source text, as it appeared to be technically complicated due to copyright
issues. Parallel text analysis may be performed in future provided both the source text and its
translation versions are accessible in the electronic format. Taking that into consideration, as
well as reflecting on the statement made in Part 2 that context is not necessary for a
comparison of SIWs, the corresponding Latvian and Russian SIWs have been collected with
the help of a bi-lingual dictionary. The quantitative data on the English, Latvian and Russian
SIWs presented and interpreted in Chapter 3.1 will be further analyzed in Chapter 3.2 in order
to classify the SIWs and certain conclusions on the similarities and differences of SIWs in the
English, Latvian and Russian languages as well as on the specific features of their phonetic

construction and phonotactic distribution are going to be made.

3.1. Quantitative Analysis of the English, Latvian and Russian Sound

Imitative Words

In order to ensure that the conclusions made on the basis of the contrastive analysis are
authentic and valid, it is necessary to examine the manifestations of sound imitation in the
languages under consideration both quantitatively and qualitatively. 120 English SIWs have
been selected studying an expressive text “The Lord of the Rings” by J.R.R. Tolkien as the

source of empirical data using the query functions of NVivo 11 software. The sample contains
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all SIWs as used by the author of the original text. It should be specified that the data on the
corresponding Latvian and Russian SIWs has not been obtained examining texts, the
corresponding Latvian and Russian SIWs have been collected with the help of a bi-lingual
dictionary (Letonika.lv and Tilde for Latvian and Oxford Russian English Dictionary and
Large English-Russian Dictionary for Russian). The data concerning the SIWs will be further
analyzed in order to make certain conclusions on the similarities and differences of SIWs in
the English, Latvian and Russian languages as well as on the specifics of their phonetic
construction. The compound table presenting the inventory of 120 English sound imitative

words and their Latvian and Russian counterparts is presented in Appendix 1.

As it has been mentioned in the Introduction, J.R.R. Tolkien extensively employs SIWs in his
writing. The inventory of SIWs used by the author is presented below followed by the compound
table of the Latvian and Russian SIWs that can be considered the counterparts of the English
entries. For the Russian variants, the symbol (-aue or -ube) appearing in the translation part of
the inventory stands for an action nominal, a noun derived from a verb similar to gerund in

English.

Compiling the inventory of the English SIWs, it was difficult to avoid including numerous
sound symbolic words into the inventory of sound imitative words. Such words as babble,
breathe, clamour, cough, gibber, mutter, murmur, snarl, sniff, snivel, snore, snort,
snuffle, sob, stump, tramp, trample, whimper, yammer and yawn should be considered
sound symbolic or manifestations of secondary phonological iconicity as they do not imitate
sounds of the environment but rather represent either movements of the articulatory organs or
types of gait (see 2.3). However, taking into consideration that the production of all these
movements is accompanied by some sounds, and these sounds are reflected in the phonetic
composition of the words, they have been included into the inventory and are further referred

to as sound imitative.

The Latvian and Russian SIWs are respectively presented in a compound table listed
according to their initial sound. It appeared necessary to present them in such a form because
following the phonosemantic Law of the Multiplicity of Nomination (see 2.1.4) many Latvian
and Russian SIWs can be considered counterparts to more than one English sound imitative
word. Moreover, many English SIWs may be translated using not only SIWs, but also sound
symbolic and even non-sound-iconic words. That is why the Latvian and Russian SIWs have
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been selected from the overall inventory and presented separately to identify the most
productive phonological patterns and phonoesthemes (see Table 1 and Table 2). Table 1
presents inventory of the Latvian SIWs. The words have been arranged considering the initial

letter.
Table 1
Compound Table of the Latvian Sound Imitative Words

Initial letter | Quantity| Sound imitative words

A 1 auri

B 8 belziens, blauks!, bliksket, brazma, brekt, buldurgt, bungat, burbulot

¢ 8 Cabét, calot, ¢apot, Caukstet, Cikstet, Cinkstet, ¢ivinat, Cukstet

D 9 dauzit, dardet, dipét, ducinat, dunét, dungot, diikt, dvesma, dzinkstet

E 2 elpot, elst

G 6 gaudot, gausties, grabgt, graut, gurkstét, grudzinat

K 23 kauciens, kalt, kaldinat, kauciens, kaukt, kerkt, klabgt, kladzinat, klaigat,
klaksket, klaudzona, klauvet, kliksket, klepot, kliegt, klukstét, knipis,
knada, kraksket, krauksket, kunkstet, kurkstet, kurnét

K 1 kikinat

M 3 murminat, murdona, mutulot

N 2 nirbona, nurdet

@) 1 osnat

P 13 paksket, peksket, pikstet, pilet, pinksket, plaukskinat, pliksket,
pluncaties, plunkskis, plauka, plapat, pukstet, ptist

R 6 raudat, rejas, réciens, ribot, rukt, ruksket
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Table 1 continued

S 11 sangét, sist, skandinat, smilkstet, spradziens, sprakské&t, sprégat, spiegt,
stenét, struklina, svilpt

S 9 Salkt, skindet, Slakstet, Slakt, Snakt, Snaukt, Snirkstet, Snukstet, Svikstet
T 5 tarksket, taurgt, trieciens, trinksket, troksnot
Vv 6 vaids, vaimanat, vauksket, vavulot, vipsnat, virmot
z 2 zvanit, zviegt
7z 2 zavas, zvadzet

Table 2 presents inventory of the Russian sound imitative words. The words have been

arranged considering the initial letter.

Table 2
Compound Table of the Russian Sound Imitative Words
Initial letter | Quantity| Sound imitative words
b 4 0axHyTb, 00PMOTATh, OYNTHIXHYThCS, OyIBKATH
B 6 BESITh, BU3T, B3PBIB, BO, BOILIb, BCXJIHIIT
r 9 ram, TMKaTh, THyCaABUTb, TOTOT, TPEMETh, TPOM, TPOXOT, T'YJI, TYJIOK
pil| 3 npedesr, TyTh, TbIXaHue
K 2 KYAOKaTh, )KypUaTh
3 3 3BOH, 3BEHETh, 3BIKAThH
K 9 KaraTh, KapKaTh, KallIsiTh, KBaKaTh, KPHUK, KPSAKaTh, KyIaXxTaTb,
KyKapeKaTh, KyJJIbIKATh
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Table 2 continued

J'Iafl, JICTICT, JIOIIOTATh, JIA3T

HBITb

opaTth, 0XaTh

IMHCK, INICCK, IIBIXTCThH

packat, p€B, pXKaTh, pOIOT, PBIK, PSIBKaTh

CBUCT, CKPEXKET, CKPECTH, CKPHII, CKYJIHTb, COIETh, CTOH, CTPEKOT, CTYK

TapaToOpUuTh, TOIOT, TPECK, TABKATH

VIIIOJIIOKaTh, YXaTh

¢bBIpKaTh

XUXHKATh, XJIOTIOK, XHBIKATh, XOXOT, Xpall, XPYCT, XPIOKaTh

apKaTh, MIENECT, ENOT, LIUIETh, IIJIETOK, IOPOX, IIYM, IIypLIATh

ne0eTaTh, MEIKATh

In the three volumes of “The Lord of the Rings” J.R.R. Tolkien used 120 different sound
imitative words 1694 (standard deviation 1%) times. It should be noted that some originally
sound imitative words such as ‘plunge’, ‘crash’, ‘knock’ and ‘smash’ have been used by the
writer also metaphorically, i.e. with a meaning other than the representation of the sound. Such
applications have not been registered. The words ‘breath’ and ‘breathe’ are counted separately

since, although they have the same stem, there is a vowel shift in the stem, so these words

produce a different acoustic effect as well as at times refer to different sounds.

The compound table of the Latvian SIWs contains 118 items, whereas the compound table of
the Russian SIWs contains 85 items. Considering the general inventory, it may seem that

there are more Latvian and Russian SIWSs than presented in the compound table. It should be
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specified that the corresponding Latvian and Russian SIWs have been analyzed in their
shortest possible morphological form. As it has been discussed in Part 2, the stem is the main
sound iconically valid element of a sound imitative word and, respectively, the phonemes
belonging to a particular type that constitute it. That is why the Latvian and Russian
counterparts of the English SIWs have been reduced to the form of the stem, if they may
operate as nouns, and to the shortest possible form of the verb, if otherwise. The English word
crack may stand for both ‘a crack’ and ‘to crack’ and imply the existence of the word
‘cracking’ but the part of speech is not relevant in this case. The Latvian stem —kraksk— for
example, may appear in numerous derivative verbs and nouns: krakskis, kraksket,
krakskinat, nokraukskéet, just as the Russian stem —rtpeck- may appear in Tpemiath,
TpecKaTh, TPECKaThCs, NMOTPEeCKUBaTh, NMOTPECKUBaHKHE, TPecKoTHs NOt even taking into
account derivative adjectives and participles. Thus, comparing the inventories of SIWSs in
English, Latvian and Russian one should take into account the stems of these words rather

than their particular form.

Considering the sample of 120 English SIWs, and their Latvian and Russian counterparts,
certain quantitative observations may be made.

1. 117 English sound imitative stems correspond to 118 Latvian and 85 Russian sound
imitative stems;

2. The majority of the English SIWs are monosyllabic — 83 (71%). Out of 36 disyllabic
SIWs 32 contain the suffixes —le or —er (NB. In the present study /I/ after stops is seen
as syllabic). The stems of 115 words are monosyllabic. The remaining four are
clamour, hubbub, snivel and whinny. The stems of the majority of the Latvian are
also monosyllabic — 112 (97%), and 4 (3%) are disyllabic — buldurét, burbulet,
vaimanat, vavulot. 63 (74%) of the Russian SIWs are also monosyllabic, 19 are
disyllabic and 3 consist of 3 syllables: kykapekaTs, TapaTopuTh and yJaI10J10KaTh.

3. Vowel sounds are not used in the initial position in the English SIWs, all words in the
sample start with a consonant sound. VVowel sounds are rarely used in the initial
position in the Latvian and Russian SIWSs, there are only 4 such cases registered in the
Latvian selection: aurot, elpot, elst, o$nat, and 4 in the Russian selection: opars,
0XaThb, YJIKJIKOKATb, YXaThb.

4. Phonemes most frequently used in the initial position of sound imitative stems are the
following: English: /s/ — 23 items, /k/ — 19 items, /b/ — 15 items; Latvian: /k/ - 23

84



items, /p/ - 13 items, /s/ - 11 items; Russian: /k/ — 9 items, /s/ — 9 items, /J/ — 8 items,
/gl — 8 items;

5. The most frequent initial phonaesthemes are the following: English: /sn/ - 7 items, /kl/
— 7 items, /kr/ — 8 items; Latvian: /kl/ — 10 items, /pl/ — 8 items, /sp/ — 6 items;
Russian: /sk/ — 4 items, /st/ — 3 items, /hr/ — 3 items and /gr/ — 3 items.

6. In the Latvian language, there is a phonoestheme that is characteristic of the entire
range of sound imitative words, namely, /-ksk-/ [kc], which appears as a terminating
sound cluster in 11 (11%) stems.

7. 96 English SIWs finish with a consonant sound and 21 finish with a vowel sound or
have /r/-colouring. Only 10 stems finish with a distinct vowel sound. None of the
stems of the Latvian and Russian SIWSs finish with a vowel.

3.2. Qualitative Analysis of the English, Latvian and Russian Sound

Imitative Words

Considering the results obtained in the process of the statistical analysis of the English,
Latvian, and Russian SIWs certain conclusions may be made.

There are more sound imitative root-words in the Latvian language than in the English and
Russian language, it appears to be more productive and receptive of the new coinages than
two other working languages. Latvian also displays greater number of alloforms, when the
imitated sound pattern may be iconically represented by several related forms (e.qg. klaksket
vs. kliksker). In English there is only one case of such alomorphism, when forms differing
only in one sound denote the same phonation: drip and drop is used to describe water

movement.

There are fewer sound imitative root-words in Russian than in English and Latvian. Although
the analysis has been performed considering only a fraction of all SIWSs, the fact that the
number of the Russian SIWs is smaller than the number of the English and Latvian SIWSs in

the sample by more than 30% allows maintaining that this is a consistent tendency.

The English SIWs are rendered into Latvian mainly by means of sound imitative words,
however, many synthetic forms or non-sound-iconic words may also be used, for example,
blast — (gaisa) strava, blare — (taures) skana, flick — viegls uzsitiens. In Russian such cases

are also numerous, for example, thud — eayxoii 38yk, tramp — 3eyx masicénvix wazos, twang —
(o]0}



peskuil 38yk HamsaHymou cmpyusi. There are no Latvian and Russian counterparts for
numerous English SIWs, e.g. hoot. Certain Latvian SIWs are used as the counterparts of more
than one English SIW, for instance, dardét and cabét. Dardét can represent the phonation
denoted by English SIWs boom, growl, grumble, peal, roar, roll, and rumble. All English
SIWs denote a prolonged phonation, which is often resonating as denoted by syllabic —le in
grumble and rumble, and final —I and —r in growl, peal, and roll. Thus, although Latvian
dardet displays features of polysemy, the type of phonation denoted by it is consistent. At the
same time, Latvian ¢abét may act as a counterpart for English babble, clatter, murmur, rustle,
and whisper, which iconically represent very different types of phonation — clatter, rustle and
whisper denote a quieter prolonged phonation than babble and murmur, which represent
voiced sonoric phonations. Moreover, in case of English SIWs denoting prolonged phonation,

it is the final sound cluster that is most sound iconic, whereas in Latvian it is the core vowel.

Similar polysemic behavior is displayed by Russian eryk and its derivatives, which appear as
counterparts of such words as bang, clatter, knock, hammer, patter, rattle, tap, thud and
thump; Tpeck and its derivatives used as equivalents for crack, crackle, crash, crunch, groan,
rattle, snap and splutter. In order to distinguish between the shades of meaning additional
explanations are often provided: patter — cmyx doorcoeswvix kanenw, thud, thump — aryxoii
cmyk, tap — zéexuu cmyx. The loss of expressiveness is sometimes compensated by an
application of additional sound imitative and sound symbolic words or words with a strong
connotation: squeal — nponsumenvuwiti kpux (phonoaesthesia), screech — euzziuewiii unu
xpunwiti kpux (Onomatopoeia), whine — orcanobuwiii 6oit (Oonomatopoeia, strong connotational
meaning). Thus, it may be concluded that in Russian certain components of meaning are
communicated lexically rather than iconically. The meaning of the Russian SIWs formed
using the same stem varies depending on their morphological construction. For example,
ceucmems, noceucmoieamv May be aligned with whiffle, ceucmems with whistle,
npoceucmems With whiz, the latter Russian word denotes a sharp sound. Thus the loss of
meaning translating the English SIWs may be also compensated grammatically. Various
shades of the meaning of the English SIWs may also be rendered modifying the

morphological construction of the Russian SIWSs.

The stems of the Latvian SIWs are more productive than the stems of English SIWs.
Moreover, the majority of Latvian SIWs have an alloform with an additional sound iconic

element — a suffix —in-, which may denote a prolonged variant of the signified phonation, e.g.
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klabet — Klabinat; krauksket — kraukskinat, cikstét — cikstinat, pliksket — plikskinat, etc. In
Russian, the same function is performed by the combination of prefix mo- and suffix -uB-
(cTydaTh — MOCTYKHBAaTh, MMIIATh — MOMUCKUBaTh, etC.). Stems of the Latvian SIWs can be
used to derive a verb, a noun, a participle and often an adjective. In turn, stems of the Russian
SIWs demonstrate even higher productivity rate than English and Latvian SIWs, which can be
demonstrated considering the number of derivations that might be formed from one stem. For
example, the stem -ctyk- may be used to derive the following words: crykars, mocrykars,
IIOCTYKHBAaTh, OTCTYKaTh, OTCTYKHBAaTh, POCTYKaTh, MPOCTYKuBaTh, reflective verbs derived
from some of the verbs. All from more than 25 words are sound imitative, the cases when -
cryk- is used in formerly sound imitative words in which sound imitative meaning has

weakened have not been considered.

Considering the English SIWs, the variety of words formed using the same stem is
considerably smaller. Normally the same stem may be used to form the noun, 1-2 verbs and a

present participle. Past participles of the English SIWs are usually not sound imitative.

Having analyzed the list of relatively universal sound iconic elements in the English-Latvian-
Russian group, another important observation can be made. In English, /m/ in the initial
position regularly bears sound iconic value — moan, murmur, mutter. Moreover, A.Fischer
(1999:130) with the reference to Plank and Jakobson claims that in English /m/ as an
expression of discontent displays an apparently universal tendency in iconic terms, “it is not
the sounds that is being imitated, rather the position of the articulatory organs when they
produce /m/ is identical with their position when one is thinking mutely and reflexively. [...]
When this reflexive, half or wholly reluctant attitude becomes verbalized [...] the natural
iconic sound to be produced is /m/ or perhaps generally a nasal.” In Latvian, /m/ in the initial
position appears three times — murminat, murdona, mutulot and their derivatives, in Russian it
never appears in the imitation of sounds produced by humans or nature, but only animal
sounds — msruams, maykams. In Latvian and Russian /m/ in the initial position also does not
bear negative connotation and is not used to denote revolt or discontent. Thus, it may be
concluded that /m/ in the initial position is displays more distinct sound iconic characteristics

in English as compared to Latvian and Russian.
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It may be argued that the flectional character of the Latvian and Russian language and the
greater potential for word formation are factors that ensure that the average frequency of the
application of SIWs is not lower, and in Latvian even higher than in English.

In order to compare the specific features of the phonetic structure of the English, Latvian, and
Russian SIWs, it is necessary to categorize SIWs in order to consider whether words

belonging to the same group display any similarities in their structure.

Before the classification is performed one important point should be brought out. As it has
been specified in 2.2.2, it is not always possible to position a sound imitative word within a
definite group accurately because noises denoted by the same sound iconic words may be
produced by different agents, for example, hiss may denote a sound produced by a mechanical
device, a human or animal or an air movement. In case of doubt, the entry has been made
taking into consideration the most frequently mentioned type of noise production. Yet some

of the SIWs could not have been reasonably categorized within a definite group.

3.3. Classification of Sound Imitative Words

Categorization of the English, Latvian and Russian SIWSs has been performed according to the
classification analyzed in sub-chapters 2.2.2, grouping the SIWs as various sub-types of either

acoustic or articulatory sound imitative words.

1) acoustic sound imitative words English: 57 (48%); Latvian: 54 (42%); Russian: 33
(39%)

A. words denoting a short contact between two surfaces, a short instantaneous
movement, or a series of short instantaneous movements: English: bang, beat, bump,
clang, clap, clash, clatter, click, clink, crack, crackle, crash, crunch, din, flap, flick,
hammer, knock, patter, slam, slap, smash, snap, stump, tap, thud, thump, tramp,
trample (29); Latvian: belziens, blauks, blikskét, ¢apot, gurkstét, dauzit, dipét, kalt,
kaldinat, klakSket, klaudzona, kliksket, knada, knipis, krakSket, kraukSket, paksket,
plaukskinat, plikSket, plauka, pukstét, sist, skandinat, spradziens, spraksket, sprégat,
Snirkstét, trieciens, zvadzet (29); Russian: 6axHytb, apebe3r, 3BsKaTh, JIA3T, CTYK,
TOIIOT, TPECK, XJIOMOK, XPYCT, HUIEHOK, méakaTh (11);

B. words denoting a continuous contact between two surfaces: English: creak, grate,

rattle, screech, scuffle (5); Latvian: caukstgt, slukt, troksnot (3); Russian: ckpexer,
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CKPECTH, CKPHII, [IIApKaTh, IOPOX, Irypirats (6);

C. words denoting water movements: English: bubble, drip, drop, gurgle, paddle, plop,
ripple, splash, tinkle, trickle (10); Latvian: burbulot, mutulot, pilét, pluncaties,
plunkskis, striklina, Slakstét, virmot (8); Russian: OynThIXHYTbCS, OYJIbKATh,

JKypuaTh, KanaTh, mieck (5);

D. words denoting sounds produced by mechanical devices: English: no entry; Latvian:

bungat, tarkskét (2); Russian: rpemets, poror (2)

E. words denoting sounds produced in nature: English: growl, roll, rumble, thunder (4);
Latvian: graut, dardét, ducinat, dunét, klabét, ribot, sanét (7);  Russian: rpom,
rpoxort, packart (3);

F. words denoting movements of the air or movements produced by objects moving in the
air: English: blare, blast, blow, clamor, hoot, puff, rustle, swish, whiz (9); Latvian:
brazma, dvesma, dzinkstét, nirbona, pust, Salkt, $vikstét, taurt (8); Russian: Bests,

NyTh, JAbIXaHHE, TYIOK, MBIXTETH, HiejecT (6).

2) articulatory sound imitative words: English: 56 (47%): babble, bark, bay, bray, breath,
breathe, buzz, cackle, chatter, chuckle, cough, croak, crow, cry, gasp, gibber, gobble,
groan, grumble, grunt, hiss, hoom, howl, hubbub, hum, moan, mutter, murmur, neigh,
quack, scream, shout, shriek, sigh, snarl, sniff, snivel, snore, snort, snuffle, sob,
splutter, squeak, squeal, wail, weep, whiffle, whimper, whine, whinny, whisper, whistle,
yammer, yawn, yell, yelp; Latvian: 55 (47%): brékt, buldurét, calot, ¢ikstét, ¢inkstét,
¢ivinat, ¢ukstét, elst, elpot, gaudot, gausties, grabét, grudzinat, dungot, dikt, kauciens,
kaukt, kérkt, kladzinat, klaigat, klauvét, klepot, Kliegt, klukstet, kunkstet, kurkstét,
kurnét, kikinat, murminat, murdona, nurdet, oSnat, peksket, pikstet, pinksket, plapat,
raudat, rejas, réciens, rukt, ruksket, smilkstét, spiegt, stenét, svilpt, Snakt, Snaukt,
snukstet, vaids, vaimanat, vauksket, vavulot, vipsnat, zviegt, zavas Russian: 47 (55%):
60pMOTaTB, BU3T, BOI>'I, BOIUIb, BCXJIMII, I'aM, T'MKaTb, THYCaBUTb, I'Or'0OT, XYXXKAaThb,
KapKaTh, KallUIITh, KBAKaTh, KPUK, KPSIKAaTh, Ky/laXTaTh, KyKapeKkaTh, KyJIbIKaTh, JIaii,
JIETIET, JIOMIOTATh, HBITh, OPaTh, 0XaTh, MUCK, PEB, pKaTh, PBIK, PABKATh, CBUCT, CKYJIUTh,
COIICTh, CTOH, CTPCKOT, TAPATOPUTH, TABKATh, YJIIOJIIOKATh, yYXaThb, (I)BIpKaTL, XUXUKATh,

XHBIKaTh, XOXOT, Xpal, XpIOKaTh, MIENOT, HIUIETh, e0eTaTh.
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3) difficult to classify: English: boom, peal, ring, roar, toll, twang (6); Latvian: auri, ¢abét,

Skindgt, trinkskét, zvanit (5); Russian: B3pbIB, Iy, 3BOH, 3BeHETh, myM (5).

The English SIWs are distributed between the groups almost evenly: group 1 — 48%;  group
2 —47%. In Latvian, the difference between group 1 and group 2 is not statistically significant
although noticeable — 5%, whereas in case of Russian SIWs, more SIWs fall into group 2 —
55%; group 1 comprises 39 % of SIWSs. The largest sub-group within group 1 in English,
Latvian and Russian is sub-group A, 51%, 54% and 33%, respectively.

Considering the SIWs that have not been positioned within a definite group, it can be noticed
that all SIWs with the exception of roar denote some resonating sound. A sub-group
‘resonating sound’ may be added to group 1 classifying SIWs in future. Roar has not been
positioned within a definite group because it appeared in the ST as an acoustic and
articulatory sound imitative word almost in equal number of instances. The situation is similar
in Latvian and Russian, as the majority of SIWs, which have not been categorized, denote a

resonating sound.

Having analyzed the sample of SIWs in three working languages, some relatively universal

sound iconic elements have been singled out.

e Stops convey an iconic impression of brevity and discontinuity, especially when used
after short vowels.

o [kr] represents a loud, sharp, cracking sound. Apart from sound imitative function it
may perform also the sound symbolic function representing an idea of discomfort or of
something being broken down (English: cripple, crumple). In Latvian is represented as
[kr] (krakskis, kraksket, krakskinat, nokraukskét, krakstet, kraukskéet, krikstér). In
Russian, appears as [hr] and [gr] (xpycmems, xpunems, xpanems, xpomams, ecpemems,
2poxomams).

e /I/ in the initial position often represents the tongue movements in the process of
licking (English: lick, lap; Latvian: laizit, lakt; Russian: auzams, 1akams).

e /s/, /[l almost always appear in words representing sucking (of liquid by mouth).
English: suck, sip; Latvian: sikt, sikat; Russian: cocams, ecacvisams. It may also

imply hissing.
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/r/ often represents vibration directly or approximately (r-colouring). English: tremble,
shiver, quiver; Latvian: drebét, tricét; Russian: opooicams, mpscmucs.

The labial consonants /p//b/ and the rounded (labial) vowels /o//u/ are often used to
represent round objects. (English: ball, buoy, bubble; Latvian: bumba, burbulis;
Russian: 6y6nuxk, 6yben, 6ynka).

Labial consonants often together with labial vowels with the lips protruded signify
blowing. Such combinations as pu- and fu- are very frequently used. (English: pooh-
pooh; Latvian: pist; Russian: ¢pyxams).

Contrasting the English, Latvian, and Russian SIWs within definite groups and sub-groups

several observations and conclusions have been made:

There are fewer sound imitative stems in Russian than in Latvian and English,
however, the Russian sound imitative stems are more productive. The flectional
character of the Latvian and Russian language and the greater potential for word
formation are factors that ensure that the average frequency of the application of SIWs
is not lower, and in Latvian even higher than in English.

The majority of the stems of SIWs are monosyllabic — almost 100% in English, 97%
in Latvian, and 75% in Russian. However, the Latvian and Russian SIWs tend to be
polysyllabic since prefixes and suffixes are often added to the stem.

Most stems of SIWs start and finish with a consonant sound. A consonant appears in
the initial position in 100% of the English, 95% Latvian, and 95% of the Russian
SIWSs. A vowel never appears in the final position in the stems of the Latvian and
Russian SIWSs, and only 8% of the stems of the English SIWs finish with a distinct
vowel sound.

The stems of the English, Latvian and Russian SIWs in sub-group A. display a high
degree of similarity in their phonetic structure. Most stems of the English SIWs, 66%
stems of the Latvian SIWs and all stems of the Russian SIWs finish with a stop. All
Most frequent initial sounds and sound clusters in the English SIWs are: [s] — 5 items;
[KI] - 6 items and [kr] - 4 items. Most frequent initial sounds and sound clusters in the
Latvian SIWs are [KI], [pl] and [sp] — 3 items each. The Russian SIWs do not display
any particular tendency in this respect.
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All words representing sounds produced by water movements in English contain a
[stop + constrictive sonorant (/r/ or /I/)] cluster. All Latvian SIWSs in this groups also
contain a constrictive sonorant, whereas all except one word in Russian contain a
[constrictive sonorant + another consonant] cluster. It is likely that a cluster containing
a constrictive sonorant is sound iconically valid in words denoting water movements.
Sound clusters or phonaesthemes that most frequently appear in the initial position are
/sn/, Ikl/ and /kr/ in English, /kl/, /pl/, and /sp/ in Latvian, and /sk/, /st/, Igr/ and /hr/
in Russian. A sound cluster [back-lingual consonant (— n) + /r/] appears in the initial
position in the stems of SIWs more frequently than any other. 11% of the stems of the
English SIWs start with /kr/ or /gr/ and 9% of the stems of the Russian SIWs start
with /kr/, Igr/ or /hr/. These appear to be the most marked phonoesthemes in the
respective languages. These sound clusters are explicitly sound iconic, i.e.
communicate meaning, have recognizable pattern and thus can be used in word
formation. In fact, the production of any of the variants of the archecluster as an
interjection with the vibrating [r] is perceived as a direct imitation of a particular
noise.

In the Latvian language there is a unique phonoestheme that is not used in SIW
formation in the other working languages — 11% of the Latvian SIWs terminate with a
sound cluster [kle].

In all three working languages, short instants are most frequently represented by
means of the combination of a single short root vowel and a final stop.

The sound produced in the process of a continuous contact between the surfaces in
English and Russian is usually reflected by the sound /r/, this pattern is not
characteristic of the Latvian language.

All Russian SIWs, all except one English SIWs denoting sounds produced in nature
contain the sound [r]. However, the exception — thunder — possesses /r/-colouring. In
general, most frequently [r] in SIWs represents a continuous dissonance sound. In
Latvian this tendency is demonstrated by less than 50% of SIWs.

The SIWs belonging to sub-group F ‘sounds produced by air movements’ do not
display any particular tendencies in their phonetic structure.

The number of SIWs belonging to group 2 is vast, that is why there is a great variety

of possible sound combinations in the words belonging to it. The main sound

92



iconically valid element of the SIWs in this group is a root vowel sound. In all three
working languages, high front vowels tend to reflect not very loud high sounds and
low vowels and diphthongs tend to reflect louder low sounds. For instance, two
Latvian sound imitative words denoting various cracking sounds — klikskét and
klaksket very vividly exemplify the statement made. They differ exactly with respect
to the articulation of the root vowel. The former SIW denotes a quieter phonation,
whereas the latter — a louder and more pronounced one. Considering Russian, two
sound imitative words denoting ‘laughing’ may illustrate the point — xuxukaTh and
xoxoTaTh. Xuxukarh denotes quiet laughing with the mouth closed or slightly open.
Xoxorartp, 0n the contrary, denotes loud laughing with the mouth wide open. The
length of the root vowel reflects the length of the reflected sound. As it has been
mentioned in 2.2.2, the quantity and pitch of a vowel is always iconically valid in
sound iconic lexis. The contrastive analysis justifies the validity of this theoretical
statement.

One of the main sound iconically valid elements of the SIWs is a root vowel sound. In
all three working languages, high front vowels tend to reflect not very loud high
sounds and low vowels and diphthongs containing them tend to reflect louder low
sounds. The length of the root vowel reflects the length of the reflected sound — long
vowels and diphthongs reflect continuous sounds and short vowels reflect short
sounds.

Many SIWs in English, Latvian, and Russian display a very high degree of similarity
in their phonetic structure, however, the morphological structure of sound imitative

words varies depending on the language.

In conclusion, it may be added that sound imitation is a constantly evolving phenomenon.

New SIWs are constantly coined by language users, and dictionaries often fail to register them

in good time. For example, such words as mBsikHyTh and xpymkaTh are not included in many

dictionaries, as they are not recognized as words belonging to the Russian literary language.

The word hoom has apparently been coined by J.R.R. Tolkien, it has not been entered in the

dictionary and is not recognized by Windows. However, common language users understand

these words even if they do not use them. This empirical observation may give ground to two

conclusions: 1) sound imitative words are truly constructed according to a definite pattern and
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language users recognize this pattern, and 2) the study and analysis of sound imitative system

of any language will never be complete, as new SIWs are constantly emerging in language.

3.4. Summary

One of the main sound iconically valid elements of the SIWs is a stem vowel sound. In
English, Latvian and Russian high front vowels tend to reflect not very loud high sounds and
low vowels and diphthongs containing them tend to reflect louder low sounds. The length of
the root vowel reflects the length of the reflected sound — long vowels and diphthongs reflect

continuous sounds and short vowels reflect short sounds.

Many SIWs in English, Latvian and Russian display a very high degree of similarity in their
phonetic structure, however, the morphological structure of SIWs varies depending on the

language.

The loss of meaning and expressiveness in the translation that may result from the fact that
there are fewer sound imitative stems in English and Russian than in Latvian may be
compensated by lexical and grammatical means, i.e. by means of lexical addition and

grammatical transformation.

94



Part 4. Phonological Iconicity in Translation

Authentic and valid conclusions concerning the nature of sound iconic words and phonological
iconicity in general may be achieved only considering these phenomena in operation, i.e. within
a linguistic and situational context they appear. It is particularly true in relation to the

manifestations of phonological iconicity, which occur at the above-word level.

Contrasting and juxtaposing various linguistic phenomena across the languages if they appear in
the syntagmatic context at the textual level most frequently is associated with translation. Indeed,
the contrasted texts may yield most valuable information concerning the operation of the
phenomena in question in the same or similar situational context in different languages if these
texts are translation versions of one and the same utterance. Taking into consideration that the
forthcoming analysis will have to deal with translation, Part 4 will provide insights into the
theory of translation in general (4.1), address the issues of sustaining stylistic effects in
translation and discuss approaches to translation of expressive (4.2) and operative texts (4.3). A
sample contrastive analysis of the localized versions of slogans in the working languages is

presented in Chapter 4.4.

4.1. General Considerations

Prominent theoretician and advocate of Translation Studies (TS) as an independent discipline, J.
Lambert claims that research is a “perpetuum mobile” and TS keep evolving as any other
scientific discipline (cf. 2016: 4). Considering TS in the historical perspective, since the times of
the Ancient Greece there have been numerous attempts to develop a consistent approach to
transition — comparative stylistics in the Ancient Rome, prescriptive approaches to the translation
of the Bible in the 16™-17" century, encouragement of creative genius during the period of
Romanticism, modern conception of functionality as the main factor determining the adequacy
and acceptability of translation can be mentioned as just a few philosophies of translation that
were topical in the definite historical periods. The main purpose of establishing and promoting a
translation approach was prescriptive — to develop a set of procedures, rules, and quality
assurance criteria to produce translations that are considered accurate, that is, faithful and
acceptable for the target audience. These rules and requirements changed along with the changes
in aesthetic values of the readers, perception and expectations of what a good translation is and

the changes in the way texts are produced and processed.
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Throughout the ongoing debate regarding what parameters shall “good” translation meet (Toury,
1995; Chesterman, 1997), whether translation equivalence exists (Catford, 1965; Nord, 1991,
Nida, 2000) and whether languages are susceptible to translation at all (Snell-Hornby, 1990), it
has been recognized that translation of texts that apart from informative perform expressive,
operative, conative, or aesthetic function still remains rather intuitive, highly dependent on
translator personality and his/her success or failure to recreate the same or at least similar effect

in translation.

Historically, there are two general approaches to translation formulated by Cicero — verbum de
verbo vs. sensum de sensu. There have been numerous attempts to refine these general concepts
and the following binary typologies of translation were introduced: semantic vs. communicative
(Newmark, 1995: 62), covert vs. overt (House [1977] in Chesterman, 1999: 51), documentary vs.
instrumental (Nord, 1997:52), etc. The approach to translation selected for the translation of each
particular text determines the techniques and methods the translator will use as well as how
she/he will deal with translation challenges arising due to semantic, pragmatic and cultural gaps
between the source and target language. These challenges in translation of expressive and

operative texts will be addressed in Chapters 4.3 and 4.4 respectively.

Nowadays the concept of linguistic equivalence has been put to question, and has been
substituted by denotative, pragmatic, or contextual theory of correspondence. Nord notes that a
functional translation should meet the so-called pragmatic requirements, “ST and TT are
equivalent if they have the “same” function, value or effect and are addressed to the “same”
recipient(s)” (Nord, 1991: 6, emphasis added). At the same time, transformative theory of
equivalence requires TT and ST to be linguistically or stylistically equivalent, which may not
always be attained. It is not possible to ensure interlingual correspondence at all levels, some
deviations in meaning, form or syntactic structure of words or constructions in the TT as
compared to the ST are inevitable, which in its essence, is already an argument against the notion
of linguistic equivalence to be applied to translation. Nord summarizes the claims against the

traditional theory of equivalence along these lines:

“[...] within the framework of such a translation concept, source text analysis is supposed to
provide the only legitimate foundation for the determination of equivalence. This [...] is a
demand that source text analysis is unable to meet. Even for the production of an equivalent
target text, it is impossible not to take into account the particular requirements of the

prospective target situation. Once these have been elicited and contrasted with the
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characteristics of the source text situation, which have been gained from ST analysis, then
the production of an equivalent or “functionally equivalent” target text may be one out of

several possible translation purposes”. (Nord, 1991: 7)

Nevertheless, the concept of equivalence is still important in translation even though nowadays it
is used as a functional term “for the lack of a better one” (cf. Baker, 2011). Moreover, the
concept of equivalence is of use in contrastive language studies where it may be seen as a valid
tertium comparationis (cf. Hickey, 1984). Dirven and Vespoor (2004) define contrasting as a
search for equivalent. Lewandowska-Tomaszczyk reflecting on the way translation functions
under conditions of low information density discusses cognitive linguistic theories of meaning
noting that these theories “reach to the level of common prelinguistic structures to guarantee
tertium comparationis of language commensurability, understanding and, consequently,
translation” (Lewandowska-Tomaszczyk, 2015: 16). In general, contrastive studies, both
autonomous and generalized, and taxonomic and operational (Di Pietro, 1971) adopt

translation equivalence as a measure in contrastive analysis.

Establishment of various forms of equivalence across languages may give ground for recognition
of language universals, and detection of a certain type of equivalence appearing at separate levels
of language may also contribute to contrastive language studies giving opportunity to make
certain conclusions concerning the differences and similarities between languages. In Parts 5 and
6 of the present Doctoral Thesis the efforts to establish at least partial equivalence between

source and target language phenomena will be considered.

Within the functional approach to translation (cf. Nord, 1991, Hatim, Mason, 1997, Vermeer,
2000), the debate has shifted from the discussion of equivalence per se to the concept of
equivalence of the intended effect, so the considerations on what a translator should achieve in
the process of rendition are closely connected with judgments about the intent of the ST author.
Nowadays, it has been recognized that equivalence “is not really a relationship between textual
surfaces; it is a relationship of textual effect — of communicative value.[...] Translation users
measure it by accepting and rejecting translations on the basis of their communicative value”
(Neubert, Shreve, 1992: 144).

According to Vermeer (2000), the purpose of translation should be determined by the function,
which the target text is intended to accomplish. Translation is seen as a form of human

interaction with the recipient being one of the main factors determining its purpose, and
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translation as a product should become “an integral part of his/her situation” (Nord, 1991: 8).
Discussing Vermeer’s functional approach to translation, Nord reflects on the principle of loyalty
arguing that neither the initiator nor the recipient is able to estimate the fidelity of the translation
adequately. Thus, it is the translator who should accept moral obligation to meet their
expectations and to ensure that the translation fulfils its functional purpose by complying or
sometimes non-observing conventional concepts of translation, depending each time on a

particular translation task being committed bilaterally to both the ST and the TT situation.

Loyalty is a moral principle indispensable in the relationships between human beings, who are
partners in a communicative process, whereas the traditional concept of “faithfulness” is a

rather technical relationship between two texts. (Nord, 1991: 10)

Thus, reviewing Vermeer’s functional theory of translation, Nord distinguishes several forms or
‘grades’ of translation arranged between two extreme points of correspondence possible:
absolute fidelity with transcription as an example of total preservation of the form of the ST, and
utter liberty represented by free text production as form’s total adaptation. The same ‘grades’
could be applied to such aspects of the text as content, effect, function, and meaning. According
to Nord, the decision concerning the appropriate ‘grade’ of preservation or adaptation a translator
is going to opt for appears to be of particular importance when translating fiction (cf. Nord, 1991.:

9). It may be argued that it is even more important in translation of operative texts.

Discussing functional approach to translation and similarity or sameness of effect the target text
should achieve in translation, the theory extensively discussed by Vermeer (2000), Reiss (1989)
and Nord (1991) is adopted, particularly with regard to division of the texts with respect to their
function. The label ‘functional approach’ by its own virtue implies that target text function is the
critical factor that determines the choice of the translation strategy in each particular case.
Classification of texts with relation to their function has been implemented for various purposes
and on various premises. It is frequently extended from the classification of language functions.
The most frequently referred to classifications include those of Biihler, Jakobson and Halliday
(cf. Baker, Saldanha, 2009: 116). Classification of text functions in translation is conventionally
performed with the reference to Reiss, who developed Biihler’s classification ([1976] in Reiss,
1989, 105 — 109). Newmark with the reference to Jakobson maintains that such secondary
functions as metalingual, phatic and aesthetic should be added to this list (Newmark, 1995: 16).
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The texts analyzed with respect to whether and to what ‘grade’ the manifestations of
phonological iconicity occurring at the word and above-word level may be reproduced in
translation based on the contrastive analysis of these phenomena in the source and target

languages belong to expressive and operative texts types in Reiss’ classification.

The translation of expressive or author-oriented texts has always been considered a challenging
task, an exercise in contrastive rhetoric, and a creative endeavour not every individual is capable
of performing. A literary translation is expected to transfer not only the message of the ST but
also the specific way the message is expressed in the ST. The TT, thus, should have the same
function and recreate the aesthetic effect of the ST. The translator should be loyal to the author of
the original text and should attempt to render the peculiarities of the author’s individual style as
accurately as possible if the TT is to perform the same function as the ST. The translation of
expressive texts still very often remains source-oriented. At the same time, the function of
operative or reader-oriented texts is to manipulate the recipient making him/her act as required
by the purpose of the text, and this function should be sustained in translation (cf. Zauberga,
2001: 23 -27).

Analyzing the aspects of decision-making in translation, Zauberga maintains:

[...] the less important the language, the freer the translation. Accordingly, [...] expressive
texts need an “identifying” translation method where the translator aims at empathy with the
original writer, operative texts require an “adaptive” translation determined by the way the

intended target language receivers are assumed to react to the text. (Zauberga, 2001: 27)

At the same time, Hatim and Mason note that categorization of texts with respect to text function
may only partially assist translators in selecting a translation strategy, because “any real text will
display features of more than one type. This multifunctionality is the rule rather than exception,
and any useful typology of texts will have to be able to accommodate such diversity” (Hatim and
Mason, 1997: 138). The task of the translator is thus to determine the dominating function and
find a certain balance between several strategies that may facilitate the production of the TT that

meets the expectations of the intended readership and fulfils its functional purpose.

[...] although we recognize multifunctionality as an important property of the texts, we
submit that only one predominant rhetorical purpose can be served at one time in a given
text. This is the text’s dominant contextual focus. Other purposes may well be present, but

they are in fact subsidiary to the overall function of the text. (Hatim and Mason, 1997: 146)
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Secondary functions of language do not influence the choice of a translation strategy to the
extent major functions do. Newmark considers that a translator is concerned only with phatic
language where phrases such as ‘of course’, ‘naturally’, ‘as it well known’, etc. are used to keep
the reader happy or in touch. The metalingual function appears when non-institutional words are
used, and language describing the source language or exemplifying its properties, which do not
exist in the target language, may have to be transferred. The aesthetic function, where words
and/or their sound effects are more important than their meaning, is intimately connected with
the expressive function but yet is not identical with it, usually appears only in poetry (cf.
Newmark, 1995: 22). However, it may be argued that awareness of the stylistic potential of the
language is necessary not only in translation of poetry, because it is style and stylistics that
explain “the relation between language and artistic function” (Leech and Short, 1981:13). As
it may be noticed, secondary functions of language are not always present in all texts, however,
they may also appear in combination with primary functions and each other, which may impede

the process of translation (see Silis 2003a and 2003b for discussion).

Thus, dealing with multifunctional texts, translators shall not only consider the challenges
posed by linguistic, cultural and stylistic gaps, but consider also various other limitations,
such as resource limitation, data limitation, and limitations caused by various psychocognitive
factors (cf. Rebrii, 2013: 42 — 45).

Thus, approaching contrastive analysis of language phenomena based on the juxtaposition of the
ST and its translation versions one has to take into consideration such aspects of Translation
Studies as source and target-oriented approach to translation. If the TT translation has been
performed applying the source-oriented approach it is likely that contrastive analysis will be
easier to perform at the lexical and syntactical planes. At the same time, in case the target-
oriented approach, a formal comparison may appear to be complicated as in an attempt to ensure
that the TT has the same intended effect and causes a similar response as the ST the translator
may have considerably reformulated the linguistic structure of the original and may have used
various compensation mechanisms to account for the loss of meaning and stylistic colouring of
the ST. The ST and the TT, therefore, should be contrasted at the contextual plane.

As the texts chosen for analysis in the present study belong to the expressive and operative text
types, approaches to translation of expressive and operative discourse are going to be discussed

in the following chapters.
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4.2. Approaches to Translation of Expressive Discourse

As the contrast of sound iconic systems in the English, Latvian and Russian languages to be
performed in the present study is limited to the confines of a definite texts — a piece of expressive
prose, i.e. the phenomenon of phonological iconicity is going to be analyzed not in general but
rather in the situational context, the text originally written in English, Source Text (ST) in this
case, as well as three translation versions of this text — Target Text Latvian (TTL), and two
translation versions in Russian — Target Text Russian 1 and 2, TTR1 and TTR2, respectively,

have been selected to provide the medium for analysis.

Until recently, the aspects of translation of expressive texts remained the focus of attention of
Translation Studies as only translation of fiction was considered translation proper, superior to
translation of other text types. Although this focus has shifted towards discussion of translation
aspects of legal, diplomatic, technical and other specialized texts, there is still a considerable
interest in the way how not only the message, but also the effect intended by the author of the
original text, their aesthetic views, idiolect, background, philosophy, and the values underlying

and shaping the vision of the world can be transferred in translation without considerable loss.

One of the evident conclusions of any discussion of the aspects of translation of expressive
discourse is that extremely stylistically loaded expressive texts can be reproduced only partially
and certain loss of either meaning or stylistic colouring is inevitable. Thus, the claim about only
partial translatability of expressive texts is to a great extent true. The author of the original and
the target audience very often operate not only within different linguistic environments, but also
within different cultural and social setting, thus certain language phenomena may show features
of not only linguistic but also of cultural untranslatability. It should be kept in mind that
“Language encodes both dispositions and practices. It is a fundamental aspect of any human
culture that embodies its deepest perceptions, values, and social structures” (Tymoczko, 2003:
37). Thus, full translatability is unattainable. “Since total re-creation of any language
transaction is impossible, translators will always be subject to a conflict of interests as to what
are their communicative priorities, a conflict which they resolve as best they can” (Hatim and
Mason, 1997: 15). Moreover, the strategy a translator adopts may have a major impact on
whether the target culture is going to benefit from a new text that is to become part of the target

language environment. Lefevere in the preface to his seminal book on translation history notes,
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Translation is, of course, a rewriting of an original text [...] Rewriting is manipulation,
undertaken in the service of power, and in its positive aspect can help in the evolution of a
literature and a society. Rewritings can introduce new concepts, new genres, new devices,
and the history of translation is the history also of literary innovation, of the shaping power
of one culture upon another. (Lefevere, 1992: xi)

There is one more aspect to be considered apart from the problem of translatability of expressive
texts. It is the issue of subjectivity that the translator may display in the process of translation.
Considering, comparing and assessing translations one should always bear in mind that the TT
may bear traits of the translator’s personality and artistic vision. At the same time, translators
should not be over-creative and let their translatorese, or have a major impact on the way the
target text is perceived by the target community. Veisbergs defines translatorese as “an
idiolectal description of language used by individual translators” noting that it “is generally
determined by the translator’s choices of strategies and idiolect, his linguistic stamp on the
product” (Vesbergs, 2016: 29). The only way to overcome the excessive subjectivity on the part
of the translator is to incorporate the principle of loyalty as a compulsory element of the

translation of expressive texts.

As it has been mentioned in 4.1, the translator is to hold moral obligation to the initiator and the
recipient of the TT, and, apparently, to the author of the ST. Talking about the responsibility the
translator has to the author of the original, translation theoreticians most frequently address the
notion of empathy, which translators should attempt to establish with the author, and literary
aptitude that a translator should possess. Boase-Beier notes, “Just as a reader can be
stylistically aware in order both to be open to the full effect of a text [...], so a translator who
is stylistically aware is likely to be able more fully to appreciate both stylistic effects and the

state of mind or view that informs them” (Boase-Beier, 2006: 29).

The intended effect of the expressive text is connected with the manifestation of the original
author’s style. “Stylistic effects are [...] traceable to the intentions of the text producer and these
are what the translator seeks to recover” (Hatim and Mason, 1997: 10). It means that if a certain
stylistic or aesthetic effect is caused by means of the application of certain expressive means of
language the translator should strive to recreate the effect using expressive resources of the target

language. In this case, the translator has to deal with the aesthetic function of the text.
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Newmark (1995: 65) argues that the aesthetic value of a literary text is dependent on the

following factors:

a. structure — for the translation, the plan of the text as a whole and the shape and
balance of the individual sentences;
b. metaphor — the visual images which may also evoke sound, touch (including
temperature and climate), smell and taste;
c. sound — including alliteration, assonance, rhythm, onomatopoeia, and, in poetry,
metre and rhyme.
The role of the sound pattern and prosody in language and specifically in poetry was addressed
by Jakobson (1942, 1960, 1987, with Waugh, 1987, fIko6con, 1990a, 1990c). Discussing
Jakobson’s literary and philosophical heritage, Bradford notes, “Jakobson’s ideas that speech
sounds are not atomic entities devoid of further analysis but complexes of phonetic properties
his theory of the relation between poetry and history all are founded upon a conviction that the
material substance of the sign is never fully distinguishable from its signifying properties”
(Bradford, 1994: 2). However, it is exactly the reproduction of the sound pattern of the original

text that is often sacrificed in translation.

However, it is not always easy to retain in translation both the meaning and all the factors
constituting the aesthetic value of the ST. If some aspect of the ST cannot be adequately
rendered, the translator faces a translation challenge that can only be overcome if a translator is
creative, innovative, emphatic and ready to take risks. Discussing the relationship between
translation ideology and creativity, Tymoczko argues “[...] the alliance between translation and
literary creativity and innovation are significant, exemplified by important cases in literary
history, they are incomplete, eliding a central reason for the nexus of translation and
creativity” (Tymoczko, 2003: 29).

The particular aspect of the author’s rhetoric, i.e. the phonetic aspect of J.R.R. Tolkien’s writing,
discussed in the present study may be seen as a potential cause of translation challenges, because
the translator shall be looking for a balance between faithfulness and fluency, accuracy and
aesthetics, constraints and creativity. The more creative and unique the style of the author of the
original is, the more important it is to retain and at least partially reproduce in translation,
considering that “Figurative language is a deviation from the standard use of words, standard

order of words, in order to achieve specific effect” (Abrams and Harpham, 2011:130), and
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thus a translator should always negotiate between literality, aesthetic value and specific effect
that shall be retained in translation. At the same time, it shall be recognized that “Translations
inevitably form a language variant of their own: they tend (and are also allowed) to possess
properties that differ from those texts that have originally been produced in the same

language” (Veisbergs, 2016: 27).

It is apparent that it is extremely difficult to translate adequately a literary work so artistically and
aesthetically specific and so particularly British in its character as the “Lord of the Rings”. If the
translator aims at remaining loyal to the author’s artistic expression, s/he should strive to
establish empathy with the author, should realize what is the exact effect on the readership the
author aims to achieve and try to render this effect as faithfully as possible. On the other hand, if
the aim of the translator is just to render the message of the source text paying no particular heed
to the peculiarities of the author’s individual style, the problem of transferring of phonological
iconicity in the source text is not particularly acute. Modern translation theory justifies the
validity of both approaches to translation; however, it should be stressed that disregarding the
phonological aspect of J.R.R. Tolkien’s rhetoric the translator will deprive the target readers of

an opportunity to appreciate fully the aesthetic value of the original.

It will be discussed in greater detail to what extent the sound factor of the aesthetic value of the
ST has been compromised in the translations of “The Lord of the Rings”. Currently, however, it
IS necessary to analyze why the rendering of the effects caused by the application of phonetic
EMs may be complicated and how translation problems may influence the choice of the medium
for a contrastive analysis of the manifestation of linguistic iconicity in the source and target

languages.

Sound imitative and sound symbolic words are not just self-sufficient units that are used
independently, out of the context. Being elements of the language they enter into syntactical and
contextual relations with other elements and very often acquire specific properties and a higher
degree of expressiveness when used in combination with other words or structures. A certain
symbolic representation of a definite meaning may be realized not through the application of
sound symbolic words but through a particular arrangement of units of non-iconic lexis. In this
case, one has to deal with such stylistic phenomena as assonance, alliteration and rhythmical

arrangement of the utterance, which may also convey meaning, mood and emotions iconically.
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Hence, at this point it is essential to discuss the expressive and stylistic potential sound iconic

words possess and how this potential is actualized in text.

As alliteration and assonance are phonetic expressive means based on the quality principle of
iconicity, that is, repetition of similar sounds, consonants in case of alliteration and vowels in
case of assonance, in close succession, they provide a certain melodic effect of the utterance.
Iconicity rests on the intuitive recognition of similarities between one field of reference (the form

of language) and another, thus it has power like that of a metaphor or metonymy.

Rhythm may also perform iconic function (see 2.4.2). Rhythm in its iconic capacity is widely
applied in composing verse or blank verse, and J.R.R. Tolkien masterfully employs the iconic
power of rhythm. Rhythm in combination with other phonetic devices may potentially

communicate and reinforce meaning iconically creating a special aesthetic effect in literary texts.

Discussing such an instance of phonological iconicity as onomatopoeia it may be maintained that
normally the rendition of sound imitative words does not pose a problem. It is not to say that
sound imitative systems of various languages are identical, but a certain degree of similarity is
always present in such systems. Sounds denoted by sound imitative words are universal, that is,
the concepts denoted by sound imitative words are elements of the world knowledge of people
belonging to different cultural and linguistic backgrounds. Therefore, even if linguistic,
particularly phonetic, forms of such words vary, the bearers of the source and target language
nevertheless relate them to the same referents and similar response to linguistic input is achieved.
If, by any chance, a word imitating a certain sound does not exist in the target language the
translator may always use explanatory translation, that is, to describe a word in question as ‘a
sound made by...” or simply transcribe the sound using the letters of the target language. Such an
approach appears useful also due to the fact that at times translators omit sound imitative words
in their translation considering they are not particularly valuable in the context of the TT.
However, this is not a problem caused by the lack of an equivalent vocabulary, or
untranslatability, but rather a matter of the choices the translator makes concerning what
translation strategy to use and what the degree of preservation of this particular phenomenon in
the TT should be.

In contrast, the translation of sound symbolic words may be at times problematic. Despite the
fact that most notions that sound symbolic words refer to are also relatively universal (e.g. light-

dark, little-big etc.), some concepts they describe are specific to a definite language only. In this
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case, the translator faces the problems of lexical gaps and cultural untranslatability. Moreover,
sound symbolic words bear stronger connotations than sound imitative words, and these
connotations may dramatically vary depending on the language. Thus, even if a sound symbolic
word seemingly has a counterpart in the target language, it does not always mean that both
denotation and connotation of this word coincide in the source and target languages. The
translator has to use either some compensation mechanism if s/he aims to retain the connotation
of a sound symbolic word in the TT, or opt to not transfer it leaving only the denotation.
Apparently, if the latter variant is chosen, there is a certain loss of colouring of the ST in
translation. Hence, rendering sound symbolic words from one language into another one may not
perform it only at the level of unit-to-unit substitution; sometimes it is necessary to consider
linguistic units of higher order, i.e. sentences and texts.

There is yet another problem that should be discussed in relation to rendering manifestations of
phonological iconicity in the source and target languages; it is the phenomenon of
‘suprasegmental phonological iconicity’ as realized at the text level. This phenomenon may be
studied only in context since such instances of the phenomenon under discussion as alliteration
and assonance, in contrast to sound imitative and sound symbolic words, do not appear at the
lexical but rather at the syntactical or suprasegmental levels of language organization. They are
primarily stylistic phenomena and thus they take part in the implementation of the expressive

function of the language.

The rendition or recreation of the stylistic and aesthetic value of the ST is one of the most
challenging tasks the translator may face. The transfer of phonetic EMs into the target language
is doubly so. In order to recreate the intended effect the application of these EMs was aimed to
achieve, the translator should fulfil the following tasks: 1) to translate the meaning of the
utterance; 2) to ensure that the selected words in the target language contain repetitive phonemes
in the case of alliteration and assonance, or are arranged rhythmically in case rhythm should be
recreated; 3) to render the stylistic effect, that is, the effect of a metaphor or metonymy that
phonetic EMs may convey. It is almost impossible to implement all the three tasks
simultaneously. Words with a corresponding meaning might not contain sounds with a relevant
iconic value, or the iconic value of sounds may differ in different languages, thus impeding the
process of rendering of a metaphoric meaning of the stretch of utterance. The list of the possible

problems may be continued.
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In case translation challenges caused by incompatibility of sound iconic systems of the source
and target language occur, most frequently meaning is considered to be more important than the
stylistic and aesthetic effect caused by the application of phonetic EMs, which will be illustrated
in Parts 5 and 6.

4.3. Approaches to Translation of Operative Discourse

Classifications of language functions differ in the stance the scholars take, the school they belong
to, the degree of detail they opt for and the terms they use to denote certain phenomena. As the
present chapter deals with an analysis of phenomena in contrastive perspective and examines
translations as one of the sources of empirical data, Reiss’ (1989) classification is chosen as the
working one. However, in order to provide a comprehensive framework for reference with
relation to language and text function, a consolidated table listing the terms suggested by various
scholars to distinguish a receiver/addressee oriented language function is presented below (Table
3).

Table 3
Terms Used to Denote Receiver Oriented Language Function

(Compiled from Baker, Saldanha 2009; Komissarov, Koralova 1990; Reiss 1989)

Scholar Term Function Text type
Buhler (1935) Appellative language| The appeal to the text receiver Vocative
function

Jakobson (1960) | Conative language | Refers to those aspects of
function language, which aim to create
a certain response in the

addressee

Coseriu (1970) Vocative/imperative | The form primarily seeks to

language form bring out a certain behavior in
hearer
Reiss (1976) Appellative The inducing of behavioral Operative

language function responses
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The primary function of operative texts is to cause a predicted behavioral response in the
addressee/recipient of the message. Operative texts include publicist, political and promotional
texts, their aim is to manipulate the recipient making them act as required by the purpose of the
text, e.g. support a particular opinion, point of view, vote for a political party or a candidate, or
make a certain purchasing decision. According to Reiss (1989, 109), such texts “can be
conceived as stimuli to action or reaction on the part of the reader. Here the form of verbalization
is mainly determined by the (addressed) receiver of the text, by virtue of his being addressable,
open to verbal influence on his behavior”. Thus, the recipient oriented texts in the article are
referred to as operative, and the primary language function they perform is referred to as

appellative.

Translation of operative texts is one of the most challenging tasks a translator may have to deal
with. As it will be illustrated in Part 6, operative texts tend to be multifunctional, and ensuring
the target text performs these functions without considerable pragmatic loss may not always be
possible. Publicist and political texts rely on a purposeful arrangement of information structure as
well as on the application of rhetorical strategies and expressive means of language in order to
manipulate the recipient’s opinion. Promotional texts, in turn, may also present a vast body of
information and employ the expressive function of language. At the same time, the information
value of slogans may be reduced to a minimum, because the form may be considered to be more

important than content.

The role of phonetic stylistic devices in developing brand names and advertising slogans has
been recognized by marketers; the phenomena are consciously employed to influence the
recipient’s behavior. Batey maintains, “The fact that phonemes, in certain situations, appear to be
linked to specific meanings and even emotions is significant with regard to brand meaning (...)
Individual letters and phonemes in a brand name contain meaning that can influence attribute
perceptions and trigger perceptual reactions to the brand name.” (Batey, 2008: 61).
Communication of the message through a purposeful arrangement of phonemes and phoneme
clusters as well as rhythmical organization of the text is ensured not only by linguistic but also

extra-linguistic means.

Alliteration in general is widely used as a foregrounding device. As it has been mentioned in
2.4.1, alliteration based on the quality principle of repetition performs both iconic and

metaphoric functions creating an impression that lexical units with the same initial phonemes
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are inherently related semantically. This effect is widely employed in the composition of
titles, such as, for instance, company names: America Airlines, Coca-Cola, Dunkin’ Donuts,
PayPal, Range Rover and hundreds more, names of motion pictures: Beauty and the Beast,
Black Beauty, Brother Bear, Eagle Eye, Martha Marcy May Marlene, The Pink Panther, etc.
episodes in film series, like, for instance, many episodes of Bones: The Bond in the Boot, The
Plain in the Prodigy, The Dwarf in the Dirt, The Foot in the Foreclosure, The Gamer in the
Grease, The Proof in the Pudding, etc.

Reviewing the existing body of research on translation of advertising media, Lo¢mele
highlights the main competencies a translator of operative texts should possess: expert
knowledge of intercultural communication, understanding of the situational and linguistic
context of an advertisement, knowledge of the media, and of visual, social and geo-semiotics
(cf. Lo¢mele, 2016: 82).

Reiss points out that operative texts are doubly or even triply structured: on the semantic-
syntactic level, and on the level of persuasion. They may also be structured at the level of artistic
organization (cf. Reiss 1989, 109). It is particularly applicable to the structure of advertising
slogans, which often rely on the usage of various expressive means of language to produce a
desired impact on the target audience. These means include tropes as well as phonetic stylistic

devices such as rhythm, rhyme, alliteration and assonance.

Operative texts pose potential translation challenges, and rendition of such texts may be
considered the most complex tasks a translator might face. Hatim and Munday argue that
form and content are often considered secondary in translation of operative texts, “Operative
texts should be dealt with in terms of extra-linguistic effect (e.g. persuasiveness), a level of
equivalence normally achieved at the expense of both form and content (Hatim and Munday,
2004: 284, original highlight).

The triple or even quadruple organization of such texts, i.e. semantic-syntactic and artistic
organization as well as the one at the level of persuasiveness, make a translator prioritize
among the features to be preserved in translation and account for inevitable loss of either

meaning, expressiveness, or persuasive value of the text.
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Multi-modality of the modern adverting media further complicates the process of interlingual
transfer. Discussing the scope of analysis of the modern press advertisements, Wojtaszek

observes,

Advertising is a hybrid form of communication, almost always applying several channels
simultaneously.[...] there are no clear-cut borders separating the linguistic from the non-
linguistic; such phenomena as the prosodic features accompanying articulation [...] the
graphic form of written texts, mental stereotypes, metaphoric frameworks, the symbolic
values associated with particular languages or even social status of the participants would
be included within the scope of linguistics by some scholars, while excluded by others.
(Wojtaszek, 2011: 19)

Thus, in view of the fact that drawing a line between the linguistic and non-linguistic
component in advertising, nowadays there is an ongoing debate on whether advertisements
can and should be translated. More and more frequently, it is argued that advertising media
should be localized. Addressing the terminology issues in the field of interlingual and

intercultural transfer of advertising media, Torresi notes,

The trans-linguistic, trans-cultural, trans-market transfer of adverting and promotional
material goes under a number of names [...] ‘translation’, ‘adaptation’, ‘localization’, and
‘trans-creation’ [...]. Whereas translation might be considered as mainly connected to the
written word and to the transfer of concepts from one language to another, adaptation and
localization (a more specific term, which is mainly used for advertisements, websites and
software) may be seen to stress the cross-cultural aspects of the process and the need to
adjust the promotional text to the target market in order to preserve its persuasive function.
(Torresi, 2010: 4, original highlight)

Guidere (2010), in his turn, defines the process of localization as follows, “Localization of
international advertising campaigns consists of adapting the company’s communication to the
specificities of the local environment of the hosting countries targeted by the campaign”,
stressing that localization is a more multi-faceted process than translation proper as it
accounts for a wider range of factors such as, for instance, politico-legal considerations,

cultural stereotypes, values, behavioral patterns, etc.

Considering the phonological aspect of advertising copy production, it may appear one of the
main problems if the media have to be localized. One of the tactics extensively employed by

the marketers is the usage of novel combinations of sounds “meeting the phonotactic
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constraints of the system” (Wojtaszek, 2011: 41) However, phonotactic constraints of the
systems of various languages may considerably differ, and phonetic composition of a brand
name or a slogan that appears novel, appealing and acceptable in one language may create an
opposite effect in another. In search for tools to create universally appealing brands, research
on size, dimension and axiology symbolism as applied in adverting has intensified (see Klink

2003 for discussion and results).

Thus, nowadays, translation of operative texts has gained prominence and attention not only
from practitioners, but also researchers addressing the issues of various forms of linguistic

iconicity as a medium for contrastive research.

4.4. Advertising Slogans in Contrastive Perspective

The need to market goods internationally has conditioned the necessity to translate or localize
advertising slogans. Comprehensive conclusions of the degree of interlingual translatability of
slogans may be made contrasting slogan variants in the working languages. Two examples
analysed below demonstrate the choices translators have made in the rendition of slogans
from English into Latvian and Russian respectively, and the focus on either the form, content,

expression or persuasiveness they opted for.

(1) Source Text: Gillette. The best a man can get
Gi-let | the best | a man | can get
Target Text Latvian: 1.1. Gillette. Vislabakais virietim
zi-let vis-la-ba-kais vi-rie-tim
1.2. Gillette. Labakais virietim
zi-let la-ba-kais vi-rie-tim
Target Text Russian: 1.3.Gillette — iyurie 11st My»XKYUHBI HET

KH-em | ayu-me | 018 MyX | -uu-Hbl | Hem

The stylistic devices used in the original slogan are rhyme and iambic rhythm. The approach
employed in translating the slogan into Russian lies in preservation to the extent possible of
the form and meaning, as well as the expressive value of the source text. Rhyme and rhythm

are preserved thus providing persuasive value to the target slogan, as well as making it easy to
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recognize and remember. The iambic metric pattern has been replaced with trochaic pattern,

thus sustaining a disyllable foot.

At the same time, in the Latvian variant counterpart is preserved only at the level of content.
Rhyme is sustained neither in 1.1 nor in 1.2. Variant 1.1 (vislabakais) is used in the
commercial jingle, whereas variant 1.2 (labakais) is used at the official website. The second

variant is preferable as it has a more precise rhythmical organization.

Example (2) presents a slogan of the company Philips in use from 2004 till 2013* and its
official language variants in Latvian and Russian backtranslated for reference purposes. The
original tagline is formed by means of phonetic coupling, that is, joining two words with the
same initial sound implying certain connection between the concepts represented. The
appellative effect of the original slogan is created through the application of rhythmical
arrangement of the text as well as alliteration of sound [s]. Phonetic coupling is historically
widely used in English, e.g. in idiomatic expressions (kith and kin), comparisons (busy as a
bee), and brand names (American Airlines). At the same time, phonetic coupling is not as
extensively used in Latvian and Russian; moreover, its application will not always imply

inherent connection between the concepts in a phrase.

(2) Source Text: Sense and Simplicity
Target Text Latvian: Vienkarsi un geniali
Target Text Russian: PazymHo u npocto

As it may be noticed considering both Latvian and Russian variants of the slogan, content was
given priority over form. Appellative force of the message is maintained by means of using
connotationally loaded vocabulary, and the effect triggered by the application of alliteration is
fully disregarded. Both Latvian and Russian variants represent the lexical meaning of the
original phrase. In both cases nouns used in the source text (sense and simplicity) have been
translated using adverbs: vienkarsi un geniali (simply and ingeniously) and pasymno u
npocmo (sensibly and simply) respectively. The correspondence is established mainly on the
level of content. Rhythmical arrangement of the line is more explicit in the Russian
translation, in the Latvian variant rhythm is elusive yet present. The effect of alliteration is
lost entirely. However, both target variants may be considered successful, as they

communicate the intended message with the minimal loss of stylistic colouring. In general, in

1 https://en.wikipedia.org/wiki/Philips
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English, phoneme /s/ is frequently used in the composition of the advertising messages. Batey
notes, “Due to their soft sounds, sibilants such as s and soft ¢ suggest femininity, gentleness,
serenity. They are often used in feminine products and perfumes” (2008: 61). However, this

tendency is not so apparent in the Latvian and Russian languages.

The examples discussed demonstrate challenges associated with translation of advertising
slogans. Corespondence at all levels of text organization, i.e. the form, meaning,
expressiveness and persuasiveness, is very difficult to achieve, and in the majority of cases

there is a loss or partial loss of certain features.

4.5. Summary

Modern translation theory is based on the concept of a target audience oriented translation with
ST being translated with various degrees of adaptation to ensure that the TT fulfils its primary
functional purpose conditioned by the translation skopos. The translator is expected to hold
responsibility for the translation to be adequate and corresponding to the initiator's and recipient's
expectations. Moreover, the translator rendering fiction is to respect the ST presenting not
separately its form, content or meaning, but also its mood. Modern translation theory allows
various degrees of preservation of the language or its adaptation to the target language. These
invariants may occur within the form, meaning, function, content and effect aspects of the ST.
There is no conventionally set degree of preservation or adaptation, so the translator has to match
this degree with each particular translation taking into consideration the requirements of the

initiator and the recipient.

The rendition of the phonetic EMs used by a particular author, i.e. the transmission of the
phonological aspect of the source text author’s rhetoric may pose a translation challenge. Such
instances of phonological iconicity occurring at the word level as sound imitative and sound
symbolic words may be transferred relatively easily, and in case there is a lack of an equivalent
vocabulary certain compensation mechanisms such as explanatory translation or transcription
may be applied. The transmission of the contextual phonological iconicity in the text realized at
above-word level is complicated because the translator should render the message, style and the
aesthetic effect of the translation units of the ST simultaneously and a certain loss of meaning
and colouring is inevitable. Thus, the translator that really attempts to preserve the phonetic
aspect of the author’s rhetoric in the TT to the greatest degree possible will have to find a
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delicate balance between the amount of preservation of the stylistic colouring of the ST and a

possible semantic and stylistic loss.

Translation of operative texts is one of the most challenging tasks a translator may have to deal
with. Operative texts tend to be multifunctional, and ensuring the target text performs these
functions without considerable pragmatic loss may not always be possible. In translation of these
types of texts it is necessary to take into consideration the fact that content may appear

subordinate to form and information value may be reduced to a minimum.

Having linked the review of translation strategies and problems with the reflections on the
selection of the medium for a contrastive analysis of the phenomena in question several
conclusions may be made. (1) Context is not necessary when contrasting phenomena at the word
level, whereas it should always be considered contrasting the instances of contextual
phonological iconicity. (2) The transmission of contextual phonological iconicity is a

complicated task which might be challenging or at times not possible to perform.
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Part 5. Phonological Iconicity in Expressive Texts

Part 5 is dedicated to the analysis of the application of the manifestations of phonological
iconicity in expressive texts and discusses the challenges associated with the rendition of
phonetic stylistic effects in translation of expressive prose. The part presents a review of the
literary work chosen as the medium for the contrastive analysis and its translation versions
assessed in terms of functional translation theory. In order to analyze and illustrate the
strategies and methods translators might use in order to transmit the phonological aspect of
the source text author’s rhetoric from one language to another, the prominent work “The
Lord of the Rings” by J.R.R. Tolkien and its translation versions have been selected as the
medium for analysis. It should be noted that nowadays the interests towards research of
phonological aspect of author’s rhetoric is growing, see, for example, the study by Whissell
(2000b) dedicated to analysis Shakespeare sonnets (see Part 3).

5.1. Phonological Aspect of Authorial Rhetoric

“The Lord of the Rings” is by far one of the most famous literary works belonging to the
genre of fantasy. Even those who disregard this ‘escapist’ genre acknowledge that the work
has many other values apart from a fascinating plot and remarkable characters. One of the
numerous virtues of this piece of fiction is its artistic and aesthetic value achieved by means
of a masterful application of the resources of the literary English language by its author.
“The Lord of the Rings” is not just an interesting material for reading, which by the way is
not as easy as it may seem taking into consideration its genre. It is a contemporary classic, a
‘myth of the 20th century’, as it is often referred to (Pearce, 1999:32), a wonderful
manifestation of the genius of the man who considered languages and linguistics the source
and the aim of the work of his life (see Tolkien, 1981: 219).

The particular linguistic awareness of Tolkien, his interest in mythology and Old English
poetry are the factors that have conditioned the specific streak of his writing. His works are
composed to resemble patterns of oral creativity tradition. The writer not only introduces the
plot motifs, characters and realia of the ancient mode of life into the story, but also uses the

principles of narrative composition and arrangement typical of a medieval epic.

The fact that Tolkien intends to follow the epic pattern preconditions the choice of language
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means he applies and the emphasis he makes on using rhetoric techniques and narrative
composition typical of oral rather than written expression. The author employs additive
sentence structures, certain cluster expressions, various kinds of repetition and archaic words
and forms with sufficient frequency to establish clear allusions between his writing and the

narrative of an epic and romance.

Any translator approaching the translation of the work so famous should be particularly
cautious not to disappoint the readers and not to deprive them of the aesthetic pleasure of
enjoying an interesting story told in a highly artistic language. The phonological aspect of the
authorial rhetoric is one of the characteristic features of Tolkien’s individual style that should
be retained in the translation. This aspect is manifested in the text through the application of
phonetic expressive means, many of which can be considered instances of phonological
iconicity (see Parts 1 and 2), for example, onomatopoeia, alliteration, assonance and
rhythmical arrangement of the utterance. Diffloth (1980:50) argues that “every pattern found
in Expressive phonology and absent in Prosaic phonology should have iconic value, and

should be found in particular Expressives with precisely that value.”

If the translator aims at recreating in the TT the effect achieved by the application of these
expressive means (EMs) in the ST, s/he will have to deal with the problem of transmission of

the manifestations of phonological iconicity from the source to the target language.

The part is dedicated to the contrastive analysis of the instances of phonological iconicity in
the source and target texts performed contrasting the original and its three translation
versions. The main aim of the part is to analyze how rhythm, alliteration, assonance and
onomatopoeia have been used in the ST to create certain effects, and by what means these
effects have been recreated in the target texts, if recreated at all. As the contrast of sound
iconic systems in the English, Latvian and Russian languages to be performed in the present
article is limited to the confines of certain texts, i.e. the phenomenon of phonetic iconicity is
going to be analyzed not in general but rather in situational context, the text originally written
in English, Source Text (ST) in this case, as well as three translation versions of this text —
Target Texts Latvian (TTL), Target Text Russian 1 (TTR1) and Target Text Russian 2

(TTR2) — have been selected as the object of analysis.

The selected translation versions of “The Lord of the Rings” include the only available

Latvian version of the novel by I. Kolmane published in 2002-2004 (TTL) and two of the first
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Russian translations of the trilogy. V. Muravyov’s version appeared in 1988-1992 and N.
Grigoryeva and V. Grushetskoy’s version was published in 1991 and edited in 1999. The
latter version has had several editions. Despite the fact that numerous other translations

appeared after these two were produced, they remain popular with readers and publishers.

Poetic function of the language has for a long time been considered by translation criticism to
be the main challenge and the main focus in translation (see Jakobson on poetic function of
the language, 2.4.1). As it has been mentioned, if the translator has to prioritize between the
tasks, the decision is made considering the primary function of the TT and its purpose. If the
primary purpose of the TT is to render the aesthetic effect of the ST, it may be done
compromising the meaning. However, in most cases meaning is considered to be more

important than the stylistic and aesthetic effect caused by the application of phonetic EMs.

A purposeful application of phonetic EMs aimed at the creation of associations is one of the
methods extensively employed by J.R.R. Tolkien. The writer masterly exploits the expressive
value of these language means, which facilitate the rendering of rhythm, intonation or
singsong manner implied by the author and promote the perception of the written narrative as
the utterance resembling speech.

Traditions of English oral creativity are characterized by an extensive usage of phonetic
language means, alliteration in particular, which is the main characteristic of Old English
poetry. Thus, J.R.R.Tolkien intentionally exploits patterns familiar to most English language
readers. Using the devices consciously, he pursues also other goals than just pattern imitation.
He has produced a narration, which communicates a certain mood, creates the atmosphere of
magic and heroism. Such feelings as fear, suspense, joy, danger, anxiety experienced by the
characters easily find response with the reader, being transmitted subconsciously, using

phonetic means of language.

5.2. Manifestations of Phonological Iconicity in Expressive Texts in

Translation

It is apparent that it is extremely difficult to translate adequately a literary work so artistically
and aesthetically specific and so particularly English in its character. If the translator aims at
remaining loyal to the author’s artistic expression, s/he should strive to establish empathy

with the author, should realize what is the exact effect on the readership the author aims to
117



achieve and try to render this effect as efficiently as possible. On the other hand, if the aim of
the translator is just to render the message of the source text paying no particular heed to the
peculiarities of the author’s individual style, the problem of transferring manifestations of
phonological iconicity in the source text is not as acute. Modern translation theory justifies the
validity of both approaches to translation; however, my greatest conviction is that
disregarding the phonological aspect of J.R.R. Tolkien’s rhetoric the translator will deprive

the target readers of an opportunity to appreciate fully the aesthetic value of the original.

As it has been mentioned in Part 2, it is not particularly difficult to translate sound imitative
words, whereas the rendition of sound symbolism in text realized by means of the application
of such phonetic EMs as alliteration and assonance may be complicated and is not always
possible if the translator is primarily concerned with transmitting of the message of the
original. It may be added that the rhythmical arrangement of the utterance can be easily
recreated constructing the sentences in the TT using syntactical EMs based on the principle of

recurrence if only the translator considers it worth the effort.

The second issue to a certain extent is connected with the problem discussed in the present
Thesis. As it has been mentioned, the rhythmical arrangement of the utterance and an
extensive application of alliteration are among factors that allow relating “The Lord of the
Rings” to the patterns of the oral creativity tradition. However, it should be kept in mind that
the Latvian and Russian oral creativity traditions are no different in this respect from those of
other peoples, i.e. Latvian and Russian epic tales were composed according to similar patterns
of narrative organization and applying similar language means. Thus, sustaining the
rhythmical arrangement of the utterance and alliteration in translation apart from other,
stylistic and aesthetic, purposes may facilitate the perception of the target text as resembling
an epic or myth with the target readership. The translator only has to be cautious not to go too
far adapting the ST to the target language environment so as not to produce a text resembling
the patterns of the Latvian and Russian rather than Germanic or Norse lore. The translator
should find a trade-off between the preservation and adaptation of the ST in the target

language.

Surprisingly, J.R.R. Tolkien himself provided translators with guidelines how to solve one of
the most topical translation problems, that is, the translation of proper names appearing in
“The Lord of the Rings”. In the book ‘A Tolkien Compass’ in the chapter ‘Nomenclature of
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The Lord of the Rings’ he explains the etymology of proper names he uses and recommends
how they should be translated into other languages. Unfortunately, he has not provided any

guidelines for rendering phonological iconicity.

Comparing approaches to translation the translators opted for it may be maintained that the
Latvian language version created by I. Kolmane is explicitly source-oriented, to the degree
that the text may appear challenging to perceive by the native speakers of Latvian. In her
effort to sustain all aspects of Tolkien’s rhetoric, the translator uses obsolete, ever archaic
words and linguistic expressions, she also at times resolves to linguistic creativity inventing
structures not characteristic of the contemporary Latvian language. Therefore, making
conclusions on the degree of acceptability of the translation it should be considered what the
primary aim of translation was — to recreate the spirit, aesthetic value of the original or to
produce a fluent reader-friendly text. The translator made every effort to stay faithful and
loyal to the original style of the author, at times at the expense of readability. The fact that
transition is distinctly source-oriented makes it a good medium for contrastive analysis of the
linguistic phenomena in question, as many manifestations of phonological iconicity have been

sustained in translation.

Comparing the two Russian versions it may be maintained that Muravyov’s version is
explicitly source-oriented whereas Grigoryeva and Grushetskoy’s translation is more target-
oriented. There are fewer omissions in Muravyov’s text and the archaized flavor of the
narrative is more accurately reflected. The translator skillfully managed to construct the
Russian narrative in such a way that it resembles an epic. An extensive application of
syntactical language means based on the principle of recurrence ensured the epic flow of
narration, which is explicitly rhythmically arranged for the most part of the work. He uses
numerous obsolete words and has even coined some new compounds, which also add to the
temporarily detached flavor of the narrative. Muravyov renders phonological iconicity in the
original text more faithfully and accurately. Grigoryeva and Grushetskoy, in turn, have
produced a more dynamic narrative, which does not sound archaic. Numerous omissions and
a general compression of the original text have allowed the translators to produce the TT,
which is often considered to be more appealing by contemporary readership that frequently
complain that J.R.R. Tolkien’s works are ‘too long’, ‘too detailed” and ‘at times boring due to
the lack of action’. It is not to say that Grigoryeva and Grushetskoy have completely adapted

the original text and failed to render the specific aspects of J.R.R. Tolkien’s style altogether,
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they simply have paid less attention to the aesthetic value of the original in favor of semantic
truth and fluency of the narration. Although the phonological aspect of J.R.R. Tolkien’s
rhetoric is partially reflected in the translation and numerous stretches of the work are
creatively translated preserving their stylistic and aesthetic value and effect, in general there
are fewer manifestations of phonological iconicity in this version than in the original and
Muravyov’s translation. Moreover, the latest edition of the translation of “The Lord of the
Rings” by Grigoryeva and Grushetskoy appeared to be ‘slightly abridged’ and most omissions
were made from the stretches describing nature and creating atmosphere, so phonetic EMs

used for this purpose do not appear in the translation at all.

Several examples may illustrate the observations made above considering three translation
versions — Target Text Latvian (TTL), and two translation versions in Russian — Target Text
Russian 1 (by Muravyov) and 2 (by Grigoryeva and Grushetskoy), TTR1 and TTR2,

respectively.

The extracts used as the medium for analysis have been selected from the vast body of the ST
taking into consideration their expressive potential. Reference to the ST is provided with each
extract. Numbers 1, 2, 3 appearing in brackets stand for volumes one, two and three

respectively.

(1) An odd-looking wagon laden with odd-looking packages rolled into Hobbiton one
evening and toiled up the Hill to bag End. ...It was driven by outlandish folk, singing
strange songs: dwarves with long beards and deep hoods. (1, p.25) alliteration

TTL. Kada novakaré Hobitona ieripoja savads vezums, piekrauts ar tikpat savadiem
sainiem, un uzligoja augS$a kalna, uz Tumtmali. ...Vezuma, vilkdami divainu
dziesmu, s€dgja sveSatnieki — riiki ar garam bardam un zemu par acim uzvilktam
kapuceém. (1, p.46)

TTR1. Ha3naueHHslil 1eHb TPUOIIIKATICS, U OJHAXKBI BeuepoM 1o Hopropay mporpoxorant
qyJqHOUW (yproH ¢ ITMKOBUHHBIMH fIUKaMu — U ocTaHoBmics y TopObi-Ha-Kpyue.
JlomaapMu MpaBWIM IIMHHOOOPO/IbIE THOMBI B HAJBUHYTHIX KAIMIOMIOHAX U TEJH
HETIOHSITHBIE TTECHH.

TTR2. Ilopaxénnble X0O0UTHI MOBBICHINATIM U3 JABEPEH, Tapallach Ha HEBUIAHHBIN SKHUITaX.
Ha xo3nax, pacneBas mMecHH, CHJIEIM JUIMHHOOOPOAbIE THOMBI B IUIAIIAX C
KaITIOLIOHAMH.

This example may illustrate the statement that the Latvian translation and TTR1 are more

detailed and convey the atmosphere of a temporarily detached period of time better than
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TTR2. In the Latvian translation, the atmosphere is created employing archaic forms and
expressions — svesatnieki, uzligoja, as well as rather complicated syntax, whereas the effect in
TTR1 is achieved by introducing such words, which are not in frequent everyday use, as

yyonot and oukosuHHbIMU.

(2) ... he had made his slow, sneaking way, step by step, mile by mile, south, down at last
to the Land of Mordor.” Gandalf about Gollum (1, p. 64) alliteration, rhythm

TTL. Vins palénam, Slapstidamies, soli pa solim, judzi péc judzes, bija virzijies talak uz
dienvidiem, Iidz p&digi nonacis Mordoras zemg. (p, p.89)

TTR1. On Huyero He cka3ai, HO OOIOCh, YTO COMHEHUU HET: OH MEAJICHHO, TOTUXOHbBKY,
IIar 3a aroM MpoKpaJcs Ha T — u monaji B Mopaop.

TTR2. ComHenuii He ObLIO0: OH TaKH MPOKPAJICS Ha 0T U 100pacs 1o Mopaopa.

Considering the second example, it may be noticed that alliteration is recreated only in the
Latvian version, here the translator masterfully employs the quantity pricnciple of iconicity
and carefully reproduces repetition to sustain rhythmical arrangement of the utterance and
emulate epic narrative patterns. Although both Russian versions fail to render alliteration, the
rhythmical arrangement of the fist version stretch helps to convey the effect of a melodic,

even chanting speech intended by the author whereas the second fails to do so.

3) ‘Deserves it! | dare say he does. Many that live deserve death. And some that die
deserve life. Can you give it to them? Then do not be too eager to deal out death in
judgement. For even the very wise cannot see all ends. (1, p. 65) rhythm, alliteration

TTL. Pelnijis! Jadoma gan. Navi pelnijusi ir daudzi no tiem, kas dzivo Saisaul€. Un daZi no
dzivajiem mirst nepelniti. Vai viniem tu spg davat dzivibu? Tad padoma, iekams
svaidies ar naves spriedumiem. Jo to, ka visam lemts beigties, nesp&j paredzet pat
gudrajie. (1, p.90-91)

TTR1. 3acnyxuTh-TO 3acnyXui, ciopy HeT. W OH, ¥ MHOTHE JApyrHe, MUMs UM — JIETHOH. A
MOoCUMTali-Ka TaKUX, KOMYy HaJ0 Obl *XHTb, HO OHHM MepTBBL. VX Thl MOXellb
BOCKPECHUTH — 4TOOBI YK BCEM OBLIO 10 3aciayram? A HET — TaK He TOPOIUCH HUKOTO
ocyXJaThb Ha cMepTh. 100 maxke MyApelIiuM He J1aHO MPOBHIETH BCE.
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TTR2. Bepno. 3acnyxuBaer. I He TobKO OH. MHOTHE U3 JKUBYITUX 3aCITy>KUBAIOT CMEPTH,
a MHOTHME U3 yMepUIMX — KU3HU. Thl Moxelb BepHyTh €€ uMm? To-to xe. Torna He
CIEIN OCYX/1aTh U Ha CMEPTh.

In this case it may be observed that the Latvian translation is very faithful. The loss of effect
created by alliteration of initial /d/, which in the original text ascribes the utterance a
pronounced iconic character being a vivid manifestation of phonological iconicity at the
contextual level, is compensated by rhythmical arrangement of the utterance, use of elevated
vocabulary, and extensive use of lexical items containing long vowels or diphthongs. This, in
its turn, ascribes the utterance the potential of being read aloud in a sing-song manner, which
is yet another manifestation of phonologic iconicity realized at the contextual level.
Considering the Russian versions of the text, TTR2 is functionally more adequate than TTR1.
Circumlocution and understatement weaken, if not eliminate the expressive value of the
original extract in the first variant whereas the short and abrupt sentences used in the second
reinforce the message and convey the intended effect without any loss of expressiveness
despite the fact that alliteration has not been sustained in translation. Thus, it may be
concluded that rhythm as a means of narrative organization may have more iconic value than

alliteration.

4) The trumpets sounded. The horses reared and neighed. Spear clashed on shield. Then
the king raised his hand, and with a rush like the sudden onset of a great wind the last
host of Rohan rode thundering into the West. (2, p. 153) onomatopoeia

TTL. Ieskangjas baziines. Zirgi dizajas un zviedza. Pret vairogiem gkindgja sképi. Tad
kénins pacela roku, un, noSalkdams ka piepeSa viesula brazma, Rohanas pedg&jais
karapulks ar varenu troksni un diponu aizbrazas uz rietumiem. (2, p.147)

TTR1. IIporsxno 3anenu TpyOsl. Konu B3np1Oumnch u 3apxkanu. Komnbs IpSsHYIN O IIUTHI.
KonyHr Bo37€1 pyKy, M TOYHO MOTYYHMIl MOPBIB BETPAa B3METHYJ IOCJIEIHIOK paTh
Pucranuu: rpoMoHOCHas Ty4ya moMyajiach Ha 3amaj.

TTR2. 3anenu 6oeBble TPyObl, KOHH BCTPENEHYIUCH, KOMbS yAapwid O IUTHL. Kopoib
MIOJTHSUT PYKY, ¥ BCATHUKH BUXPEM COPBAIUCH C MECTA.

The fourth example may illustrate the observation made in Part 3 that there are more SIWs in
Latvian and English than in Russian and that the degree of their acceptability and markedness

is higher. In the Latvian version, every case of direct phonological iconicity is accurately
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reproduced in translation, TTR1 features three SIWs instead of four, whereas in TTR2 only

one SIW is left leading to a considerable loss of stylistic effect.

(5) Gollum turned to the right, southward more or less, and splashed along with his feet
in the shallow stony stream. He seemed greatly delighted to feel the water, and
chuckled to himself, sometimes even croaking in a sort of song. (2, p. 278)
alliteration, onomatopoeia

TTL. Gollums, pedas plun¢inadams, aizmetds lejup pa seklo, olaino strautu. Udentin$
vinam itin ka sagadaja varenu labpatiku, un vin$§ zem deguna gurgulodams smgjas,
reizumis pat uzraudams tadu ka ¢erkstosu dziesmu. (2, p. 260)

TTR1. T'opnym cBepHyn HampaBo, Oojee WIM MEHEe K IOry, M 3alulenajl [0 POBHOMY
KaMeHHOMY JHY. Bona emy Oblia SIBHO OY€Hb NPUATHA, OH PaJOCTHO XUXUKAI U
Ja’ke MOKBAaKUBaJ ce0e M0/l HOC HEUTO BPOJE NECEHKH.

TTR2. abridged

Gollum is one of the key characters of “The Lord of the Rings”. The majority of language
means that J.R.R. Tolkien uses for the creation of its image are phonetic EMs. If the translator
aims at adequate recreation of the image of this character s/he should strive to use all possible
EMs to compensate for the inevitable loss of not only the aesthetic effect but also of meaning,
information about the nature of this creature, which occurs because it is often impossible to
render alliteration so frequently used in its description. Kolmane and Muravyov do not
compensate for the loss of coloring and meaning caused by the loss of alliteration, however,
both translators manage to preserve in translation all SIWs featured in the original. It may be
argued that Kolmane’s translation of the extract is an attempt to compensate for the loss of
coloring elsewhere in the text, as the translation is even more stylistically loaded with respect
to the use of manifestations of phonological iconicity than the original — four instead of three
SIWs used, intentional use of such forms of linguistic iconicity as use of diminutives
(0dentins), and archaisms make the Latvian text highly expressive and colorful. It is

interesting to note that in TRR2 this stretch was abridged entirely.

(6) The earth groaned and quaked. The Towers of the Teeth swayed, tottered, and fell
down; the mighty rampart crumbled; the Black Gate was hurled in ruin; and from
far away, now dim, now growing, now mounting to the clouds, there came a
drumming rumble, a roar, a long echoing roll of ruinous noise. (3, p. 243)
onomatopoeia (/r/ sound of destruction)
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TTL. Zeme ievaidgas un iedreb&jas. Zobu torni noligojas, sagrilojas un sagruva,
nepieejamais nocietinajumu valnis sakrita drupas, sagazas Melnie varti, un talé
vispirms apslapéti, tad arvien skalak un galu gala paceldamies lidz pat padebeSiem,
ieskangjas dobji ribieni un gravieni, kas, vél ilgi nenoklusdami un atbalsodamies,
vEstlja par bojaeju.

TTR1. Crenas, apoxana 3emid. Knelku Mopaopa IIaTHyJIUCh, 3aKa4allUCh - U PYXHYJIHU;
pacchalIuCh B MPax MOry4de OACTHOHBI, M HU3BEPIJIMCH BOPOTA, U3/AIU IIIyXO,
IIOTOM BCE ¢ZpOMYE M Z2poMY€ CIblIANCS TSDKKUH Lyl, npeBpamasch B

p ACKATHUCTHIN OFJ'IYH_II/ITCJ'IBHHﬁ Z2POXOT.

TTR2. 3emuns 3actoHana u 3aTpscisck. UEpHbIE BOPOTAa PYXHYIIHU, a U3/, TO YTHXasl, TO
HapacTasi, TO MOJHMMAACH JO OOJIAKOB, NPUMYAIICS POKOUYIIHUN Tyl, 2pPOXOT,
JUINTEJIbHBIN PACKATUCTBIN 2POM Pa3pyLICHUS.

Translating this extract all translators could not help omitting some SIWSs used in the original,
however, in all translations the effect, caused by the alliteration of the sound [r] and the
repetition of the sound combination [plosive + /r/] — [gr], [kr] and alluding to the noise of
destruction, has been recreated using the same sound and sound combinations: [r], [gr], [dr]

and [pr].

The following example may justify the opinion that nothing is impossible when one is
creative enough and does nor spare one’s effort. All three translation versions are excellent
examples of how the effect caused by the application of phonetic EMs may be successfully
rendered into Latvian and Russian without loss of meaning and expressiveness. These

translations are of the rare cases when phonetic stylistic effect is fully recreated in translation.

There are fewer onomatopoeic roots in Russian than in Latvian and English (see Part 3;
Smirnova, 2009). In TTL and TTR1, lexical means are used to compensate for the possible
loss of meaning and coloring whereas in TTR2 in most cases translators opt for the omission

of non-equivalent lexical units and for a general compression of the TT.

(7) The air seemed hot and heavy; and it was full of rustlings, creakings, and a murmur
like voices passing. | think that hundreds more of the Huorns must have been passing
by to help in the battle. Later there was a great rumble of thunder away south, and
then we could see mountain-peaks, miles and miles away, stab out suddenly, black
and white, and then vanish. And behind us there were noises like thunder in hills, but
different. At times the whole valley echoed. (2, p.213)
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TTL. Gaiss bija tveicigs un piedigs, un ausis sitas Salkona, ¢ikstona un murdona, itin ka
garam vilkdamas. Manuprat, tur laikam vel simtiem runnornu devas uz kaujas lauku
paligos. Necik ilgi, dienvidu pamalé nogranda pérkons, un Rohanai pari ieplaiksnijas
zibens stréles. Ik pa bridim judz&m talu no tumsas piepesi iznira melni kalni ar
baltam virsotn€m, lai tiilin atkal pagaistu. Un arT aiz muguras kalnos itin ka pérkons
dardgja, tikai citadi. Briziem atbalsis aizv€las pari visai ielejai.

TTR1. Ilapwio, caplladnuCch MIOPOXH, TPECKH, YIAIIOCh MeayieHHoe 6opmoranue. He
WHaye COTHSA-Apyras TBOPHOB OTIpaBWiach Ha noamory cBouM. [lorom c rora
JIOHECCS CTpAIlIHBbIA I'POMOBOM packar, Haja PucrtaHueil 3amenbKaiyd MOJIHMH, HA
MUT BBIXBATHIBasi M3 TEMHOTHI JTAJICKUE YepHO-Oeble BEepIIMHBL. Y HAc B Topax
TOXE I'POM I'POXOTaJi, W JIOJMHA IMOJHUIACH 9XOM, HO COBCEM IIO-IAPYroMy, HeE
[I0X0K€ Ha OT3BYKHU OUTBBI.

TTR2. Bo3ayx cTan ropsyuM U IyIIHBIM. BOKpyr ObLI LIENECT, CKPUIIbI, T'yJd TOJIOCOB.
HagepHo, apyrue XyopHBI TOKE OTHPAaBWIMCH cpaxarbes. [IoToM Ha rore Hadamach
rpo3a. Monuuu cBepkanu Haj BceM Poxanom. MBI naxke OTCroJa BUJEIHM TOPHBIC
NUKKA — BCIBIXHYT, O€lble Ha YEpHOM, M ONSATh HMCYE3HYT. A 3a CIIMHOW y Hac
IIyMeJo, KaKk OT FpOMa B ropax, U LYJ IIeJ IO BCEMY YIIEIbIO.

There are six sound imitative words in the ST and TTR2, seven in TTR1 and only five in
TTL. In general, the Latvian version is the least expressive of the three. Although the
translator arranges the stretch rhythmically, she does not render the effect conveyed by the

repetition of the sound [r].

Both Russian translations manage to render the effect caused by the application of sound
imitative words and alliteration of the sound [r] in the sound imitative words. The original
conveys the effect of a vibrating rumbling noise. TTR1 alliterates the sounds [r] and [gr]
alluding to the noises ‘epoxom, epom’, TTR2 alliterate [g] in order to create the effect of the
noise ‘eyz’. As it may be noticed, TTR1 renders the effect of the original more adequately.

(8) The bright stars peered out of the sky, and lit the falling water as it spilled on to his

fingers and head, and dripped, dripped in hundreds of silver drops on to his feet.
Listening to the tinkling of the drops the hobbits fell asleep. (2, p. 91)

TTL. No debesim lejup liikojas zvaigznes, atvizédamas lejup kritosaja tideni, kas strikloja
entam caur pirkstiem, lija uz galvas un, saskidis simtiem sudraba pilienos, lasoja un
lasoja lejup, vinam kajas slacidams. Klausidamies 1asisu tinkskéSana, hobiti iemiga.

TTRI1. BBI3BCSI(I/IJ'IO, n 3aM€paain CTPpyH, THUXO CTCKABIIHUE K €T0 HOraM, W TEHbKAaJIH,
TCHbKAJIM, TCEHbKAJIM COTHHU Cepe6p$[HLIX 3BC3AHBIX KAIICIb. HO)I 9TOT KANCILHEIN
IIEpE3BOH MeppI/I ¢ IIunom KPCIKO-KPCIKO YCHYJIHN.
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TTR2. Ha wnHebe moka3zamuch SpKHE 3BE3[IbI, OHU OCBEIIATW TAJAONIYI0 BO.XY,
pa30UBaBIIYIOCS O €ro MalbIlbl U TOJOBY W PACCHIMABINYIOCS y HOT COTHSMH
cepeOpsiHbIX Opb3r. 1071 3BOH CTpyit XOOOUTHI YCHYJIH.

Certain incompatibilities in the sound imitative systems of the English and Latvian languages
have not allowed to recreate fully the effect of a dripping sound in the Latvian translation, as,
in contrast to the English and Russian counterparts, drip and menvxams, kanams respectively,
the word /asot is not sound imitative. However, the translator compensated for a certain loss
of expressiveness by using alliteration of sounds [s] and [I] and arranging the extract
rhythmically. TTR1 very creatively recreates the effect of the imitation of the sound of
dripping. Although the phonetic construction of the sound imitative words used in the original
and translation is different, i.e. different sounds are used to imitate the noise; the noise is
imitated according to the conventions of either language. In English, the sound of dripping
may be imitated as drip-drip or drop-drop, and in Russian as menwsk-menvk Or kan-kan. TTR2

does not render the effect.

9) ‘They pushed, pulled, tore, shook, and hammered; and clang-bang, crash-crack, in
five minutes they had these huge gates just lying in ruin,...” (2, p.207)

TTL. Vini rava un vilka, pl€sa, drebinaja un dauzija — bumm-dramm, briks-braks, un péc
piecam miniitém Sitenie milzu varti jau gul&ja drupas, ...

TTR1. Onu maranu, Tpsaciau, ApoOUIH, KOJOTUIH, MOJIOTHIH - OyM-0aM, Tppax-Kppax, - U
yepe3 MATb MUHYT 3TH OTPOMHBIE BOpPOTa BaJSJIUCh, IJI€ Ceiyac, a CTEHbl OHU
pacchInaliy, Kak KPOJIMKH POIOT MECOK.

TTR2. Onu Murom npeBpaTuiiv BOpoTa B ITPYyAy Mycopa U IPUHSIMCH 33 CTEHBI.

This example is used to analyze how the translators have treated the problem of rendering
direct sound imitation or a rare instance of non-lexical direct phonological iconicity. In TTL
and TTR1 translators transcribe the sound following the pattern used by the author and
alliterate the sound [r] as well as use words containing [plosive + /r/] clusters ([br], [dr], [tr]
and [kr]) in order to render the effect of a loud noise produced as the result of a short contact
between two surfaces. Both translators transcribed sound imitative words according to the
conventions of the respective target language. The original transcription of sounds was
omitted in TTR2 entirely.
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The observations made in the process of contrasting of the source text to two target texts may
allow concluding that sound imitation in the ST can be rendered into the target language if the
translator considers it necessary. Many sounds have an equal sound iconic value in both

languages and are used to imitate the same noises.

(10) They heard eerie noises in the darkness round them. It may have been only a tick of
the wind in the cracks and gullies of the rocky wall, but the sounds were those of
shrill cries, and wild howls of laughter. Stones began to fall from the mountain-side,
whistling over their heads, or crashing on the path beside them. Every now and again
they heard a dull rumble, as a great boulder rolled down from hidden heights above.
(1, p.324)

TTL. Tumsa visapkart atskangja savadi troksni. Var jau but, ka tur tikai kauca un svilpoja
vEj$, lauzdamies caur klinsu spraugam, bet izklausijas péc griezigiem kliedzieniem
un mezonigiem smiekliem. No kalna lejup saka ripot akmeni, Ssvelpdami
aizSaudamies garam par mata tiesu un saskizdami pret taku zem kajam. Ik pa bridim
atskangja draudiga dardona un no tumsa sligstosas virsotnes novélas kads milzigs
klintsblukis. (1, p.364)

TTR1. Bokpyr pa3gaBajiuch OY€Hb CTpaHHbIE 3BYKU. BO3MOXKHO, 3TO 3aBbIBaJl BETEp, HO
B €ro I'yJKOM MHOI'OI0JIOCOM BOE€ SICHO CJBIIIAINCh 3JI00HBIE YIpO3bl, BU3LJIMBBIN
XOXOT U Xpumble Bomau... Her, Betep He Mor Tak BbITb. HeoxxuganHo cBepxy
CKaTWJICS ~KaMeHb, NIOTOM €Ile OJAMH, NOTOM eme... [lyTHUKM npmxanuce K
OTBECHOH CTEHE; KAMHU C TPECKOM MaJall U3 KapHU3a, MOJCKAKUBAJIU U BAJUIKChH
B YEpPHYIO IpONACTh; BPEMEHAMM  DPa3AaBaliCsi TSDKENbIM IPOXOT, M CBEPXY
HU3BEPrajluCh OTPOMHBIE BaJTyHBI.

TTR2. TemHoTa BOKpYI HamoOJHMUJIACh )KYTKMMHU 3ByKamH. KOHEYHO, 3TO MOT BBITb U BETEp
B TPEIIMHAX CKaJ, HO yX CIMIIKOb JUKUMH BOIUISIMH, J1a €II€ MepeMeKaroluMucs
37I0palHBIM XOXOTOM, pa3pa3ujach TEeMHOTa. Brepeau Ha Tpomy oOpyuImics
KaMeHb, 32 HUM ell€ OJ1H, a IIOTOM I'POXOT OJIM3KOro KaMHENaaa €/1Ba HE OTJIYIINI
uX.

In this extract, SIWSs are extensively used to create the atmosphere of danger and suspense, as
well as to increase emotional tension. There are seven sound imitative words in the original
extract, five in TTL, eight in TTR1 and four in TTR2. In TTL, the phonetic effect is
sustained to the degree possible giving priority to meaning over form. It should be pointed out
that some cognates denoting the same concepts in the English and Latvian language do not
display similar sound iconic characteristics. For example, English SIW roll apart from
denoting movement implies that the act of rolling is accompanied by a certain sound, which

makes the item directly phonologically iconic, however, the Latvian ripot does not have this
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sememe in its semantic structure. Another loss occurred due to the fact that it is not possible
to literally render the nominal phrase howl of laughter into Latvian, and thus it is substituted
by a piece of non-iconic lexis. In TTR1, howl is substituted by the modifier suzeruswiit, which

has a sound imitative stem. Extra SIWs_xpumuisie and_seith are added to compensate for the

loss of whistling and rolled. In general, the translation of ‘shrill cries, and wild howls of

laughter’ by ‘BU3IIMBBII XOXOT ¥ XpUILIbIC Bomuin® appears to be a very creative solution: the

sound symbolic ‘shrill’ and ‘laughter’ are replaced by sound imitative words and the overall

effect is recreated. TTR2 is considerably less expressive.

(11) At these words all fell into silent thought. They heard the wind hissing among the
rocks and trees, and there was a howling and wailing round them in the empty spaces
of the night. (1, p.334) onomatopoeia

TTL. P&c Siem vardiem visi apklusa un iegrima pardomas. Klintts un koku zaros $naca
vEj$, un nakts bezdibenigo tumsumu pieskandinaja kaucieni un gaudas. (1, p.374)

TTR1. Ouu o0opBanu pa3roBOpbl U MPUCITYIIATUCh. Berep cBUCTEN B OOHaXEHHbBIX
BETBSAX U LIypHIaj 3acOXIIMMH cTeOiasiMHu Bepecka. Ho B 3TOT mpuritylieHHbIN
CBUCTSIIMN LIOPOX BIUIETAJICS 3ayHBIBHBIM, C IEpeiluMBaMH, BOW, CIOBHO BETEp
BbUI HAJl TOPHBIM YIIEJbEM.

TTR2. Hukto He cram emy Bo3paxkaTb. [I[yTHHKH cuaendu TiIyOOKO 3aIyMalliCh, a BETEp
JNEMUCTBUTENBHO pasryisuics B npearopbax. OH 3aBbIBaJl B OTJAJIEHHH, U OT ITOTrO
HOYb CTAHOBMWJIACh €1IE HEYIOTHEM.

This example illustrates how certain mismatch between the sound iconic systems of the
source and target language can be successfully overcome in translation. TTL presents a good
example of accurate translation that does not display any semantic or stylistic loss.
Considering the translations into Russian, the word hiss is normally translated as wunems, but
semep (wind) does not commonly collocate with wunems. In TTR1 this problem has been
solved extending the translation: ‘wind hissing’ has been rendered as ‘Berep cBucren u
mrypman’. The words howl and wail both are translated into Russian as ssims, S0 the translator
has opted for category shift and translated one of the two verbs by the noun sou. In general,
there are three SIWs in the original, matched by three SIWs in TTL, six in TTR1 and one in
TTR2. It is possible that translator of TTR1 tries to compensate for the loss of some SIWs
earlier or later in the TT, however, on the whole, TTR1 displays the features of

overtranslation, and TTR2 — the features of undertranslation. The Latvian translation appears
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to be the most faithful with respected to sustaining the effect created by the application of

manifestations of phonological iconicity.

(12) Doom, boom, doom, went the drums in the deep. (1, p.369)

TTL. Budumm, budumm, dzili pazemé¢ atkal norib&ja milzu bungas ta, ka atbalss nogranda
malu malas. (1, p.407)

TTR1. Bce rpomye rpoxoran riryouHHbIN rpoMm - P-P-P-P-0-K, P-PP-P-O-K, P-P-P-P-0-K,
P-P-P-P-0-K.

TTR2. Onu moTpsicaili KONBSIMH H  sSITATAHAMH, BOIUIM, HO KPHKH TIOKPBIBAI
MPUOTIKAIOIIMICS POKOT OapabaHOB: «POK, POKY.

(13) ‘They pushed, pulled, tore, shook, and hammered; and clang-bang, crash-crack, in
five minutes they had these huge gates just lying in ruin,’(Merry) (2, p.207)

TTL. Vini rava un vilka, plésa, drebinaja un dauzija — bum-dramm, briks-braks, un péc
piecam miniites Sitenie milzu varti jau gul&ja drupas. (2, p.195)

TTR1. Ouwu maranu, Tpsciau, APOOWIH, KOJIOTUIN, MOJIOTUIIU - OYM-0am, mppax-Kppax, - u
4yepe3 MITh MUHYT ATH OTPOMHBIE BOPOTa BaJSUIMCh, TIE ceiluyac, a CTEHBbl OHHU
pacchInalii, Kak KPOJIHMKH POIOT MECOK.

TTR2. Onu Murom npeBpaTuiv BOpoTa B IPyAy Mycopa U IPUHSIMCH 33 CTEHBI.

Examples (12) and (13) are considered together to analyze how the translators have treated the
challenge of rendering the instances of direct non-lexical phonological iconicity. In (12) all
translators transcribe the sound following the pattern used by the author and alliterate sounds
[9], [gr] and [r] in order to render the effect caused by the original alliteration of the sound [d].
In TTL, the translator has substituted the alternating sounds doom and boom with a budumm,
which actually represents a different quantitatively longer phonation. In this case,
transcription of direct onomatopoeia is done according to the conventions of the working
languages. According to these conventions, in the three working languages a resonating
metallic sound is transcribed using a nasal sonorant in the final position — [g] in English and
[m] in Latvian and Russian; and a loud noise produced as the result of a short contact between
two surfaces is transcribed using [plosive + /r/] combination — [kr] in English, [dr] and [br] in

Latvian, and [kr] and [tr] in Russian.
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Sound imitation has been used by J.R.R. Tolkien not only to create a certain atmosphere, but
also to devise the images of the characters. Phonetic EMs have been used to describe such
characters as Ents, Orcs and Shelob and to render the peculiarities of their speech. The

instances of the speech of Ents and Orcs may be found in Appendix 2.

Gollum is one of the most colourful images created by J.R.R.Tolkien. Phonetic SDs such as
alliteration and sound imitation are extensively used both to describe Gollum and its
behaviour and to convey the peculiarities of its speech. Gollum appears to be a character
producing a lot of noise; in fact, it is the noisiest character of the saga. It gurgles, chuckles and
croaks, whines, weeps, whistles and whimpers, shrieks, sniffs and snuffles, mutters and
murmurs, squeals and hisses. Being one of the central figures of the trilogy, its image has
been elaborately created by J.R.R.Tolkien. In order to recreate the image of this character in
full, translators should be very particular about rendering the effect caused by the application
of these language means in general and manifestations of phonological iconicity in particular.

(14) They could hear him snuffling, and now and again there was a harsh hiss of breath
that sounded like a curse. He lifted his head, and they thought they heard him spit.
Then he moved on again. Now they could hear his voice creaking and whistling.
‘Ach, sss! Cautious, my precious! More haste less speed. We musstn’t rissk our neck,
musst we, precious? No, precious, - gollum!” He lifted his head again, blinked at the
moon, and quickly shut his eyes. ‘We hate it,” he hissed. ‘Nassty, nasty shivery light
it is — ss- it spies on us, precious — it hurts our eyes.” He was getting lower now and
the hisses became sharper and clearer. ‘Where iss it, where iss it: my Precious, my
Precious? It’s ours, it is, and we wants it. The thieves, the thieves, the filthy little
thieves. Where are they with my Precious? Curse them! We hates them.’ (2, p.269)

TTL. Vins ostija gaisu un ik pa laikam spgji ievilka dvasu caur sakostiem zobiem, itin ka
ganidamies. Gollums pasl€ja galvu, un hobitiem norégojas, ka vin§ nosplaujas. Tad
vin$ atkal rapas zemak. Tagad bija sadzirdama cerkstosa un s$nakulojoSa sodiSanas. —
Uhhh, ssss! Uzmaniess, dargumin! Ka v&j§ skriesi, ka miets atdurssies. Kaklu tak
negrib&ssim nolauzt, vai ne, dargumin? Ng, dargumin — gollum! — Vins atkal pasl&ja
galvu, ménesnica sablisinadamies, un ar skubu aizmiedza acis. — lenizam, - vins
iesnacas. — Riebiga, riebiga, drebeliga gaissma izspiego mis, dargumin, mumssim
actinas koz. Vin§ jau bija norapies pavisam zemu, un $nakona bija saklausama
pavisam skaidri. — Kur ir, kur ir mans dargumin$$, mans darguminss? Tas mumssim
pieder, mumssim, un mumssim to vajag. Zagli, zagli, smirdigie zagléni. Kur Sie ir,
kur aizsstiepusi manu darguminu? Noladgetie! lenizam. (2, p.252)

TTR1. Jlonecnoch ero comeHue, MOTOM OH 3J00HO 3alllUNeN, TOYHO BBIPYTajcs, MOTHSIT
rOJIOBY M BpoOJe Obl CIUTIOHYJ, HaKOHEIl JABHHYJCS Jaibline. M mocnublmancs ero
CKpUNIYYMH, CHUIIBIA Todoc. - AxX, c-c-¢! OcCTopoXkHO, MOsI MpeneceTh!
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[Tocnemmmme - w0 c€EIOMaclmib, a Mbl K€ HE CCTaHEM JIOMaTh MLICH0, [,
npeneccrb? He ceranem, mpenecets, - ropaym! - OH cHOBa TOAHSUI TOJOBY,
CMHUTHYJI M OBICTPO 3aKpbLl TIJaza. - Ham oHa HeHaBUCCTHA, - MPOMIUIEN OH. -
Mep3kuii, MEP3KUIA, TPYCCIUBBII CBET - €-C-C, - OHA MOJCMATPUBAECT 32 HAMH, MOSI
IIpeJeccTb, OHA CyeTcs HaM B raza. OH CHOYCTWJCA €Ile HMXKE, M CHIUIOE
OOpMOTaHHE CTaJl0 CIBIIIHO COBCEM OTUETIMBO. - [ 1€ e OHO, I/ie ero CupsATalu -
[Ipenects Moro, Moo I[lpenects? Oto Hamia [IpenecTs, HamIa, Mbl IO HEW CKy4daeM.
Bopsl, BOpbl, THycHble BOpPUIIKH. [ e oHUM cnpsaranuck ¢ Moel IlpenecThro?
[Ipe3pennbie! HenaBuctHble!

TTR2. ..Hexoropoe BpeMs OH MPHUHIOXUBAJICS U cepauTo mmmnen. [lorom momons nanelie, u
®pono ¢ CamomM paccasimanu: Cee! OceTopoxuee, Mos ipesects! Tumnme egemn —
nanpiie Oyzemmsb. He cememn, He cinomail cebe mmero! — OH MOTHSUT TOJOBY,
B3TJISIHYJ Ha JIYHY M TYT K€ 3aXMypuics. — ['agkuii, ragkuii ¢Bet! — 3alIunen oH.-
On ccnenut 3a Hamu! Y Hac OoJAT OT HEro riasza, ropaym, ropaym! Ilpomomxas
cnyckatbed, ['opnym mumen Bc€ rpomue: - ['me Hamia npenects? OHO Hamie,
Hame, Mbl xotuM ero! Cee! Mep3kue Bopel! Kyna onn nmojieBanu Hauy mpenectb?
MpbI UXXX HEHaBUIUM!

The above-presented extracts illustrate what means Tolkien used to creat the image of Gollum
and how the relevant perception of the character by the target audience has been ensured in
translation. As it may be noticed, sound imitative words are extensively used describing
Gollum’s mode of action. The repetition of voiceless fricatives in both the description and
Gollum’s speech creates an image of a noisy, constantly hissing sneaky creature. In English,
this effect is achieved by the repetition of the sounds [s], [[] and [6], in Latvian— by the
repetition of [s], [/] and [3], and in Russian by the repetition of [s], [/] and [h]. The sounds
have the same iconic value in all three languages — a continuous production of any of them is
associated with hissing. In this case, the task of the translators has not been particularly
complicated — most SIWs denoting various kinds of hissing in all working languages contain
a voiceless fricative, and transferring the direct speech of the character the letters representing
sounds of a kind in words belonging to non-sound-iconic lexis should be merely repeated. It
should be noted though that in Latvian a voiced fricative [3] has also been repeated, however,
this is a result of an attempt of sustaining semantic precision rather than conscious
employment of a different phonation. All translators successfully render the effect of sound

imitation in both the description and direct speech.

The observations made in the process of conrasting of the source text to two target lanaguges
may allow concluding that sound imitation in the ST can be rendered into the target language

if the translator considers it necessary. Many sounds have an equal sound iconic value in
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English, Latvian and Russian and are used to imitate the same noises.

It is not always possible to detect manifestations of pure sound symbolism in the text.
Normally sound symbolism is combined with sound imitation. Certain sounds and sound
clusters when alliterated to create a certain effect may represent both sounds and act as

metaphors or even synesthetic metaphors.

Certain sounds in English, Latvian and Russian possess the same iconic value, and some have
a definite meaning only in one of the languages. That is why occasionally the rendition of the
meaning implied by the repetition of sound symbolic sounds does not pose a problem,

whereas there are cases when it is not possible.

(15) In the midst of it there wound lazily a dark river of brown water, bordered with
ancient willows, arched with willows, blocked with fallen willows, and flecked with
thousands of faded willow-leaves. The air was thick with them, fluttering yellow
from the branches; for there was a warm and gentle breeze blowing softly in the
valley, and the reeds were rustling, and the willow-boughs were creaking. (1, p.130)

TTL. Pasa vidina tumsbrinos Iiklocos laiski vélas upe, kuras krastos kuploja veci vitoli,
kas liecas tai pari, vietumis bija sakritu$i straumé un piebirdinajusi tdenus ar
izbalojusu lapu grédam. Gaisa tris€ja necaurredzams lapkritis, ieskaudams kokus
dzeltena nirba, jo virs upes Salca liegs, silts v&jins, kas ¢abinaja niedres un ¢ikstinaja
vitolu zarus.

TTR1. IlocpenuHe THXO KaTuia MYTHO-Oypble CTpydM peka, oOpocmias BeTIOH U
WIBMOBHHMKOM, HAaJl HEIO CKJIOHSUIMCH JIPSIXJIbIE HMBBI, €€ OOCTYIaal BETXUE BS3bI,
OCKJIM3Jble  OepecTOBble CTBOJIBI 3arPOMOMKAAIM  PYCJO, THICAYM ThICAY HalbIX
JUCTBEB HECNa BOJA, WX JKENThIe MUPUAJIBI BSJIO TPEMETaId B BO3IyXe, TIHYJIO
TEMJIBIM BETEPKOM - U WYpWialnd KaMbliuM, wielecresia 0CoKa, MepeuenThIBaINCh
WBOBBIC U BSI30BHIC BETBH.

TTR2. KopuuneBass Boja JIGHMBO M3BUBAJaCh B Oeperax, 3apOCLIMX JIPEBHUMH uUaMU,
HAaKpBITasl U6aMu, TEPETOPOKEHHAs YHABIIUMH U606bIMU CTBOJIAMH, YCHITAHHAS
MUPHAZAMU ONABIINX U806bIX TUCThEB. VX coOpaThs HETOPOIUIMBO MOPXAJId BOKPYT,
KpyXach B TEMIOM JIETKOM BeTEepKe, BesBIIeM BIoib peku. Ulypmana ocoka. UyTh
IOCKPUTIBIBAIIN UBOBBIE CYUbSl.

This extract is a wonderful manifestation of not only sound symbolism, but also of a rare case
of graphic symbolism accompanied by sound imitation and rhythm. The sound [w], which is
alliterated in the original, would create an effect of quiet singing if the extract were read

aloud. However, as the work is presented in the written form, the reader will inevitably be
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affected by the constant repetition of the letter ‘W’ in the text, although it would not always
stand for the sound [w]. The senses of the recipient are affected at two levels — at the levels of
sound and visual perception. Onomatopoeia adds to the overall effect of the text — the extract

reads like a poem although there is no rhyme.

The translators have tried to recreate the effect but not very successfully. The utterance in all
translations is rhythmically arranged and there are attempts to create the effect of singing or
initial rhyming by means of alliteration of sounds [k] in TTL, [v] and [t] in TTR1 and by the
repetition of the word uswsr and its derivatives in TTR2. Unfortunately, the original effect may
not be experienced by the target readership, as a great deal of expressiveness is lost. Yet
TTR1 renders the effect better than TTL and TTR2. The author of TTR1 translation manages

to create some kind of ad hoc sound symbolic representation of the original phonetic effect.

Example (16) may justify the opinion that there are no limits to creativity. All three target
texts are excellent examples of how the effect caused by the application of phonetic EMs may
be successfully rendered into Latvian and Russian without significant loss of meaning and

expressiveness.

(16) ‘They are sailing, sailing, sailing over the sea, they are going into the west and
leaving us,” said Sam, half chanting the words, shaking his head sadly and solemnly.
But Ted laughed. (1, p. 48)

TTL. Vini bura un bura un jura brauc, un dodas uz vakariem, bet més palickam vienu un
tepat, - Sems dziedoSi novilka, skumigi un svinigi noSiipodams galvu. Bet Teds
iesmgjas. (1, 72.p)

TTR1. TInsIBYyT OHM Y IJIBIBYT, YIUIBIBAIOT HA 3amajl, a HaC OCTaBIIAIOT, - mporosopuia Com
9yTh JIM HE HApacleB, MeYalbHO U TOP>)KECTBEHHO MOKayaB rojioBoro. Tox (bIpKHYI:

TTR2. U BOT MiBIBYT OHH, IUTBIBYT 3a Mope, uayT Ha 3a0KpaWHHBIA 3amaj, a Hac 37eCh
OCTaBJISIIOT, — NPUTOPIOHUBLINCH, TOBOpMJ HapacmeB CoM, NMOXO0XE BUAS MEPEN
co00i1 3Tu Top/ible U MevyallbHbIe 3Ib(uiickue Kopadiu, HO TyT T/ 3aX0X0Tas BO BCE
ropJIo.

In the original extract the effect of the quiet chanting speech is created by the repetition of the
sound [s] and the rhythmical arrangement of the utterance. [s] in this case may be seen as
allusion to the word ‘singing’. Diphthongs and long vowels appearing after [s] in most words

ensure that the stretch does not create the effect of hissing. In TTL, the effect is recreated
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alliterating sounds [b] and [s], whereas in TTR1 and TTR2 similar effect is achieved by
alliteration of the sound [p] and rhythm. The choice of the repeated initial consonant,
however, is determined by semantic considerations — [b] is an initial consonant in burat (sail)
in Latvian and [p] is the initial sound of nzeims (sail). Moreover, in Russian the word nems
also starts with [p], so the original phonological metaphor has been recreated in the translation

sustaining the interplay between sail and sing (nzeims and nems).

17 Now and again it lifted its head slowly, turning it right back on its long skinny neck,
and the hobbits caught a glimpse of two small pale gleaming lights, its eyes that
blinked at the moon for a moment and then were quickly lidded again. (2. p.268)

TTL. Ik pa laikam vin$ lénitém pasléja galvu uz gara, dzislaina kakla to pavisam uz
mugurpusi aizgriezdams, un hobiti redzgja iezalgojamies divas balganas uguntinas,
kad aceles uz bridi pavéras uz ménesi — tad tas tiilin aizsedza plakstini. (2, p.251)

TTR1. Bpemsa or BpeMeHM rojioBa BepTejlach Ha JUIMHHOM TOHKOHM Iee, U MepLajd JBa
ONeHBIX OrOHbKAa — JBa IJla3a, CMapruBaBIIMX B JYHHOM CBET€ M TYT Xe
3aKpbIBABLINXCS.

TTR2. TonoBa MHOTNA NPHUITOHUMAJACH, CIOBHO TMPUHIOXUBASCH, TOT/Ia B JIYHHOM CBETE
no6aecKkruBamy OobIIue riasa.

(18) Green and long grew the grass on Snowmane’s Howe, but ever black and bare was
the ground where the beast was burned. (3, p. 119)

TTL. Kupla un lekna zaloja zale uz Baltkrépja kapukalna, toties vieta, kur ugunt tika atdots
nezvers, uz laiku laikiem palika melna un kaila. (3, p.130)

TTR1. Beicokolf M MBIIIHONW TPaBOI MOPOC 3TOT XOJM, @ HA MECTE COXOKEHUS YyIuIla
HaBCETa 0CTalIaCh YepHas MPOILICHINHA.

TTR2. Ha sroit Moruie TpaBa Bcerja OblIa 3€JIEHOW W MBIINIHOW, a MECTO, TJIe COXIIIHU
YyJIOBHIIIE, BCETJ]a OCTABAIOCh YEPHBIM U O€3KHU3HEHHBIM.

The repetition of the sound [I] and consonant clusters [gl], [bl] and [kI] in (17) conveys the
image of light and represents quick movements of the described creature. (18) is even more
expressive. The words containing the cluster [gr] followed by a long vowel or a diphthong
represent the image of green grass growing on the ground, it is a vivid example of a
synesthetic metaphor, when an image is created by means of metaphoric transfer from one

field of reference to another. This image is opposed to the image of the burned beast conveyed
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by the repetition of the sound [b]. Life is contrasted to death. The sentence possesses a
considerable aesthetic value. The instances of contextual indirect phonological iconicity have
not been recreated in translation and thus stylistic effect caused by their application is

completely lost.

In case the translators have tried to compensate for the loss of meaning and expressiveness of
the original, they have used certain compensation mechanisms. Most frequently it is lexical
addition and pragmatic adaptation of the source language medium to the conventions of the

target language and the expectations of the target readership.

At the end of the Part, several conclusions may be made. Grigoryeva and Grushetskoy’s
version match the conditions of reader-friendliness, that is, meet the expectations of the target
readers, who search for dynamics of narrative, better than Kolmane’s and Muravyov’s
versions. However, those who look for fidelity in translation, real admirers of Tolkien’s style
of narration and his artistic expression would find Kolmane’s and Muravyov’s version more
appealing. Thus, TTL and TTR1 being explicitly source-oriented appear to be a more valuable

source for the study of the manifestations of phonological iconicity in contrastive perspective.

5.3. Summary

Sound imitation or onomatopoeia is a more universal and less language specific phenomenon.
Most English SIWs may be rendered by their Latvian and Russian counterparts, which not
only denote the same meaning, but also have a similar phonetic structure. Many sounds in the
source and target languages have the same iconic value — a vibrating rumbling noise is
imitated by the repetition of the sound [r], a resonating metallic sound is imitated by a nasal
sonorant used in the final position of a sound imitative word, the sound cluster [plosive + /r/]
is used to represent a noise produced as the result of a short contact between two surfaces and
the noise of destruction, the repetition of voiceless fricatives represents hissing. There are
sounds that either do not possess the same sound iconic value or are imitated according to
conventions of a particular language like, for instance, the sound of dripping or a glottal
sound, but on the whole the mechanism of sound imitation is very similar in English, Latvian
and Russian. In all three languages sound imitation appears not only at the lexical level, i.e. in
the form of sound imitative words, but also at the contextual level. The representation of a

phonation may be performed by alliteration and assonance of the respective sounds.

135



Sound symbolism is a phenomenon more prone to convention. The symbolic value of some
sounds and sound clusters may be more or less language specific. Moreover, the manifestation
of sound symbolism is sometimes arbitrary within the confines of a certain language. There
are instances of a relatively constant sound symbolism, but there are also instances of, as it
may be called, ad hoc or contextual sound symbolism, the phenomenon that may appear in the
text when certain sounds and sound clusters acquire a certain meaning only in a particular
context, i.e. are used metaphorically. Some manifestations of a relatively stable sound
symbolism are universal, and thus may be transferred between languages, whereas ad hoc
sound symbolism is always rather arbitrary and context specific, so an adequate recreation is

not always possible.

Rhythm is a universal phenomenon, so the rhythmical arrangement of the utterance applied to

convey or reinforce some meaning iconically can be easily recreated in any target language.

J.R.R. Tolkien employs phonetic expressive means in order to create a certain mood at
particular stages of narration, to render the atmosphere of the battle and to devise the images
of the characters. The translators of his work have used the same linguistic means for the
intended effect. At times the failure in an adequate rendering of the message and the stylistic
and aesthetic value of the original has been conditioned by an occasional incompatibility of

sound iconic systems of the source and target languages.

Another factor that has influenced the extent of preservation of phonological iconicity in the
target text is the approach to the translation each translator has opted for. I. Kolmane and V.
Muravyov employed a source-oriented approach whereas N. Grigoryeva and V. Grushetskoy
produced a target-oriented translation. Manifestations of phonological iconicity in the source
text may be rendered into the target language if it is required by the purpose of translation.
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Part 6. Phonological Iconicity in Operative Texts

The economic tendencies that appeared in the middle of the 20" century characterized by
globalization of world manufacturing and consumption have brought about the need for the
development of global brands, and have posed new challenges associated with marketing of
goods and services on an international scale. Transnational integration of markets and
internationalization of entrepreneurial activity call for necessity to transfer information across
various linguistic communities, to address wider audiences in a mode that is universally
comprehensible and appealing. Taking into consideration that various linguistic and lingua-
cultural communities may be characterized by various degree of linguistic distance, i.e. the
extent to which languages differ from each other (Chiswick, Miller, 2004:2), it is rather
challenging to create brand names, brand images and advertising slogans that will be
perceived and favorably interpreted by speakers of different languages and representatives of
different cultures. An image, name or message that is appealing to one national or cultural
segment of the target audience may be perceived negatively or indifferently by another. Thus,
copywriters and brand managers face a challenge of the development of marketing messages
that would influence purchasing decisions of consumers worldwide. In essence, marketing
specialists have to consider universal cognitive, semiotic and linguistic features to be inherent

in a brand and slogan meaning in order to ensure successful promotion of commodities.

Iconicity as an aggregate of universal tools is increasingly applied to transcend national and
cultural borders in communication. Expressive resources of the language based on the
principles of phonological iconicity such as sound imitation, rhythm, rhyme, alliteration,
assonance, and consonance can be employed to perform a variety of functions, including
communicative, appellative, expressive and phatic. That makes them a perfect tool in
persuasive or manipulative communications, specifically in the composition of operative
texts. All forms of iconicity, including pictorial, graphic and linguistic, are employed to
ensure the message is favorably perceived and interpreted by speakers of different languages
and members of different communities. The role of phonetic stylistic devices in developing
brand names and advertising slogans has been recognized by marketers; the phenomena are

consciously employed to influence the recipient’s behavior.

Nowadays, the results of research conducted on the issue of iconic characteristics of
phonaesthemes, that is, on manifestations of phonological iconicity, are extensively employed
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not only by copywriters and brand managers, but also by public relations and communication
specialists. Names of the companies and products, slogans and mottos, marketing and mission
statements, which are aimed at inducing a desired reaction of the recipients, are composed
employing the iconic resources of the language in general and the principles of

Phonosemantics in particular.

The effect caused by purposeful application of certain sounds and sound clusters in
communicating certain images or ideas is largely attributed to the phenomenon of synesthesia,
or the ‘oneness of senses’ (see 2.4.1). It is the perception phenomenon occurring when an
impression caused by a certain stimulus and specific of a certain organ of perception is
accompanied by other additional impression or image, often characteristic of other modality.
Contemporary multi-modal operative texts aim at inducing definite synesthetic reactions, in

which activation of concepts evokes perception-like experiences.

This part deals with the analysis of advertising and motivational slogans in contrastive
perspective with an aim to consider the opportunities and limitations in localization of
marketing and inspirational messages across the working languages (English, Latvian, and
Russian). The slogans included in the sample are created employing at least one instance of
phonological iconicity, for example, alliteration, assonance, rhythmical arrangement of the
utterance accompanied by other forms of iconic meaning representation; thus, they present a
good medium to establish universal, relatively universal and language-specific manifestations

of phonological iconicity in operative texts.

In the recent years, more and more goods and services have been marketed internationally,
and numerous databases of brand names and slogans are compiled to avoid infringement on
the intellectual property rights. Textual data analyzed in this part were retrieved from two
databases, www.adslogans.co.uk and textart.ru, listing slogans in English and Russian, as well
as a variety of printed and online resources. Since there is no comprehensive database of
slogans in the Latvian language, the slogans analyzed have been handpicked from authentic
texts: online and printed advertisements, billboards and posters, as well as radio and TV

commercials.

The role of phonetic stylistic devices in developing brand names and advertising slogans has
been recognized by marketers; the phenomena are consciously employed to influence the

recipient’s behavior. Batey maintains, “The fact that phonemes, in certain situations, appear to be
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linked to specific meanings and even emotions is significant with regard to brand meaning (...)
Individual letters and phonemes in a brand name contain meaning that can influence attribute
perceptions and trigger perceptual reactions to the brand name.” (Batey, 2008: 61). Hinton et al.
(2006: 6) discuss and explain extensive use of conventional sound symbolism in advertising,
particularly in creation of brand names. Both direct and indirect phonological iconicity are
extensively employed in the composition of brand names and there is a growing number of
experimental studies dedicated to this issue. The characteristics of the brand that are most
frequently communicated using indirect phonoaesthetic iconicity include femininity/masculinity,
lightness/brightness, and softness/harshness, associative iconicity (size symbolism) is also
frequently employed (cf. Batey, 2008: 60 — 61).

Communication of the message through a purposeful arrangement of phonemes and phoneme
clusters as well as rhythmical organization of the text is ensured not only by linguistic but also
extra-linguistic means. In general, operative texts present a good media for phonosemantic
analysis due to controlled reaction of recipients they are aimed to induce, their non-spontaneous

character and distinct stylistic marking (Comora 2002: 421-422 in UykapbskoBa, 2004).

Operative texts, or the texts that primarily perform appellative function and are aimed at inducing
definite behavioral responses (Reiss, 1989), extensively employ expressive means of the
language in order to manipulate recipient’s opinion and induce the responses intended by the

sender of the message.

6.1. Manifestations of Phonological Iconicity in Operative Texts

Linguistic iconicity is one of the tools most frequently used to communicate the marketing or
inspirational messages. Its universal appeal allows reaching wider audiences and causing a
predictable desired response of the recipients. Such manifestations of phonological iconicity
as sound imitation and rhythm, as well as combinations of phonetic and phonosemantic
stylistic devices that aim at inducing certain concurrent synesthetic reactions, such as
alliteration and assonance, are extensively used in composition of slogans and brand names
(cf. Batey, 2008). Communication of the message through a purposeful arrangement of sounds
and submorphemic clusters can be ensured not only by linguistic but also extra-linguistic means.
Graphical arrangement of words on the page may possess mimetic power and may be considered
the instance of graphic synesthesia (cf. Kies, 1990).
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Rhythm is another iconic device that is frequently used in composing operative texts. As
discussed in sub-chapter 2.4.2., rhythm reinforces the message bringing order to the utterance
thus facilitating the impact on the recipient. Rhythmical structuring of the text iconically
follows “from underlying cognitive, pragmatic, and semantic hierarchies” (Dressler, 1992: 14)

becoming the catalyst for triggering the desired behavioral response.

In case marketing or inspirational messages have to be translated, or localized, to appeal to
different linguistic communities, the aspects of iconic representation of meaning should be
considered in contrastive perspective taking into account culture-bound assumptions. Coding
of information is subject to conventions, which can be national, local, family, some may be
formal and institutionalized, some may pertain to culture and thus may be manipulated (cf.
Oswald, 2012:78). The challenges associated with the interlingual transfer of manifestations
of phonological iconicity are conditioned by the differences in conceptualization and
verbalization of emotive content, which is governed by the conceptual structure of a particular

language.

6.2. Phonological Iconicity in Advertising and Motivational Slogans

In the following chapter, slogans are presented to illustrate the application of expressive
means based on the principle of phonological iconicity used either separately, or in
combination. When possible, such application is demonstrated using three language variants
of the same slogan, namely, in English, Latvian and Russian and Latvian. In the majority of
cases, however, parallel variants do not exist. In these cases the usage of a device is
exemplified with a set of slogans employing it in English, and, when available, in the other
working languages. There is no data base available in open access listing slogans in Latvian,
so the slogans are collected at various web sites and printed media. The main reference source

for slogans in Russian is a comprehensive collection available at Textart.ru (Sources 15).

The text in example (1) is extracted from the banner at the official site of Jamie Oliver
(Sources 16).

(1) Small changes
Scrumptious recipes
Smashing tips
For a healthier happier you
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The slogan displays characteristic features of operative texts that aim to cause certain
behavioral responses; it serves both advertising and inspirational purposes. The message is
communicated employing various means that can conditionally be considered iconic. The text
is organized in a column to make the effect of alliteration of the initial letters of the noun
phrases more pronounced. The juxtaposition of the units healthier and happier in close
succession aims to establish certain associative relationship between the cognates. The
message is also rhythmically arranged, although rhythm is relatively covert. Thus, it may be
maintained that the texts feature the manifestations of both linguistic and graphic iconicity

that are used as the medium ensuring successful communication of the message.

All slogans in sample (2) are composed following a three-element pattern. The effect known
as staccato (Sharpe, 2000) is achieved through a combination of three items rhythmically
arranged, thus rhythm is used as the primary vehicle in communicating iconic meaning. The
impact of rhythm is often emphasized by the application of rhyme, alliteration and assonance,
which help convey meaning, mood and emotions iconically. Jakobson (1960: 358) pointed out
that the expressive power of three-component messages has long been recognized, “symmetry
of three disyllabic verbs with an identical initial consonant and identical final vowel add
splendor to Caesar’s laconic victory message: Veni, vidi, vici”. This idea is addressed to by
Fischer and Nanny (2001: 2), who investigate iconic potential of the messaged composed
using this pattern. In general, abbreviated, telegraphic or block character of slogans “allows
for maximization of informational transmission within minimalized form” (Wojtaszek, 2011:
37). Wojtaszek points out that slogans frequently present unusual combinations of
muldimensional signifiers that are exceptionally heavily semantically loaded (cf. ibid).

The most powerful iconic effect is achieved if the slogan is composed of three monosyllables
initiating in the same sound, i.e. the staccato effect is promoted by initial alliteration (Foster,
2001). Thus, iconicity is manifested at several levels, namely, rhythmical arrangement of the
utterance brings order to the phrase, alliteration acts as a synthetic metaphor projecting an
image that there is an inherent ideational interrelation between the three concepts referred in a
phrase, and if the initial phonaesthemes are phonologically iconic, the appellative effect is
further reinforced.

The three-element model is widely employed in all three working languages, although in
English it is used more frequently and at times more effectively. In Latvian and Russian, there
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is a tendency to use longer words. In English, the elements in the slogan tend to be
monosyllabic, whereas in the other working languages it is not a frequent occurrence; the
slogans would be mainly composed of bi- or trisyllabic words. For instance, example 2.7
features a 2-2-3 syllable pattern — SIp-xuii. Peo-kuii. /lo-maw-nuit, Whereas example 2.4 — a 2-
1-2 syllable pattern — Zi-nat. Spet. Ra-dit. English slogans often have a more pronounced
rhythmical pattern and are more frequently composed using other expressive means, e.g.,
assonance (example 2.1), alliteration (example 2.2), parallel constructions (example 2.3).

(2) 2.1. Flop, Drop & Shop (Cruise holiday from Royal Caribbean International)
2.2. Dream. Dare. Do. (Girl Guides)
2.3. Buy it. Sell it. Love it. (eBay)
2.4. Zinat. Spét. Radit. (Riga Technical University)
2.5. Dievs. Daba. Darbs (three exhibitions, a concert organized by the University of
Latvia, a concert organized by Kekava Municipality, etc.)
2.6. Bepuoiii. Hanexwusrit. pyr. (UAZ Patriot) (Faithful. Reliable. Friend)
2.7. Slpkwuii. Penxwuii. lTomamuwuii. (Toshiba TV-set) (Bright. Rare. Homely)

Popular and frequently reiterated slogans may acquire additional independent meaning. In the
course of time, they might become catch phrases or set expressions that enter the general
language stock. Motto (2.5) Dievs. Daba. Darbs (God. Nature. Work) can make a good
example to the point. It was originally used as a title of the first book (1926) of an
autobiographical trilogy by the Latvian writer Anna Brigadiere, and nowadays is considered
to represent the quintessence of the Latvian national identity. The phrase is frequently used as
a title of exhibitions and concerts. It is argued that the three concepts in question historically

constitute the core values of the Latvian culture (Latkovskis, 2013).

From the point of view of phonological iconicity, the phrase is an instance of successful
application of iconic resources of the language. It consists of three words, two of which are
monosyllabic, that start with the same sound, and sound [d] being a plosive in the initial
position followed by a vowel projects the iconic effect of brevity and power. The cognates in
a phrase are seen to represent a certain unity, to be inherently connected on the conceptual
level. The sensations or concurrents triggered by the motto are also conditioned by the social

and cultural context, the traditions of using, quoting and interpreting the phrase. Thus, on the
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intertextual level it is a complex allusion to the previous texts that can be decoded only by the
users sharing certain background knowledge. Considering it in contrastive perspective, it is
translatable with considerable limitations and only on the level of denotation; the iconic effect

as well as cultural implications are fully lost in translation.

Challenges in localizing or translating advertising and motivational slogans are normally
associated with the fact that the form of operative or vocative texts is not less important than
their meaning. The following example illustrates the case when the content was compromised
in favor of the effect of the form. The motto of Riga Technical University is (2.4) Zinat. Spet.
Radit (to know, to be capable, to create). In Latvian, the appeal of the slogan is conditioned by
staccato effect; however, if translated into English literally, this effect is going to be lost.
Thus, the official English language version of the motto was composed to retain the staccato
pattern — To know. To explore. To invent. This version was given priority over a more content-
wise accurate variant Be clever. Be capable. Be creative, even though this version also
employs alliteration metaphorically relating the core qualities to be developed in the course of
studies. The iconic power of rhythm is explicit in the former variant and latent in the latter.
That makes the official variant more suitable to use through all modes of communication,
written and oral, to use it as a jingle or a chant. It may be argued that the motivational power
of the official English version is much greater. Thus, in case of interlingual transfer, it is
necessary to reach certain tradeoff between content accuracy, formal characteristics, and the

appellative force of the message.

Considering the slogans in contrastive perspective it can be observed that the persuasive and
aesthetic effect communicated by the application of iconic linguistic means can be reproduced
in translation only with certain limitations, and the translator should carefully assess the extent
of potential loss on either the plane of content or the plane of expression.

While rhythm is an iconic phenomenon, which can be manifested both linguistically and
extra-linguistically, it is relatively easily reproducible in translation. Stylistic devices based on
repetition of certain sounds and sound clusters that subconsciously trigger synesthetic
reactions can barely be adequately recreated in another language without a considerable loss
of either semantic component of the message or its stylistic coloring and aesthetic appeal.
Such loss may lead to communication failure in case of translation of operative texts that are

aimed to manipulate recipient’s opinion and induce predictable behavioral responses.
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Although in translation of these texts information value may be reduced to a minimum and
form may be considered to be more important than content, a translator still should maintain a

certain level of content precision.

(3) The Passionate Pursuit of Perfection (Lexus)

Example (3) features a slogan of a Japanese car manufacturer Toyota, which was in effect for
ten years from 1989 till 1999. The slogan appeared to be extremely successful, and as many
popular taglines it has started to be used independently on its origin getting detached from the
brand it is meant to represent. The company has replaced the slogan, but still uses the tag
pursuit of perfection to characterize its performance.? As it is typical of operative texts, the
slogan is triply structured — on the semantic-syntactic level, at the level of persuasion and the
level of artistic expression (cf. Reiss 1989, 109). It features application of affective
vocabulary, as well as regular rhythmical pattern that facilitates the adherence of linguistic
units into one whole and thus reinforces interrelation of contextually determined elements,
and alliteration that acts as a form of synesthetic metaphor ascribing the sense of inherent
unity to the three concepts referred to in a tagline. The slogan does not have registered
language variants in either Latvian or Russian; however, it has been translated into Russian to
familiarize consumers with the values the company pursues. It is a rare case when a target
language version retains not only the semantic component of the message, but also its
expressive potential communicated by means of alliteration: Cmpacmnoe cmpemnenue x

coBepuieHcmaey.

(4) We are what we wear (Nike)

Example (5) features a slogan unique in the way it is composed — [w] is the only consonant
sound used in the line, and as it is a voiced labiovelar approximant, no obstruction occurs in
the process of articulation. When the phrase is pronounced, it sounds like a tune or one single
breathe. It is an instance of a successful synergy between the form and meaning and may be
perceived as form of synesthetic metaphor. The slogan has never been translated into two
target languages. Considering the possible translation hypothetically, it is clear that the
message can be possibly transferred into Latvian and Russian only at the semantic-syntactic

level, retaining the content fully losing both emotional appeal and aesthetic effect.

2 www.lexus-int.com
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Rhythm is a universal phenomenon of iconic nature (see 2.4.2). Rhythm reinforces the
message, makes it recognizable and easy to remember. A more or less distinct rhythm is

present in the majority of slogans considered.

(5) 5.1. Bizword. Breakout Branding (Bizword)
biz-word | break-out | bran-ding
5.2. Don't dream it. Drive it. (Jaguar)

don’t dream it | drive it

In both examples two syllable meter trochee is used; although in 5.2 it is headless (with
reference to Fabb and Halle, 2008).

Rhythm is often used in combination with other stylistic devices. In the examples presented it
is alliteration. Rhythm is used as a secondary device, it reinforces the effect created by the
repetition of voiced stops, which, in their turn, communicate the image of power, energy and
accomplishment. Rhodes argues (2006, 277) that /b/ in the initial position may symbolically
represent an abrupt, loud onset of an action. Moreover, in 1.1 the repetitive usage of /b/
alludes to the brand name being promoted — Bizword. Alliteration is considered to be a very
successful technigue in composing slogans (cf. Sharpe, 2000). Slogan 5.2 aims at establishing
a certain connection between the concepts of dreaming and driving. The repetition of the
phonaestheme /dr/ reinforces this effect. It may be argued that in this case alliteration along

with rhythm facilitates metaphoric representation of a certain meaning.

Rhythm may be also used as a primary vehicle of meaning communication, especially is a
slogan is composed using staccato pattern. It is often accompanied with alliteration, but in

this case the latter performs only a secondary function.

(6) 6.1. Pure. Fresh. Clean. (Colgate Oxygen toothpaste)
6.2. Buy it. Sell it. Love it (eBay)
6.3. Barbados. Goodness. Gracious. (Barbados)
6.4. Healthy. Happy. Huggies.
6.5.Dream. Dare. Do. (Girl Guides)
6.6.Functional... Fashionable... Formidable...(Fila)
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Rhythm is the primary device used in examples 6.1 and 6.2. In examples 6.3 — 6.6, it is used
in combination with alliteration. The combination of phonetic stylistic devices most
masterfully is used in example 6.5. Combination of monosyllabic words and alliteration of the

sound [d] reinforces the staccato effect communicated by the slogan.
Such staccato pattern is increasingly frequently employed in Latvian and Russian:

(7) 7.1. Latvija. Dzelzs. Cels. (Latvijas Dzelzcels)
7.2. Léti. Labak. Létak. (IKI)
7.3.Hanexuocts. KauectBo. Cxopocts. (Majordomo.ru)
7.4 SInouckue. Hagexusie. becirymunie. (Conditioners General)

7.5.5Ipkuii. Penxuii. Jomammnuii.(Toshiba TV-sets)

As it may be noticed, the only slogan that employs a combination of devices is 7.3. In this
case the effect of rhythm is reinforced with alliteration and assonance. The repetition of the
sound /I/ reinforces the meaning of the concept léri (cheap), and establishes metaphoric
reference between the concepts labi (good) and /ézi. However, rhythm plays a more important

role in communicating the message.

Rhyming is used in advertising slogans less frequently than rhythm, which is implicitly
present in the majority of slogans. Although rhyme ensures that message is easily recognized
and remembered to even a greater extent than rhythm, it is used with caution because the
slogan should not sound simplistic. Foster (2001) points out that alliteration and rhyme are

among the most effective means to ensure a slogan is memorable.

Assonance as a means of communicating the intended message is used in all slogans
employing rhyme under consideration. In general, assonance is the primary means that creates

the effect of rhyming.

(8) 8.1. Twice the shine in half the time! (Brillo)
8.2. The appliance of science (Zanussi)
8.3.Fly the friendly skies (United Airlines)
8.4. Let the train take the strain (British Rail)
8.5. Business brains take Virgin Trains (Virgin Trains)
8.6. Don’t be vague. Ask for Haig (Haig Scotch Whiskey)
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8.7. The world well told (Los Angeles Times)

8.8. Don't just book it, Thomas Cook it (Thomas Cook)
8.9. If anyone can, Canon can (Canon)

8.10. Born to perform. (Jaguar)

8.11. Grace.... space... pace. (Jaguar)

8.12. Eyeit-tryit- buy it! (Chevrolet Cars)

8.13. You can with a Nissan. (Nissan)

8.14. It takes a licking and keeps on ticking. (Timex)

Analyzing the selection of slogans presented to illustrate the application of rhyming, it may be
noticed that repetition of diphthongs is used to create the effect of rhyme considerably more
frequently than reiteration of monophthongs. Six out of the nine slogans (8.1 — 8.6) are
composed using the words containing recurrent diphthongs, namely, [ai] in slogans 8.1 — 8.3
and [ei] in slogans 8.4 — 8.6. More frequent application of diphthongs may be conditioned by
the fact that they have complex prosodic qualities, and thus the utterances containing recurrent
diphthongs acquire more sophisticated reverberation that potentially better fits the tunes of

commercial jingles.

Example 9.9 differs from other examples in the selection. Although the effect of rhyming is
created, it is only the secondary means used in performing the appellative function. The main
vehicle in communicating the message is a pun, which establishes association between two

concepts — can and Canon.

(9) 9.1. Iekod fixi, talak tixi (Kebabs fix)
9.2. Arnac-Jlrokc. Jlns Tex, kto meHuT BKyc. (Atlas-Lux furniture)
9.3. Me3um. s xenynka Hezamenum! (Mezim)
9.4. "Mud-ynusepcan" coxpanser kanutai. (Washing detergent Mif)

9.5. 3nopossiii koT 6e3 Besikux xyomnort. (Kitekat)

Rhyme is very frequently used in Russian slogans with various degrees of success resulting in
messages of various aesthetic value. For instance, the appellative and aesthetic value of slogan
9.2 is arguable, the rhyme is far-fetched and the line sounds relatively primitive. Slogans 9.4
and 9.5 employ more sophisticated rhythm and perfect rhyming, that is why they may be
considered to be rather successful. Rhyming is less frequently used in Latvian, only one
example of the application of this device was identified.
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As it has been mentioned, alliteration is extensively used in the composition of the advertising

and motivational slogans.

(10) 10.1. What we want is Watney’s. (Watney’s)
10.2 World class, worldwide (Air Canada)
10.3. Welcome to the World Wide Wow (AOL)
10.4. The Car that Cares (Kia Motors)
10.5. Nothing hugs like Huggies. (Huggies)
10.6. Better Buy Bold (Bold)

The appellative function of slogans 10.1 — 10.3 is performed by means of alliteration of the
sound [w]. According to Rhodes (2006: 276), [w] in the initial position may symbolically
represent movement, especially back and forth movement. Although it may not be maintained
that /w/ denotes movement in all three slogans with a considerable degree of certainty, it may
be argued that the image of some dynamic ongoing process is communicated. On the whole, it
is the most vivid example of a purposeful phonetic arrangement of the text aimed at creation
of a certain effect. [w] is the only consonant sound used in the line, and as it is a voiced
labiovelar approximant, no distinct obstruction occurs in the process of articulation. When
pronounced, the slogan creates the effect of euphony. It is an instance of a successful synergy

between the form and meaning.

The repetition of the sound [w] in slogans 10.1, in which it is accompanied with the assonance
of the sound [a], and 10.2 may be seen as a metaphoric allusion between the form and
particular meaning. In 10.1, the repetition of the sound combination [wa] alludes to the name
of the company — Watney’s [watni:z], thus promoting brand awareness, and in 10.2 the image
of a company operating on a global scale is promoted with the help of the reference to the
concept world, which is referred to twice. Slogan 10.3 employs alliteration to promote the
effect of a metaphoric allusion. World Wide Wow stands to represent World Wide Web, and
thus the image of the company AOL as of a global provider of telecommunications services is

reinforced.

In slogans 10.4 and 10.5, the phonetic effect is of secondary importance, as the main vehicle
of communication of the meaning is pun (car — cares; hug — Huggies). Although slogan 10.6
does not directly follow the staccato pattern, the combination of three monosyllabic words
alongside with the alliteration of sound [b] creates the secondary staccato effect.
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(11) 11.1. Purpura kréslas pieskariens (Riga Black Balsam black currant)
11.2. Draudziga dabai, draudziga jums. (Biological agriculture)
11.3. CaBanna. Cpema oOuTanus cBeTCKHX JibBHUIL (Savannah Beauty Salon)
11.4. Xusoii ria3 - xusoe uzobpaxenue. (LG Golden Eye)
11.5.Vestel. TBos sxu3ub. TBos Texuuka. (Vestel)

11.6. IlpukocHoBeHue npupobl. (Timotei)

The phonetic effect in example 11.1 is created by means of repeating the sounds [p] and [r]: 2
and 4 times respectively. On the one hand, the effect of alliteration is not as obvious as, for
instance, in all slogans in sample 10, in which the sounds are either repeated in the initial
position more frequently, or the effect is reinforced by pun or metaphor. On the other hand,
the rhythmical arrangement of the line, the interplay between the alliterated sounds and short
and long vowels and diphthongs ([u], [e], [ie], [a:]) ascribe the slogan excellent prosodic
qualities. It may be argued that it is one of the most successful slogans in Latvian in the

selection presented.

The sound repetition, i.e. reiteration of sound [s], in example 11.3 is an auxiliary expressive
means, because the main persuasive effect is achieved by application of lexical stylistic
devices. Word-for-word translated into English the slogan maintains — Savannah. The
environment for social lionesses [socialites]. The main vehicle communicating the advertising
message is the allusion between the name of the salon (Savannah) and the image of a lioness.
Example 11.4 is the only example in the selection where the repetition of the sound [3]

appears to be a conscious choice aimed at creation of persuasive effect.

The sound repetition in example 11.5 is an auxiliary expressive means, because the main
persuasive effect is achieved by the repetition of the word meos, thus aiming at establishing a
connection between the right choices the potential consumer has to make both in life and in
selecting consumer electronics advertised. Example 11.6 is the only one where the repetition
of the sound combination [pri] appears to be a conscious choice aimed at creation of

persuasive effect.

Analysing slogans in Latvian and Russian, it may be observed that alliteration in slogans is

used far less frequently than in English. Few examples selected can only conditionally be
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considered to be instances of application of alliteration. The particular persuasive effect is

elusive.

(12) Source Text: Maybe She’s Born With It. Maybe It’s Maybelline
Target Text Latvian: Varbiit vina ir piedzimusi tada. Varbiit tas ir Maybelline

Target Text Russian: Bce B Boctopre ot 1e0s1, a Thl oT Maybelline

Example 12 features the official slogan of the cosmetic company Maybelline. The appellative
effect of the original line is created through the application of rhythmical arrangement of the
text as well as synesthetic allusion established between the two items with the help of
alliteration: maybe and Maybelline. This allusion can be seen as either an ad hoc case of
sound symbolism or a pun. The slogans in Latvian and Russian are official variants of the

original slogan in English posted at the official websites in the respective languages.

The Latvian variant is a literal word-for-word translation of the original line. Correspondence
is established on the level of content only, both rhythm and symbolic associations between the

lexical items are not represented. The effect of phonetic stylistic devices is lost.

The Russian variant can hardly be seen as a semantically accurate translation at the level of
content, as it communicates an entirely different message. In contrast to the original slogan, it
directly addresses the target customer, thus performing the appellative function. However, the
logical propositional connection between the two clauses of the slogan is less explicit than in
the original and the Latvian variant. Back translated into English, the slogan in Russian
presents the following message: Everyone admires you, but you (admire) Maybelline. The
causality relationship between the two propositions is not evident. That undoubtedly
diminishes the persuasive value of the Russian variant. At the same time, the text is more
distinctly rhythmically arranged than the Latvian variant. Moreover, it is closer to the source
text with respect to the number of syllables, and thus better fits the tune of the jingle featured

in TV commercials. The sound symbolic allusion is lost entirely.

The examples discussed demonstrate challenges associated with translation of advertising
slogans. Equivalence at all levels of text organization, i.e. the form, meaning, expressiveness
and persuasiveness, is very difficult to achieve, and in the majority of cases there is a loss or

partial loss of certain features.
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Rhyme is very frequently used in Russian slogans with various degrees of success resulting

in messages of various aesthetic value. It is less frequently used in Latvian.

(13) 13. 1. JIerka, cBexa, kpacuBa - CoverGirl - Bce moctmxumo! (CoverGirl)
13.2. “Mud-ynuBepcan” coxpanset kanurtai. (Washing detergent Mif)

13.3. 3nopoBbiii kot 6€3 Beskux xionort. (Kitekat)

Analyzing slogans in Latvian and Russian, it may be observed that alliteration in slogans is
far less common than in English. Few examples selected can only conditionally be considered

to be instances of application of alliteration. The particular persuasive effect is elusive.

The examples discussed demonstrate challenges associated with translation of advertising
slogans. Correspondence at all levels of text organization, i.e. the form, meaning,
expressiveness and persuasiveness, is very difficult to achieve, and in the majority of cases

there is a loss or partial loss of certain features.

6.3. Synesthetic Metaphors in Translation: Possibilities and

Limitations

Synesthetic metaphors have a very special affective and appellative capacity, and this
property is extensively employed in literature, poetry in particular, as well as recently in
composition of marketing and inspirational messages. In case these messages have to be
translated or localized, it is important to realize that coding of information is subject to
conventions that may be effective on the individual, local, national, and institutionalized level,
as well as can be pertaining to a definite culture. Each language has a range of conceptual and
linguistic tools that may be used to induce certain synesthetic reactions, when activation of
definite concepts evokes perception-like experiences. Conscious triggering of synesthetic
reactions may lead to the activation of the desired response by recipients and ensure
communication of the intended meaning in both literary and promotional texts. In general,
adequate translation of expressive and operative texts can be complicated due to differences in
conceptualization and verbalization of emotive content governed by the conceptual structure

of a particular language.
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Day states, “The meanings for synesthetic metaphors [...] are generated through semantic
processes and fashioned by time and cultural elements, much like other metaphors.” (Day,
1996). Thus, interlingual translation of synesthetic metaphors will be subject to the same
procedures as translation of any other type of metaphor. Moreover, it will be subject to the
same limitations associated with incompatibility between conceptual systems, semantic
structure and creative resources of the working languages. The strategies employed in
translation of metaphors, including synesthetic metaphors, can be generally grouped into full
or partial reproduction, substitution, and omission, which potentially can be supplemented by

various compensation mechanisms.

There are several comprehensive studies analyzing approaches to interlingual translation of
metaphors (Schéffner, 20044, b, 2012; Fernandez, 2002; Newmark, 1988; Van Der Broeck,
1981); however, intralingual and intersemiotic translation modes have largely been
disregarded.

The success or failure in the adequate interlingual transfer of a synesthetic metaphor will often
depend on its transparency in the intralingual perspective, i.e. ease of decoding by the users of
the source language. In other words, the more accessible the metaphor is in intralingual
perspective, the more susceptible it is for cross-language transfer. Thus, stock metaphors will
be the most transparent and will tend to display a decent degree of translatability (cf.
Newmark, 1988).

Some synesthetic metaphors would demonstrate a relatively universal character and have their
direct counterparts or equivalents in several languages. For instance, such metaphors as
velvet(y) taste — samtaina garsa — 6apxammuwiii exyc (touch to taste); coarse/soft voice —
rupja/maiga balss — epy6wiii/msexuii 2onoc (touch to auditory mode); cutting sound — grieziga
skana — pearcywuii 36yk (touch to auditory) are lexicalized in all three working languages and

are easily translatable by means of calquing.

At the same time, it is important to realize that synesthetic metaphors, same as any other type
of metaphors are “culturally and linguistically shaped, but with some neurological
underpinning” (Day, 1996: 1). In many cases, it will not be possible to reproduce synesthetic
metaphors by means of direct word-for-word translation. In English, the modifier sweet (taste
to any other sense modality) used to denote nice, pleasant appears in a range of expressions,

many of which can be considered synesthetic metaphors: sweet melody, sweet music, sweet
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face. In turn, in Russian the collocation capacity of a counterpart of sweet — craoxkui will me
much lower. Moreover, even when the modifier is used as an element of a synesthetic
metaphor, its meaning may be interpreted differently. In English, sweet voice stands to denote
a nice, pleasant voice, whereas its Russian equivalent craoxuii 2onoc will bear a negative
connotation: a flattering, coercive voice. In Latvian, expression salda balss would display a
very low degree of acceptability among the speakers of the language, and may appear

contrived and rather marginal.

Many image-schemas underlying synesthetic metaphors are language-specific and thus the
metaphors based on them cannot always be fully reproduced in translation. For example, a
stock metaphor eycmoii ysem (literally ‘thick color’), based on the interaction between touch
and visual modes, can be translated into English either by a different metaphor — deep color,

or by an expression devoid of metaphorical component — saturated color.

Metaphor, metaphorical thinking and metaphorical expression have been the focus of research
since the seminal work “Metaphors We Live By” by Lakoff and Johnson (1980) provided a
major impetus to research in cognitive linguistics. A clear distinction between a conceptual
metaphor as a mechanism of perceiving a concept in terms of another concept and a linguistic
metaphor as a figure of speech used to describe one object in terms of another object has been
established. At present, research on metaphor is not limited to the realm of language and
cognition, metaphor is studied as a universal tool of meaning representation in such fields as

the arts, cinema, and media.

A metaphor that exploits a similarity between experiences in different sensory modalities
referred to as synesthetic metaphor is one of the types of metaphor that has recently attracted
particular attention of linguists, neurologists, and communication scholars. Traditionally
studied as either neurological perception phenomenon (Yu X., 2012) or a literary device (Day,
1996), nowadays synesthetic metaphor is analyzed as one of the forms of cross-modal
metaphor that can be manifested both verbally and non-verbally. According to Day (1996),
synesthetic metaphor linguistically describes a certain sense in terms of a different sense
modality. Syntagmatically, a typical synesthetic metaphor is a metaphor that results from a
combination of a modifier and a head, where both express different perceptual qualities

(Sakamoto, Utsumi, 2009), although it may be also realized in a variety of forms. For
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example, manifestations of linguistic iconicity, or stable non-arbitrary connection between the

signifier and signified, can also acquire the power of a synesthetic metaphor.

In the last decade, several case studies have been conducted to contrast the way synesthetic
metaphors are perceived by speakers of various languages (Sakamoto, Utsumi, 2009; Werning
et al. 2006; Yu, X., 2003), however, these studies have not addressed translation of this type

of metaphor.

The aim of this chapter is to analyze synesthetic metaphors considering the aspects of
interlingual and inralingual translation of these metaphors (i.e. interpretation and translation
proper). According to Jakobson (2000 (1959)), interlingual translation is defined as translation
from one language to another, whereas intralingual translation is interpretation of the message
by means of the same language. Due to their cross-modal nature synesthetic metaphors can be
subject to intersemiotic translation or transcoding — a transfer between various semiotic
systems, however, this aspect is not going to be considered within the scope of the present
Thesis.

Analysis of the mechanisms of metaphorical representation of semantic and emotive content
by means of synesthetic metaphor can contribute to the understanding of the processes of
conceptualization of sensations and emotive experiences. The examples of synesthetic
metaphors in three working languages, namely, English, Latvian and Russian, have been
selected from a variety of literary texts as well as such promotional texts as advertising copy
commercials, and slogans. The samples have been analyzed to identify inherent translation
challenges and possible solutions, as awareness of the expressive potential of synesthetic
metaphors is particularly important in production, reproduction, localization and interpretation
of literary and operative texts.

Synesthesia is a perception phenomenon that occurs when an impression caused by a certain
stimulus specific of a certain mode of perception is accompanied by additional sensation
characteristic of other modality (see Part 2). In cross-modal synesthesia, “speech serves as an
auditory stimulus, rousing sensations of sound whose suprasensory attributes [brightness,
intensity and affect] become the medium for suggesting qualities for other modalities. In
general, suprasensory attributes form a basis for synesthetic translation; and in particular,
suprasensory attributes of sound form one basis for analogical sound symbolism” (Marks,
1978: 195).
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Synesthesia is a tool that helps to verbally fix senses and feelings, and understanding of the
mechanism of synesthesia allows making a conscious impact on the way information is
perceived and processed (cf. Zaichenko, Kartavenko, 2011). The phenomenon of synesthesia
is associated with the mechanism of reconsidering the meaning of words identifying what
properties of the concept allow using the name of one object to denote another. Therefore,
essentially, the mechanism of synesthesia is similar to metaphor as there is a transfer of a
quality of one sensation onto another.

Werning et al. (2006: 2365) characterize synesthetic metaphor as follows, “A metaphor is
synesthetic if and only if its source domain is perceptual. It is only weakly synesthetic if its
target is not also perceptual, and strongly synesthetic if its target domain, too, is perceptual.”
The authors maintain that in such metaphors, the source domain, typically the domain of
modifier in adjective-noun constructions, is restricted to concepts of perception, which form

the perceptual domain.

Comparing conventional and synesthetic metaphors, Balla (cf. 2012: 108, 111 — 133) points
out that the two can be distinguished on the basis of such esthetic canons as epistemological
complexity and poetic quality; ideolectic pertinence and three levels of meaning, namely,
literal/figurative, holistic, and ontogenic. Power of suggestion and latent symbolism, the
criteria used to assess idiolectic pertinence, ascribe synesthetic metaphors the capacity to bear
symbolic implications, although in a latent form. According to Balla, “Synesthesia usually
occurs with latent symbolism because the collusion and collision of its sensory modalities

have the propensity to produce meaning multiplied by their semantic field.” (ibid, 111).

Utsumi and Sakamoto (2009) analyzed synesthetic metaphors as a cognitive phenomenon.
Based on a two-stage categorization theory that can explain the processes in which the
cognitive effects of synesthetic metaphors are evoked, which the authors developed in their

earlier works, they suggest,

...correspondence between the properties literally expressed by the adjective and the
properties to be mapped onto the target concept would be indirect [...] rather than direct
as predicted by the categorization theory. Since the synesthetic metaphor is a kind of
adjective metaphor, cognitive effects of synesthetic metaphor could be evoked in some

processes of two-stage categorization. (Sakamoto, Utsumi, 2009: 1598)
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Considering the mechanism of meaning transfer between the sensory modalities, Ullmann
(1967) suggested that “lower sensory perceptual modalities”, such as taste, smell and touch
would more frequently occur as source domains in metaphoric meaning transfer, whereas
“higher senses” such as visual and auditory perception would occur as preferred target
domains. The hierarchy suggested by Ullmann has been questioned and modified, e.g. by Yu,
N., 2003. However, numerous empirical studies attested the general tendency to map
perception experiences of smell, touch and taste onto the domains of auditory and visual
perception (cf. Werning et al. 2006). Moreover, Ullmann’s hypothesis that such synesthetic

metaphors are more cognitively accessible has also been confirmed.

Translation challenges would be more significant if synesthetic metaphors appear as a result
of employment of iconic resources of the language at suprasegmental level, such as
rhythmical arrangement of the utterance and application of alliteration, assonance and
consonance to communicate the meaning metaphorically (cf. Smirnova, 2012).

6.4. Potential of Phonological Iconicity in Localizing Operative Texts

The complex organization of operative texts, i.e. at the level of semantic-syntactic and artistic
organization and at the level of persuasiveness, makes these texts difficult to translate.
Translators have to prioritize among the features to be preserved in translation and account for

inevitable loss of either meaning, form, expressiveness, or persuasive value of the text.

Rhythm is a phonetic stylistic device most easily reproducible in translation. At the same
time, it is more difficult to reproduce rhyme, especially if the content of the message is
considered to be more important than its form. Although there are instances of successful
transmission of rhyme from the source to target language, translators prioritizing between the
preservation of either form or meaning frequently opt to establish correspondence at the level

of content.

Such devices as alliteration and assonance present serious challenges in translation. Stylistic
effect created by reiteration of particular sounds is often neglected, and the preservation of the
content is given priority in translation. Examples of successful reproduction of the instances

of alliteration and assonance across the working languages have not been found.
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Synesthetic metaphors composed following adjective-noun pattern display a relatively high
degree of translatability. Many metaphors of this type already have established equivalents in
the working languages, which have lexicalized and entered the respective word stocks.
Calquing may be efficiently employed in case a metaphor should be recreated in the target
language, however, the translator should carefully consider the meaning of an attribute, the
source domain in a synesthetic metaphor, to reproduce it accurately in each particular context.
It is important to realize that the meaning of an attribute may differ across the languages in

terms of connotation and collocation capacity.

Suprasegmental synesthetic metaphors rarely display high translatability, especially across
languages from different language families. As mentioned before, rhythm is the only iconic
element that is easily reproducible in the process of interlingual translation. At the same time,
synesthetic metaphors based on conscious arrangement of certain sounds and sound clusters,
I.e. communicated by means of alliteration, assonance, and consonance, are often neutralized
or omitted in translation. Therefore, the effect communicated by application of instances of

phonological iconicity in the source language is generally lost.

Having analyzed the application of phonologically iconic resources of the language in three
working languages it can be concluded that in English these resources are employed more
extensively, and the effect of their application is more explicit and traceable. It may be
explained by the fact that the marketing industry promoting goods and services in the Latvian
and Russian language speaking environments is in the initial stage of its development, since
it emerged relatively recently after the reestablishment of free market economies in the post-

Soviet space.

Further analysis of the methods guiding how rhythm, onomatopoeia, alliteration and
assonance and synesthetic metaphors can be employed in composing operative texts both
intralingually and interlingually can facilitate the development of efficient and universally

appealing marketing and inspirational campaigns reaching the audiences on the global scale.

Interest in issues associated with translation of operative texts, advertising slogans in
particular, is conditioned by the contemporary drive of multinational corporations to market
goods internationally. In order to induce a desired reaction in the target consumer and ensure

positive purchase decision, copywriters should consider both linguistic and extra-linguistic
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aspects of message communication. Issues concerning translation of operative texts are a

perspective field for further research.

The potential of various forms of phonological iconicity as means to communicate messages
across languages and cultures has been appreciated in numerous studies; however, to date the
interest has been mainly focused on universal appealing power of graphic and pictorial
iconicity. Comprehensive study of the mechanisms of iconic representation of semantic and
emotive content can contribute to the understanding of the processes underlying

conceptualization of sensations and emotive experiences, especially in the interlingual setting.

6.5. Summary

Interest in the issues associated with translation of operative texts, advertising slogans in
particular, is conditioned by the contemporary drive of multinational corporations to market
goods internationally. In order to induce a desired reaction in the target consumer and ensure
positive purchase decision, copywriters should consider both linguistic and extra-linguistic

aspects of message communication.

Operative texts present a good media for phonosemantic analysis due to controlled reaction of
recipients they are aimed to induce, their non-spontaneous character and distinct stylistic
marking. Part 6 has provided insights into issues concerning translation of advertising
slogans. The application of phonetic stylistic devices and effects their usage causes have been
studied analyzing slogans in English, Latvian and Russian, and several conclusions have been
made. It has been concluded that in English phonologically iconic resources are employed

more extensively, and the effect of their application is more explicit and traceable.
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Theses

1. Phonologically iconic elements of the language enter syntactical and contextual relations
with other linguistic elements and often acquire specific properties and higher degree of
expressiveness when used in combination with other words or structures. A new type of
phonological iconicity — contextual phonological iconicity — is proposed. It emerges at the
suprasegmental level of language organization and is characterized by a greater degree of
conventionality and context dependence.

2. A new comprehensive classification of the types of phonological iconicity has been
proposed based on the analysis of six classifications of the related phenomena. The
classification allows considering phonologically iconic phenomena at suprasegmental,
word, and above-word level focusing on the nature of their nomination and signification
irrespective of the level they occur.

3. The greatest number of sound imitative stems has been recorded in the Latvian language.
There are fewer sound imitative stems in Russian than in English, however, the Russian
sound imitative stems are more productive. Many SIWs in English, Latvian, and Russian
display a high degree of similarity in their phonetic structure, however, the morphological
structure of sound imitative words varies depending on the language. The loss of meaning
and expressiveness in the translation that may result from incompatibility among sound
imitative systems can be compensated by lexical and grammatical means.

4. The transmission of the phonological aspect of the source text author’s rhetoric may pose a
translation challenge. Such instances of phonological iconicity as directly and indirectly
phonologically iconic words, or sound imitative and sound symbolic words, may be
transferred relatively easily, and in case there is a lack of an equivalent vocabulary certain
compensation mechanisms such as explanatory translation or transcription may be applied.

5. Having analyzed the application of iconic resources of the manipulative language in three
working languages it can be concluded that in English these resources are employed more
extensively, and the effect of their application is more explicit and traceable. It may be
explained by the fact that the marketing industry promoting goods and services in the
Latvian and Russian language speaking environments emerged relatively recently,
however, this opens greater market potential for creation of the added value consciously

applying iconic resources of the language.
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Conclusions

The last decades have been characterized by the re-emergence of interest in the issues of
iconicity in language and literature, and the number of experimental and instrumental studies
addressing the nature of iconicity, relationships among various forms of iconicity, and,
especially, iconicity in cognitive modeling has been growing. Many prominent scholars
addressed the issues of phonological iconicity and such manifestations of this type of
linguistic iconicity as onomatopoeia and sound symbolism in relation to questions connected
with the genesis of the language, etymology, expressiveness of speech and motivation of a

linguistic sign.

Linguistic iconicity is a phenomenon observed at various levels of language organization,
starting with phonological level, at both sub- and suprasegmental level, morphological,
lexical, and textual level. Three principles of iconicity: the quantity principle, the markedness
principle and the proximity principle have been considered analyzing the phenomena used as

the object of the research in the present Doctoral Thesis.

Within the framework of the given Doctoral Thesis the author has arrived to the conclusions,
which can be of theoretical and practical significance for linguists, focusing on the analysis of
the iconicity phenomenon; terminologists and terminographers, being responsible for the
harmonization and unification of terms; and translators, dealing with the challenges caused

by the use of the phonologically iconic elements in different languages.

e Phonologically iconic elements of the language enter syntactical and contextual
relations with other linguistic elements and often acquire specific properties and
higher degree of expressiveness when used in combination with other words or
structures. Having considered the major influence of context on the realization of the
phonological iconicity in text, the author has proposed a new type of phonological
iconicity — contextual phonological iconicity — that emerges at the suprasegmental
level of language organization, is characterized by a greater degree of conventionality
and context dependence. Contextual phonological iconicity is manifested when the
purposeful arrangement of non-iconic linguistic units allows communicating meaning

on the iconic ground.
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The author of the Doctoral Thesis has considered contrasting sound iconic systems of
the working languages, above-word level iconic representation of meaning, since
phonological iconicity may appear in text also at higher than lexicological level. It
means that certain symbolic representation of a definite meaning may be realized not
through the application of iconic words but through the particular arrangement of units
of non-iconic lexis.

Having reviewed six classifications of the types of phonological iconicity, the author
proposes a comprehensive classification to be used in further research. The
classification allows considering phonologically iconic phenomena at suprasegmental,
word, and above-word level focusing on the nature of their nomination and

signification irrespective of the level they occur.

The potential of various forms of phonological iconicity as means to communicate messages

across languages and cultures has been appreciated in numerous studies; however, to date the

interest has been mainly focused on universal appealing power of graphic and pictorial

iconicity. Comprehensive study of the mechanisms of iconic representation of semantic and

emotive content can contribute to the understanding of the processes underlying

conceptualization of sensations and emotive experiences, especially in the interlingual setting.

Having performed both statistical and contrastive analysis of the English, Latvian and
Russian SIWSs, several observations have been made. The greatest number of sound
imitative stems has been recorded in the Latvian language. There are fewer sound
imitative stems in Russian than in English, however, the Russian sound imitative
stems are more productive. Many SIWSs in English, Latvian, and Russian display a
very high degree of similarity in their phonetic structure, however, the morphological
structure of SIWs varies depending on the language. The loss of meaning and
expressiveness in the translation that may result from incompatibility among sound
imitative systems of the working languages can be compensated by lexical and
grammatical means, i.e. by means of lexical addition and grammatical transformation.
Having linked the review of translation strategies and problems with the reflections on
the selection of the medium for a contrastive analysis of the phenomena in question

several conclusions may be made. (1) Context is not necessary when contrasting
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phenomena at the word level, whereas it should always be considered contrasting the
instances of contextual phonological iconicity. (2) The transmission of contextual
phonological iconicity is an extremely complicated task, which might be challenging
to perform. Manifestations of phonological iconicity in the source text may be
rendered into the target language if it is required by the purpose of translation.

The rendition of the phonetic expressive means used by a particular author, i.e. the
transmission of the phonological aspect of the source text author’s rhetoric may pose a
translation challenge. Such instances of phonological iconicity as directly and
indirectly phonologically iconic words, or sound imitative and sound symbolic words,
may be transferred relatively easily, and in case there is a lack of an equivalent
vocabulary certain compensation mechanisms such as explanatory translation or
transcription may be applied.

The transmission of phonological iconicity in the text is complicated because the
translator should render the message, style and the aesthetic effect of the translation
units of the source text simultaneously and a certain loss of meaning and coloring is
inevitable. Thus, the translator that really attempts to preserve the phonetic aspect of
the authorial rhetoric in the target language to the greatest degree possible will have to
find a delicate balance between the amount of preservation of the stylistic coloring of
the source text and a possible semantic and stylistic loss.

Having analyzed the application of iconic resources of the manipulative language in
three working languages it can be concluded that in English these resources are
employed more extensively, and the effect of their application is more explicit and
traceable. It may be explained by the fact that the marketing industry promoting goods
and services in the Latvian and Russian language speaking environments is in the
developing stage, since it emerged relatively recently, however, this opens greater
market potential for creation of the added value consciously applying iconic resources

of the language.
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Recommendations for further research

In further research, it may be expedient to compile a tri-lingual corpus of sound iconic words
and texts where such words are used may give an opportunity to study this phenomenon both
synchronically, that is, to compare how these words are used in different genres to see what
effects their usage is aimed to communicate, and diachronically, in order to register language
change. The author suggests that diachronic analysis may be performed comparing

manifestations of linguistic iconicity in folklore and fiction.

Operative texts present a good media for phonosemantic analysis due to controlled reaction of
recipients they are aimed to induce, their non-spontaneous character and distinct stylistic
marking. The author of the Thesis considers that further analysis of the methods guiding how
rhythm, onomatopoeia, alliteration and assonance and synesthetic metaphors can be employed
in composing operative texts both intralingually and interlingually can facilitate the
development of efficient and globally appealing marketing and inspirational campaigns

reaching the audiences on the global scale.

There is a great market potential for the applied research on the application of manifestations
of phonological iconicity in operative texts in the Latvian language. Instrumental research
using the methods of cognitive, neuro- and psycholinguistics into the way how certain sounds
and phonaesthemes are perceived by the speakers of the Latvian language and whether certain
phonetic composition of brand names and slogans may have a predictable effect on the
purchasing behavior of the recipients deserves attention. The author of the Doctoral Thesis
considers that the results of such research conducted on a sufficiently large sample may be

further commercialized.
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Appendix 1

Inventory of the English Sound Imitative Words with
their Latvian and Russian Counterparts



APPENDIX 1

Inventory of the English Sound Imitative Words with their Latvian and Russian

Counterparts
No English No Latvian Russian
SIW of
uses
Babble 3 Calas, plapasana, vavulosana, JIeTICT, JIeTIeTaTh,
(itdens) burbulosana, OopMoTaTh (-HHE),
caloSana, (par bérnu) calot, Kypdath (-HHE)
plapat, vavulot, burbulot
Bang 3 ribiens, (durvju) klaudziens, CTYK, yaap, 3BYK
blauks! BBICTpEIa, B3pPHIBA,
XJIOTHYTb BEPHIO,
TPOXHYTbh, 0AXHYTh
Bark 3 rieSana, rejas, (Saviena) TIaii, NasITh, PSIBKATH,
troksnis, klepus, riet KaIUIATh
Bay 2 rejas Jai, nasTh
Beat 14 (bungu) ribona, (sirds) yIapsTh, KOJOTUTH,
puksts, pukstét, BBIOMBATH JIPOOB,
kalt (dzelzi) KOJIOTUTBCS (O CeplLie)
Blare 3 (taures) skana, taurét PEB, 3BYKH TPYyO, TPOMKO
TpyOuTH
Blast 13 (véja) brazma, (gaisa) strava, HIOTOK BO3/1yXa, B3PHIB,
(taures) putiens, spradziens 3BYK JIyXOBOTO
UHCTPYMEHTA
Blow 64 sitiens, trieciens, uzptist IyTb, BeSITb, UTPATh (HA
(65) (uguni), pust (plésas, tauri), JyXOBOM HHCTPYMEHTE)
$naukt degunu, elst, Smagi
elpot
Boom 8 dunona, dungt, dikt IpEMETb, XKYXKAaTh (-

HUE), TYAETh (-HUE)




10. | Bray 3 (ézela) bréciens, (taures) KpHr4ath (00 ocie),
putiens, grieziga skana, M371aBaTh HEMPUSTHBINA
(par ézeli) brekt 3BYK
11. | Breath 24 elpa, elpas vilciens JIBIXaHUE, B370X
12. | Breathe 13 elpot JBILATh, B3IOXHYTh, TyTh
CJIeTKa, THXO TOBOPUTD
13. | Bubble 14 burbulosana, burbulot, kiisat, My3BIPUTHCS, OYITBKATh
mutulot
14. | Bump 3 belziens, (dumpja) TIIyXO# yaap
kliedziens, (par dumpi)
kliegt
15. Buzz 3 sanét, dukt TYIL, XXyXOKaTh (-HHE),
TyIeTh
16. | Cackle 3 kladzinasana, plapasana, KyJaxrtarh (-Hue),
tarkskesana, kladzinat, roroTars (-Hue),
plapat, tarksket XUXUKATh (-HbE)
17. | Chatter 3 plapasana, ¢ivinasana, (zobu) ederath (-Hue),
klab&sana, plapat, Civinat, CTPEKOTATh, XKypyarh (-
(par zobiem) klabét HUe), apede3KaTh (-Hue)
18. Chuckle 1 kikinasana, klukst€Sana, XHXHUKATh(—HbeE),
kikinat, klukstet KyZiaxTarb (-Hbe)
19. | Clamour 1 klaigas, trokSnosana, klaigat, rym
troksnot
20. | Clang 8 Skindona, Skindet JISI3T, 3BOH, PE3KUI
METAJUIMYECKU 3BYK,
MIPOM3BOANTH (JISI3T)
21. | Clap 11 sasist plaukstas, plaukskinat XJIOTIATh
22. | Clash 10 zvadzona, Zvadzet JISI3T, TYIT (KOJIOKOJIOB),

3BCHCTH




23. | Clatter 6 (trauku) skindona, (masinu) CTYK, 3BOH, TPOXOT,
klabona, (balsu) ¢ala, CTy4aTh, PEMETh,
(pakavu) dipona, skindé&t, 6oITaTh
klabgt, calot, (par pakaviem)
dipet
24. | Click 3 klikskis, (méles) klakskis, IIEITYOK, IENIKATH (-HbE)
nokliksket, klakskinat
25. | Clink 2 (metala, stikla) Skindona, 3BOH, 3BCHETh
skindet, skandinat
26. | Cough 2 klepus, Klepot KallleJb, KaILIATh
27. Crack 24 ribiens, blikskis, krakskis, TpecK, MENKaHbe, yap,
bliksket, kraksket, plikskinat TIPOU3BONTH TPECK,
(par patagu u tml.) IITyM, BBICTpEI, METKATH
(XJIBICTOM)
28. Crackle 6 krakskis, sprakskis, kraksket, TPECK, XPYCT,
spraksket NOTPECKUBATH (-HUE),
XpycTeTh
29. | Crash 26 ribiens, blikskis, (par IPOXOT, TPECK, MajaTh,
pérkonu) 1ibinat PYUIUTBCS C TPECKOM,
IPOXOTOM
30. | Creak 18 ¢ikstona, Cikstet, Cikstinat CKPHII, CKPUTIETH
31. | Croak 5 kurksteSana, kérk3ana, KapKarh (-HUE), KBaKaTh
kurkstet, kerkt (-uue)
32. | Crow 3 (mazbérna) klaigasana, TMICHUE MIETyXa, KpHJaTh
(gaila) dziedasana KyKapeKy
33. | Crunch 1 kraukskesana, gurkstesana, XPYCT, CKPHII, TPECK,
kraukskéet (zobos), (par xpycteTb. CKpHUIIETh 1O
sniegu) gurkstet HOTaMH, TpeIaTh
kraukskinat
34. Cry 372 kliedziens, kliegt, saukt, BOILIb, KPUK, KpUYATh

raudat




35. Din 5 troksnis, Skindona, [IyM, TPOXOT, ITYMETh,
Skindet, skandinat TpOXOTaTh, TYAETh
36. | Drip 11 pilesana, piléet 3BYK IaJIAFOIIHX Kareb,
Kanathb (-Hbe)
37. | Drop 5 piliens, pilet KanaThb
38. | Flap 3 (buru, karoga) plandiSanas, yap, XJIOTOK, XJIONaTh,
(sparnu) plivinasana, (par IIUICTaTh
buram, karogu) plandities,
plivinat
39. | Flick 2 viegls uzsitiens, knipis JErKuii yiap, cierka
yIapuTh
40. | Gasp 22 elsot, elst 3aTPyIHEHHOE JbIXaHHE,
3aJIbIXaThCSl, IOBUTh
BO3YX
41. Gibber 1 buldurésana, buldurét HEBHSITHAsI PeYb,
TOBOPHUTH OBICTPO,
HEBHATHO, TAPaTOPHTH
42. | Gobble 1 (titara) buldurésana, KYJIJBIKATh (00 MHIFOKE)
buldurégt (-HBE)
43. | Grate 1 Snirkstat CKPHIIETh, CKPEXKETATh
44, Groan 8 vaids, ¢ikstona, CTOH, CKpHII, TPECK,
murdona vaidgt, stenét, CTOHATh, TSDKEJIO
Cikstet B3/IbIXaTh, 0XaTh,
CKpHIICTh
45, Growl 12 riik§ana, nurdésana, IPOXOT, pacKaT Ipoma,
(pérkona) dardi, dardona, pBI4aTh (-HUE), BOpUaTh (-
riikt, nurdet, dardet HHE)
46. | Grumble 4 kurn&sana, (pérkona) POIIOT, FPOM, TPOXOT,

dardona, kurnét, dardet

BOpYAaTh(-HUE) , TPEMETH,

rpOXOTaTh




47. | Grunt 3 rukskeSana, nurdésana, XPIOKaTh (-HUE),

ruksket, [no]nurdet BOpYarh(-HUE) ,
Opro3kath (-HHE)

48. | Gurgle 10 burbulosana, burbulot OynbKath (-HbE), )KypuaTh

49. | Hammer 3 sist, dauzit (ar amuru), CTy4aTh, KOJIOTHTh
klauvet (klaudzinat) pie
durvim, kalt, kaldinat

50. Hiss 67 $naksana, svilpSana, $nakt, CBHCT, IIMIICTh (-HHE),
svilpt CBHCTETh

51. Hoom 1 no entry no entry

52. Hoot 4 (piices) kliedziens, bréciens, TYIOK, yXaTb (0 coBe) (-
(automasinas) taurésana, HUE), TYAETh, CBUCTETH (O
(sirénas) kauksana, TYJKE, CHPEHE),
kliedzieni, (par piici) Kliegt, VITIOITIOKATh
brekt, taurét, kliegt

53. Howl 21 kauciens, gaudona, réciens, BOIA, CTOH, PEB, BBITh,
kliedziens, svilpona, kaukt, 3aBBIBATH (-HUE), CTOHATH
gaudot, brekt, kliegt

54. | Hubbub 1 Knada IIIyM, TaM, TyJI TOJIOCOB

55. | Hum 11 diikona, sanona, dungo$ana, TYIL, XKYXOKaTh (-HUE),
diikt, sanét, dungot TyAeTh (-HUe), HalleBaTh C

3aKPBITHIM PTOM

56. | Knock 14 klauvgjiens, pieklauvet, ynap, CTyk, OuTb, CTy4aTh
trieciens

57. Moan 2 vaids, kunkstiens, v&ja auri, CTOH, CTOHATH

kurnéSana, vaidét, kunkstét




58. | Murmur 45 (tidens) burbulosana, [IOPOX, IIIYM T'OJIOCOB,
Calo$ana, (lapu) ¢abesana, I€noT, )Kyp4ath (-HUe),
(bisu) sanésana, IIeJIeCTEeTh, XKYAOKaTh (-
murminasana, kurnésana, HUE), BOpYAThH (-HUE)
burbulot, ¢alot, ¢abgt, sanét,
murminat, kurnét
59. | Mutter 65 murmina$ana, kurnésana, 0opMoTaTh (-HHE),
ruksana, (pérkona) BOpYATh (-HUE)
ducinasana, murminat,
kurnét, rukt, ducinat
60. | Neigh 10 zviedziens, zviegt prKath (-HHUE)
61. Paddle 2 bradat (pa udeni), pluncaties, IUIEHarTh o BOJE,
(par bérnu) tuntulot, capot IIECKAThCS
62. | Patter 5 pakskesana, (sofu) dipona, CTYK (IOXKIEBBIX Kareib),
paksket, (par soliem) dipét NETKUH TOIOT, CTY4aTh,
TOIIOTaThb
63. Peal 1 dardiens, ribiens, (perkona) 3BOH KOJIOKOJIOB, PacKaT
graviens, zvanit, dardet, (rpoma), TpoxoT (OpyIuii)
ribet, (par perkonu) graut
64. | Plop 1 plunkskis, noplunksket 3BYK OT Ia/ICHUSI B BOY
0e3 BCIUIECKA,
OYTBIXHYThCS,
HUIETHYTHCS
65. | Plunge 7 ienirSana, iegrimSana, TUTFOXHYThC,
iegremdéSana OYTBIXHYThCSI
ienirt, iegrimt
66. | Puff 6 (véja, elpas) pusma, (par MIOPBIB, CTPYS BO3IyXa,
veju) [uz]pist [brazmam] IIyTh (-HUE), TBIXTEThH
67. | Quack 1 (piles) pekskesana, peksket KpsIKaTh (-HbE)
68. Rattle 7 grab&Sana, r1béSana, TPECK, FPOXOT, CTYK,




tarkSkeSana, plapasana,
grabinat, ribinat,
grabét, ribét, zvadzinat

(ierocus) , plapat, tarkskéet

TpeIarh, [POXOTAaTh,
TpeMeTh, Apede3KaTh (-

HHEC)

69. | Ring 50 zvaniSana, zvans 3BOH, 3BYyYaHHE, 3BOHOK,
zvanit 3BEHETh, 3By4aTh

70. | Ripple 3 Nirbona Kypuarb (-Hue)

71. Roar 30 réciens, (véja, vetras) auri, pEB, IIIyM, XOXOT, PEBETH,
dardona, dunona, oparb, ppl4aTh, XOXOTaTh
lidmasinas rikona, rékt, BO BCE TOPJI0
aurot, dardét, dunét

72. | Roll 22 dardi, dardona, dardet, ribet packar rpoMa Win

royoca, TpoxoT OapabaHa,
rpeMeTh, IPOXOTAThH

73. Rumble 21 dardona, ribona, dardgt, ribet TPOXOT, POIOT,

TpOMBIXaTh (-HUE),
TpOXOT

74, Rustle 18 ¢abgsana, Caukstésana, IIEJIECT, IIIOPOX,
SalkSana, ¢abét, Caukstét, IIEJIECTETh, IIypIIaTh (-
Salkt, HUE)

Caukstinat
75. | Scream 10 kliedziens spiedziens, kliegt, BOILIb, MPOH3HUTEITbHbIH
spiegt, gaudot, kaukt KPUK, BOIUTD, PEBETH (O

CBHCTKE, CUPEHE)

76. | Screech 2 spalgi kliegt, Snirkstet CKpHII, BU3T (TOPMO30B U
T.I1.), KPUYaTh,
BU3IIMBBIN WM XPUILIBIIA
KPUK, CKPUIIETh, BUIKATH

77. | Scuffle 2 Slukt HIapKaHbe

78. | Shout 61 kliedziens, kliegt KPHK, BO3IJIAC, KPUYATh




79. | Shriek 16 kliedziens spiedziens, spalgi BU3T, IPOH3UTENBHEIHA
kliegt, spiegt KPHK, BU3KaTh,
MIPOH3HUTENHEHO KPUIaTh
80. | Sigh 38 nopiisties, (par véju) Salkt B3JI0X, B3bIXaTh
81. | Slam 6 (durvju) aizcirSanas XJ1onath (-Hbe)
82. | Slap 4 plauka, uzsist (pasist) IIICTIOK, XJIOTATb,
I€narhb
83. | Smash 1 blikskis BHE3AITHOE TaJICHHE,
TPOXOT,
COKPYILUTEIBHBIA yaap
84. | Snap 9 blikskis, krakskis, plikskinat TPECK, MIETIOK, MENKATh
(patagu), brikskot (-HBE), JASA3raTh, XJIONATH
85. | Snarl 19 riikSana, nurdésana, rukt, pBIYaTh (-HUE), BOpUaTh (-
nurdet HUE)
86. | Sniff 18 osnasana, vipsnasana, oSnat, BJIOX, PBIPKaHbE, COTIETh
vipsnat (-Hme)
87. | Snivel 1 pinkskesana, Snukstesana, XHBIKATh (-HbE)
pinksket, Snukstet
88. | Snore 1 krakSana, krakt Xpar, XpareTb
89. | Snort 2 sprauslasana, sprauslat bbIpkath (-HbE), XpareTh
(-Hue)
90. | Snuffle 7 $naukasana, Snaukat COMeTh (-HHeE), THYCaBUTh
(-BocTh)
91. | Sob 2 elsas, $nuksti, elsot, Snukstet peioath (-HUE),
BCXJIMITBIBATH (-HUE)
92. | Splash 11 Slakatas, Slaksts, Slakstet IIJIECK, BCIUIECK,

TJIECKAThCS, IIIENATh (110

BOJIC)




93. | Splutter 5 buldurésana, (degosas HIUATICHHE, JIOTIOTATh (-
malkas) sprégasana, Slaksti, HUE), IIUIIETh, TPEIATh
buldurét, sprégat (00 orme, xupe)

94. | Squeak 6 (peles) pikstiens, (durvju) TIKCK, CKPUII, TTHIIATS,
¢ikstesana, pikstet, ¢ikstet CKPHUIICTh

95. | Squeal 6 spiedziens, spiegt BH3T, IPOH3UTEIIBHBIH

KPUK, BU3XKaTb,
IPOH3UTEIBHO KPUYATh

96. | Stump 1 smags solis TSDKETIBIHN 1I1ar

97. | Swish 2 (patagas, zobena u.tml.) CBUCT, IIEJIECT, IyPIIATh
$vikstona, ¢aukstona, (-HHE), IETECTETD
Caukstet

98. | Tap 3 (viegls) uzsitiens, JErKuii CTYK, yaap,
klauvgjiens, (viegli) uzsist, CTy4aTh, XJI0MAaTh
pieklauvet

99. | Thud 13 dobjs troksnis TITyXOM 3BYK, CTYK,

HUIENHYThCS,
OYNTBIXHYTHCS,
YIApATHCS C TITyXUM
CTyKOM

100. | Thump 2 belziens, dobjs troksnis, TSOKETBIN yniap, TITyXoi
dunona, bungat pa klavieru 3BYK, YIapATh, CTY4aTh,
taustiniem OHTHCS C TITyXUM CTYKOM

101. | Thunder 12 pérkons, dardi, dardeét, IPOM, TPOXOT, IIIYM,
dardinat rpeMeTh, TPOMBIXATH,

CTy4aTh

102. | Tinkle 5 (zvana) skana, Skindona, 3BOH, 3BE€HETD, 3BOHHUTD,

zvantt, Skindét, skandinat, 3BSKaTh (-HbE)
Skindinat
103. | Toll 1 (par zvanu) zvanit 3BOH, 3BEHETh (MEIJICHHO

1 TICYAITLHO)
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104. | Tramp 4 smagi soli 3BYK TSDKEIBIX I1IaroB.,
TSDKEJIO CTYTATh, TPOMKO
TOMATh
105. | Trample 1 solu klaudzona, smagi solot TOMTATh (-HHE)
106. | Trickle 8 striiklina, stikties pilét Kamarb, Te4b TOHKOU
CTPYHUKOU
107. | Twang 1 trinkskis, trinkSkinat, pe3Kuii 3ByK HaTSHYTOMH
trinksket CTPYHBI, 3By4aTh (O
CTpyHe)
108. | Wail 20 gaudas, vaimanas, gaudot, BOILIb, 3aBbIBAHUE,
vaimanat BOIINTb, BBITh
109. | Weep 25 raudat I1aKaTh, PHIIATH
110. | Whiffle 1 (gaisa) virmojums, (véja) CBHCTETh, TIOCBUCTHIBATh
pusma; dvesma, virmot;
viegli piist
111. | Whimper 11 $nuksti, Snukstesana, XHBIKATh (-HbE)
smilksti, smilkstéS$ana,
Snukstet, smilkstet
112. | Whine 16 smilkstéSana, ¢inkstéSana, KaJOOHBII BOM, CKYJIUTB,
gaudosana, svilpSana, XHBIKATh (-HbE)
smilkstgt, ¢inkstet, gaudot,
svilpt
113. | Whinny 4 (zirga) grudzinasana, THXO PXKaTh (-HHE)
grudzinat
114. | Whisper 79 ¢uksti, Cukstésana, ¢abéSana, IIOMOT, IIOPOX, IIENTaTh,
¢alosSana, Cukstét, ¢abét, I1€JIECTETh, IITypIIaTh (-
calot HHE)
115. | Whistle 30 svilpiens, svilpt, svilpot CBHUCT, CBUCTETh
116. | Whiz 1 SvikstgSana, dzinkstéSana, CBUCT (paccekaeMoro

Svikstet, dzinkstet

BOS,Z[yX&), MMPOCBUCTCTDH
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117. | Yammer 2 gausanas, z€loSanas, HBITB, 0OJITATE
gausties, Z&€loties

118. | Yawn 15 zavas, zavaties 3€BOTA, 3€BaTh

119. | Yell 30 kliedziens, bréciens, NPOH3UTENBHBIN KPUK,
kauciens, [spalgi] Kliegt, KpUYath, BOIIUTh
brekt, kaukt

120. | Yelp 3 smilksteSana, vaukskeSana, BU3T, JIai, BU3KATh,

smilkstet, vauksket

JIasATh, TABKATh
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I'puropsesa, H. u I'pymenkuii, B.

(1) An odd-looking wagon laden with odd-looking packages rolled into Hobbiton one
evening and toiled up the Hill to bag End. ...It was driven by outlandish folk, singing
strange songs: dwarves with long beards and deep hoods. (1, p.25) alliteration

TTL. Kada novakaré Hobitona ieripoja savads vezums, piekrauts ar tikpat savadiem sainiem,
un uzligoja augsa kalna, uz Tumtmali. ...Vezuma, vilkdami divainu dziesmu, séd€ja
sveSatnieki — riiki ar garam bardam un zemu par acim uzvilktam kapucém. (1, p.46)

TTR1. Ha3znaueHHslil JeHb NpUOIIDKAICA, U OHAX/IbI BeuepoM 1o Hopropay nmporpoxotan
qyqHOW (yproH ¢ TUKOBHHHBIMH SIUKAMU - W ocTaHOBWiCS y TopOwi-Ha-Kpyue.
JlomaapmMu MpaBUIM JUIMHHOOOPOJbIE THOMBI B HAJBUHYTHIX KAaIIOIIOHAX W MeENH
HETIOHSITHBIE TTeCHH.

TTR2. ITopaxxénubie X0O0UTHI MOBBICHINIANN U3 JABEPEH, Tapamiach Ha HEBUJAHHbIN HKUMIaX.
Ha xo3max, pacmeBas mnecHH, CHAETU UIMHHOOOPOJble THOMBI B IUIaliaXx C
KaITIOLIOHAMH.



(2)  (He) took to the meadows, passing into the night like a rustle of wind in the grass. (1, p.
38) alliteration, rhythm, onomatopoeia

TTL. Vins aizbrida uz tumsa sligstoSo ganibu pusi — te vin$ bija, te vin$ zuda gluzi ka
cabona. (1, p. 60)

TTR1. Pa3nBuHyB XHBYIO HM3rOpOJb, OH CKPBUICS B T'YCTOH BBICOKOW TpaBe, CIOBHO €€
LIEBEJIbHYJI BETEPOK.

TTR2. Ilepeckoun orpaay u cpa3y 3aTepsuics B HOUH, CIIOBHO BETEPOK, IIPOIIEISCTEBIINIA B
TpaBe.

(3) ‘They are sailing, sailing, sailing over the sea, they are going into the west and leaving
us,” said Sam, half chanting the words, shaking his head sadly and solemnly. But Ted
laughed. (1, p. 48)

TTL. Vini burd un bura un jiird brauc, un dodas uz vakariem, bet més palickam vienu un
tepat, - Sems dziedoSi novilka, skumigi un Svinigi noStipodams galvu. Bet Teds
iesmgjas. (1, 72.p)

TTR1. [1npIByT OHU W TUIBIBYT, YIUTBIBAIOT HA 3allaji, @ HAC OCTaBJISIIOT, - mporoBopui Com
YyTh JIM HC HApAaCIICB, IICYAJIbHO W TOPKCCTBCHHO IMOKa4YaB I'0JIOBOIO. TOI[ (l)bl[!KH YJ'I:

TTR2. 1 BOT mibIBYT OHH, IJIBIBYT 32 Mope, uaAyT Ha 3a0KpauHHbBIN 3amajl, a Hac 37ech
OCTaBJISIFOT, — MPUTOPIOHUBIIUCH, TOBOpUIT HapactieB CoM, TOX0kKe BUS Tepea coOoi
9TH ropJbie U NevanbHble dbduiickue kopadau, Ho TYT T 3aXx0X0Tan BO BCE TOPIIO.

(4) ... he had made his slow, sneaking way, step by step, mile by mile, south, down at last to
the Land of Mordor.” Gandalf about Gollum (1, p. 64) alliteration, thythm

TTL. Vins§ palénam, slapstidamies, soli pa solim, judzi péc judzes, bija virzijies talak uz
dienvidiem, lidz p&digi nonacis Mordoras zemé. (p, p.89)

TTR1. On HU4ero He ckasal, HO OOIOCh, YTO COMHEHUH HET: OH MEJJICHHO, TIOTUXOHBKY,
IIar 3a [aroM MpoKpascs Ha 1T - ¥ nonai B Mopop.

TTR2. Comuenuii He ObIJIO: OH TaKH MPOKPAJICS Ha IOT U H00pancs 10 Mopaopa

(5) ‘Deserves it! | dare say he does. Many that live deserve death. And some that die
deserve life. Can you give it to them? Then do not be too eager to deal out death in
judgement. For even the very wise cannot see all ends. (1, p. 65) rhythm, alliteration

TTL. Pelnijis! Jadoma gan. Navi pelnijusi ir daudzi no tiem, kas dzivo $aisaulé. Un dazi no
dzivajiem mirst nepelniti. Vai viniem tu sp&j davat dzivibu? Tad padoma, iekams
svaidies ar naves spriedumiem. Jo to, ka visam lemts beigties, nespgj paredzet pat
gudrajie. (1, p. 90-91)

TTRI1. 3acnyXuTb-TO 3aCIyXWJ, ciopy HeT. VM oH, W MHOTHe Jpyrue, UMs UM -JIETHOH. A
MOCYMTali-Ka TaKUX, KOMY HaJ0 Obl >KUTb, HO OHH MEpTBBL. VX TBI MOXelb
BOCKPECHUTb - YTOOBI YK BCeM ObUIO 1O 3aciayram? A HET - Tak He TOPOIHMCh HUKOTO
oCcyXIaTh Ha cMepTh. 00 maxke MyApelIMM He JaHO MPOBHIETH BCE.



TTR2. Bepno. 3acnyxuBaet. I He TobKO 0OH. MHOTHE U3 )KUBYIIUX 3aCITy>KHUBAIOT CMEPTH,
a MHOTME W3 yMEpIIUX — *XHU3HU. Thl Moxewb BepHYTh €€ um? To-to xe. Torna He
CIEIN OCYX/1aTh U Ha CMEPTh.

(6) They stopped suddenly and stood as silent as tree-shadows, listening. There was a
sound of hoofs in the lane, some way behind, but coming slow and clear down the
wind. Quickly and quietly they slipped off the path, and ran into the deeper shade
under the oak-trees. (1, p.87) alliteration.

TTL.Tur vini pieplaka pie zemes. Pakavu klabona tuvojas. Pedgja bridi vini iespruka zales
cera, kas auga aiz cela mala nolikusa koka. (1, p. 109)

TTR1. Bce Ttpoe 3amepnu, cioBHO TeHH. Ilo monuHe packarbiBajics LIOKOT, IOKa €LIe
JalbHUM, HO Bce ONMKe C TOABETPEHHOH cTOpoHbl. OHM IOPKHYIM IOIITyOXe B
T'YCTYIO TEHb YTPIOMBIX IEPEBLEB.

TTR2. Onu Bcaymanuch, 3aMepeB Ha MecTe. JleficTBUTENbHO, U3JalIeKa JOHOCUIISI TOMOT.
Bricpo u OGeciyMHO OHM FOPKHYJIM C TPOIUHKH B KYCThI M YKPBUIUCH B TYCTOW TE€HU
y0OB.

(7 Frodo sprang to his feet. A long-drawn wail came down the wind, like the cry of
some evil and lonely creature. It rose and fell, and ended on a high piercing note.
Even as they sat and stood, as if suddenly frozen, it was answered by another cry,
fainter and further off, but no less chilling to the blood. There was then a silence,
broken only by the sound of the wind in the leaves. (1. p. 101) onomatopoeia, rhythm

TTL. Frodo pieleca kajas! — No tales vgj$ atnesa stieptas gaudas — itin ka kauktu kads
launuma saésts vientul$ kustonis. Tas skangja te skalakas, te klusakas, [idz izdzisa —
spalgas un griezigas. Un, kamér vini klausijas, it ka uz lidzenas vietas
parakmenojosies, tam atbild€ja citas — varakas, talinakas, tacu tikpat stindzinosas.
Tad iestajas klusums — tikai v&j$ Salkoja lapas. (1, p. 127-128)

TTR1. ®pono Bckounn Ha Horu. C BeTpOM JOHECCS MPOTSKHBIN BOM, IETEHSIINH,
3JI00HBIN W yHBUIBIA. OH TIepeKaThIBAJCS M3 JI0JIa B JIOJ, HAJIWBAsICh XOJIOTHOIO
XUIIHON ApOCThIO, U, KaK Tymod OypaB, cBepiua ymd. OHM CIyIIaad, CIOBHO OBl
OJICZICHEB; a BOIO, HE YCIIENI OH MPEPBAThCS, OTBETHIIO JAJIbHEE 3aBBIBAHHE, TAKOE KE
ApOCTHOE U kKyTKoe. [loTom HacTana MepTBas TUILIUHA.

TTR2. ®pomo Bckoumn. Berep moHEC TPOTSIKHBINA, JIEACHANMKA KPOBb BOHW. 3BYK
NOJHUMAJICS, Tajan U OOpBIBAJCS Ha KYTKOW NpOH3UTENbHOH Hote. He ycmemnu
X000UTHI IPUUTH B ce0sl, KaK M3Ialu JOHECCS OTBETHBINM BOH, Oojiee cinabblii U3-3a
pacCTOsAHUS, HO TaKOU ke KYTKUN. A MOTOM HACTyINWiIa TUIIMHA, HapyIIaeMas JIUIIb
IIEJIECTOM JINCTHEB B KPOHE BsI3a.

(8) In the midst of it there wound lazily a dark river of brown water, bordered with ancient
willows, arched with willows, blocked with fallen willows, and flecked with thousands
of faded willow-leaves. The air was thick with them, fluttering yellow from the
branches; for there was a warm and gentle breeze blowing softly in the valley, and the
reeds were rustling, and the willow-boughs were creaking. (1, p.130)




TTL. Pasa vidina tumsbrinos liklo¢os laiski vélas upe, kuras krastos kuploja veci vitoli, kas
liecas tai pari, vietumis bija sakritusi straume un piebirdinajusi tdenus ar izbalojusu
lapu grédam. Gaisa tris€ja necaurredzams lapkritis, ieskaudams kokus dzeltena nirba,
Jo virs upes salca liegs, silts v&jins, kas ¢abinaja niedres un ¢ikstinaja vitolu zarus.

TTR1. TlocpeaumHe THXO KaTujga MYTHO-Oypble CTpyH peka, oOpocmias BETION H
WIBMOBHUKOM, HaJ HEIO CKIIOHSUIHCH JPSXJIBIE HWBBI, €€ 00CTYNaIM BETXHE B3I,
OCKITU3JIble  OEpecTOBBIC CTBOJBI 3arPOMOXKIAIHA  PYCIIO, TBHICSYH THICSY MAJBIX
JUCTHEB HECJTa BOJA, WX JKEJIThIE MUPHAJBI BSJIO TPEIETAalu B BO3IyXe, TAHYIIO
TEIUIBIM BETEPKOM - W WYPWAIN KaMbIH, wellecTe]a OCOKa, MePeu/CTIThIBAINCH
WBOBBIC U BSI30BBIC BETBH.

TTR2. KopuuneBas BoJa JICHMBO HM3BHBAJaCh B Oeperax, 3apoCIIUX JPEBHUMH UBAMU,
HAKpBITast u8amu, TEPEropo’KeHHasl YIABIIUMH UB06bIMU CTBOJAMH, YCHIIAaHHAS
MUpHAJaMHU OIABIIMX U606bIX TUCThEB. VX cOOpaThsi HETOPOILTUBO MOPXAIH BOKPYT,
Kpy’XKach B TEIUIOM JIETKOM BETEpKe, BesBIIeM BAOJIbL pekd. Llyprmama ocoka. UyTh
MOCKPUIIBIBAIIM UBOBBIC CYUbSl.

(9)  Sleepiness seemed to be creeping out of the ground and up their legs, and falling
softly out of the air upon their heads and eyes. (1, p.131) alliteration, assonance

TTL. Spéki izsika ar katru soli. No zemes itin ka vilkas lipigs, salds gurdums, kas zagas
augSup pa stilbiem, visapkart viss skita kepiga miega pieziedies. (1, p. 158)

TTRI1. Uro Hu mar - gymHed ¥ TpyaHed. 3eMils CJIOBHO MCTOYalla COHJIMBOCTb, U COHHO
KOJIBIXAJICSl TApPHOM BO3/YyX.

TTR2.HaBamuBanace coHauBocTh. OHA C€JIOBHO BBINNOJI3alIa W3 TpaBbl 110 HOI'aMH,
OKYTBIBAJIa IJICYH, CMEKaJla rjiia3a.

(10) Suddenly a song began: a cold murmur, rising and falling. The voice seemed far
away and immeasurably dreary, sometimes high in the air and thin, sometimes like
a low moan from the ground. Out of the formless stream of sad but horrible sounds,
strings of words would now and again shape themselves: grim, hard, cold words,
heartless and miserable. The night was railing against the morning of which it was
bereaved, and the cold was cursing the warmth for which it hungered. (1, p. 160)
alliteration, onomatopoeia, assonance, rhythm

TTL. Piepesi ieskangjas dziesma ka salta murdona, kas te c€las, te krita. Balss naca it ka
no talienes un izklausijas bezgala driima, briziem uzSaudamas gaisa ka spalgs
sauciens, briziem parvérzdamas zemzemes vaidos. Bezveidiga, parpasauligu
skumju un Sausmu pilna skanu straume reizumi ievérpas vardos — bargos,
nepieliidzamos, saltos, nez€ligos un nozelojamos. Nakts zakaja ritu, kas tai bija
laupits, un aukstums ladgja siltumu péc ka slapdams alka. (1, p. 186)

TTR1. 3a3Byyasio mieHHWE - MEJUICHHOE, HEBHATHOE, 3aMOTWibHOE. Jlanmexkuii-manexuid,
HEBBIHOCUMO TOCKIUBBIM ToJOC OyATO TpocaduBaics u3-moja 3emian. Ho
CKOpPOHBIC 3BYKHM TIOCTETICHHO CKJIA[IBIBAJTMCh B CTpAIHBIE CJIOBA - YKECTOKHUE,
MepTBsIIKe, HeoTBpaTUMble. W  cToHymme, »)anoOHbIe. bynaTo HOYb, W3HBIBas
TOCKOH MO yTpy, 3700HO CeTOBaja Ha HETO; CIOBHO XOJIOZA, TOCKYs IO TEILTy,
MIPOKJIMHAI €TO0.



TTR2. I'me-to B OoTHajeHWW BO3HUKIO CTpaHHOE TeHWE. be3MepHOo >KyTKHil TOJoC, TO
BBICOKMH M TNPOH3UTENBHBIA, TO YTPOOHO HM3KHH, MEPEeXOoAsluii B GopMoTaHue,
M3/1aBajl MOTOK 3ayHBIBHBIX 3BYKOB, IIOCTEIICHHO M3-3a MHOIOKPAaTHOI'O IIOBTOPEHUS
CKJIa/bIBaroLuXcs B cioBa. CiioBa 37100HbIE, TSHKKUE, XOJIOIHBIE KaK JE, )KECTOKNE
u OeccepaeuHble. DTO HOYb IPOKJIMHANA YTPO, HUKOI/IAa HE HACTYyMaBIlEee 3/ECh,
XO0J10]1 TOHOCHJI TEIUIO, HE XKEJIABILIEE COIPETH €T0.

(11) At these words there was a cry and part of the inner end of the chamber fell with a
crash. Then there was a long trailing shriek, fading away into an unguessable
distance; and after that silence. (1, p. 162) onomatopoeia

TTL. Un sis vars balsi itin ka iel&ja speku, ta ieskangjas varena un dardosa, pret tumsa kambara
sienam atbalsodamas gluzi ka pret bungam. Iestajas kapu klusums. (1, p. 188)

TTRI1. HagpbIBHBINA U IPOTSHKHBIA KPUK OTBETUII HA €r0 MECHIO; OOpYLIMINCH CBOJBI B
riyouHe MoruiabHUKa, U BOLAPUIICS TTOKOM.

TTR2. OtBeToM eMy ObLI xallOOHBIN KPHUK, B KOTOPOM CIIbIIIANAch OecCHiibHas ApocTh. Benen 3a
TEM OOpYIIMIIACh YacTh JAajbHEH CTeHbI. E1€ 0JMH MPOTSHKHBIN BOIUTH paccTasil BIAIH,
Y HACTYIWJIA THILUHA.

(12) The wind whistled and the snow became a blinding blizzard. (1, p.324)
onomatopoeia, alliteration

TTL. Vgjs gaudot gaudoja, un putenis parvertas ista sniega vétra. (1, p. 363)

TTR1. He ycienu OHHM OJ0JIETh W TOJI-TUTH, KaK B JIMIIO UM JIYHYJI KOJIOYHI BETED,
OKpeN, HAIWIICS yparaHHOW CHJIOH, MOTOM OISITh Hayalach METENb, CHET MOBAJINII
OTPOMHBIMH XJIOIIBSIMHU, U BCKOpE pa30yleBaics HEUCTOBBIA OypaH.

TTR2. Bokpyr OymeBan Hactosimuii Oypan. Berep cBucren, a cHer 0oinpHO CEK JMIA U
3aJIeTIsl I1asa.

(13) They heard eerie noises in the darkness round them. It may have been only a tick of
the wind in the cracks and gullies of the rocky wall, but the sounds were those of
shrill cries, and wild howls of laughter. Stones began to fall from the mountain-side,
whistling over their heads, or crashing on the path beside them. Every now and again
they heard a dull rumble, as a great boulder rolled down from hidden heights above.
(1, p.324)

TTL. Tumsa visapkart atskangja savadi troksni. Var jau bit, ka tur tikai kauca un svilpoja
vEj$, lauzdamies caur klinsu spraugam, bet izklausijas péc griezigiem kliedzieniem
un mezonigiem smiekliem. No kalna lejup saka ripot akmeni, svelpdami
aizSaudamies garam par mata tiesu un saskizdami pret taku zem kajam. Ik pa bridim
atskangja draudiga dardona un no tumsa sligsto$as virsotnes novelas kads milzigs
klintsblukis. (1, p.364)




TTR1. Bokpyr pa3gaBaiuch OYeHb CTpaHHBIC 3BYKH. BO3MOXHO, 3TO 3aBbIBaJl BETEP, HO B
€ro TyJKOM MHOTOTOJIOCOM BO€ SICHO CJBIIIAINCH 3J00HBIC yrpO3bl, BH3TIUBBINA
XOXOT M XPUIUIbIe BOIUIH... Her, BeTep He MOr Tak BbITb. HeoXHIaHHO CBEpXY
CKaTWJICS KaMeHb, MOTOM €IIe OJWH, MOTOM emie... [IyTHUKM NpuXKamuce K
OTBECHOW CTEHE; KaMHH C TPECKOM IaJialii U3 KapHU3a, MOJCKAKUBAIN M BAJIWINCH
B 4YEpHYI IIpONACTh; BPEMEHAMHM  DPa3[JaBaJICA TSKEIbIM TIPOXOT, U CBEPXY
HU3BEPraJINCh OTPOMHBIC BATYHBI.

TTR2. TeMHOTa BOKPYT HAIIOJHUJIACH KYTKUMU 3ByKamu. KOHEUHO, 3TO MOT BBLITh U BETEP
B TpEUIMHAX CKaJl, HO YX CJIHIIKOb JUKMMU BOIUISIMH, Ja €€ IMepeMeKaroIUMUCs
37MOpaZHBIM XOXOTOM, pa3pa3wiack TEeMHOTa. Bmepenu Ha Tpomy oOpymiwics
KaMEeHb, 32 HUM eII€ OJMH, a TOTOM IPOXOT OJU3KOro KaMHEMNa a eIBa He OTIYIIIII
ux.

(14) At these words all fell into silent thought. They heard the wind hissing among the
rocks and trees, and there was a howling and wailing round them in the empty spaces
of the night. (1, p.334) onomatopoeia

TTL. P&c Siem vardiem visi apklusa un iegrima pardomas. Klintis un koku zaros $naca vgjs,
un nakts bezdibenigo tumSumu pieskandinaja kaucieni un gaudas. (1, p.374)

TTR1. Ouu oOopBajin pa3roBopbl U MpUCIyIIATUCh. Berep cBUcTen B OOHa)KEHHBIX
BETBAX M IIyplIal 3aCOXIIMMHU CTeONIsIMU Bepecka. HoO B 3TOT MpUIITyIIEHHBIH
CBUCTAIIMKA ILIOPOX BIUIETAJCSA 3ayHBIBHBIM, C MEpeIMBaMH, BOM, CJIOBHO BETEp
BbUI HAJ TOPHBIM VILEIbEM.

TTR2. Hukto He cran emy Bo3paxkaTh. [lyTHUKH cumenu TiyOOKO 3aayMalluch, a BETEp
JNENCTBUTENBHO pasryisuics B npearopbsax. OH 3aBbIBaJl B OTJAJIECHUU, U OT 3TOTO
HOYb CTAHOBWJIACH €1IE HEYIOTHEM.

(15) As they ran they heard the beat and echo of many hurrying feet behind. A shrill yell
went up: they had been seen. There was a ring and clash of steel. An arrow whistled
over Frodo’s head. (1, p.369) onomatopoeia

pamanijusi. leSkind@jas un ieZvadzgjas teérauds. Pari Frodo galvai aizsvilpa bulta. (1,
p. 411)

TTR1. 3a paccennHOil NOCHBILIANNCH TMPOH3UTENbHBIE BOIUIM - OpPKH  3aMETUJIH
yOeraronux myTHUKoB. Han ronosoit dpomo mpocBucTena crpena.

TTR2. Opku 3aBu3xanu: 6ernenos 3ameTiiid. Hax ronosoii @poao CBUCTHYIIA CTpea.

(16) Doom, boom, doom, went the drums in the deep. (1, p.369)

TTL. Budumm, budumm, dzili pazemé atkal norib&ja milzu bungas ta, ka atbalss nogranda
malu malas. (1, p.407)

TTR1. Bce rpomye rpoxoran riayOouHHBIH rpoM - P-P-P-P-0-K, P-PP-P-O-K, P-P-P-P-0-K,
P-P-P-P-0-K.

TTR2. Onu mnoTpsicaii KOMbSIMU M ATaraHaMH, BOIUIM, HO KPHKH ITOKpPbIBAJ
MPUOTIKAIOIIHUICS POKOT OapabaHOB: «POK, POK».



(17)  There were cries, and among them, to his horror, he could distinguish harsh voices of
Orcs. Then suddenly with a deep-throated call a great horn blew, and the blasts of it
smote the hills and echoed in the hollows, rising in a mighty shout above the roaring
of the falls. (2, p.5) onomatopoeia

TTL. Dizupes rietumkrasta sadzirdéja nakam kadu troksni. Vin§ parakmenojas. Klaigas.
Un tajas vin$ ar Sausmam saklausija orku piesmakusas balsis. Tad piepesi dobji
iedziedajas liels kaujas rags. Varenais sauciens grandédams aizvilindja kalnos un
atbalsojas ielejas, parskanédams tidenskrituma dardus. (2, p. 13)

TTR1. Kpuvanu opku, uicromHo U rpy0o. [Torom 3p14HO 3aTpyOua por, packaTbl €ro
OpOrpeMeny IO TOPHBIM CKJIOHAM M OMNIACWJIM  YIIENbs CBOEH  IoplesuBOif
SAPOCTBIO, 3ariIyliasi TSYKKUNA [yd BOJOMA/A.

TTR2. K cBoeMy yxkacy, OH Pa3IM4Mil CpPeay HUX XPHIUIbIE T'0JOCAa OPKOB. 3aTeM BCE
HOKPBLI FPOMONOI00HBIN 30B OOJIBIIOrO pora, 3XOM PacKaTHBIIUICS IO OKPECTPBIM
X0JIMaM, MEePEKPHIBILINHI /1a)Ke POKOT BOJOMA/A.

(18) Only Legolas still stepped as lightly as ever, his feet hardly seeming to press the
grass, leaving no footprints as he passed. (2, p. 25) alliteration, assonance

TTL. Vienigi Legolasam solis bija tikpat viegls ka allaz, vina kajas tik tikko pielieca zales
stiebrus, iedams vins$ pat pedas neatstaja. (2, p. 33)

TTR1. Ogun Jleronac maraJji, Kak BCEr/a, JErko, €Ba NPUMUHAs TPaBY, CIOBHO JIETYUYH
BETEPOK.

TTR2.Tonbko nocTyns 37b¢a Oblia Mo-NpeKHEMY JIeTrKa.

(19) The sun sank and the shadows of evening fell like a curtain. They were alone in a
grey formless world without mark or measure. Only far away north-west there was
a deeper darkness against the dying light: the Mountains of Mist and the forest at
their feet. (2, p. 26) alliteration, rhythm

TTL. Saule nogrima aiz apvarsna, un ka priekskars nokrita vakara tumsa. Vini bija vieni
pasi peleka, bezveidiga pasaulé, kur nebija ne zimju, ne kadas norades uz to, cik tas
talu. Tikai taltalu ziemelrietumos pret dziestoSo pamali tumsa koSaks melnums —
Miglas kalni un mezs to pakaje. (2, p.33)

TTR1. Tem BpemeHeM COJHIIE 3aIIJI0, ¥ 11aJl BeYepHU cympak. ['yctas cepast Mriia mioTHO
OKyTaJIa 3pUMbIA MHp. JIMIIb HAa JadbHEM CEBEpO-3aIlajie YEPHEIU TOPhl B JIECHOU
OIIpaBe.

TTR2. Connue ceno, U Be4yepHUE TEHU CIIOBHO 3aJEPHYIM BCE BOKPYT CEPHIMH 3aHABECSMHU.
Mup pa3zoM yTpaTwi KpacKH M YETKOCTh o4yepTaHuil. TolbKo Ha ceBepo-3amaje
MpakK Kaszajcs I'yuie: TaMm, y noaHoxxusg Mriuctsix 1'op, nexain Jlec @anropHa.



(20)

TTL.

Night seemed to have taken refuge under its great trees, creeping away from the
coming Dawn. (2, p. 65) assonance

Tikm&r tumsa mezmala acu prieksa izauga auguma. Zem vareno koku zariem tur
itin ka bija ievilkusies nakts, paslepSus atkapdamas bailés no tuvinas ritausmas. (2,

p. 68)

TTRI1. Ka3anocb, HOYb OTHOJ3a€T U NPSUYETCS OT PACCBETHBIX JIy4€d B HENPOIVISIHYIO

JIECHYIO TITyOb.

TTR2. Houb 61m3uinack k koHiry. He6o Ha BOCTOKE HAYMHAIO CBETJIETh.

(21)

TTL.

TTR1.

TTR2.

(22)

TTL.

TTR1.

TTR2.

(23)

TTL.

The bright stars peered out of the sky, and lit the falling water as it spilled on to his
fingers and head, and dripped, dripped in hundreds of silver drops on to his feet.
Listening to the tinkling of the drops the hobbits fell asleep. (2, p. 91)

No debesim lejup likojas zvaigznes, atvizédamas lejup kritoSaja tident, kas striikkloja
entam caur pirkstiem, lija uz galvas un, saskidis simtiem sudraba pilienos, lasoja un
lasoja lejup, vinam kajas slacidams. Klausidamies 1asisu tink$k&Sana, hobiti iemiga.

BreizBe3auino, u 3amepuanu CTPyH, THXO CTEKaBIIME K €r0 HOraM, U TeHbKalH,
TeHbKAIH, TeHbKAIN COTHU CepeOpsSHBIX 3B€3AHBIX Kamelb. [1og 3TOT kanenbHbIN
nepe3BoH Meppu ¢ [IuHOM Kpemko-KpemKko YCHYIH.

Ha mne0Ge mnokazamuch spKHE 3BE3Abl, OHHM OCBEIAIM MAJAIOIIYI0 BOIY,
pa3OMBaBIIYIOCA O €ro Majblbl M TOJIOBY M PACCHIIABIIYIOCS Y HOT COTHSAMH
cepeOpstHbIX OpbI3T. [0 3BOH cTpyi XOOOUTHI YCHYIIH.

Night fell, and there was silence: nothing was to be heard save a faint quiver of the
earth beneath the feet of the Ents, and a rustle, a shade of whisper as of many
drifting leaves. (2, p. 103) onomatopoeia

Satumsa nakts, un valdija klusums — nebija dzirdams nekas, vien zeme tikko
jauSami tris€ja zem entu soliem, un ¢abg&ja vai klusitém cukst&ja lapu jura. (2, p.
101)

Bouapunnce TeMeHb U THIIB, TOIBKO 3€MJIs TPEIETala OT IOCTYIH APEBOIACOB
U IipoOerai MIeNIecT, 3110BEUIil MHOTOThICSYEIUCTHBIN MIenor.

ITana HOYb, W HacCTajla THUIIHWHA, JUIOb 3C€MJId IIypHiajia II0A HOTraMW SHTOB H
meJaeCTeia JUCTBA.

(Barlog, dragon) He was with me still. His fire was quenched, but now he was a
thing of slime, stronger than a strangling snake. (2, p. 122) alliteration, Gandalf

Vins aizvien bija blakus. Uguns gan bija gan apdzisusi, bet nu vins bija glotains
glumeklis, stipraks par znaudzgjcusku. (2, p. 118-119)

TTR1. Ho oH OblJ1 CO MHOW; JIUIIMBIIKUCH OTHS, OH CIENAJICS CKOJIB3KUM U MOTYYUM, KaK

OTPOMHBIN yZaB.

TTR2.Tam, Ha naHe, Boma moracwia OarpoBbld OrOHb, W bapior cram CKOJB3KUM

‘-IGLHyﬁ‘IElTBIM raaoMm, ¢JiBa HC 3ayIINBIIUM MCHS.



(24) Three times he whistled; and then faint and far off it seemed to them that they heard
the whinny of a horse borne up from the plains upon the eastern wind. They waited
wondering. Before long there came the sounds of hoofs, at first hardly more than a
tremor of the ground perceptible only to Aragorn as he lay upon the grass, then
growing steadily louder and clearer to a quick beat. (2, p. 125) onomatopoeia ,
rhythm

TTL. Trisreiz burvis nosvilpas, un tad tale neskaidrs, pari klajumam austrena atnests, it ka
atskangja zirga zviedziens. Vini gaidija un ausg€jas. Necik ilgi, iedipgjas pakavi —
dipona vispirms bija samanama ka tikko jauSamas zemes trisas un saklausama vien
Aragornam, kas bija nogiilies garSlaukus, ausi pie zemes piespiedis, - bet pamazam
ieskangjas aizvien skalaka un skaidraka, aulekSiem vien. (2, p. 121-122)

TTR1. On mpocBUCTEN TPHKIBL, MM HOYYIUIOCh, OYATO BOCTOYUHBIM BETEp JOHEC
u3Jlaieka p)KaHWe JIOMIAJAeH, W OHU M3YMJICHHO MPHUCIYIIATNCh. AparopH Jer,
OPWIOKHI YXO K 3eMJie W  [O4Yysul  JallbHEee COJIPOTaHUE; BCKOPE OHO
MPEBPATUIIOCH B IIOKOT OBICTPHIX KOIBIT, CTYYaBIIUX BCE YeTUe U OJIIKE.

TTR2. orBernn I'Hpaned 1 nepenuByaTo CBUCTHYI TPWXKIBL. M3manu, ka3zainock, ¢ caMmoro
Kpasi 3€MJIM, €My OTBETHJIO KOHCKOE p)kaHHe. AparopH NPHHUK YXOM K 3eMje H
HEKOTOPOE BpeMs CITyIIa.

(25) (Shadowfax) Does he not shine like silver, and run as smoothly as a swift stream?
(2, p. 126) alliteration, Gandalf

TTL. Palik, viz viena sudraba, un solis pliidens ka kalnu strauts! (2, p. 122)
TTR1. Bunums, oH Onemier cepedpoM, a Oer ero mniaBeH, TOYHO KUBOH pydeit!

TTR2. Oto Cmmox. .. W3 neca BbIHeccs CTaTHBIA, Oenblii kKak cepedbpo KOHb C
Ppa3BEBAOIIENCS TPUBOM.

(26)  The trumpets sounded. The horses reared and neighed. Spear clashed on shield. Then
the king raised his hand, and with a rush like the sudden onset of a great wind the last
host of Rohan rode thundering into the West. (2, p. 153) onomatopoeia

v

TTL. leskangjas bazines. Zirgi dizajas un zviedza. Pret vairogiem gkind€ja $képi. Tad
kénin§ pacéla roku, un, noSalkdams ka piepesa viesula brazma, Rohanas pedgjais
karapulks ar varenu troksni un diponu aizbrazas uz rietumiem. (2, p.147)

TTRI. [IpotsxHo 3anenu TpyOsl. Konu B3abIOMIMCh U 3apkany. Konbs IpAHYIN O IIUTHI.
KoHnyHT BO37€1 pyKY, U TOYHO MOTYYHil NOPBIB BETpa B3METHYJ IOCIEAHIOIO DPATh
Pucranum: rpoMoHOCHad Ty4ya MoMYasiach Ha 3amaj.

TTR2. GoeBble TpyObl, KOHH BCTPENEHYJHNCH, KOIbs YAapHiad O IIUTH. Kopois momHsut
PYKY, ¥ BCAIHUKH BUXPEM COPBAJIUCH C MECTA.



(27)

TTL.

Even as they spoke there came a blare of trumpets. Then there was a crash and a
flash of fire and smoke. The water of the Deeping-stream poured out hissing and
foaming: they were choked no longer, a gaping hole was blasted in the wall. (2,
p.169) rhythm, onomatopoeia

Tobrid iekercas taures. Kaut kas nodardgja, un gaisa uzsavas liesmu un dimu
mutulis. Dzilupe iz§avas $nakdama un putodama, tideniem nu bija briva vala, jo
murT izgrauts r€gojas pravs caurums. (2, p. 161)

TTR1. Ux peun npepBas TpyOHBIN BOH. Paznmancs rpoxoT, MOJBIXHYIIO IUTaMs, IOBAIHI

rycroit npiM. Llumns, kiyOsch U NMEHsICh, YIEeNHlla pBaHylach HOBOIPOIOKEHHBIM
PYCJIOM CKBO3b 3USIOLIMI IIPOJIOM B CTEHE.

TTR2. C rpoxoToM pyxHyjia 4acTh CT€HBL. J[bIM, CHOIl TUIAaMEHH, KIyObl mapa, péB peKu —

(28)

TTL.

BCE cMelanoch. B 3usromuii pém XJIbIHYJIA OPKH.

But the Orcs laughed with loud voices; and a hail of darts and arrows whistled over
the wall, as Aragorn leaped down.

There was a roar and a blast of fire. The archway of the gate above which he had
stood a moment before crumbled and crashed in smoke and dust. The barricade was
scattered as if by a thunderbolt. Aragorn ran to the king’s tower.

But even as the gate fell, and the Orcs about it yelled, preparing to charge, a
murmur arose behind them, like a wind in the distance, and it grew to a clamour of
many voices crying strange news in the dawn. The Orcs upon the Rock, hearing the
rumour of dismay, wavered and looked back. And then, sudden and terrible, from
the tower above, the sound of the great horn of Helm rang out.

All that heard that sound trembled. Many of the Orcs cast themselves on their faces
and covered their ears with their claws. Back from the Deep the echoes came, blast
upon blast, as if on every cliff and hill a mighty herald stood. But on the walls men
looked up, listening with wonder; for the echoes did not die. Ever the hornblasts
wound on among the hills; nearer and louder they answered one to another, blowing
fierce and free. (2. p.173) onomatopoeia , rhythm, battle

Bet Orki dardoSi iesmgjas, un, kad Aragorns noléca no aizsargvalpa, tam pari
aizsvilpa Sautru un bultu krusa.

Tad atskangja blikskis un gaisa uzvirmoja liesmas. Vartu velve, uz kuras Aragorns
nule bija stavejis, saSkida pisSlos un puteklos. Barikadi aizslaucija itin ka zibens
speriens. Aragorns skrieSus metas uz kénina torni.

Bet, kolidz varti bija sadragati un orki, tiem klat mezdamies, ieaurojas, uzbrukuma
posdamies, karapiili ka talins vgj§ parSauca murdona, saceldamas klaigas, kas
vestlja savadas, Iidz ar ritausmu atskr&usas zinas, orki pie miira, padzird€jusi
mulsino$as véstis, saminstindjas un paveéras atpakal. Un tad piepeSs un draudigs
torn1 ieskangjas varenais Helma rags.

Visi, to padzirdusi, notris€ja. Liela dala orku nometas uz mutes gar$laukus, ausis ar
ketnam aizspieduSi. No Drziles atvelas daudzkarSa atbalss, it ka uz katras
klintsradzes un kalna stavétu varens saucgjs. Bet mira aizstavji veras debests,
izbrina ieklausidamies, jo atbalsis nerimas. Ragi kalnos skan&ja atkal un atkal,
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sabalsodamies aizvien tuvinaki un skalaki, aizvien spivaki un nevaldamaki. (2, p.
164-165)

TTRI1. Opku pagocTHO B3pEBENU, TOTOBSCH I'YyCTON OpaBOW PUHYTHCS B MPOJIOM, HO CHU3Y

JOKaTWJICS CMYTHBI [OMOH, TPEBOXKHBII MHOIOTrOJIOCHIM MOBTOp. OcanHas partb
3acThljIa - NPUCITYIINBAINCH U O3UpaNCh. 1 TyT ¢ BepumMHbI OallHW BHE3AITHO
U TPO3HO 3aTpyous 0osbIoil por Xenabma.

Jpoxb npobexana 1no psuam ocaxaaromux. MHorue Opocainch HUUKOM Ha3eMb
U 3aThIKaIM YIIM. YIIEJNbE OTO3BAJOCh PACKATUCTBIM 3XOM, CJIOBHO HE3pUMBbIE
Tpyb0aun Ha KaxJOM yTece TIOAXBaTbiBall OO0EBOM MpPHU3bIB.  3allUTHUKU
['opuOypra ¢ pagoOCTHBIM H3YMJIIEHHMEM BHUMAJIM HEMOJIYHBIM OTTOJIOCKAM.
['poMoBas mepekiInyka orjacuiia TOpbl, U Ka3ajaoch, HE OyAeT KOHIA TPO3HOMY H
3BOHKOMY IIEHHUIO POT'OB.

TTR2. Apka Bopot pyxHyna B AbIMYy U TbUTH. OpKU ¢ BOEM PUHYIUCH B MPOJIOM. B TOT ke

(29)

TTL.

MUT TJIyXOM pomnoT mpobexkan nmo psaaM CapyMaHOBBIX OpJl, CJIOBIIO PacCBETHBIN
BeTep NpHUHEC CTpaHHYK TpeBory. HacTynarommue IpOrHyiu, KauyHy/lIMCh Has3asl.
OTO0 B BBILIMHE HEOXKUJIAHHO U IPO3HO 3a3By4ai Benukuit Por Xenbma.

VYiienbe OTKIMKHYJIOCHh MHOTO3BOHHBIM 3XOM. 3BYK Bc€ HaOupan cuity. Opku B
y’Kace 3aXKUMalM JlallaMU yIIM, OpoCaliCh HUYKOM Ha3eMb, a JIIOJU Ha CTeHax
BCIIYIIMBAIKCH C PAJOCTHBIM H3yMileHueM. Bceé Ommke u Orke, BOIBHO U IPOCTHO
e TPYOBI.

But on either side the great aisles of the wood were already wrapped in dusk,
stretching away into impenetrable shadows; and there they heard the creaking and
groaning boughs, and far cries, and rumour of wordless voices, murmuring
angrily. No Orc or other living creature could be seen (2, p. 180) rhythm,
onomatopoeia, alliteration

Bet abpuscelam milzigie koki jau tinas pustumsa, cits aiz cita pagaisdami
necaurredzama mijkrésli, un biezokni c¢ikst€ja un vaid€ja zari, sang€ja talieni
Kliedzieni un neskaidra, nikna murdona, kura vardi nebija saklausami. Nekur nebija
manams ne orks, ne kads cits kustonis. (2, p. 171)

TTR1. A npeBecHble CTBOJBI 1O 00€ CTOPOHBI YK€ OKYTBHIBaJU CYMEPKH, U U3

TTR2.

(30)

FyCTEIONIE MIJIbl JIOHOCWJIMCh CKPHWIIbI, TPECK U KPAXTEHHUE, AAJbHHE
BCKPUKHU U cepauTas 6e3rojocast MoiBb. Hu OpKoB, HU JIECHBIX 3Bepeil HE OBLIO.

Ho B rumybune neca, mo o0euM CTOpPOHaM JOpPOTH, AEPEBbSl CTOSUIM CIOBHO
OKYTaHHBIE IUIOTHBIM CYMPAaKOM, OTTYJa JOHOCHJIUCH CTOHBI U CKPHIIbI BETBEW,
IIYM HESACHBIX TI'0JIOCOB, 3JIOBEIIMU PONOT, NMPUINIYHIEHHBbIE Aal€kue Kpuku. Hu
OJTHOTO >KHMBOTO CYIIECTBA BUIHO HE OBLIO.

‘They pushed, pulled, tore, shook, and hammered; and clang-bang, crash-crack, in
five minutes they had these huge gates just lying in ruin.’(Merry) (2, p.207)
onomatopoeia

TTL. Vini rava un vilka, plésa, drebinaja un dauzija — bumm-dramm, briks-braks, un péc

piecam miniitém Sitenie milzu varti jau gul&ja drupas, ...
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TTR1. Onu maranu, Tpscau, APOOIH, KOJTOTHIIH, MOJIOTHIIA - OymM-0aM, Tppax-Kppax, - 1
qepe3 IIXITb MUHYT 9THU OFpOMHbIC BOpOTa BaJIAJIIMCh, I'IC CCIZ‘-I&C, a CTCHBbI OHH
pacchInalv, Kak KPOJIMKH POIOT IECOK.

TTR2. Onu Murom npeBpaTuiii BOpoTa B IpyAy Mycopa U IPUHSITUCH 32 CTEHBI.

(31) (Attack of Ents) | saw what it was like at last. It was staggering. They roared and
boomed and trumpeted, until stones began to crack and fall at the mere noise of
them. Merry and | lay on the ground and stuffed our cloaks into our ears. (Pippin);
(2, p.209) onomatopoeia

TTL. Pedigi dabuju redzet, ka tas ir. Galva uz rinki gaja. Vini dardingjas, ducinajas un
baziingja, Iidz akmeni saka plaisat un $kist no ta lembasta vien. M&s ar Meriju
nometamies gar §laukus ar apmetna starbelém ausis aizbazusi. (2, p. 197)

TTR1. Onu TpyOwiu, ryieiaw, TrOJOCHIA- OT OAHOTO 3TOrO IIyMa KaMHHU CTalld CaMH
TpecKaThCs U ochlnaThcs. Mbl ¢ Meppu 3a0uiuck noriyoxe B Kakue-TO ILENH,
3aTKHYB VI IUTAIAMH.

TTR2. (OTO UX OKOHYATENHHO PaA3bSPHUIIO,) U OHU YTPOMIU ILIeNIoe 3eMisTpsaceHue. Mbl ¢
Meppu cpsTaInch, HO 4TO TOJIKY.

(32) The air seemed hot and heavy; and it was full of rustlings, creakings, and a murmur
like voices passing. | think that hundreds more of the Huorns must have been
passing by to help in the battle. Later there was a great rumble of thunder away
south, and then we could see mountain-peaks, miles and miles away, stab out
suddenly, black and white, and then vanish. And behind us there were noises like
thunder in hills, but different. At times the whole valley echoed. (Pippin) (2, p.213)
onomatopoeia, alliteration, rhythm

TTL. Gaiss bija tveicigs un piedigs, un ausis sitas Salkona, ¢ikstona un murdona, itin ka
garam vilkdamas. Manuprat, tur laikam vel simtiem runnornu devas uz kaujas lauku
paligos. Necik ilgi, dienvidu pamalé nogranda pérkons, un Rohanai pari
ieplaiksnijas zibens stréles. Ik pa bridim jidzém talu no tumsas piepesi iznira melni
kalni ar baltam virsotném, lai tulin atkal pagaistu. Un arT aiz muguras kalnos itin ka
pérkons dardgja, tikai citadi. Briziem atbalsis aizvélas pari visai ielejai.

TTR1. [Ilapuno, ciplanuch IIOPOXH, TPECKH, YAAIIOCH MelieHHoe 6opMortanue. He
WHaue COTHs-Apyras TBOPHOB OTIPaBHJIACh Ha IMOAMOTry cBouM. [loToMm c rora
JIOHECCSI CTpAalIHbIi T'POMOBOM packaT, Haja Pucranuell 3amenbKaiy MOJHUH, HA
MUT BBIXBaThIBasi U3 TEMHOTHI JaJieKHe YepHO-Oelbie BEpIIUHBI. Y HAac B ropax
TOK€ I'POM IpOXOTaj, M JIOJMHA MOJHWUIACH 3XOM, HO COBCEM MO-Ipyromy, He
MOX0’KE HA OT3BYKH OUTBBI.

TTR2. Bo3myx cram TopsYMM © JOyIIHBIM. BOKpyr OBIT [IeNecT, CKPUIbBL, TYI
rojocoB.HaBepHO, Apyrue XyopHbl TOXK€ OTHPAaBHINCH cpaxkaThes. [loTom Ha rore
Hayajachk rpo3a. MonHuM cBepkanu Haj BceM PoxaHoM. MBI 1ake OTCr0/1a BUIEIIH
TOpHbIE NMUKH — BCIBIXHYT, O€JIble Ha YEPHOM, U OISTh MCYE3HYT. A 3a CHHHOH Y
Hac IIyMeJlo, KaK OT FpoMa B ropax, U L'YJ el [0 BCEMY YIIENbIO.
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(33) The bracken cracked and rustled, as he twisted and turned. (2, p.237)
onomatopoeia, alliteration

TTL. Vin$ grozijas un svaidijas, papardes viena laida ¢abinadams un ¢aukstinadams. (2,
p. 222)

TTR1. On Beptencs ¢ 60Ky Ha 00K, IIypiIa ¥ XPYCTS MOICTUIIKOM.

TTR2. On Beptencs u BOpoyacs, MarnopoOTHUK MO HUM IIYPIIad U XPYCTElL.

(34) The moon was shining cold and white, down into the dell, and the shadows of the
bushes were black. All about lay sleeping shapes. (2, p.239) alliteration, rhythm

TTL. Meness par ieleju 1&ja saltu, baltu gaismu, un krimu €nas védeja melnas. Visapkart
gul&ja miega iesligusi stavi. (2, p. 224)

TTR1. Spko-Oenmast I5yHa XOJOJHO O3apsja JIOHMIMHY, KYCThl OTOpachlBaJd YrOJIbHO-
yepHsle TeHU. Kpyrom Bce cnanm.

TTR2. Slpxo cBerwmia jiyHa, TeHU ObUTH YE€PHBIMH, KaK yroib. Kpyrom Bce cnainm,

(35) Now and again it lifted its head slowly, turning it right back on its long skinny neck,
and the hobbits caught a glimpse of two small pale gleaming lights, its eyes that
blinked at the moon for a moment and then were quickly lidded again. (2. p.268)
alliteration

TTL. 1k pa laikam vin§ lénit€ém pasl€ja galvu uz gara, dzislaina kakla to pavisam uz
mugurpusi aizgriezdams, un hobiti redz€ja iezalgojamies divas balganas uguntinas,
kad aceles uz bridi pavéras uz ménesi — tad tas tulin aizsedza plakstini. (2, p.251)

TTRI1. Bpemst oT BpeMeHHU rojioBa BepTejaach Ha JJIMHHOW TOHKOW Iee, W Meplaju JiBa
ONeHBIX OTrOHbKa - JIBa IJIa3a, CMapruBaBIIMX B JYHHOM CBE€Te€ U TYT K€
3aKpbIBABILIUXCSL.

TTR2. T'oyioBa MHOTIA MPHUTIOTHUMAIACH, CIIOBHO TPHHIOXWBASCh, TOT/Ia B JTYHHOM CBETE
no0JecKuBaIl OOJNBIINE I1a3a.

(36) They could hear him snuffling, and now and again there was a harsh hiss of breath
that sounded like a curse. He lifted his head, and they thought they heard him spit.
Then he moved on again. Now they could hear his voice creaking and whistling.
‘Ach, sss! Cautious, my precious! More haste less speed. We musstn’t rissk our neck,
musst we, precious? No, precious, - gollum!” He lifted his head again, blinked at the
moon, and quickly shut his eyes. ‘We hate it,” he hissed. ‘Nassty, nasty shivery light
it is — ss- it spies on us, precious — it hurts our eyes.” He was getting lower now and
the hisses became sharper and clearer. “Where iss it, where iss it: my Precious, my
Precious? It’s ours, it is, and we wants it. The thieves, the thieves, the filthy little
thieves. Where are they with my Precious? Curse them! We hates them.” (2, p.269)
onomatopoeia, alliteration, sound symbolism

TTL. Vins ostfja gaisu un ik pa laikam spgji ievilka dvasu caur sakostiem zobiem, itin ka
ganidamies. Gollums paslgja galvu, un hobitiem norggojas, ka vin$ nosplaujas. Tad
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vins atkal rapas zemak. Tagad bija sadzirdama cérkstoSa un SnakulojoSa sodiSanas. —
Uhhh, ssss! Uzmaniess, dargumin! Ka vg&j$ skriesi, ka miets atdurssies. Kaklu tak
negrib&ssim nolauzt, vai ne, dargumin? Ng, dargumin — gollum! — Vin$ atkal pasl&ja
galvu, ménesnica sablisinadamies, un ar skubu aizmiedza acis. — lenizam, - vin$
ieSnacas. — Riebiga, riebiga, drebeliga gaiss-ssmaizspiego mis, dargumin, mumssim
actinas koz. Vins jau bija norapies pavisam zemu, un Snakona bija saklausama
pavisam skaidri. — Kur ir, kur ir mans darguminss, mans dargumin$s? Tas mumssim
pieder, mumssim, un mumssim to vajag. Zagli, zagli, smirdigie zagléni. Kur $ie ir, kur
aizsstiepusi manu darguminu? Noladetie! Ienizam. (2, p.252)

TTRI1. [JoHecnock ero COneHue, MOTOM OH 3J00HO 3alllHIie], TOYHO BBIPYTajCs, MOIHSII
rOJIOBY W Bpojie Obl CIUTIOHYI, HaKOHEI JABHHYJCS Jaibiine. M mocisimiancs ero
CKpUIIYYMM, CHIIBIA TroJIoc. - AXX, c-c-¢! OccTopoxHO, MOsi TpeeccTh!
[Mocnemmmmmp - IE CcCloMaclib, a MbI )K€ HE CCTaHeM JIoMaTh IS0, [,
npenecctb? He ccranem, mpenecets, - ropaym! - OH cHOBa TMOIHSJI TOJIOBY,
CMHUTHYJI W OBICTPO 3aKpbUl IJ1a3a. - HaMm OHa HEHaBUCCTHA, - IPOIIUIEI OH. -
Mep3kuii, MEP3KHiA, TPYCCIUBBIN CBET - €-C-C, - OHA MTOACMATPUBAET 32 HAMH, MOSI
npeseccTh, OHa cyercs Ham B mia3a. OH CHOYCTWICS €IIe HWXKe, M CHIUIOE
OOpPMOTaHHE CTAJIO CIBIIIHO COBCEM OTYETIMBO. - [ e ke OHO, TJe ero CIpsTaIH -
[Ipenects Moro, Moto [Ipeneets? D10 Hama [IpenecTh, HamIa, MbI IO HEH CKy4aeM.
Bopsl, Bopel, THycHble Bopumku. ['ne oHu crpstanuch ¢ moel IlpenecThro?
[Ipe3pennbie! HenaBucTtHbie!

TTR2. ...HekoTOpOe BpeMs OH MPUHIOXUBAJICS U cepAUTOo munesn. [Totom nonons aansiie, U
®poao ¢ Camom paccinbimanu: Cee! Oceropoknaee, Mos npesiects! Tumme eaems —
naneme Oyaemmsb. He cenem, He ciomail cebe mmero! — OH MOAHAT TOJIOBY,
B3IJISIHYJI Ha JIYHY U TYT ke 3axmypuics. — ['aakuii, raakuil cser! — 3ammmnesn oH.-
OH cenequt 3a Hamu! Y Hac OOJAT OT Hero riasa, ropaym, ropaym! Ilpomomkas
cryckatbes, [opnym mmnen Bc€ rpomue: - ['nme Hama mpenects? OHO HamIie,
Hamme, Mbl XotuM ero! Cee! Mep3kue Bopsl! Kyna onu noznesanu Hamny mpenecTs?
MEI XXX HeHaBUIUM !

(37) Gollum turned to the right, southward more or less, and splashed along with his feet
in the shallow stony stream. He seemed greatly delighted to feel the water, and
chuckled to himself, sometimes even croaking in a sort of song. (2, p. 278)
alliteration, onomatopoeia

TTL. Gollums, pédas plun¢inadams, aizmetas lejup pa seklo, olaino strautu. Udentin$ vinam
itin ka sagadaja varenu labpatiku, un vin§ zem deguna gurgulodams smgjas, reizumis
pat uzraudams tadu ka ¢erkstosu dziesmu. (2, p. 260)

TTR1. T'opnym cBepHyn HampaBo, Oojiee WJIM MEHEe K IOry, W 3alulenai 10 pOBHOMY
KaMeHHOMY JHY. Bosa eMy Obuta SIBHO OYEHb MpPHATHA, OH PAJOCTHO XUXUKAT H
Jla’ke MOKBAKMBAJI ce0e M0/ HOC HEUTO BPOJIE MTECEHKH:

TTR2. abridged

(38) In a chill hour they came to the end of the water-course. The banks became moss-
grown mounds. Over the last shelf of rotting stone the stream gurgled and fell down
into a brown bog and was lost. Dry reeds hissed and rattled though they could feel
no wind. (2,p.284) onomatopoeia




TTL.

TTRI.

TTR2.

(39)

TTL.

Salta pirmsausmas stunda vini nonaca vieta, kur strautin$ beidzas. Krasti parvertas
par ké€rpjiem noauguSiem ciniem. Parmeties pari pedgjai izdéd&jusas klints dzegai,
strauts burzgulodams iesiicas ravaina diikstT un pagaisa. Salkoja un ¢abgja izkaltusi
meldri, lai gan gaisa nebija ne v&ja pisminas. (2, p. 266)

B cThUIBI NpEeayTpEeHHUN Yac OHM MPBITaJd II0 MIIMCTBIM KOYKaM, a pyden
3a0y/ibKaJl Ha IOCIEIHEH POCCHIIM KaMEHHBIX OOJIOMKOB M KaHyJl B piXaBoe
o3epuo. lllenecTeny 1 NEPELICNTHIBAIUCE CYXHE KaMBIIIHA, XOTS B BO3AYXE HE
ObUIO HU JYHOBEHMSL.

...pydeil pasnwics, Hayal NETISATh B TOP(SIHUKAX, MEXAY MOPOCIIMMU MXOM
HEBBICOKMMH OeperaMu, TIOTOM C IUIECKOM TMEpeNuics dYepe3 TMOCIeIHUN
KaMEHHUCTBIN MOpOokKeK B 00Uakok ¢ Oypoil BoJ10i — U npormai. Beicoxime KkaMplu
CTPaHHO ILIEJECTENIH B HETIOJIBUKHOM BO3JIyX€.

Gollum would not move. He stood shaking and gibbering to himself, until with a
rush the wind came upon them, hissing and sharling over the marshes. The night
became less dark, light enough for them to see, or half see, shapeless drifts of fog,
curling and twisting as it rolled over them and passed them. (2, p. 290)
onomatopoeia, alliteration

Golums nepakustgjas. Vins stavgja, tricedams pie visam miesam un nesakarigi
gurgulodams zem deguna, lidz purvajiem pari $Snakdams un rilkdams atskréja
viesulis. Nakts tumsa izklida, un gaismas bija gana, lai vini redz&tu vai pa pusei
nomanitu bezveidigus miglas léverus, kas virmodami un mutulodami uzjumdijas
visapkart, aizraudamies v€jam lidzi. (2, p. 272)

TTRI1. T'opnym He aurancs. OH CTOsII, COTpsICasiCh, U 4TO-TO JieneTtayn. Berep c peBoM u

CBUCTOM OOpPYIIMJICS Ha O0JI0Ta, pacUIBBIPUBas KJIOYbsl TYMaHa, U BBICOKO B HeOe
MOKa3aJINCh pBaHbIe 00JIaka, a MEXIy HUMH 3a0JIMCTala JIyHa.

TTR2. abridged

(40)

TTL.

The marshes were at an end, dying away into dead peats and wide flats of dry
cracked mud. The land ahead rose in long shallow slopes, barren and pitiless,
towards the desert that lay at Sauron’s gate. (2, p. 293) alliteration

SlikSna jau teju beidzas, partapdama nedzivos kudrajos un plaSos izkaltuSu
saplésajusu dinu laukos. Zeme prieksa 1€zeni c€las uz augSu — kailas, skarbas
nogazes veda uz tuksnesi, kur$ plajas Saurona pievarté. (2, p. 274)

TTR1. bosiota KOHYMJIKCH, JabIIE TAHYIUCh TOP(SAHUKM U KOPOCTa pacTpecKaBIIeics

rpszu. K mep3octu 3amycrenus y CaypoHOBBIX BOpoT Benn JJIMHHBIE TOJIBIE
IIOJIOTHE CKIIOHBI.

TTR2. bonota KOHUMIUCHOE3KU3HEHHBIMU TOP(HSIHUKAMHU U PACTPECKABIIUMCS BBICOXILIUM

wioM. J[laneme, 10 cambix CaypOHOBBIX BOPOT, JieXKana Trojas KaMEHHCTas
IyCTOILb.
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(41)

TTL.

TTR1.

He woke, thinking that he had heard horns blowing. He sat up. It was now high
noon. The guards stood alert and tense in the shadow of the trees. Suddenly the
horns rang out louder and beyond mistake from above, over the top of the slope.
Sam thought that he heard cries and wild shouting also, but the sound was faint, as
if it came out of some distant cave. Then presently the noise of fighting broke out
near at hand, just above their hiding-place. He could hear plainly the ringing grate
of steel on steel, the clang of sword on iron cap, the dull beat of blade on shield;
men were yelling and screaming, and one clear loud voice was calling Gondor!
Gondor! (2, p.331) onomatopoeia, battle

No miega Sems uztriikas, itin ka padzird€jis taures skanam, un uzravas sédus.
Pusdienlaiks bija klat. Sargi koku paéna stavéja modri un saspringusi. Piepesi taures
ieskangjas vél jo sparigak — neparprotami kalna pasa nogazes koré. Sems domajas
padzirdgjis arT saucienus un neSpetnas klaigas, bet tas bija tikko saklausamas, itin ka
naktu no kadas talinas alas. Tad kaujas knada sac€las turpat blakus, tikai drusku
augSup no vinas sléptuves. Skaidri bija sadzirdams, ka Zvadz&dams un griezigi
Snirksteédams, triecas te€rauds pret téraudu, pret dzelzbruncepurém skindédami cértas
zobeni, asmeni buksk&dami sitas pret vairogiem, skangja klaigas un bréka, un visam
pari kads dzidri, skali sauca: - Gondora! Gondora!(2, p. 310)

[lpocHyncsi, cen W OrJsAeiCS: COJHIIE  CBETWJIO  BOBCKHO W MEKJIO
HEMHJIOCEPIHO, UX CTPaKU 3aMepiIl HadeKy B TEHH JAepeBbeB. Pora 3aTpyOmmm
rpoMYe - M COBCEM HEMojajeKy, Ha rope. CoMy MOCHBIIIAIUCH OOCBOW KIUY U
JUKHUEC BOIIJIM, HO 3TO IIoAaJIbIIC, CJIIOBHO H3 KaKOM-TO 11(S11(50) Y8 IToTom rpoxoT
OUTBBI JOKATUIICS IO HUX - Ka3aJIOCh, AepyTcs moutu pagoMm. Cranb ckpexerana o
CTajlb, M€Y CO 3BOHOM Bp}I6aJ'II/ICB B JKCJIC3HBIC NUJICMbI U TJIYXO YyAapsAiln O
[IUTHI, KPUKU MEIIAIHCh C OTYASHHBIM BH3TOM, U PAa3HOCUJICS TPOMO3BYUHBIH
kimy: ['ongop! I'ongop!

TTR2. abridged

(42)

TTL.

Even as he spoke the sun sank, and the fire faded in the flowing water. (2, p. 349)
alliteration

Kameér vins runaja, saule noslidgja aiz apvarsna, un uguns tidens priekSkara apdzisa.

(2, p. 326)

TTR1. ConHie 3akaTuiioCh, ¥ TOMEPKJIa BOJSTHAS 3aHABECH.

TTR2. abridged

(43)

TTL.

The light faded from the cave door, and the grey veil of falling water grew dim and
was lost in gathering shadow. Always the sound of the water went on, never
changing its note, morning or evening or night. It murmured and whispered of
sleep. Sam stuck his knuckles in his eyes. (2, p.351) rhythm

Alas mute apdzisa, Gidenskrituma pel€kais aizkars ietinas kré€sla un saplida ar
biezgjoso tumsu. Udens gan caloja, ka calojus, - vienadi vienmul$, vai rits vai
vakars, vai nakts. Murdgja un pieCukst€ja miegu. Sems sparigi izberzgja acis. (2, p.
328)

16



TTRI1.

N aumbp MOHOTOHHBIM IIYM M TEpEIIeCK TMaJaronied BOAbI HE CMOJKal HU
BEYCPOM, HH HOYBIO, HU yTpoM. bopmoranue u xypuyanue yoOarokuBanio, u Com
SPOCTHO MPOTEP IJ1a3a KyITaKaMHu.

TTR2. abridged

(44)

TTL.

TTRI. -

‘Not that way! No, not that way!” whispered Gollum, but the breath between his
teeth seemed to tear the heavy stillness like a whistle, and he cowered to the ground
in terror. (2, p. 389) onomatopoeia

- Turp n&€! NEg, n&, ne jau turp, - Gollums iecukstgjas, bet atvaldita elpa, izlauzdamas
caur zobiem, stingo klusumu satricingja itin ka svilpiens, un vin$ Sausmas pieplaka
pie zemes. (2, p. 363)

He crona! Her, Tonbko He ctona! - mpomientan ['opiaym, HO €ro HIMIEHHE CKBO3b
3yObl CBHCTOM TIPOpE3aio OE3MOJIBHE,  OH B Y)Kace OpOCHIICS Ha3eMb.

TTR2. — He crona! Her, Her, He ctona! — mpommnen ['opiym, HO TyT ke, UCITyTaBIINCH

(45)

TTL.

TTRI1.

TTR2.

(46)

COOCTBEHHOI'O I0jI0Ca B ATOH MepTBOﬁ TUIINHE, 3aKaJl pOT PyKaMH U IIpUIlal K
3CMIIC.

But it was too late. At that moment the rock quivered and trembled beneath them.
The great rumbling noise, louder than ever before, rolled in the ground and echoed
in the mountains. Then with searing suddenness there came a great red flash. (2, p.
391) onomatopoeia, alliteration

Bet bija jau par velu. Tiesi tobrid klints zem kajam iedreb€jas un saligojas. Zemi
satricinaja dobja ribona, vél nepieredzeti skala, un atbalss grandédama aizvélas pari
kalniem. Tad piepesi apzilba acis — noskida sarkana uguns. (2, p. 365)

Ho 6b110 n031HO. YTec noJ HUMU COAPOTHYJCS. TsSKKO€ IPOMBIXaHHE, TOpa3io
ryjye MpeXxHero, MPOKaTUIIOCh MO JOJIMHE U OTAAIOCh B Topax. Bapyr He6o Ha
CEBEPO-BOCTOKE O3apuja 4YyJOBHILIHAs OTHEBas BCHBIIIKA, W HU3KHE TYy4d
OKpacHJINCh OarpsHIIEM.

Ho 6b110 yxe no3ano. Ckana 1moj HUMHU COJIPOTHYJACh, MO 3eMJIEN MPOKaTHIICS
JOJITMA Tyl, W B TOpax oOTO3Bajoch 3X0. IloTOM BHE3amHO BCIBIXHYJIO
OCJIENTUTENIbHOE 3apEBO. . .

Then came a great crack of thunder. And Minas Morgul answered. There was a
flare of livid lightnings: forks of blue flame springing up from the tower and from
the encircling hills into the sullen clouds. The earth groaned; and out of the city
there came a cry. Mingled with harsh high voices as of birds of pray, and the shrill
neighing of horses wild with rage and fear, there came a rending screech,
shivering, rising swiftly to a piercing pitch beyond the range of hearing. The
hobbits wheeled round towards it, and cast themselves down, holding their hands
upon their ears. As the terrible cry ended, falling back through a long sickening
wail to silence, Frodo slowly raised his head. (2, p.392) onomatopoeia, alliteration
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TTL.

Tad apdullino$i nodard€ja pérkons. Un Minasmorgula atsaucas. Noskida zilbalti
zibeni — gaiszilas stréles no torna un kalniem visapkart aizplaiksnijas satumsusajos
padebesSos. Zeme ievaid€jas, un no pils€tas atvilnija klaigas. Sajaukdamas ar
skaliem, plésigu putnu balsim lidzigiem k&rcieniem un saniknotu, parbiedétu zirgu
griezigajiem zviedzieniem, visam pari pacélas sirdi plososa, trisosa, Sausminosa
kaukona — ar katru bridi arvien spalgaka, lidz vairs nebija ar ausi saklausama.
Hobiti, pacirtuSies uz pils€tas pusi, nokrita garSlaukus, ausis ar plaukstam
aizspiedusi. Baigais kliedziens partapa stieptas Skebigas gaudas, tad noklusa, un
Frodo piesardzigi pacé€la galvu. (2, p. 365)

TTR1. Munac-Mopryi oTO3BaJICs: yIapwik B HeOeca JMIOBBIE MOJIHUH, BCIAPhIBas Ty4d

TTR2.

(47)

TTL.

TTR1.

TTR2.

(48)

TTL.

TTR1.

TTR2.

CHMHEBATHIM IJITaMEHEM. 3eMJIsl 3aCTOHANA, U UKW BOIUIb pa3ialics U3 KPEMOCTH.
B HEeM ciplanuch XpUILIbe KPUKH TOYHO OBl XUIIHBIX MTHUIl U OCHICHOE PyKaHUE
APSIIMXCS B UCIIYre JIOIIAJAEH, HO BCE 3ariymian JEACHSIIMN MNPOH3UTEIbHBIN
BOM, CTaBIIMNA HEAOCTYMHBIM CIyXy M Tpememymuid B Bo3ayxe. XoOOHTOB
MNPUIIOJHSAJIO M IIBBIPHYJIO O3€Mb, OHU 3aXalW yIIW pyKamu. Boil cmeHuscs
JONTUM 3700HO-YHBUIBIM BH3TOM, M, KOTJa BCe CMOJKJIO, Dpoao MeaaeHHO
MIOJHSLT TOJIOBY.

[Totom pasnancs ormymuTenbHbli rpoxot. 1 Munac Mopryn orserun! U3 Gaminun
K HeOy pBaHYJIUCbMEPTBEHHO-CEpble MOJIHMHM. 3eMisl 3aryjena, U3 KpernocTu
JoHeccss croHynwmi ckpun. [lorom, mMOKpbIBasg Bce Apyrue 3BYKH, Ha HHX
oOpyuImics Ayniepa3Iuparolinii Bomib. X000UThl puaHyaucs ObUIO OCHKaTh, HO
PYXHYJIU Kak IOJKOIIEHHbIe, 3akuMas ymu pykamu. Korjma crpamHblii KpHUK
CMOJIK, OKOHUMBIIHUCH POTSKHBIM CTOHOM, Ppo0 MENJIEHHO MTOIHSAI TOJIOBY.

They had gone more than a few yards when from behind them came a sound,
startling and horrible in the heavy padded silence: a gurgling, bubbling noise, and a
long venomous hiss. (2, p. 409) onomatopoeia, alliteration

Hobiti nebija pasperusi vél ne desmit solus, kad aiz muguras, spiedigaja,
smacg€josaja klusuma piepeSa un baismiga, atskang€ja klunkstoSa Zlurgstona un
stiepts, indigs $naciens. (2, p. 381)

I[pyrI/IM MpoXoJA0M OHH HE np066>1<an1/1 " IBYX Ca)KeHeﬁ, KakK C3au IOCJIbIIalIOCh
HEBBIHOCUMO JXYTKOC B IIJIOTHOM 6e3313yq},e YPYaHbE, 6VJ'II>KaHI>€ u JlOJ'IFPIfI,
IIUIISIIAN IPUCBUCT.

He ycmenm oHM mpolTHM W JBaalaTH SAPAOB, KaK WX TMPUTBO3IAWI K TIONY
HEOXXUJAHHBI W TYyrarolyMid B OTOM JAYIIHOW THUIIMHE 3BYK: Kakoe€-TO
3axn€0bIBaroIeecs: OyJIbKaHbe | SIIOBUTOE ITUIEHUE HABUTAIOCH HA HUX.

The bubbling hiss drew nearer, and there was a creaking as of some great jointed
thing that moved with slow purpose in the dark. (2, p. 410) onomatopoeia

Zlurgsto$a $nakona tuvojas ar ¢ikstonu, it ka pa tumsu Surp 1énam, bet apnémigi
raptos kaut kas milzigs un no posmiem un gabaliem kopa salikts. (2, p. 381)

bmmxe pasgaiiCh IIUICHBE, XJIIOMMAHLBE U TUXUM CKpUII C IPHUILIEIKOM - TOYHO
YTO-TO CYCTaBUYATO-UJICHUCTOC MCAJICHHO CBCINIIOCH BO TbME, UCTOYAasd CMpal.

BVJ'IBKaIOH_[ee OIMIICHUEC HpI/I6J'II/I)KaJ'IOCB. Omno COIIPOBOXKAAIOCE HCIIOHATHBIM
CKpPHUIIOM, CJIOBHO BO MpPAaKC MCIAJICHHO ABUTAJIOCH YTO-TO 6OHI:H_IOC, CyCTaB4aToc.
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(49)

TTL.

Great horns she had, and behind her short stalk-like neck was her huge swollen
body, vast bloated bag, swaying and sagging between her legs; its great bulk was
black, blotched with livid marks, but the belly underneath was pale and luminous
and gave forth a stench. (2, p.417) Shelob

Vinai bija vareni ragi, un aiz 1sa, stublajam lidziga kakla vilkas milzigs, uzblidis
rumpis — lumigs, pietiicis maiss, kas nokaradamies ligojas starp kajam. Tas bija
melns, ar zilganpelekiem traipiem izraibinats, bet pavédere vidgji balgana, spidosa
un izvirda smirdonu. (2, p. 388)

TTR1. Poraras romoBa Topyaiga Ha TOJICTOM IIEHHOM cTeOje, a TYJIOBO €€ OrPOMHBIM

TTR2....

(50)

TTL.

pa3ayThIM MELIKOM MOTAJIOCh MEKY BOCbMH KOJIEHYAThIX HOT - CBEPXY YEPHOE,
B CMHEBAThIX MATHAX U MOTEKax, a Oproxo Oenecoe, Tyroe U BOHIOYEE.

CBOOOHO Bpallaschb BMECTE C TI'OJOBOM, YKpalleHHOM Iapoil poros, Ha KOPOTKOMN
TOHKOM miee. Jlamplie IMOKaYMBAJIOCh HA COTHYTHIX Jamax OIPOMHOE, B3IyTOE
TYJIOBHIIIE — YyJOBUIIHBIN YEPHBIA MEIIOK C MEPTBEHHO-CHHUMU IISITHAMH H ¢1a00
CBETSLIUMCS OPIOXOM.

A sweet fountain played there in the morning sun, and a swart of bright green lay
about it; but in the midst, drooping over the pool, stood a dead tree, and the falling
drops dripped sadly from its barren and broken branches back into the clear water.
(3, p. 10) alliteration

Tur rita saulé miligi rotajas struklaka, ko apjoza koSizal§ zaliens, bet pasa vidu pari
akmens tvertnei lika nokaltis koks, un lejup rasojosas lases pa ta nedzivajiem un
apliizusajiem zariem skumigi ritgja atpakal dzidraja tideni. (3, p. 22)

TTR1. [Toogane Ha sApKO-3€JIEHOM JYry UCKpuics (OHTaH B Jy4yax YTPEHHETO COJHIA, U

MOHMKIJIO HaJ BOJAOW MCCOXILIEE NEpPeBO, CKOPOHO PpOHSAS Kallld C  TOJBIX
00JIOMKOB BETBEH B IIPO3pPAavHOE 03€PILIO.

TTR2. 3a apkoii OblT ABOpP, BBHIMOIIEHHBIH OesibIM KaMHEM, U ()OHTaH, MCKpALIMHCA Ha

(51)

TTL.

COJIHIIE BecenbiMH Onmkamu. Bokpyr pocia spkas 3enéHas TpaBa, HO PSIOM,
CKJIOHUBIINCH Haj yamed (oHTaHa, CTOsUI0 MEPTBOE, 3aCOXIIEe NEPEeBO, M KaIlld
BOJIbI CTEKAJIU C €T0 I'OJIbIX BETBEH, KaK CIE3bI.

Then suddenly there was a tumult of fierce cries. Horsemen of the enemy swept up.
The lines of fire became flowing torrents, file upon file of Orcs bearing flames, and
wild Southron men with red banners, shouting with harsh tongues, surging up,
overtaking the retreat. And with a piercing cry out of the dim sky fell the winged
shadows, the Nazgul stooping to the kill. (3, p. 89) onomatopoeia

Tad pepesi sacelas negantu kledzienu vétra. Ar joni uzbruku ienaidnieka jatnieki.
Liesmu tércites partapa bangojoSas up@s — nebeidzamas rindas tur naca orki ar
lapam un mezonigi dienvidnieki ar sarkaniem karogiem, piesmakuSiem saucieniem
uz lipam, bégliem gazdamies arvien tuvak. Un ar stindzinoSu kaucienu no
melnajam debesim lejup gazas sparnotas €nas — nazguli, krizdami stavus lejup, péc
upura likodami. (3, p. 99-100)
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TTR1. 1 Bapyr pasnmaincs SpoCTHBIN, OTJTYHIUTENbHBIM peB. Tydel HameTenu BpaKecKue

TTR2.

(52)

TTL.

BCaAHUKU. CTpyM CIMJIUCh B OTHEBOM MOTOK - TOJIIIA 3a TOJIIOW BaJMIIU OPKH C
(akenamu, o3Bepesble I0KaHE C KPacCHbBIMM 3HaMEHaMM; BCE OHU JMKO OpaH,
OOroHsst, OKpyas orcrynatomux. Ho paxke MX op 3ariaylliwid IPOH3UTEIbHBIE
BOIUIM U3 TEMHOIO IOJHEOEeChs: KpblaaTble NMPU3PAKH, HA3CYNbI, YCTPEMUINCH
BHU3 - yOUBaTh.

Bcero Heckonbko BcagHukoB! BoT OHM CHOBa pa3BEpHYJIUCh, BCTpedas
npecnenoBarenei. [lepes HUMU BOJIHOBAJIOCH HACTOsIIee OrHEHHOE mMope! Psan 3a
pAAOM I OpKU ¢ ¢akelamu, OTIYIIUTEIbHO Opald JUKHE IOXKaHe,
pa3MaxMBaBIIME KpacHbBIMU 3HamMEHamMu. Bparm BOT-BOT MOIVIM OTpe3aTh H
OKPYXHTh OTCTYITABIINX TOHJOPIIEB, U B JOBEPIICHUE KO BCEMY, C TEMHOTO peda C
JyIIepa3IuparoiM BOILIIMHA OOPYIIMIINCH KPbLJIAThIe HA3TYIIbI.

The drums rolled and rattled. With a vast rush Grond was hurled forward by huge
hands. It reached the Gate. It swung. A deep boom rumbled through the City like a
thunder running in the clouds. But the doors of iron and posts of steel withstood
the stroke. Then the Black Captain rose in his stirrups and cried aloud in a
dreadful voice, speaking in some forgotten tongue words of power and terror to
rend both heart and stone. Trice he cried. Trice the great ram boomed. (3. p. 99)
onomatopoeia, battle

Iedimdg&ja un ierib&ja bungas. Milzigas ketnas ar joni grida Grondu uz prieksu.
Piegriida pie vartiem. leSiipoja. Pari pils€tai aizvélas dobjs ribiens, it ka padebeSos
biitu nograndgjis perkons. Tacu dzelzs varti un teérauda stabi triecienu iztur&ja. Tad
Melnais karakungs, piepacélies kapslos, baigi iekliedzas, kada sen aizmirsta méele
skaitidams speka un Sausmu vardus, kas satriec gan sirdi, gan akmeni. Trisreiz vins
nokliedzas. Trisreiz noribgja lielais tarans.

TTR1. Onsre 3arpoxoTanu 6apaGanbl. YenryiiuaTsle JJAMUIIK PHIBKOM NOATSAHYIU ['poHa K

BOpPOTaM M C pa3Maxy yaapuiu B HUX. Kazanocs, rpom U3 mnoaHeOechs packaTuiics
no ropoay. Ho 4yryHHble CTBOpBI M CTajlbHbIE CTOJIOBI BhIAEpkanu yaap. Torna
UYepnsiii [Ipensoautens NpUBCTaNI B CTPEMEHAX W TI'POMOIVIACHO  BBIKPUKHYII
3aKIATbE HA HEBEIOMOM S3BIKE; JKYTKHE CIOBa €ro HaJIpblBaId AyIIHM U
pacKaJIbIBajIy KaMEHb. TPpHK/bl BO3ONWI OH, TPHIK/IbI TPAHYJ TapaH, U TPETUHN yJaap
BHE3anHO cokpyiw Bpara ['onnopa.

TTR2. CHoBa rpoxaynmu OapabaHbl. ['poHa peiBKOM ABUHYJICS. OTpOMHBIE PYKH TPOJUICH

(53)

Ka4HyJIU ero, 1 Ha BopoTa oOpyumiics nepsbiit yaap. Kazanocs, conpornysncs Bech
['opon, HO nAepeBO W cTanb BblaepKanu. UYEpHBIM NpeABOAUTENb NPUBCTAT Ha
CTpPEMEHaX, M HaJl PaBHUHOM TPOEKPATHO IPO3BYHAJIO JApeBHEE 3akinHaHue. Hu
KaMHHU, HU JIIOAM HE B CHJIaX ObUIM MPOTUBOCTOSTH eMy. Tprkasl yaapui B Bopora
Tapas;

Green and long grew the grass on Snowmane’s Howe, but ever black and bare was
the ground where the beast was burned. (3, p. 119) alliteration

TTL. Kupla un lekna zaloja zale uz Baltkrépja kapukalna, toties vieta, kur uguni tika atdots

nezvers, uz laiku laikiem palika melna un kaila. (3, p.130)

TTRI1. Beicokoil U MBIIIHON TpaBOO IMOPOC 3TOT XOJM, @ HA MECTE COMOKEHUS UyIuIa

HaBCCTAa OCTAJIaCh YCPpHA IMPOIIJICIIHNHA.

TTR2. Ha stoii Moruie TpaBa Bceraa Oblia 3eMEHON W TBIITHOW, a MECTO, TJE COXKIJIH

YyOO0BHIIIEC, BCEraa OCTaBajlOCh YCPHBIM U 0e3KU3HECHHBIM.
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(54)

TTL.

And now the fighting waxed furious on the fields of the Pelennor; and the din of
arms rose upon high, will the crying of men and the neighing of horses. Horns were
blown and trumpets were braying, and the miimakil were bellowing as they were
goaded to war. (3, p. 120) onomatopoeia

Cinas pelennoras klajumos iesvélas arvien negantakas, talu aizskangja ierocu skinda
un karotaju klaigas, zviedza zirgi. Dziedaja ragi, kérca taures, bauroja mimaki,
trenkti kara spelté. (3, p. 131)

TTR1. Bce sipoctheli pasropanack O6utBa Ha [leneHHOpPCKOW paBHHMHE, W JANEKO OBLI

CJIBIILICH TPO3HBIM I'YJl CpaKE€Hbs: HEUCTOBO KpHYAJIU JIIOAM U OCIIEHO prKalu
KOHH, TPyOHIIN pora, rpeMeny TpyObl, PEBEIH pa3bspeHHbIC MyMAaKH.

TTR2. SlpoctHas OuTBa cHOBa pasropenach Ha noysix llemenopa. JIS3r opyxusi, KpUkd

(55)

TTL.

TTRI1.

TTR2.

(56)

TTL.

TTRI1.

JIOJIEH, KOHCKOE PXKAHUE MEPEKPBIBAIN 3BYKH POTOB U FPOXOT 0apabaHOB, 3BEHENIN
KOJIOKOJIbIIAMU MYMAaKH, MOJCTpeKaeMble K O01O.

Looking back they saw the dome of the house crack and smokes issue forth; and
then with a rush and rumble of stone it fell in a flurry of fire; but still unabated the
flames danced and flickered among the ruins. Then in terror the servants fled and
followed Gandalf. (3, p. 132) alliteration, onomatopoeia

Atskatijusies visi tris ieraudzija kapenu kupola paveramies plaisas, pa tam izvirda
dimi. Tulin, akmeniem ar ribonu kritot un veloties kupols iebruka uguns spelte,
tomér liesmas neapdzisa, bet joprojam 1€kaja un Saudijas starp gruvesiem. Tikai tad
parbijusies kalpi deva kajam valu un muka nopakal Gendalfam. (3, p.143)

OOGepHyBIINUCH, OHU YBHUJEIH, YTO KYIOJ CKJEMa pacceyics, Hu3Bepras KiyObl
neiMa. C rpoxoToM oOpymimiack KaMeHHas Tpy/ia B OYIIYIOIUN OTOHb, HO TIaMst
HE yracijo, 1 A3bIKM C€ro Ijicain K B3BUBAJIMCH ITOCPEAN pa3BaJIMH. JInms TOoTAa
CIIyTH BCTPENEHYIUCh U, MOAHSIB TPYIIbI, MOCHEIIUIN Beien 3a [ suaanbhom.

abridged

There came along rolling of great drums like thunder in the mountains, and then a
braying of horns that shook the very stones and stunned the men’s ears. And
thereupon the door of the Black Gate was thrown open with a great clang, and out
of it there came an embassy from the Dark Tower. (3, p. 171) onomatopoeia

Ta nu tiesi tobrid, kad kara kungi jau grasjjas griezties atpakal, klusuma piepesi
kalnos ar joni pérkondimdosi ierib&jas bungas un iekercas ragi, ta ka visiem t&ju
ausis parplisa. Un tilin, skali noSkindédami, Melnie varti atspraga plasi vala un pa
tiem lauka izjaja Tumsas torna siitni. (3, p.181)

W xorpa BOXIM coOHMpanuch MMOBEPHYTh Ha3all, THUIIMHY BHE3AaIHO HAPYIIWII
IPOXOT  OrpOMHBIX OapabaHOB, OyATO TOPHBIA 00BN, OTTYIIMTENIBHO B3PEBEIH
pora, coTpsAcasd KaMHH IOJ Horamu. HakoHen ¢ Js3roM pacnaxHysach ABEpb
nocpenuHe YepHbeix Bopor, u orryzaa Beinuio nocossetBo bapan-/lypa.
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TTR2.

(57)

TTL.

Bcagnuky yxe pemmiad MOBEpHYTh OOpaTHO, HO B ATOT MHI pa3lajics POKOT
O0apaGaHOB, OrJIymMTENbHO B3peBenu TpyOel. Cpennue cTBOpHl  Bopor
pacmaxHyJauch U BBITYCTUIU MocosibeTBO UEpHoit KpenocTu.

The rocky walls of the path were pale, as if seen through a mist, but still at a
distance he heard the bubbling of Shelob in her misery; and harsh and clear, and
very close it seemed, he heard cries and the clash of metal. (3, p.183)
onomatopoeia, alliteration

Celmalas klintis tinas itin ka migla, tale kur satriekta buldur&ja $iloba, bet tepat
lidzas asi un skaidri atskangja kliedzieni un metaliska Skindona. (3, p. 191)

TTR1. Ilo6nennenu, CIOBHO MOTOHYJIM B TyMaHe, YTEChI, 3aTO JIOHECIHCh KJIOKOYYIIHE

credanus [lleno0 u coBcem YK UYCTKO, PE3KO, HYTb UYTO HC PsAAOM MMOCIBIIIAINCH
APOCTHBIC KPHUKHU U JIA3T OPYIKHA.

TTR2. HO MHp CIOBHO BBIIBET W MOAECPHYJICS IBIMKOW. M37amy MOHOCWIMCH CTCHAHWS

(58)

TTL.

TTR1. ..

paHeHoﬁ LHen06, HO UX 3arjiymiajid KpUukKy U JIA3r METaJlJIa.

...cried Frodo once again behind him. The will of the Watchers was broken with
suddenness like the snapping of a cord, and Frodo and Sam stumbled forward. Then
they ran. Through the gate and past the great seated figures with their glittering
eyes. There was a crack. The keystone of the arch crashed almost on their heels, and
the wall above crumbled, and fell in ruin. Only by a hair did they escape. A bell
clanged; and from the Watchers there went up a high and dreadful wail. Far up
above in the darkness it was answered. Out of the black sky there came dropping
like a bolt a winged shape, rending the clouds with a ghastly shriek. (3, p. 203)
onomatopoeia

Frodo ar Semu ka sapiti ravas uz priekSu. Tad laidas skrieSus — cauri vartu jomam
un garam varenajiem t€liem, kas tup€ja gailoSam acim. Kaut kas nobrikské&ja. Arkas
sturakmens triecas pret zemi un saSkida, t€ju atSkaldams abiem pap€Zus, vartu velve
iebruka un sakrita gruveSos. Vini izglabas par mata tiesu. Noskend&ja zvans, un no
vietas, kur zem drupam bija aprakti Glunas, pret debesim pacélas spalgas un
Serminosas gaudas. Augstu padebeSos atskan€ja atbildes kauciens. No melnas
tumsas lejup ka bulta §avas sparnota &na, makonu valus ar stindzinoso kliedzienu
Skeldama ka ar nazi. (3, p. 211)

.BOCKJIMKHYJN T03a1u Hero ®poxo. U yapel BApYr pacnaiuch, TOYHO JIOMHYBIIAs
nens; Ppoxgo u CsoM, CHOTHIKAsCh, CTPEMIJIaB IMpolexald B BOPOTa, MHMO
CornsinataeB, 3100HO CBEpKHYBIIMX  MEPTBBIMM TJlazamu. Paszpmancs Tpeck:
3aMKOBBIi KaMeHb apKuh TpSHYJICS 03€Mb, 4YyThb HeE NPHAAaBUB OETJIEOB, U,
pacchlnasich, oOpylImiIach CT€Ha HaJd BOPOTaMH. XOOOWTHI YIENETu YYIOM.
Ynaapun konokon, u auko B3BbuM  Cornggatan. OXOM  OTO3BAJIUCH TEMHBIE
HeOeca: OTTy/la KOPITYHOM YCTpEMUIach BHH3 KpbLIaTash T€Hb, W KYTKUH BOILIb
ee, Ka3aJoCh, pa3pbIBall Ty4H.

TTR2. — BocknukHyn u @pono, mar B mar uasg 3a Caomom. Bomnst Ctpaxkelt ncuesna Ha 3TOT

pa3 Tak BHE3aITHO, CIIOHO JIOMHYJa cTpyHa, 1 ®poao ¢ CaMOM 4yTh HE TOBATHINCH
Ha 3emunt0. IloToM OHHM cTpemriiaB puHyJMCh B BopoTa MUMO OIpOMHBIX CHISIIUX
M3BasTHUM CO CBEpKAIOIIMMM T1azamu. Pazgancs tpeck. Bep3Huii 3aMKOBBIN KaMEHb
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(59)

TTL.

TTR1.

TTR2.

(60)

TTL.

TTRI1.
TTR2.

CBOZIa OOPYIIMIICS UM TIOYTH HA IMATKH, U CTEHA PyXHYJA, PACCHINAsACh OOJIOMKaMHU.
OHM 4yIOM YCKOJB3HYIH OT THOenu. 3a3BOHMI KOJIOKOJ, 1 CTpaku pa3pazuinch
IPOH3UTENBHBIM, JKaJOOHBIM KPUKOM. BBICOKO BBEepXy M3 Mpaka MOCIHBIIIAICS
orBeTHBIN kpuk. C uépHOro Heba, Kak MOJHUS, yIajia KpbulaTas T€Hb, pa3phbiBas
TY4H JICACHSIINM YTy BOILUIEM.

...Frodo and Sam dashed along the bridge; but they had hardly reached its further
end when they heard the hue and cry begin. Away behind them, now high above on
the mountain-side, loomed the Tower of Cirith Ungol, its stones glowing dully.
Suddenly its harsh bell clanged again, and then broke into a shattering peal. Horns
sounded. And now from beyond the bridge-end came answering cries. Down in the
dark trough, cut off from the dying glare of Orodruin, Frodo and Sam could not see
ahead, but already they heard the tramp of iron-shod feet, and upon the road there
rang the swift clatter of hoofs. (3, p. 205) onomatopoeia

Frodo un Sems, izmisuma dziti ar joni $avas tiltam pari, bet, tikko paguvusi tikt vina
gala, padzirdgja trauksmes kliedzienus un knadu. Talu aizmugurg, tagad augstu kalnu
korg, slgjas siritungolas cietoksna blavi vizoSie miri. Piepesi atkal spalgi noskindgja
zvans, tacu Soreiz nerimas un ka sajucis sitas atkal un atkal. Iekércas ragi. Un tepat,
Seit tilta gala atskangja atbildes saucieni. T€, dzili aiza, kur neiespiedas Orodruina
mironiga blazma, skats necik talu nesniedzas, tomér Frodo un Sems it labi sadzird&ja
pret zemi dipam apkaltos zabakos ieautas kajas, bet prieksa uz cela ieklabgjas pakavi.
(3, p. 213)

®pono u CoM ONpOMETHIO KMHYJIUCH TI0 MOCTY; YK€ HalleKO I03aAH, Ha YCTYIIE,
Bbicwiiack OamHs Kupurt-YHrona, nobneckuBaBiias KaMeHHOU yenryeil. BHe3anHo
BHOBb yJapuil KOJIOKOJ M 3arpeMell, He cMojkas. 3arpyounu pora. M3-3a mocta
JIOHECTUCh OTBETHbIE KpUKU. MepkHymue orcBeTbl OTHEHHOW TOpbl B KOTJIOBUHY
HE NMPOHUKAIH, U MIOKAa HUKOTO He ObIJIO BUHO, TOJIBKO BCE OJIMXKE CIBIIIAICS TPOXOT
KOBAHBIX Calor ¥ TOMOT KOIBIT.

N3 nocaenuux cun @poao u CoMm KUHYIUCH K MOCTY, HO HE YCIIEH NepedexaTh ero,
KaK 1o3aau pasfanuch Kpuku U mwyM. Kpemocth Oblia yke Aaieko, €€ TYCKIIO
CBETHBILHECS OKHA YyTh BHJHEJNWCh. TaM CHOBa yJIapui XPUIUIbIA KOJOKOI M
pacKaTuiICsl OTJYIIUTENbHBIM TPE3BOHOM. 3aTpyOmnu pora. Jlaneko 3a MOCTOM UM
OTBETWJIM KpPUKHU. B TEMHOH Jl0IMHE, OTpe3aHHble OT racHymux oraed OpoapyuHa,
®pono u CoM HUYEro HE BUAEIU BIEPEIH, HO YK€ CIIBIIIATU TOMOT MKEJIE3HBIX
0aIIMaKoB, a 1o Jopore IpoOHO MIENKAIHN MTOIKOBBL.

The night seemed endless and timeless, minute after minute falling dead and adding
up to no passing hour, bringing no change. (3, p. 232) alliteration, assonance

Nakts vilkas bezgaliga, laiks Skita ka nolémeéts, stingas rit€ja minttes, stundas ta ar1
nesakradamas, viss palika, kads bijis. (3, p. 241)

Ka3zanocs, Bpems 3amepiio, U IieTIeHeNl OJUH U TOT e IIyXOH Jac.

Houb TaHynace u TsHynach 6€3 KoHIa.
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(61)

TTL.

Towers fell and mountains slid; walls crumbled and melted, crashing down; vast
spires of smoke and spouting streams went billowing up, up, until they toppled like
an overwhelming wave, and its wild crest curled and came foaming down upon the
land. And then at last over the miles between there came a rumble, rising to a
deafening crash and roar; the earth shook, the plain heaved and cracked, and
Orodruin reeled. Fire belched from its riven summit. The skies bursts into thunder
seared with lightning. Down like lashing whips fell a torrent of black rain. And into
the heart of the storm, with the cry that pierced all other sounds, tearing the clouds
asunder, the Nazgul came, shooting like flaming bolts, as caught in the fiery ruin of
hill and sky they crackled, withered, and went out. (3, p. 241) onomatopoeia,
alliteration, sound symbolism

Torni sagazas, kalni sagruva, muri brukdami sabirza un izskida, pret debesim
pacglas vareni, mutulojosi dimu un tvaika stabi, 11dz sakrajas milzu vala, kas gazas
zemei pari ka nevaldams vilnis ar bangainu un putojosu kori. Un tad pari visam tam
judzém Surp biedrot atskréja dimdona, kas parauga apdullinosa ribona un dardona.
Zeme saligojas, piepac€las un ieplaisdja, un Orodruins sagrilojas. No ieSk&ltas
virsotnes izvirda uguns. Debests iedardgjas perkons un noskida zibeni. Ka pletnes
cirtienu krusa lejup sitas melna lietus gaze. Un no negaisa mutula ar kliedzieniem,
kas parskangja it visu citu, ka liesmojosas bultas, lejup $avas nasguli, padebesus
paSkirdami, un ietikuSi sprukas starp uguns kalna gruveSiem un debesim,
spréegadami sadega un pagaisa. (3, p. 249)

TTR1. [Maganu OamHM, W OOBAJMBAIMCH TOPBI, B TPax pPAaCCHINTAINCH CTEHBI, JIbIM H

napbl CIOJI3AIMCH OTPOMHBIMU KJIyOamu, 1 MYTHBIA Baji, B3AbIMasCh 10 HeOec,
BCKMIIENT M OOpYIIMJICS HA paBHMHY. [/pokaTuics Tyl, HapacTas, pa3paxasch
PEBOM U 2pOoXOToM. 3emiid nompeckanach. OPOAPYUH coOpocHYics, W €ro
packoJioTasi BEpIMHA W3BEPrjia IUIAMEHHBIA TOTOK. [ psHYI 2pOoM, 3amoJibIXalld
MOJIHUH, XJIecmH)J TEMHBIN JuBeHb. M B cepeiiHy OTHEHHOTO MECHBa, BCIIapbIBast
TY4d HAJIPBHIBHBIM BOEM, BOH3WJIMCh, KaK YEpHBIC CTPENbl, MPUMUYABIINECS
KonbleHocbl, BCOBIXHYIIN, UCTIEIHN U CTUHYJIN.

TTR2. baan pyxHYyNH, U TOPBI OOBAMIINACE, CTEHBI PACMIAINCH, OTPOMHBIE CTOJIOBI AbIMa

(62)

TTL.

U Tmapa pocid BCE BBILIE W BbINIE, MX BEPIIMHBI H30THYJIHMCh, Kak TIpeOeHb
KOJIOCCAJIbHOM BOJIHBI, 3TOT I'peOeHb BCKUIIEN M Majl Ha paBHUHY. Bcé€ mokpeum
OIJIYUIMTENbHbIE PAcKaThl 2poMa: 3€MII 630PO2H)A, PABHUHA 6CKOIbIXHYIACL W
nouuia mpemuHamyu, OpoapyuH OemeHo ecmpsxuyno. W3 ero passepsuieiics
BEpIIMHBI yrapuwio 1uiamsi. HeGeca B3opBainch B gpoMe, MCCEYEHHOM MOJIHUSIMHU.
W3 Ty4 MCHONMHCKUMHM OWYaMU Xxrecmanu TOTOKU 4€pHOro juBHA. M1 B camom
Ceplle CTPAIIHON T'PO3bl C 3ayHBIBHBIMM BOIUISIMM HECIUCH Ha3ryibl. OHU ObUIH
M0I00HBI MOJTHUSIM, BIIMBAIOIIUMCS B TyYWHY U FACHYIIIMMH B HEH.

The earth groaned and quaked. The Towers of the Teeth swayed, tottered, and fell
down; the mighty rampart crumbled; the Black Gate was hurled in ruin; and from
far away, now dim, now growing, now mounting to the clouds, there came a
drumming rumble, a roar, a long echoing roll of ruinous noise. (3, p. 243)
onomatopoeia (/r/ sound of destruction)

Zeme ievaidéjas un iedreb&jas. Zobu torni noligojas, sagrilojas un sagruva,
nepieejamais nocietinajumu valnis sakrita drupas, sagazas Melnie varti, un tale
vispirms apslapéti, tad arvien skalak un galu gala paceldamies lidz pat padebesiem,
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TTRI.

TTR2.

ieskangjas dobji ribieni un gravieni, kas, v€l ilgi nenoklusdami un atbalsodamies,
vestija par bojaeju.

Crenas, npoxaina 3emiis. Kiibiku Mopiopa maTHY/IMCh, 3aKa4aJliCh - U PyXHYJIU;
PacChIaUCh B MPax MOry4yre OaCTHOHBI, W HU3BEPIIHCH BOPOTA, U3JAIIU TIIYXO,
IIOTOM BCE ¢cpoMY€ U Z2poMYE CIBILAICA TSOKKUM Iyll, npeBpamasch B

PACKaTHUCTBIN OrTTYIIUTENbHBIN 2POXOT.
3emiisa 3acTOHANA U 3aTpACsAch. YEPHbIE BOPOTa PYXHYIIH, a U3/1ajH, TO yTUXAas, TO

HapacTas, TO TOJHUMASCh JO OOJAKOB, MPUMYAICS POKOYYIIMA Tyl, 2pPOXOT,
JUTUTETIbHBIA PACKATHUCTBIN 2pOM Pa3pyILCHUs.

25



Appendix 3

Manifestations of Phonological Iconicity in Operative Texts



APPENDIX 3

Manifestations of Phonological Iconicity in Operative Texts

English

No Slogan Brand
1. A little dab'll do ya. Brylcreem
2. A Mars a day helps you work rest and play | Mars bar, 1980s
3. Barbados. Goodness. Gracious. Barbados
4. Better Buy Bold Bold
5. Bizword. Breakout Branding Bizword
6. Born to perform. Jaguar
7. Britain's best business bank Allied Irish Bank
8. Business brains take Virgin Trains Virgin Trains
9. Buy it. Sell it. Love it eBay
10. Chew that chewy Cherry White! Cherry White
11. Cool, fresh, consulate Consulate Cigarettes
12. Discover the Doral difference Doral
13. Don’t be vague. Ask for Haig. Haig Scotch Whiskey
14. Don't dream it. Drive it. Jaguar
15. Don't just book it, Thomas Cook it Thomas Cook
16. Dream. Dare. Do. Girl Guides
17. Entertain. Inspire. Enlighten Travelchannel
18. Explore. Dream. Discover. M. Twain.
19. Eye it - try it - buy it! Chevrolet Cars
20. Fair and balanced FOX News




21. Flop, Drop & Shop Cruise holiday from Royal
Caribbean International
22. Fly the friendly skies United Airlines
23. For goodness sake, eat golden flake Golden Flake Potato Chips
24. Fuel for the Soul Pontiac
25. Functional... Fashionable... Formidable... Fila
26. Good Time, Great Taste, That's Why This | McDonald’s
is My Place
27. Grace... space... pace. Jaguar
28. Greyhound going great. Greyhound
29. Hello Tosh, gotta Toshiba? Toshiba, 1984
30. | fly Thai Thai Airlines
31. If anyone can, Canon can Canon
32. If it’s a King, It’s a Hillbilly — If it’s a King Records, 1930s
Hillbilly, it’s a King
33. It takes a licking and keeps on ticking. Timex
34. Let the train take the strain British Rail
35. M’m! M’m! Good! Campbell Soup
36. Marley's Mellow Mood Soft drinks
37. My Goodness. My Guinness Guinness
38. Nothing hugs like Huggies. Huggies
39. Nurture their Nature Whiskas, learning support
program, positive parenting
initiative
40. Plop, plop, fizz, fizz, oh what a relief it is.” | Alka Seltzer
"Plink, plink, fizz, fizz.
41. Power, beauty and soul Aston Martin
42. P-P-P-Pick up a Penguin Penguin Biscuits
43. Pure. Fresh. Clean. Colgate Oxygen toothpaste




44, Roar, Boys, Roar, It tastes like more, What | Grape-Nuts Flakes Cereal)
a flavor, Zippity-zow - its grand - and
HOW
45, Savour the flavour of Belgium Flanders, Belgium
46. Schhh...You-Know-Who Schweppes
47. Schweppervescence lasts the whole drink | Schweppes
through
48. Sense and simplicity Philips
49. Shop. Drop. And flop. Premier Inn
50. Snap! Crackle! Pop! Kellogg’s Rice Crispies
51. Like. No. Other Sony
52. Specialized staffing solutions Hire Knowledge
53. Tang, it's a kick in a glass Tang
54. Taste, not waist Weight Watchers Frozen
Meals
55. The appliance of science Zanussi
56. The Car that Cares Kia Motors
57. The flavour of a Quaver is never known to | Quavers
waver
58. The mark of a man Old Spice aftershave
59. The Passionate Pursuit of Perfection Lexus
60. The sweet you can eat between meals | Milky Way
without losing your appetite
61. The totally tropical taste ( Lilt)
62. The world well told Los Angeles Times
63. Tried. Tested. Trusted. AuraOnce & Aurastraight,
Kilco, Red Hat
64. Twice the shine in half the time! Brillo
65. Wear it. Live it. Love it. Up3™
66. Welcome to the World Wide Wow AOL




67. What we want is Watney’s. Watney’s
68. World class, worldwide Air Canada
69. Wotalotigot! Smarties
70. You can with a Nissan. Nissan
Latvian
No Slogan Brand
1. Ass un vél asaks! Adazu ¢ipsi
2. Atri atvaira alergijas simptomus! Fenkarol
3. Daba dziede Silvanols
4. Daba. Zinasanas. Harmonija Calendula.lv
5. Dievs. Daba. Darbs three exhibitions, a concert
organized by the University
of Latvia, a concert
organized by Kekava
Municipality, etc.
6. Draudziga dabai, draudziga jums. Biological agriculture
7. Es no klepus nebaidos, ar Hedelix es Hedelix
arstejos
8. Iekod fixi, talak tixi Kebabs fix
9. Iepérkoties Latina, vairak naudas macina LaTS
10. Kartigi nopelnits. Beidzot izbaudits. Citadele
11. Kolosale — karotais kliist iesp&jams Galactico
12. Latvija. Dzelzs. Cels. Latvijas Dzelzcel§




13. Leti. Labak. Letak. IKI
14. Mezym — lai véders smaguma sajiitu nezin | Mezym
15. | Purpura kréslas pieskariens Riga Black Balsam black
currant
16. Quixx un iesnam ir ¢iks Quixx nasal spray
17. Speram nakamo soli Luminor
18. Stravojam. Stud€jam. Stradajam. RTU Faculty of Power and
Electrical Engineering
19. Svaigs. Dabigs. Pilnvertigs Lido
20. Zinat. Spét. Radit. Riga Technical University
Russian
No Slogan Brand
1. "Muc¢-yHuBepcan" coxpaHseT Kanurall. Washing detergent Mif
2. CmMmorpu, ciaymaii, Hacaakaancs Bridge HD
3. Do6psrit. DYmeHnsbiid. DY mmctorii 3D bread
4, Vestel. TBost sxu3Hb. TBOSI TEXHUKA. Vestel
5. Atnac-JIroke. JIist TeX, KTO IIEHUT BKYC. Atlas-Lux furniture
6. B xuBoTe yparan —  mpuHuMmai | Espumizan
Ocnymu3an
7. Bepnpiii. Hanexnsrid. pyr. UAZ Patriot
8. Ectb uagess — ectp IKEA IKEA
9. JKuBoii rias - )KHBOE H300paKeHHUE. LG Golden Eye
10. Kutb. Jlrobuts. Ceituac. YVES SAINT LAURENT
Parisienne
11. 310pOBBIA KOT 6€3 BCAKUX XJIOMOT. Kitekat




12. Jlerka, cBexa, kpacuBa - CoverGirl - Bce | CoverGirl
JTOCTHXXHUMO!

13. Mesum. 151 )xenyaka He3aMeHuM! Mezym

14. Hanexuocts. KauectBo. CKOPOCTB. Majordomo.ru

15. [TpUKOCHOBEHHUE IIPHPO/IBL. Timotei

16. CaBanna. Cpena oOuranus cBerckux | Savannah Beauty Salon
JIBBHII

17. CrnagocTh W CBeXecTh Bcero B ABYX | Tic Tac
KaJIOpHUSX

18. UpesBblyaiiHO YalHBII BKYC. Tetley

19. Snouckue. Hagexusie. becrirymubie. Conditioners General

20. Spxwuit. Penkuii. lomamauii. Toshiba TV-set




