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ABSTRACT

Tama tutkielma kasittelee Hunt Emersomiirtdméan sarjakuvaalbumin The Rime of

the Ancient Mariner suomenkielistd versiotaVanhan merimiehen tarina
Suomenkielisen version on julkaissut Tammi, ja sen kaantgjaksi on mainittu Yrjo Jylh&.
Sarjakuva itsessaan on Emersotuitkinta Samuel Taylor Coleridgen Kirjoittamasta
runostalhe Rime of the Ancient Maringr sisdltaa runon kokonaisuudessaan.

Sarjakuvaon julkaistu alkukielisena vuonna 1989wutta Jylha on kuollujo vuonna
1956 Jylha on kylla ka&ényt Coleridgen runon suomekga se on julkaistu
ensimmaisen kerran vuonna l193mersoninsarjakuvaa Jylha ei tietysti &kaan
nahnyt, koska kuoli yli Kesi vuosikymmenténnen sen julkaisu&ustantajaon siis
kayttanyt sarjakuvan kaannoksena tekstia, jokahabmioi sen kuvitusta lainkaan
Nimettdmana pysyva toimittajan paikoin myoésmuuttanutJylhan tekstia, jotta se
sopisi paremmin EmersonkuvitukseenTutkimuskysymys siis kuuluukin, voiko teksti
toimia sarjakuvan kaltaisen multimodaalisen esityksen kaanngkgendekeskittyy
vain tekstiinja sivuutaakuvituksentaysin

Koska esitysmuotona on sarjakuva, tutkimomennost&ayttaen Fed@co Zanettinin,
Nadine Celottin ja Valerio Rotan nakemyksid sarjakuvan k&antdmisesta. Sovellan
analyysissani kayttajakeskeisen kaantamisen keinoja selvittdessani Emersonin
sarpkuvan suomennoksennaivuutta.Lisdksi suoritan Jylhan runokdannokselle lymye
kdannosanalyysin selvittddksetoimiiko se ilman kuvitustaSiihen sovellan James T.
Holmesin ndkemyksia.

KEYWORDS: comics, comics translation, translation, adaptation, poetry translation,
multimodality






1 INTRODUCTION

In my thesis | will examinévanhan merimiehen tarinfiThe Rime of the Ancient
Mariner] (Samuel Taylor Coleridge & Hunt Emers@f89), the Finnish installmeiof

Samuel Taylor Coleridge atldu nt E me r s o n 6 Bhe Rimeaop the Anciento v e |
Mariner (19892007 that is based onand completely includesSamuel Taylor

Col er i dgiad&B4) poerh 6f7 the same nan{€oleridge 1834/1997) first
published in 1798. | wilanalyz how the images and words correspond with each other

between the different indtnentsof the comic.

Col er i dgreldtes thestorg of an old Mariner relating his story to a random
WeddingGuest He tells about his ship and how they st in the land of ice and are
lead out of there by an Albatross, which the Mariner subsequewibyssithis leads the
Mariner into much hardship including calm waters and the death of his entire crew.
After a time the Mariner is allowed to return home. He confesses his sins fiodsut
himself oftenplagued by the need to tell his story. Finally Mariner bids farewell to

the WeddingGuest, who is left to contemplate viline has just learned.

Emerson, as stated, quotes the entire poem in his \(@odkeridge & Emerson
1989/2007) He assumes a very humoristic style redjuently employs a homonymic
interpretation of the poem in order to create a humorous graphic effect. This will pose
problems in any translation process with both text and pictures present (e.gviaudio
translation)since homonymy is plain in sighbut the similar homonymy doeasot
necessarily exist in the target language, therefore undermining the intended Guhwor
Herkman (198) examines the first two pages of the Finnish installment and finds an
example of such a problem already on the first page.wedding guest dropshand of
cards as per t efftsmons Hislhand dropa@iee d The nEi mni s h
however, hHéée laskele pyytdjann phé& | et s go of t he
reader in the dark about why the cards are present in thieatloa text probably not

even guessing the woliindwas even present in the origindflerkman 198: 197)

V ¢
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This type of a translation problem is an issue of its own, but the very execution of the
Finnish install ment the RimeCbtheeAndiedtdaer defieE mer s on
the problem in a very large scalkhe credits state that the comic has been translated by

Yrj6 Jylha (19081956), andat a quick glance the Finnish tedbes appeato be the

same that has been released in his collection of translated geetgn purs[The Boat

of Poem](1934/1980). However, Jylha died in 1956, making it highly improbablat th

he ever savany ofE me r s o n.&mersanwas orn in 1952nd created¢omics in

his adulthood during the 1980s many years 'after Jyl h2a6s dea

These facts arguably render the Finrtisktin the comicu nr el at ed wotk Emer s o
fromt he angl e of mutl rtai nnsol daatliiotny : 0o fJ yC dhl2e&rsi dge o
ignor ant o f illEsmagonsssioce des never lived to see it. Nevertheldhe

decisionva s made t h ddusedynlthk Firiishrdleasx tAs expected, .
text does not cor r e sipce Bniersomiilldastnate€Ethiregs tkabdod s wo
not necessarily exist in Jyl h2adéds interpret
publishing house therefore made the decidioat his translation be altered where

necessary in order to makebiettercorrespnd with the imageryT he edi t or 6 s nar

not stated in the pages of the Finnish installment.

These circumstances might find sofustification through the skopos theory. Hans J.
Vermeer (in Venuti 2008) states that, any form of translation may be icedcas an
action. Any action has an aim or purpose, and skopos is the technical term for it.
(Vermeer in Venuti 2008: 221) A source text is usually composed originally for a
situation in the source culture, and in most cases the original author laclecdssary
knowledge of the target culture. The source text is oriented towards and is in any case
bound to the source culture (Vermeer in Venuti 2008: 222) which suggests that the
author of the target text acipates no translation neethis gives the anslator the
function of intercultural communicator. The translated text may have the same function

as the source text, but even such a case it is not merely actding". Of course, the

! Proof of this can be found in the comic itself (See Coleridge & Emerson 1989: 38 and the corresponding

page on Coleridge &merson 1989/2007): Emerson makes a reference to the English singer and
songwriter Boy George (or fiBuoy Georgeo) whose firsf
Cl u b 6 sKisaihghoBenCleve1982).



execution depends on the agreed terms and criterion of the skgpameer in Venuti
2008: 222223) This suggests, of course, that "tranding" may well be the intended

method or that not all content is translated.

This supplies an introduction tGideon Toury s t hought s on nor ms
According to Toury i Venuti 2000)translation is a kind of activity which inevitably
involves at least two languages and two cultural traditions, or at least two sets of norm
systems on each level. (Toury in Venuti 2000: 200) A translator may subject oneself to
either to tle original text with the norms it has realised, or to the norms of the target
culture. Adherence to source norms determines a translation's adequacy as compared to
the source text while subscribing to the norms of the target culture determines its
acceptality (ibid . 201).

AlthoughtheE opos t heor y tagetiderseEm tograpt@estain lidedies to

the execution of a translatiohsuspect thata community would not accept a text as a

translationwere it supplied with a sufficient amount of data Emer sonds ¢ o mi

arguably targeted primarily towards people who are interested in comics, not people
intereste in poetry. One can speculatdether he readership of comics is wekkrsed

in poetry andvhether the readership is aware that Jylha died at least two decades prior
to the creation of the comic. Although my reseagdrtially has roots in that
speculation, it ignores the éwledgebase of the readerships. Neither does it seek to
answer the quésn whether the Finnish readership of comics would accept the Finnish
installment as a translation tifiey were aware of the circumstances its publication.
However, the mere existence of nmyaterial begswhat shall act as my research
question Can a tet act as a translation of a multimodal entity such as a comic ibook
comprising tightly interwoven text and imagesvhen it only focuses on the text and

remainscompletely ignorant of the images?

| seek to answemy researchquestion by comparing thé&innish and English

installments of the comics side by side and idemifft he cases where Jyl

ignores features present in Emersonbds il

translation. Furthermore | will identify the number of msewh er e Jyl h26s t

U S

e X
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altered by the editor in order to create a
Intuitively the answer to my research question is thatarrangement cannot work, and

the fact that Jyl h?at@rscorrespond withinaimagdryesepporta | t er e c
the conclusion. Of course, since the Finnish installment exists in its current form, it

stands as an argument that the arrangement works.

Most of my research employs a qualitative method where | compare threeemliff

primary sources to each other:: the English and Finnish installments of Coleridge &
Emer sondés gTha Rime af then Ancient MarindColeridge & Emerson
(1989/2007) and Coleridge & Emerson (1989) respectiwely)d Yr j © Jyl h& d6s t |
of Col eri dgeds p o e mVanhani neifimghdn tarimas iFappears irshis a s
collection of poetry translationRunon pursi(1934/1980). The poem itself comprises

159 stanzas divided into seven parts both
translation. The graphic novel is 59 pages long with the introduction page for part the

first is on page 6 and the last illustrated page being page 65. The number of panels per
page is in no way fixed and varies throughout the comic. The English installment
includes Coleridgeds poem entirely while t

mostly, not changing the written proportions but making changes in the content.

It must be noted that the text in Coleridge & Emerson (1989/200&3ide from
whateverEmerson has added for the sake of his illustraiomatches tb one found in
Coleridge (1834997) entirely. This shall be taken for granted throughout the thesis
and Coleridge & Emerson (1989/2007) shall be discussed as the only source text.

I will identify the cases where Emerson creates a humorous effect with his illustrations
and see if the desired effect is carried over to the Finnish installireetaluate these
cases Iwill use personas, a component in the conceptisg#rcentered translation.
Personasare fictive characters thadre a part of a set of mental models which
conventionally aim to anticipate the needs of the future readers of a translation before it
is published. They are given a background a level of knowledge which form the fpoint o
view from which the persona is reading the translation. In my research | will utilize

personas as a tool for pasbrtem analysis of the translation. | will assess the effect
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Emerson allegedly aims for with iHwussa il |l ust
persona reading the Finnish installment and anticipate whether they will react in the
i ntended fashi on wh é@norani gfl the2irdageryit reptaces | at i on

Coleridgebds text that originally inspired E

Iwilltheni denti fy the cases where the editor ha
connection between it and Emersonds il lustr
J y | h 2 dignoraneaf the imagery is brought to act as a translation to Colegidy s

text accompanied with the illustrations aft
examples | will analyzel y| h@a 6s transl ation of Col eri dg:
comic. While it does not affect my research significantly, it offers an insigkie

decision to use his text in the Finnish installment haths to form an idea of how

J y | hektdusctions as a translatian f Col er i whgretidesilluspabres are

removed from the context.

Finally I will sum up each of these cases ta fout how much of the comic these cases
coverand form a conclusion on whether Jyl h2o6s
but ignores Emersonébés 1imagery in the comioc
installment Defining how much of the Finnismstallment is affected by the issues |
bringupi s somewhat probl ematic as Emersonds ¢
stanzas one panel covers and how many panels a single page corprisgsthese
circumstances the most usablgtion is to count the nuber of pages where these cases

occur and ignore if one page includes several cases.

In the second chaptérwill discuss the definition of comics, its readership and genre

and the authors of the materidhe third chapter acts as a theoretical framevarkny

research. | will discuss the aspects of translation and adaptation of comics through
Federico ZanettinNadine Celotta nd Val eri o Rotads wor k, i ncl
domesticating translation methods from the point of view of comics. | wdl dilcuss

translation of poetry. In the foiln chapter | shall discuss timeaterial, comparing the

Finnish and English insfalme nt s o f the comic side by sid

translation as it appear.slwilbasb assess whetherr s on 0 s
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any of the theories on translation of comics are in any way applicable or in effect in my
materi al. I wi || al so conduct a brief tr e
Coleridgeds poem outside t mmaussmpfindingsand n t he

discoveries and aim to answer my research question.
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2 A DEFINITION OF COMICS, THEIR GENRE AND THE AUTHORS OF THE
MATERIAL

In this section | will discuss the defiroth of comics and the formats in which they are
popular indifferent countriesFurther into thesectionl will give a brief introduction on
the authors of the primary sources, namely Samuel Taylor Coleridge, Yrjo Jylha and

Hunt Emerson.

2.1What Is Comis?

Herkman andZanettin, whom | quote in my thesis, refero Sc ot t Mc Cl oud 0 ¢
Understanding Comicgl994) and therefore it makes sense to turn to his work in order

to form a definitionof what comics actually isHis book, incidentally, is created in

comics format. Herkman naturally refers to a Finnish vensof it, but the nature of

comics allows for easy tracking of what he
that the page numbers correspond between Finnish and English versions.

McCloud referé to Will Eisner (1992) who uses the term sequentialt when
describing comics, simply meaning thatictureindividually is merely justa picture,

but when made into a part of a sequence, they are transformed into comics. McCloud
states that this definition is strictly neutral on matters of style, tgualisubject matter.
(McCloud 1994: 5) While McCloud supplies graphic examples, | shall lift a similar

example from my own material (spiturel).

2 While McCloud supplies a bibliograpliry his book, he unfortunately does not follow any academic
convention of referencing his sources within his text.
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Picture 1. A single picture and a sequence of pictu(€sleridge & Emerson
1989/2007: 63).

McCloude x pands upon Eisnerdés concept of <comic
film. Both are a form of sequential visualt, with the difference is as follow

animation the pictures appear in sequence in bynalways occupying the same space,

while in comics the pictures exist at the same time and juxtaposed spatially. In his

wor ds: ASpace does for comics what time do:
can be visualized by taking another glancepiature 1. If the lone picture were the

screen of dilm, the pictures would follow each other in a timed sequence but never
occupying more than the same area. In comics, however, the sequence of the three
pictures exists at the same time, occupying more space from the paper they are printed

on.

McCloudp oceeds to take words into account and
favor of O6i mages & an dstyle defintionlwiichisasiadlevs:t o a di

com.ics( k o méni pglumal) in form, used with a singular verl. Juxtaposed
pictorial and other images in deliberate sequence intended to convey information
and/or to produce an aesthetic rasgmin the viewer. (McCloud 1994: 9)

According to McCloud (1994most literature about comics begifrom the start of 19th
century, buthe extend$o scopeas far back at the Egyptian hieroglyphs whighay
fulfill this definition. McCloud concedes that th@nnection depends on how one
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interprets the concept gictorial as each glyph represents a sound in a similar fashion
an alphabet does. (Méalid 1994: 12)

McCloud usesEgyptian hieroglyphs as starting point as it is naturally in connection

with Egyptian painting which works in a sequenés. an example he uses paintings
found in the tomb of Menna, located at the Theban Necropolis ameiebank of Nile.

In these paintings there is a sequence that begins from the bottom left and, unlike the
reading direction of Latin alphabet that sees each line from left to right and from top to
bottam, proceeds in a zigag fashion, meaning that, whare bottom left line ends at

the right, it continues on the above line and proceeds from right to left and so on.
(McCloud 1994: 1B15)

Taking into account Egyptian hieroglyphs and Egyptian pairititigat stem from the
same culture, no le§smakes it smewhat difficult to draw the line between that which

is considered pictorial and that which is considered textual. Even McCloud
acknowledges that the definition is not entirely waterp(ddCloud 1994: 12) since it

can easily bextended to concern anyiting. For example, if the alphabet is viewed as

a set of predetermined images used as a vehicle to convey meaangll thetext in
thesisis in fact a set ofuxtaposed pictorial and other images in deliberate sequence
intended to convey informatiaand/or to produce an aesthetic response in the viewer
Furthermore, McCloud (1994: 15) concedes to not knowing when comics originated
(McCloud 1994: 15).

2.2 Genreand Readership

Comics haveundergone diverse historical and geographical developmerdssane
genres are more known and widespread in some areas than in others. In some countries
comicsis regarded as a juvenile form of entamtaent, while in others it is highly
regarded form of expression. Today, comics are published over the fiveerdatand
almost every country has its own comics industfgdericoZanettin 2008: 5The term

0 g e n r eb& usedotaudifferentiate comics from other printed products such as written
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or illustrated books. However, over the years and across the wamdcscdave
developed a broad range of genres comparable to those of written literature and cinema.
Therefore it appears to be more appropriate to discuss gehoesnics rather than

comicsasa genre. (Zanettin 2008: 5)

The form and content of comics magry not only according to the age of the target
readership they address, but also in relation to other target group variables such as
gender/sex, occupation et cetera. For example, in the United States, where comic books
opened the market to young readdte superhero genre, primarily addressing male
adolescents, still remains the mainstream production. However, while some genres may
be exclusively targeted at adults (such as comics involving violence, sex or philosophy),

it is rarely the case that corsi@addressed primarily to children do not imply an adult
audience to some extent. Even the American superhero comics appear in subgenres that

appeal primarily to an adult rather than to a younger readership (Zanettin 20p8: 6

Comics have often been debed as popular literature for poorly educated readers,
repetitious mass products and written by anonymous hacks, sometimes even as
dangerous vehicles of moral corruption. Indeed, most comics are based on stereotypical
plots and characters which make fecognizable narrative structures. Quite a few serial
publications are poorly written and drawn. Low standards, however, are not unique to
comics, but may apply to many other mass culture products. Comic production ranges
from a marginal products to ser®wultural products, and, as Restaino argues: some
comics have the same complexity and require the same readingi effiodt therefore

offer the same reward)as wor ks by ¢s éDiffeent sodntrigsranods e  wr i
times may primarily address a centaeadership rather than another which may have
implications on translation strategies and how translated comics are perceived (Zanettin
2008: 7).

%Joel AnrAddicedats\Wai Why t he U. S. Caworlkdeas #hiexampleMialsériouar i s m
cultural product. The Updated Editioras/released in 2015, but the 2004 version is available at
www.addictedtowar.com.
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2.3 Production and Distribution

The allocation of genres and readerships across regional productions is also mirrored by
a variety of publication formats. In the United States the two most known formats are
the newspaper comic strip and the comic book. In European and Asian countries com
strips are as a newspaper test type are less widesprgattaly, for example, it is
almost unknowri and the preferred formats are the comic magazine and the comic
book (Zanettin 2008: 7). The typical American superhero comic book is a stapled
periodcal booklet printed in four colors on low quality paper containing a few dozen
pages. A graphic novel, on the other hand, is usually longer, up to 200 pages and in full
color, targeted at more diversified readerships than the traditional, mostly teeslage m
readership. The typical French format is the album, which is hard bound and in the A4
paper size, ranging from 48 to 64 pages, also in full colors, usually sold in bookshops
and addressed to an uppearket readershig’he Rime of the Ancient Marinby Hunt

Emerson, despite not of French origin, appears to fall into this category.

With sales figures that often reach hundreds of thousands of copies per title, comics
have a relevant role in the publishing industry. Translated comics cover a largé part
this fact since it is presumably more expensive to produce comics from scratch. Despite
the vast number of existing translated comics, the number of studies on comics in
translation is limited, and they mainly deal with aspects such as translatiomsf pu
proper names and interjections from a purely linguistic or a semiotic approach, also

considering the relationship between text and pictux&de(io Rota2008: 79)

2.4 Samuel Taylor Coleridge

Samuel Taylor Coleridgevas born in October 21st 177& Ot t er y St . Mar y
Devonshire. He ent up to JesuSollege, Cambridge, in 179He had seriously begun

to write poetry byl793 He became close friends to William Wordsworth with whom

he proceeded to planyrical Balladswhi ch appeared in 1798, t o
most important contribution washe Rime of the Ancient MarinéEverett2000
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In 1804 he worked as the Public Secretary of Malta, but returned to England in 1806.
He established himself as the most intellattf English Romantics, delivering a series

of lectures on Shakespeare in the winter of 18812. In 1817 he brought out his
Biographia Litarariaand was best known as a talkerleZmige died in July 25th 1834.
(Everett2000)

Picture 2. Samuel TaylorColeridge in 1795. Artist: Pieter van Dyke (172899).
(www.wikipedia.com2016

An 1T mportant aspect of Col eridgeos habits
Sometimes he wrote several different versions of what can be considered the same
poems. Sometimes he rewrote passages and added new passages for subsequent
published versions. Sometimes he revised or added passages in his awmeones

el seds c op yWibam Keachs1997:odievn $ilbert Shelton(1989/2007&

1989 takest hi s i nto account in hi sndirevdalstwo uct i on
veres that Coleridge allegedly omitted permanerittyn the poem asome point
(Shelton1989/2007: & Shelton 1989: h Interestingly enough, Emerson has chosen to

illustrate theseerses (Coleridge & Emerson 1989/2007: 3).

All of this naturally poses difficulty in selecting the version which to focus on. Keach

states that the edition &muel Taylor Coleridge: The Complete Pogmss privilege

to the latest text published in @l i dgebds | i feti me, or t he |
known to exist in cases of poems that Coleridge never publishedclig997: xvi)

This, of course, leaves the question whether the versiorhefRime of the Ancient
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Mariner printed in the collectiofi and subsequently used as a source in this thesis
indeed the latest and most widely referenced. However, it appears to be the same

Emerson used to base his comic book on.

2.5Yrj6 Jylha

Several sources tend to descrivgo Jylha (19081956) as a fighter and a soldier

(Kuusiet al.1967: 370, Karonen & Rajala 2004: The impressio of a fighter formed

early on as @ had a certain affinity to the images of struggle and strong contrasts and he

himself explained it as blab heritage. (Kuusket al. 1967: 370) His main work is
considered to b&iirastuli[| Pur gat or y | (1941) in which he i
di sturbing experiences of the TWWHevantsin War 0O
the work span from the beginngnof Winter War to the Interim Peace (Kuudi al.

1967: 376377).

Picture 3. CaptainYrjo Jylha. Finnish Literature Societ(Karonen & Rajala 2009:
272)

Jylha was spontaneous in the matter of translated poetry published in Finnish. He
translated Ber e | Gri penbergbs Fi nnik7sdnd éppwoacheds h p o e
SchidtsandWSOY aboutpublishing his collectionAt the time he also gained intste

in translating English poetryKaronen & Rajala 2009: 885) and subsequently a
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reputation as a reliablend versatile translator. His work can be found in all books in

the serieMaailmankirjallisuuden kultainen kirja(lbid. 88)

According to Karonen & Rajala (2009) Jylh&a had a very serious approach to translation,
and his unwavering goal was faithfulndssthe meter and rhyme of the source text
(Karonen & Rajala 2009: 85) . Thi s Thean be
Rime of the Ancient MarineThe length and themeteri which | will discuss in chapter

47 remainnearly identical tahe original throughout the textn this it is noteworthy

that, inMaailmankirjallisuuden kultainen kirja 8L933) his text misses one lioa Part

the seventhstanza 5 but in Runon pursi(1934) where he has revised the poem, the
missing line returns.

In the scope of this thesis it is noteworthy thay | h 2 6 s skillawergaverage at
best.In the Army he reported to have below average skills in Swedish, German and
French, but no Englislide used to read the dictionary, thus advancing his knowledge of
the language. He held a correspondence with her sister who spent yearsEaiglcsd
speaking countriesThis not only was an aid in learning English for Jylh&, but it also

pulled hm towards English poetry. (Karonen & Rajala 2009 88

2.6 Hunt Emerson

To the Finnish readership Hunt Emerg®852 ) may be most familiar from thiyrkky
magazine which was published from 1989 to 2008. It was based on NorviRgan
magazine that was published from 1986 to 1996. These were comic books with no
single maincharacter. Their style was mostly satiric, revolving around toilet and farting

humor but not shyingveay from sexual themes, either.
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Picture 4. Hu n t E me r-podraitd@& Hust &mdrson(www.huntemersorom
2019

When Knockabout Comics was formed in 1979 by Tony and Carol Bennett, Emerson
was asked to be involved from the beginning. The scope was to publish and distribute
underground, minority interest comics and books. Emersonwvbdsed on advertising
commissionand contributed spot illustrations to magazine. In 1980 or “1@&laxy
Publications offered him a regular job drawiRigkin the Catthat was familiar to the
readership oMyrkky magazine. It is a twgpage comic written by Tym Manley. Around
thattime healso began his association with Fortean Times where, since 1995 6r 1996

he has a monthly comic page calRidenomenomiXEmerson 2016

While Emerson maywell be best known by the Finnish readership as the satirical

comics artist as per thdyrkky magazine, he has not shied away from serious literature
entities. This thesis, of cour see,Rmtofcuses
the Ancient Mariner b u't he is also known for his cor
Lady Chatt endDea y ¢Iefaink &ack of these entities is faitifto the

texts they are based ,0but the signature humorous interpretation and angle are in the

forefront in all of them.

‘“Largecow.com Hunt Emersonds other website, is not
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3 ADAPTATION AND TRANSLATION OF COMICS AND STRATEGIES OF
TRANSLATING POETRY

Comics arenot only published in different languages, but also in different formats.
When translated, comics can retain the format or be adapted for the publishing
conventions of the target culture. The graphic elements often make the cultural
adaptation difficult ad expensive. Also, comics cannot help but reveal their foreign
origin, and that their domestication is Hgampossible without a clear departure from
the original work. Rota2008: 79).

The main focus of thishapters onstrategies oadaping and tanslating comics. This

will include a brief look at comics as a genre and moreover a discussion of different
formats and their popularity in different culturas it may have an impact on the
success of a publication, therefore makingirit important aspe to consider when
adapting a comic bookary from a culture to anothdrwill also take a look at comic as

a multimodal medium and finallgliscuss foreignizing and domesticating strategies in

comics.

| will give an introduction to userentered trarlation (UCT) as | intend to utilize
elements of it, especially the user persona, to analyze and assess the Finnish installment
of the comic. | will also briefly discuss the applicability of UCT in any translation

process.

AsJyl hads wor kFwasi ssBednsthalthment of Emer so
i and consequently without his knowledge or consdniind it necessary to assess his

translation of Coled ge 6 s poem a s i dsat might offer insightentodche mi ¢
publ i sher 0sehidwoeki Therefore | wilbdisaussrategis of translating in

this chapter and reflect upon Jyl h&@ds wor Kk
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3.1 Adaptation and Translation of Comics

In this subsection | will examine the processes involvingttaesition of comic not

only from language to language, but to publishing culture to another. This involves
looking at how the difference between which formats are popular in different cultures
and how it will affect the adaptation process. | will graduaibve on to discuss comics

as a multimodal medium and on to foreignizing and domesticating strategies and how

they are utilized in translation of comics.

3.1.1Aspects of Adaptation

Valerio Rota states that, a distinction between text and pictuagsb@ misleading. He

refers toMcCloud (1994) whod escr i bes comics as MfAjuxtapos:s
images in deliberate sequence, intended to convey information and/or to produce an
aesthetic r esp@oCoed 1994: 9)iTHisedefimitiore d@e mobuse the
formul a 0i miugiestegahheunst itoenxst 6ot her | mages o, w t
kinds of texts in comicsThis angle suggests, as Rota phrases it, comics are not a mere

product of juxtaposition of words and pictures, but something momplex

Mc Cl oud 6 s trahte the text ltke abgnaphic element of the page; it is fiestly

picture, then a textRota states that the text is subordinated to images, pointing out

Mas as hi GbmaimJaparastaseexample(Rota2008: 79)

Rota al® points out that McCloud al ks about 6t he viewer 0, n
clearly underlines the position, function and the role of texts in comics not just as
comments on the pictures, but an integral part of them. Before anything to be read, the

text is something to be seehetr graphic peculiarity comes before the textual quality.

The balloons and onomatopoeic texts are graphic devices that are employed to provoke
specific effects on the reader. Even the color and shape of bajtw@eech bubblés

which physically conta the words, contributeto the creation of particulaffects. All

these elements pave the way for the effect of the text itself: The words play their role

subsequently after their graphic quality has already created the atmosphere in the mind
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of the reder. As Rota concludes, text and pictures in comics are so tightly interwoven
that they cannot be distinguished from each other or sepaRx&008: 80)

3.1.2TranslatingPhysicalFormats

Physical format, in this case, refers to the size, shapeganeral appearance of the
comic. Since the text of comics has graphic qualities, translation of a comic does not
only involve the linguistic but also the graphic aspect. Pages and pictures themselves
wi | | al s o n,alscdwhare wordless doraidsa conteine(Rota2008: 84).

This statement makes sense because the imagery may depict events, items and customs
that, when presented to a culture other than the one the comic originates from, make no

sense to the reader.

The success of a translatednio depends on theditorial decisionsbased on the
preferences of the target audiences. If the source material is in black and white and the
target audience prefers colored images or vice versa, the editor may decide to alter the
comic accordingly. Samepglies to the size in which the comic is published in.

The text of the comics is presented to the target culture after a process of adaptation that

will take into consideration the expectations and tastes of the new cultural context and
simultaneously h&to preserve the features of the work as much as possible. In this
context, Rota proposes to use the term O0te
pictures. However, he also points out that the European publishing houses tend to
manipulate and altehe comics to be translated as little as possible since more attentive

readers do not tolerate alterations of the original works unless strictly necd?stay (

2008: 84).

3.1.3Foreignizing and Domesticating
Besides the aforementioned aspects,fible of translation of comics resorts to two

main translation strategies: domesticating and foraigg. Lawrence Venuti defines

domesticati on as 6an ethnocentric reduct i
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cul tur al val ues 6 aesd alldwing e @iginalzworkdo resist a pr
integration and to maintain its featur¢Rota2008: 84) Rota describes these strategies
from the aspect of the comics quite understandably. Therefore, as | present these

strategies in the following, | will learelavily in how he discusses them.

3.1.3.1 Foreignizing Translation Strategies

The comic keeps its original cultural and editorial characteristics as much as possible.
The format is preserved which clearly reveals the foreign origin of the comics. This is
most evident in Far Eastern comics which even maintain the original direction of
reading from right to leftThis is mainly adopted in countries where the reading public
has developed an awareness of the artistic importance of comics and where drastic
alterations of the original works as domesticating strategies are not viewed in a
favorable light (Rota2008: 85)

Rotabds statement I's true also when these ¢
pick up such a book and intuitiveptace itso that you waold flip the cover andhe

pages to the left since our reading direction is natively from left to. fitgwever, i the

release seeks to maintain the original reading direction from right to left, the first page
typically presentsa notice that the readepened the bookrom the wrong endsee

picture 5. It will sometimesalso feature instructions on how to read the book. Of

course, Finnish is still read and written from left to right and it will noptieted as a

mirror image, but the images abdlloonsprogress from right to left and the pages are

flipped to the right.

The most common and evident use of a foreignizing strategy wréiservation of the
original format, maintaining the size in which it was published. This seems obvious in
the case of comics since the page size is a fundamental element. However, if one takes
into account that that due to commercial and practical reasons comics have very often

been heavily altered in foreign editions, it no longer appears that ob{iets 2008
85)
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This.is the back of the iook.
You wouldn't want to spoil a‘great ending!

This book is printed "manga-style,” in the henti p right-to-left
format. Since none of the artwork has been flipped or altered, readers
get to experience the story just as the creator intended. You've been
asking forit, so TOKYOPOP® delivered: authentic, hot-off-the-press,
and far more fun!

DIRECTIONS

If this is your first time
reading manga-style, here's a
quick guide to help you
understand how it works.

It's easy... just start in the top
right pane! and follow the
numbers, Have fun, and'look for
more 100% authentic manga
from TOKYOPOP®!

Picture 5: Manga stop page featuring reading instructi¢¥isichi Kumakura 2003:
229

Foreignization strategies may or may not involve the adaptation of graphics. There can
be graphically rendered textual elements that may or may not be adauiedas
onomatopoeia anthe titles of the storied.he most obvious thing to do is to prepare a
translated version of these texts and modify printing films to insert the translations in
the graphics. Sometimes, these elements are considered an integral part of the graphics,
and altering them is not appe by the audiences. Therefore some publishing houses
keep the titles of the stories graphically unaltered, simply putting a translation of them
at the bottom of the pag&he procedure is often dictated by economic concerns, but

eventually the result igppreciated by the publidkpta2008: 85.

Applying a foreignizing strategy has the advantage of maintaining many of the features
of the original work, but it can sometimes lead to a commercial fgiRo&2008: 85)
As an exampleRotacomparesAmericanand Italian preferences: Americans generally

like stories in short installments while Eurapereaders prefer long and complete
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stories.A case in point can be fournl the publication strategies tife Italian edition of

Nei | G dhe @andntaComicArt who bought the original translation rights tried
many formats, beginning from one that resemtige original 24page episodes, but

this did not satisfy the Italian readership. Later, Magic Press acquired the translation
rights and published the comigs volumes that contained a complete story aiidis

proved to be a functional strategy and the comic sold fairly (Rella2008: 85 86).

3.1.32 Domesticatingl'ranslationStrategies

Comics are published in a form which suits the tastes of targkt.plire most obvious
case involves the publication of a foreign comic in the local format despite the
characteristics of the original publication. This strategy is mainly adopted in culturally
dominant countries such as the United Stafestg2008: 86)

In European countries the techniques of the domesticating strategies, such as
reassembling panels and pages to adapt them to a different format and coloring stories
that are originally black and white, are not easily tolerafBuky are considered
disresectful towards tk original work unles€arried out by the authors themselves.
This strategy does not usually imply a change simply in the format; it may often be
accompanied by alterations of the original comic. Sometimes the format itself is
maintained but other alterations may take placRo{a2008: 86). Rota lists potential

alterations that may be applied to comics translated from a domesticating perspective:

Shrinking and ragnification of pages and panisl the most common procedure when a
foreign omic is adapted to a different formdihe Endish and Finnish versions of
E me r scomiddas my disposal are in slightly different sizes, ibdbes not appear to

be of any consequence.

Coloring of black and white comics, or publication of color conmcblack and whi
comics was common in the 1980s when Japanese comics where published in the United
States. Conversely, colored superhero comics have been sold in black and white in the

Spanish markets.
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Rearrangement of pages and parislone of the mast devastating procedures since it
disrupts the intended balance established by the artist. If the arrangement of the panels
is regular and they are all in the same shape, it is fairly easy to change the reading
direction from left to right to fronup to down. Rota 2008: 8789) In the Finnish

i nstall ment of Col eri d@goehagpend Emer sondés ¢ omi

Omission of pages and paseln be done inrder to fit the story in a publication with
a lower number of pagesR¢ta2008: 89) This procedure has been used in the Finnish
publications of MaNothieglhésdees amtedrinhmy materiad. o mi ¢ s .

Cultural and political censorshigan be observed frorma domesticating perspective,

when a foreign cultural elements consi dered too O0stranged of
culture, it may be eliminated or replaced with another &wa2008: 8990). One may
speculatewhether Emerson was censored on the first panel of page 48 of his comic:
Coleridge states on partefsixth, stanza 7, thahe moon was higlSee picturel6).
Thissuggests that the moon had been taking n

suggests that the moon is drunk instead.

Mutilation of texts This is oftena consequence of changing thegoral format to a
smaller one. The translated text of comics always needs to undergo some adjustments
since in translation the texgienerally tend ttbecome longer than the original. This can
become a problem sinceballoonhas a limited amount of spacEhe translator may
choose the shortest synonyms and omit, as far as possiblgynabional wordsOne

must also consider that the original letterer works directly on the panels that are larger
than the page it will be printed on, while the lettererhef translated version works on
printing films that are the size of the printed page, giving a smaller space to work in. All
this amounts to the risk of the translated comics becoming a reduction of the original
text (Rota2008: 87).In my material the soae text (as which the English version of the
comic as a whole should be seen) does not see mutilation on the way to the Finnish
version. However, since the Finnish versio

concept remains present.
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3.2Multimodality and Multisemiotics in Comics

Nadine Celotti (2008) states that translation studiessow to recognize the specificity

of comics and that the literature on the subject confines itself mainly to linguistic
features like onomatopoeia, cultural allusions and puns or focuses only on a specific
comic series (Celotti 2008: 33). Luis Péf@anzdez, while focusing on the entire scope

of multimodality in translation rather than specifically on comics, presents an argument
t hat supports Celottids wunderstanding. Acc
academic study of translation and interprgtihas reduced its primary object of
investigation to written and oral texts (Péf@anzélez 2014: 1). Based on these
statements the aspect of multimodality in translation is fairly unknown, but the
conclusion clashes with the fact that audiovisual tréiesia which certainly is a
multimodal entityi is a weltknown field in the Nordic countries and it has seen a lot of

academic research.

Celotti refers to Klaus Kaindl (2005) who has proposed that the translation of comics
shoul d be apprwlatcihreadd aflriodny apedmpecti ved, a
analysis of how different semiotic resources such as language, image, sound and music

ar e gi ven a meani ng t hrough t heir mut ua
advertisements and computer games are tpgistyhat tend to be investigated within the
perspective of multimodality, whereas comics and cartoons do not often gain the same

attention although they are occasionally mentioned. (Celotti 2008: 35)

3.2.1Visual Messages

The visual message in comicsaemposed of a variety of elements: layout, size and

shape of panels, strips and pages, balloons and gutters, colors, lettering and so on
(Celotti 2008: 37). This suggests that the drawing, while taking up a significant portion

of the visual space, is by nmoeans the entirety of the visual message. Together these

el ements create the fAsequenti al fixed picto
(ibid.).
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According to Celotti 2008, the translator approaches a comic as a sequence of visual
messages.® t he first page, he takes a Osequen
perceive the rhythm of the narrative. The shape of the panel can be useddp @o

specific meaning, for example, a panel drawn in the shape of a cloud is used to express

an idea o a recollection. Celotti 2008: 37 An important aspect of bringing a comic

book alive, however, are the spaces between the panels because they represent any
events that take place between the pahelhich are essentially still imagésand are

therefoe | eft for the readerdés i magination to
Zanettin 2008: 37).

After gaining the global perception, the translator focuses on each panel and stops at

every single panel and attempts to grasp the visual and verbalg lha pay attention to

every visual sign in order to detect its contribution to the global meaning. As mentioned

earlier, a cloud shaped balloon expresses an idea or a recollection and forms a part of an
interior monologue not spoken out loud, and oymriag balloons signify the speed of

the verbal interactions. Lettering may also be a meaningful resource since it involves

both visual and verbal dimension§efotti 2008: 37) One of these dimensions can be

seen in my materi al a mdadhe Eettering, Emewsdn alvaye r s o n 06
places a dot inside the letter O. This practice is carried over to the Finnish version of the

comic.

“THE ICE WAS HERE-THE iCE WAS THERE — THE iCE WAS ALL ARGUND... ~

«.1T CRACLED AND GROWLEPD AND ROGARED AND HOWLED, LiKE N®ISES iN A SWOUND.

Picture 6. Coleridge & Emersoi989/2007: 9
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The translator also has to decide if a written message placed outsidgitloa is more

visual than verbal. Therefore another important step is to detect the points where the

ver bal messages | i ke in ordecelotti2@8:BAlant i fy t
Coleridge & Emerson (1989/2007) this interpretation requaresdditional mechanic
because, on one hand there is Coleridgeos
that occasionally exists in the balloons, twt the other handhere are pieces of
conversation and text t hathledlscanloetfourslon st i n
page 9, panel 4. There is a conversation between the characters that is not present in

Col eridgebs text, but Emerson also incorpo

artwork itself, posing a dilemma for the translator (setupe6).
3.2.2Verbal Messages: Loci of Translation

The aim of the translator should be to translate all verbal messages. In reality, though,
not all of them will be translated in comics. Four different areas of verbal messages can
be identified balloas, captions, titles and linguistic paratekach of them has its own
function, which means that there could be four loci of translation. However, for one
locus there is a high level of variability as concerns whether the verbal message will be
translatecbr not. Celotti2008: 38)

Balloonsar e t he main but not the only place whe
The verbal message usually represents the spoken mode where the character speaks
aloud in the first person. This usually has to be translated. (ibid) Balloons are scarce in

my material.

Captionsar e t he O0sacredbd6b(sic) text at the top ¢
person. They grant the narration a literary dimension. They usually mark changes in
time and space, but they can also include commentaries connectethevictures.

(Celotti 2008: 38 In my material, text arguably appears in captions most of the time.

®The English version of Coleridge & Emer srethds comic
page numbers indicated are lifted from the Finnish version at my disposal. The page count and
arrangement is exactly the same where it counts.
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Titleshave multiple functions. One of the main functions is to be attractive, and they are
often changed from country to country, for example, filnresitiHowever they can also

be maintained, and in this case they reveal their origin and may provide an exotic touch.
Besides having to translate titles linked to their function as attegétiar the translator
should also mind the possible connection leemv the title and the visual messages.
(Celotti 2008: 38 Sometimes the title is incorporated in the artwork much like in
picture 6, which, of course, may in sometimes force the practice of not translating the

picture.

Linguistic paratextis the text that exists outside the balloon and inside the drawing.
This includes forexample inscriptions, road signs, newspapers, onomatopoeia and
sometimes dialogues (or the sign post in pic@)reThe paratext can have both visual

and verbal functios, and the translator should decwdieich of these to give priority to.

For example, if a panel contains a newspaper heading that is an integral part of the
story, the translator has no choice but to translate it in order to maintain the flow of the
story. (ibid.)

3.3 UserCentered Translatioas a Tool of Translation Analysis

Usercentered translation (UCT) is a model of translation proposed by Tytti Suojanen,
Kai sa Koskinen and Tiina Tuominen +{2015).
centeredtranslation, information about users is gathered iteratively throughout the
process and through different methods, and this information is used to create a usable
transl at i oHkoskingnh & dwmiaen 8015: 4While the model is probably

not designéd to be applied to the translation of prose, poetry or comics, it can be argued
that, as soom as a text is analyzed and saQuently retranslated, the entire cycle of UCT
comes intocompletion (see subsection 3.2.4)he key termin this definition is
iterativity, meaning UCT is a cyclical processere a certain sequence is followed:

translation need, specification, mental models, heuristic evaluation and usability
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testing, postnortem and reception research and feedb&esure 1 offers a graphic

represetation of the cycle.

mental models

selecting and updating
translation strategies

final translation

translation need

Figure 1. Usercentered Translation Process © Anni Otava. (Suojeha@ah2015: 4)

The center of the model featureslecting and updating translation strategies
translating and revisingSince the model is intended to be cyd|ithese processes are
carried out iteratively based on the information accumulating during the project and
collected during previous projects. (Suojaetal.2015: 4)

The fundamental assumption of UCT is that theretiarsslation nee@&nd subsequently

a need to describe the users and ensure that the product matches their needs and
expectations. This is followed bgpecification which in essence is an agreement
between the translator and the client. It specifies the goals and expsatelity level

and which UCT methods are going to be employed. The specification is never simply a
clientdés wish |ist, but a negotiation that
et al. 2015: 45) In the case of the material of this thesihile translation proper is

arguably absent from the process, these elements represent the alleged situation where
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the publisher assigned an editor to produc:¢

and the chosen method of the execution was agreed upon.

Mental modelsefer to the translator creating a clearer picture of the users based on the
existing knowledge of the intended users. The methods for mental models include
analysis of intratextual reader positions, audience design and the development of
personas. (Suojanet al.2015: 5)The presence of this element in the creation process
of the Finnishversion of the comigs difficult to evaluate aside from the assumption
that the powers that be arguably did not expect the readership to compairartisé F

release to any previous.publications of Jyl

As the translation progresses, the usability is repeatedly assessed and the translation
strategies are revised and-aealuated based oheuristic evaluation and usability
testingif need be. This type of evaluation is carried out by experts with the help of
heuristics, or usability guidelines. The aim is to get information of the usability of the
text during the translation process. While heuristic evaluation and usability testing can
be employed after the translation process is done, the UCT approach emphasizes the
iterative process that helps to redirect the course of the translation, if necessary.
(Suojaneret al.2015: 5

Once the entire cycle of the UCT model is completed, thecpaatits of the project
reflect on their performance, creatingpastmortemanalysis of the project. It covers
not only the finished text, but in particular the entire translation process from the
negotiation phrase and the accuracy of the mental modaiability of usability
evaluation, and so on. A documented puosttem provides systematfeedbackfor

refining the tools and methods for the next project cycle. (Suogtre?2015: 5 6)

The figure displayseception researcleoinciding with posimortem. The UCT process

does not end with the translation being finished and delivered to the client. It can also be
assessed with different reception research methods. Their purpose is to find out how
readers understand translated text or what kinds dflation strategies are most useful

and acceptable from the readersodé perspecti
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strategically, but it is equally important to appreciate unsolicited feedback from the
client representatives and end users alike. (Suojahah 2015: 6)This thesis would

arguably fit into this category.

Usercentered translation would be beneficial in large cyclical translation processes
because the model is based on iteration (Suojates. 2015: 7). Suojanert al.
mention websiteas an example as it is by nature an interactive medium which allows
for feedback systems where users can make requestrfiocufar pages to be translated
(2015: 5). Another logical application, although nowadays tied to the internet and
websites, is thénstruction manual and documentation associated with modern devices

such as cellphones and computers that see a continuous flow of updates.

From this perspective the UCT does not sepmlicableto translation of comics which,

as works of art are compdta to prose and audiovisual translation, do not see a
practical need for the cyclical process. However, in the scope of this thesis the UCT
provides a ground on which to assess the material at hand as it provides a point of view
from which any translatioanalysis can be included in the cycle. The mental models of
the user, especially the personas, while usually used as estimations of what the end user
might want and need of the translations, could also be used for tavgltize end
product. Therefore | i discuss the more in the following sections

3.3.1 Mental Models of the User

|l denti fying the user of a text is a cruci al
making appropriate decisions that support the functionality and usability of a text. The

user centered design collects as much information as possible abasetkebefore,

during and after the process. However, translation industry scarcely makes use of real

users wherplanning a translation project, btite use of mental models is intuitively

familiar to translators. Translators will naturally devise sdamel of an image of the

future readers of their translations, even if they do not use systematic profiling tools.
(Suojaneret al.2015: 62
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Suojaneret al.(2015: 62) specify three tools which can be used in the construction of
mental modelsintratextud reader positions, audience designd personagSuojanen

et al.2015: 62). The emphasis of this thesis is by no means on the intended reader of the
comic but rather on the reading experience. This means bmyl briefly discuss the
intratextual readepositionsand audience design and focus maimtythe personas &s

intend to use to concept asool for my translation analysis.

3.3.1.1Intratextual Reader Positions and Audience Design

Intratextual reader positions are reader images that cdist@vered in the text itself.

They can bemplied readersor hypothetical readers to whom the writers have targeted
their texts or whom a researcher can construct from the text through textual analysis.
(Suojanenret al. 2015: 63) While the intratextual readis a textbased analysis tool,
audience design focusen the context of reception. It could be described as a reeipient
oriented communication design, based on the idea that speakers or writers regulate their
way and style of speaking or writing accioigl to the peopl¢éheyare addressing and the

kind of receptionheir speech is receiving. (ibié8)

3.3.1.2Persona

Personas are imaginary characters that represent real user groups. They are used as an

aid in designing a variety of products and sms. When a design process is conducted

with these personas in mind, it i's easier
information gained through user studies to use for the benefit of the design process
(Sinkkonenret al.2009: 23 quoted in Suojanehal.2015: 70).

Personas are fictive archetypes of users and they represent the needs and characteristics
of real users. What distinguishes a persona from a textual construct such as the implied
reader is that, while the implied reader is based offiethieires of the text, a persona is

based on features of a concrete reader image. The implied reader is sought through the
text itself and personas exist outside ofAtpersona will help a designer to find a

connection to the user. he has a name, backgropersonality and often even a
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physical appearance, for example, a photograph. Sometimes it is necessary to create
several personas for a single project in order to meet the demands of varied audiences.
(Suojaneret al.2015: 70)

Usually the personas erbased on empirical information on real users. They aim to
represent usersd needs rather than the des
design for.In usability engineering background information for the personas is collected

through interviewor surveys, but in smaller translation projects fictional personas can

be created using the trans]!| af(Sogades etaler son al
2015: 70

3.4 Poetry Translation

In this section | will discuss strategies of poetry trangigtih comprises parts of the

t heoretical framewor k f r olRounthin Raetranslaidiie ased b
Does Retranslation Hypothesis Apply within the Constraints of a Metric P(#0t3

and an expansion to it t h sladian gsthategiesSmees S. H
Jyl ha2és work is wused in the Finniisand versio
therefore without his consent or knowledgel find it necessary to analyze his
transl ati on of indépendestyr widtgle @ st p Bomentosavaiddo s ¢
denouncement of his work based on the Finnish version of the comic.

3.4.1 Translating Poetry

There is much research and theories conng the translation of poetry, but the
following statements suit my research in a competentlamugh fashionln poetry,

there is a greater focus of attention upon formal elements than normally found in prose.
Content is not necessarily sacrificed in the translation, but it is necessargjricted

into certain moldsand only rarely can both otent and form be reproduced in a
translation. The form is usually sacrificed for the sake of the cor{temgene Nida in
Lawrence Venut2000: 127).
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However, a lyric poem that is translated as prose is not an adequate equivalent of the
original. Althoudh it may reproduce the concept of the original content, it will not reach
the emotional intensity and flavorNida in Venuti 2000: 127 As for a better
description of a proper translation: "One thing seems clear: to translate a poem whole is
to compose avther poem. A whole translation will be faithful to tmatter, and it will
‘approximate the form' of the original; and it will have a life of its own, which is the
voice of the translator.” (Jaaks Mathews in Venu2000: 131)

It is said to be increagyty recognized that adherence to the letter may kill the spirit
(Venuti 200: 131). If the language of the original uses word formations that give rise to
insurmountable difficulties of direct translation, and figures of speech wholly foreign,
and hence immmprehensible in the other language, it is better to cling to the spirit of the
poem and clothe it in language and figures that feature no awkwardness of speech and
obscurity of picture. This might be called a translation from culture to culture (William

A. Cooper in Venuti 2000: 131n other words, no matter how brilliantly a passage has
been phrased in the source language, the translator may have to ignore this and create
something else instead. In this case translation from culture to culture islgeata

valid choice.

342 ames S. Hol mesd Poetry Transl ation Str at

Traditionally poetry translators have chosen between four approaches. In addition to
these approaches the problem of poetry translation can be avoided by adapting the poem
into prose. Holmes regards this as a null strategy and rather focuses on methods in
which poetry is translated as poetfiyolmes 1968: 25) this, Holmes and Nida hold a

similar opinion.

The first traditional approach is usually described as retaining the dothe original.
The metric form cannot exist outside a language wimdiarn means that no form can
be wholly maintained in transition from source language to target language. This is why

the approach is called thmimetic form The translation chooses the form that is the
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closest to the format of the source text. (Holmes 19682@&6Jylha employs this
strategy almost exclusively.

In the second approach the translator employs a form that takes a similar function in the
target langage as it does in the source language. Inah&ogic formthe translator
recognizes the function of the format of the source text and finds a similar function in
the target text.Holmes 1968 26) An example of this method would be taking
Kalevala, originally written introchaic tetramete¢four feet that have a stress and a
norstress) and turn it into a dactylic hexameter (six feet that have a stress and two
nonstresses) if it were more characteristic indhiéure of thetarget languageMeter is

discussed further in the next section.

The translators &ve shifted away from the forgherivative fromin favor of the third
approach, which is therganic formbased on the content. In this form the translator
develops a new form based on the contenhefgoemand strays from assuming the
form of the original as the starting point. The content is allowed to take on its own
unique poetic shapén addition there is a fourth form that is not at all based on the
original poem. This is why it is called tletraneous formThe translator develops a
form of his own that is based neither on the format or contents of the source text.
(Holmes 1968: 2)

According to Holmes the aforementioned apptes are applicable to variobistorical
circumstances. For example, the mimetic form emphasizesrdiggenesef the poem

as it is in the source languagdich means the reader of the poémat iswritten in the
target language muekpand his or her literary sensitivity undersandit. Therefore the

Mi metic takes precedence in times when
norms are questioned and the target cul

form was dominant especially in the 19th century. (Holmes 1B6&8)

The analogic form is expected to be used in a time when the culture is exclusive. In such
an era a certain culture and a language maintains that its own pmwde a suitable

base for testing the literacies of other areas and times. Analogjinalffas dominant in

the 18th century. (Holmes 1968: 27)

it h

tur
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The organic form has generally beesgsilient to new approaches intercultural
transitionswhich results in thait has come to the foren the 20th century. The
extraneous form has been regarded aesilient form of resistances and minorities since

as far as the 17th century. It is not a signature form of any era, but has been consistently
in use for years. (Holmes 1968: 28)

3.4.3 Meter in EnglishPoetry

In all spoken English there is a rhythretognizable through variable pattern in the beat
of stressesand nonstressesin the stream of sound. If this rhythm of stresses is
structured into regular equivalent units of stress pattern, it is cafleter A
composition written in meter is called \eerse (Abrams 1957/1986: 112117) or a
stanzathe latter of which is the term used in this thesis

A traditional way to analyze and classify English metestrisssandsyllableanalysis.

The focus is in an individual line, a sequence of words. Therngetketermined by the
pattern ofstressedand unstressedsyllables composing the words in the velise.

While a strong stress perceived by ear is not an absolute quantity, it is relative to the
stress in the adjacent syllablég(ams1957/1986: 112117).

The most important factor in determining where the stresses are"isditeaccent"in

words with multiple syllables (the worakcenf has it in the first syllable). There are
also many monosyllabic words in English, and the type of stress in themddepe
grammatical function nouns, verbs and adjectives tend to have a stronger stress while
particles and prepositions tend to be weaker. Another factor is a possible need to give
emphasis to a certain word. Another determinant is the prevditiegrical accent”

which is an expected beat according to a pattern established earlier in thdbtaxtg
1957/1986: 112117).

® In the body text | will indicate any strong stress in a syllablbdig font. Weak stress shall not be
indicated. This admittedly poses a limitation in the expression, but at this point it is dictated by technical
limitations of the production of this text.
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The most common fashion of analyzing standard meters is to distinguish the weak stress
and strong stress and group the syllables into migteicaccording to the pattern they
form. A foot is recurring pattern of stressed and unstressed syllables. Sdhesef
patterns are callediambic (unstressedtressed), trochaic (stressedinstressed),
anapestiqunstressedinstressedtressed) andactylic (stressedinstressedinstressed).

A metric line is named according to the number of feet it comprises. Sucls maee

for example trimeter (three feet)tetrameter(four feet) andheptameter(seven feet).
However, what ear perceives as the strong stress is not absolute, but relative to the
degree of stress in the adjacent syllalfdsams1957/1986: 112117), which means

that the scansion of a poem is an intuitive pracéss different people scanning a

poem might come to two different conclusions and they might both be correct.

To describe the meter of a line the predominant foot and the number of feet ingontai
are determined. The component feet are analyzed and any major pauses are located.
While this method will reveal that there are feet with a different mitealled
substitutionsi the meter is named according to the prevailing pulsbrams
1957/1986: 12 117).

3.4.4 Meter in Finnish Poetry

The metric systems in the Finnish lyrical poetry are mostly borrowed.example,
iambic and anapestic are Germanic by heritage (Kantolatrpl. 1990: 58). lambic
meter is the most common borrowed meter used in Finnish lyrical poetry. At earliest it

has been utilized in the 16th century in psalm poetry.

As for selecting the syllables for the stressed and unstressed positions, one asiterion
thenumber of syllables. Howevdhis is not sufficient when thmeter is stressriented
(Kantokorpi et al.52). Finnish language sees the word accent always on the first
syllable (Kotimaisten kielten tutkimuskeskus, 2005), and the stressed position in the
meter appears to demand a syllable with the word accent because, if an iambic foot
begins with the word accent, the rhythm is brokerantidkorpiet al. 1990: 52). In



42

metrics all the monosyllabic words are unstressed, even those that would be stressed

from the aspect of the meaning of what is said (ibiD.

The Finnish words, however, may exceed four syllables, and in those cases the words
may have secondary accents. The general rule is that the last syllable of the word is
unstressed and that there ateadjacent stressed syllables (words sudmasun-lau-

lu [the singing of a bird]eit-t&-matta [undoubtedly]sala-am-pu-ja [sniper, poache)]
(Kotimaisten kielten tutkimuskeskus, 2005). Therefore it is possible to place a
secondary accent at a sised syllable in a meter. For this reason, the ominence

has been adopted into metrics to replace stress. Besides stress, prominence involves the
properties of the syllable in relation to adjacent syllables such as length and breaks
within a line. Athough length alone does not justify the stressed position, a long
syllable with the word accent is preferred. (Kantoketpal, 1990: 52). In a case where

the Finnish iamb would begin with a trisyllabic word there is the option of using an
iambic invesion wherein the stress is moved from the first syllabléhe second one

(ibid. 56).

" The Finnish words with a stress in the middle are compound words and the stress marks the beginning
of each word.
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4 DISCUSSION

I will now compare the English and Finnish installments of the comic side byhitie
keepingpresentJ y | h26s transl at i oRunampursitFhise | wl o e m
identify 10 occasionswh er e Jyl h2ds t ext does not
illustrations and therefore fails to convey the effect Emerson has intended. Then | will
identify 14wherethee di t or has alter ed ter gorrdsfolddsvitht e x t
Emersondés il lustrations. I n both cases |
translation where applicabl8efore | set out to analyze the comic, | will describe the
user personas which | shall useassess the discoveriéswill close this chapter with a
brief analysis of Jydtdxtodtssde af theacomsid. at i on of

4.1 Referencing for Primary Workand How to Read this Analysis

I will refer to literature conventionally, but where the primary worksngfmaterial are
concerned | find it necessary to create a custom referenteas simultaneously
referring to three correspondimyimary works for the duration of this chaptero
Coleridge & Emerson (1989/2007) | will refer to & (Source text)to Jy | h2 6 s
translation as seen Runon purs(1934/1980) | will refer to a$T1(Target Text 1jand

to Coleridge & Emerson (1989) | will refer to 832 (Target text 2) The referencem

the pictureswill be as follows:

as

C O |

Part the first, stanza age 7, panel 6IT1:Jy | h26s text in TT1.

Part the first refers to the firstof the seven parts of the poem in all of the texts.
Similarly, stanza3 refers tothethird stanzan the specified part in all of the tex2age

7 refers tothe page number in ST and TT2 Unfortunately ST does not have page
numbers, but the leaf divisieand panel arrangement is identical between ST and TT2
Finally, panel 3will refer to thethird panelof the panebn a page from left to right and
top to bottom (See pictei7). No panels have beattered, omitted, added or rearranged

nor has the page count or order been alidghetefore it is granted that the format will
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always recall the same panel or passage from all the #xthe focus is on what the

Finnish reade experiences, | will favor lifting panels from the Finnish installment
whenever panels from ST and TT2 are not presented side byAlEdesnce the text in

Coleridge 18344997)is exactly the same as ST, | do nd find the need to refer to it
separatelyHowever, my custom method of referencing applies to it, too, should it be

added to the equatioh.n chapter 4.4 | wil/ add Jyl h26s

.'
“

Picture 7. Reading order of ST and TT@yri Tolppanen)

italics.

I will be analyzing the contrasts between ®& and TT2 thereforel will naturally
guotethe text very often. However, since the obsdrpassage of text is often ortiglf
a stanzaor even half a lingl will most often quoteST and TT1 & TT2n the flow of

my textin cursive

4.2Using Persona asTaol for Translation Analys

As mentioned in the previous chapter, user persona is conventionally used in UCT as a
tool to anticipate the needs of the readership a translation is cfeatetbwever, such

a mental model could, at least to an extent, be also usedtaol for a post mortem
analsis, or, as | intend to do here, a tool for translation analysis. While user personas
are usually given names, personalities, hobbies and occupatisitisnarrow it down

to their (lack of) knowledge other languages besides the one matching the version of the

comic they are reading.
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When addressing the Finnish version | shall use a persona simply called the Finnish
reader, who does not speak any English at all i the other hand Weversed in

Finnish grammar. They hav@cked the Finnish installment of the comic up out of
curiositybecause theyafeami | i ar wi th Jyl haés andaens!| ati o
generallyreades of comics. | will reflect on theesultsof the Finnish version from their

point of view, speculating on whether not something is lost on thelecause of the

way the Finnish version is put together.

To a significantly lesser degree | shall refer to a second persomgly stalled the
English reader. They do not necessarily speak English as their native language, but their
skill on the language is on the academic levidley may ke studens from the
University of Vaasavith English as theimajor subjectThey are not familiar with the
Finnish installment of the comic at the time of picking up the canmictheir case, the

English installment of the comic.

4.3 CasedNhen the Connection between Images and Words is Lost

In this section | willexamine 10 occasionshere ST and TT2 do not correspond with
each other. | will generally focus on the cases which suggese r sonods i ntendec
in ST and see if the humorous effect is carried over to TT2.Hast not, it will be

brought up. I will first display the panahd then analyze it.

As we are discussing a comic, the text in the panels will be of utmost importance and
needs to be read in order to understand the discussion. The panels featelevém

text | am analyzing and will not repeat it in my body text.
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HAN LASKEE
PYNTAJAN. ..

Picture 8. Part the fist, stanza 3page 7, panel.6

The problems start as soas on page 7, the first page with de facto comics on it. On
panel 6 there is the hand of cards (see Pi@ur&heoriginal line of the ST, stanza 3
saysfieft soons hi s which nEdhersanr degidied tdn bamdle through
homonymy and included a hand @drds. Unfortunately TT makes no mention of the
cards, resulting in the hand of cards remaining completely amisguwothe Finnish

reader
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Picture 9. Part the first, stanza 5/ page 7, panel 8

Panel 8(see picture 9¥liscusses stanza 5 where the ST states that the Weddasl
sits on a stone, and the TT mentions as much. However, instead of an actual stone

Emerson has illustrated a person who might distantly resemble a female.

The effectiveness of this panel relie compl et el y on the reader 6s
Emerson has drawn Mick Jagger, the vocalist of the Rolling Stones, be it the English or

the Finnish reader. It is possible that the Finnish reader is familiar with Rolling Stones,

but the connection b&een the wordstoneand kivi may remain a mystery. With so

many variables in whether the message is conveyed properly, this qualifies as

connection lost between images and words.
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HIGHER AND HiGHER THE WEDDING-G UEST KUN ViHDOIN SATEET HAAVIERAS RINTDIHINSA
EVERY DAY, TilL GVER HERE BEAT Hi$ BREAST, POLTTAVAT LSi:
THE MAST AT NooN—/ FOR HE HEARD THE SE KOHTISUGRAN Loi — PASUUNAN KUTSU

— LouD BASSEON / soi

! o = \
/. & >
‘df”s (CUVTT7/C

Picture 10. Part the ifst, stanza 8 / page 8, page 4

On page 8 Emerson illustrates stanzas 7 and 8 over panels 3 and 4. In ST Coleridge

states that, theun came up upon the lefitdon the right went dowand continues on

stanza 8 sayingigher and higher every day till over the mast at ndémerson deciag

to draw the mast atop the Marinerds head
somewhat literal illustration of the texage jcture 10). Jylha does not mention the mast

at all, rendering the mast compl etntohy redur

is not carried over to TT2.

Another noteworthy aspect here is that Jylha has fallen for a false friend, translating
bassoon apasuunawhen the corresponding word would have b&egotti. However,

even if Emer sonds t en dceis arfvork noay iy andwehave o me | i
become apparent, it is noteworthy that the instrument he has drawn resembles a clarinet

or an oboe rather than a bassoon. However, as it by no means resembles a trombone
vetopasuundn Finnishi the Finnish reader might finthe text perplexing. In this

sense, the panel loses the connection to the text twice.
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HAASALIIN KAY JO MORSIAN  KUIN RUUSU HEHKUEN ;
JA LAULAIN, PRATA NYBDRYTHAIN KAY SAATTS iLOINEN

W&'. > " %/%

7z
o
2=

Picture 11. Part the fist, stanza 9 / page 8, panel 5

In panel 5(see picture 11Emerson illustrates stanza 9. He has opted to interpret the
expressiommerryminstrelsyto be a synonym to a minstrel show and illustrate it as such:

Minstrel show was an American form of entertainment in the 19th century where white
musicians wearing blackface and red lipstick mocked the music, customs, culture,
clothing and dancef the African American populet. Coleridgeds poem p
19th century so it is safe to say that he would rather refer to a group of minstrels, who

were medieval European singers who performed songs whose lyrics told stories of
distant places or aéxisting or imaginary historical events. Jylha mentions nothing of

the sort and instead sagaatto iloinenmerry escoiit This results in the Finnish reader

left without any explanation as to why the black roigsis are present in the pariel

such a detil even piques his interest.

Panel4 on page 9 is the most problematic yet in terms of connection between images
and words. Coleridge originally describes how the dracked, growled, roare@nd
howledlike noises in a swoundmerson opts to incorporate the words in his artwork,
drawing them as sculptures in tloe (see picturé). Obviouslythe words would not

exist in any Finnish translation. Thus the Finnish reader will not be presented any kind
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of an explanationastowh such words have been scul pted

in this sense, an especially ill fit with the artwork.

Emerson depicts the Mariner and his crewmates discussing what theswouthd

means, thinking it is probably something noiSywoundmeans the act of fainting, and

whether or not Jylha knew what it means is irrelevant, because he translatedritaas

which is another word for Hell or darknegsnientq. In Part the fifth, stanza 22 / page

43, panel 6 the wordwoundis used again, thiime in its original meaning, and

Emerson builds upon it. Unfortunatetpis spells trouble for the execution of TT2 since

the wordhornaends up being used very wunconventio

pages 68i 69 of this thesis).

Picture 12. Part the Firg stanza 18 / page 11, panel 2
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Panel 2 on page 11 illustrates stanza 18 and begins a pun that continues on Part the
second, stanza 2 |/ Page 14, panel 4 . Col er
Albatross ashollo and repeats the woralgain on Part the second, stanza 2. Emerson

follows suit (Picture 12 and 13

NoR ANY DAY FOR FeeD GR PLAY S ENAA SYSMAAN JA LEiKKiINAAN
CAMME TO THE MARINERS’ Hou.o.’ TULE MERIMIESTEN LUO!

)G =)

Picture 13. Part the second, stanz& @age 5, panel 4

Jylhaoriginally translated the stanzas in a smart fashion, repeating the manner in which
Coleridge used repetitioas an ef fect . Unfortunately Emer
holomakes it i mpossible for Jylh2&@6s text to
case, even if the comic were translated properly, taking both images and words into
account, problems wouldrise: English is an analytic language (casing is done by
prepositions and the word itself does not change) and it is therefore relatively easy to

use a greeting or a verb as a noun and a noun as a verb. Finnish, on the other hand, is an
agglutinating langage (casing is done without prepositions, but the word stem and the

suffix change according to the case) and therefore the practice will not work as easily.
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AH KURJWITTAN ! JOKAINEN
MUA KATSOI TUIJOTTAIN.. .

Picture 14. Part the secat) stanza 14 / page 20, panel 4

Panel 4 on pag20 (picture 14)illustrates the first half of stanza 14 where Coleridge
mentions the marinehaving evil looks from old and youndmerson arguably
illustrates all the mariners as rather mature and decides to include the youth element by
including a baby in the shot. 3y makes no distinction between the old and young in
his translation which makes the presence of the baby ambiguous to the Finnish reader.
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YLITSE BiSEN ULAPAN

KUU PAISTO! KIRKKAINNAAN:
SE TAIVAANKANTTA HiLJAA Sous
YKS TAHT) SEURASSAAN —

MERESSA SATEET KiMALSIVAT
KUIN HUWRRE HUHTIKUUN .

MUT JATTIVARJOSS' ALVKSEN
PUNAISET LIERIT HEHKUEN
NEUS VETEEN LUMGTTUUN.

1)

|

Picture 15. Part the fourthstanzas 1il1/ page 32, pandl

While the problem present on page 32 seems miinigrperhaps the most obvious one.

Jylha mentions only one star in stanza 10, but two are clearly illustrated in panel 1 (see
picture 15). Coleridge is not originally as specific as he mentianstar or twg

therefore giving Emerson the option of illceging two stars. Arguably this problem

could have been fixed by the editor by hiding one of the sRota (2008) does not

mention altering of the imagery for the sake of domestication strategies. However, as he

lists items such as rearrangement and simmsof panels and mutilation of texRdta

2008: 86 89), it can be concluded that t i's not favorable to ret
eitherHowever , the editor has retouched Jyl h&a
vein he also could have opted faliteng the text to mention two stars instead of one.

Whatever the casehis particular example is probably most easily noticed by the

Finnish reader.
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NIiN HENKIVAN MA TUNSIN LAUHAN SAAN:
ON TYYNi YO, NAAN YLLA KUUN...

iy

Picture 16. Part the sixthstanza 7 / page 48, panel 1

Panel 1 on page 48 (see pictd® features an issue that could fall in the category of
censorship although it is debatable where it occurred. On stanza 7 of Part the fourth
Coleridge mentions thathe moonwas high The illustration shows a humanized
crescent moohiccuping and callingdr tequila, basically giving the idea that the moon

is intoxicated by alcohol.

One might have expected that, since Coleridge stateshimahoon is highEmerson

would have given the impression that the moas been indulging in narcotics. Instead,

the moon is depicted as being drunk. This arouses the speculation whether it was
Emerson or the original publishing house that decided there should not be a reference to
narcotics suggesting that cultural and political censorship taking place. This thesis
quaes Rota (2008) listing cultural and political censorship as a potential part of
domesticating translation strategié®{a2008: 8990), but in this case the censorship

has taken place before the final release of ST, not in transition from ST to TT2.
However, Jylhd makes no mention whatsoever of an intoxication, therefore not letting

the Finnish reader in on any humor Emersom might have intended.
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44CasesVher e t he Editor Changed Jyl h2ds Text

Rota (2008) discussedutilation of textsas a part of dmesticating translation
strategies, describing it as a consequence of changing the original format to a smaller
one Rota2008: 87). The changes the editor has made in order to make TT1 fit the
context of TT2 not because of the sizing problems, but becali$ suddenly has to
accommodate ST and the imagery while it was originally created to correspond with
only the text portion of ST. Therefore it can be concluded that, mutilation of text has
taken place in all of the examples of this section to make TcCbnamodate the

multimodal demands of TT2.

In this section | shakxamine 1®ccasions’vher e t he edi tor of TT2 h
text. | will also produce speculative reasoning as to why the change was or was not

made. Also, | will speculate on altetivee editorial choices whenever they may occur.

In this section, whenever | use pictures, the caption of the picture atillder e Jy |l h2 & s

textasitwas in TT1.
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HE HOLDS HiM WiTH HiS GLITTERING EYE— MKSAEQ\{QAR'NM.KT'L%:WKATS\%HAN'
THE WEDDING-GUEST STeoD STILL, TAMA SANATONNA KUUNTELEE
AND LiSTENS LiKE A THREE YEARS' CHILD? TAAS LAPSEKSI TULLUT LiE

THE MARINER HATH His WiLL/ ;

Picture 17. Part the first, stanza 4 Age 7, panel 7TT1: Mut silmin kiiluvin katsoo
han; / Haavieras vaiti jaa, / Ja ndyrasti kuin lapsorienerimiesta kuulee taa.

Panel 7 on page 7 illustrates stanZ&de picture 17)Coleridge states that the Mariner
has the Weddinggue st 6s wi I | . Emerson chose to
Testament of W. Guesind has that written on the pap@rhile ST clearly states that
the Mariner holds the WeddingGuestwith his glittering eyeand thathe hasthe
WeddingG u e swillp 3ylha makes no mention that the Mariner would hold the
WeddingGuest o his will. Clearly the illustration would have remained perplexing to
the Finnish reader even with the editor translating the text on the vl Mieraan

viimeinen tahto ja testamentiihus the editor had to change the entire stanza.

It has to be nied that, in the Finnish practice the Last Will and Testament would simply
be tittedTestamentti however, the text would incl
tahtonani ja testamenttinani...o [ fAAs

tha the transl ated t e xitdependingtfronetheWoint & vieavs t

i will narrowly avoid keing anAnglicism.

ude

my |

6s t

1

c
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ME_HERKUIN SiTA HELLIMME.. i ...SE LENTOON SUORIUTUI.

HM|
ON

M ! TAMK siis g

MAKARMUA TAIDAN oTraa
CHABLIST :
assoneras Y

Picture 18. Part the first, Stanza 17 / page 1@nels 23. TT1: Yli purjeitten niin
lidellen / se syomaan laskeutui.

On page 10, panels 2 and 3 illustrate the first half of stanza 17 (Piur€oleridge
writes: It (the Albatrosspt e t he food it neder had eat,

Emerson naturally follows the order in which Coleridge states the activities.

In ST1 the lines are divided so that each line is above the panel they best narrate. In TT1

the stated activities are reversed which probably lead the editor to decide to revise

Jyl h2ads text. Arguabl vy, had the g¢gleling or cho:
without attempting to divide them between the panels, the lines would not have needed

to be revised. The space above the panels would have accommodated the decision.
Arguably that would have been mutilation of the original form of the ST, bu#aat |

then Jyl h26s text would have remained inta
hold onto the form of the ST.
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KUN ILTA SAA  VESPERHETKI TAAS,
SE LOVTAA RAAKAPUUN ...

Picture 19. Part the first stanza 19 / page 11, panelld.1: Lapi pilvien se leijaillen /
l6ys illoin raakapuun

In the panel ®f page 11 Emerson depicts stanzeofl @art the FirstColeridge writes:

In mist or could, on mast or shroud / it perched for vespers. iineerson decides to
play with the way a Brit would pronounce the Latin weebsper[evening]- / Usm/
does indeed sound very much liespa Therefore Emerson draws the Albatross with

nine Vespa scooters on the mast (pictife

Jylh& makes no mention of vespers in his translation, but ST somewhat demands that
the editor make an alteration to his téxtmake the pun work at least to some degree.

However, the number of the scooters remains unexplained to the Finnish reader even if
in particular piques his or her attention. On a final note, the editor unnecessarily altered

the second line.
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~HWUS KAIKKi, ETTA LINTy TU®
SE TUULILINTU ON !

LINNUN SURMASIT,
JA SE TUULTA TUONUT ON !

KUN AMMUIT SEN- SE Toi
VAIN USVAA HYYTRVAA !

Picture 20. Part the second, stanza 3 / page 15, panel 7 and Part the second, stanza 4 /
page 16, panel 3.

Stanzas 3 and 4 in Part the second form a
ends with the crew scolding the Mariner for killing the &lbss but the latter sees a

change of heart. Emerson makes panel 7 on page 15 and panel 3 on page 16 a similar
pair by using the same layout of the image twaee picture 20). The editor adds the

words he sanoivatoutside the balloon on both of the pEneobviously because the
corresponding wordsaid theyexist on ST in the same location. However, the addition

IS unnecessary as it does not help the delivery at all. The space could easily have been
left blank.
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~ VETTA ,VETTA MABRRATT ON,VAAN LAUDAT KUTiSTUY!
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Picture 21. Part the second, stanza 9 / page 18, panels 3 afdL6Vetta, vettd maarat
on / ja kaikki janoaa, / vettd silmé&nkantamat: / et vettd juoda saa

On stanza @f Part the secon@oleridge mentionshrinking boardsJylh& on the other
hand makes no mentioaf shrinking boards, but as Emerson has incorporated a

shrunken skateboard and a shrunken ironing board, it becomes fairly obvious why the
editor had to change JYV btheAviBesthetpreserice cdbthe pag e
items would have made no sertsethe Finnish reader. Since this alters the rhyming

pattern of the stanza, the editor is also forced to change the text on panel 6. 2B)cture
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KUIN LASINA SiLMAT KiilLUiVAT,
|OLi HIRVEA PUUTE VEEN

PR n

¥ 1 TUPLA:
LASIT

Picture 22. Part the third, stanza 1 / page 22, panel Bl: Lasinhimmeina silmét
paloivat / oli hirvedpuute veen.

Panel 3 on page 22 addresses the stanza 1 of Part the third. Coleridge ngdatiehs

each weary eyand Emerson decides to illustrate this as glazed windows in the eyes of

the crew (see picture22). Jylha uses the adjectivasinhimme&[dim as glass] to
translate Coleridgebds text in TT1, and eve
his translation is not much of a departure from ST. Yet the editor has opted to make the
somewhat wunnecessary c¢han ga significandyympiofed s t e x t

the connection between Jyl h2ds text and Eme
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“» SOi JOKA KERTA ViUHAHDUS
KUIN JOUSEN LAVENNEEN/

-~

Picture 23. Part the third, stanza 17 / page 27, pandlTl: Soi joka kerta viuhaus /
kuin jousen lauenneen.

On page 27, stanza 17 the editor has made a similar unnecessary change. The word
viuhaushas been changed Wuhahdus They both work as a translation for the word
whizz that was originally used by Emerso@ne could speculate that the graphic
onomatopoa& (wWhi z z , whi zz, wolld kaveéused a transiation ntp )
Finnish (for examplev i u h , Vi uh),). This example i \eery similar ho the
problem presentenh picture 6 on page 31of this thesis Celotti (2008) states that the
translatorhas to decide if a written message placed outside the balloon is more visual
than verbal Celotti 2008: 38). In both of these cases the written message is rather

deeply integrated in the imagery, therefore the technical concerns probably lead to the

editods deci sion not to translate the onomat o]}
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—..... NE KiiVAASTI SYKKiVAT)
NAAT MERI JA TAIVAS SiLMIAN
NiiN PAINOI — MUTTA EESSA NAIN

VAIN KUGLLEET YSTAVAT !
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Picture 24. Part the fourth, stanza 7 / page 31, pandITIL: ne olivat raskahat; / naat
meri ja taivas silmidin / n&in painet mutta eessa nain / ma kaikki vainajat.

On panell of page 31, Emerson interprets stanza 7 of Part the fourth in a very graphic
manner.Coleridgestates that there atmlls that like pulses beatTherefore Emerson

i ncorporates balls that (seeptured.dgywhia makes t he M
originally no mention of a pulse or anythin
eyes or eyelids, therefore the editords he

connection between the text and the illustration.
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ALUKSEN VARJOON SYNKEAAN

NE KUMMAN HEHKUN Lo,
KUN_ VARIKKAINE ASUINEEN
JA JATTAIN KULTAKIMMELTEEN
NE VEESSA PIEHTAROI.

Picture 25. Part the fourth,stanza 13 / page 33, panel TT1l: Aluksen tummaan
varjohon / ne kumman hehkun loi, / kun sateenkaarenloisteineen / ja jattain
kultakimmelteen / ne veessa piehtaroi

On stanza 12 of Part the fourth, Coleridge begins discussing-svatkes and continues

to discuss them on stanza 13. He states that the-sra&es haveich attire which
Emerson naturally interprets as being clothes Hreywearing. He illustrates one of the
snhakes asking the other what she thinks of his attire and the other one commhanting
it is rich (see picture B). TT1 makes no mention of attires, but since Emerson has
already illustrated the watsnakes wearing clothes, the editor is forced to go with this
interpretation and choose a way to incorporate them to the text imnTof@er to make

the text and the illustratiotorrespond with each other
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NE HOLMOT SANGOT KANNELLA
NA\N_\ UNiSSA UUDELLEEN,
NAIN SANGOT \/ETTA TULVILLAAN —

Picture 26. Part the fifth, stanza 2page 37, pnel 4.TT1: Vesisangot kannella e&n
nain / unissa uudelleen

In stanza 2 of Part the fifth Coleridge describes ltheketson the deckas silly.
Emerson would not pass the opportunity to draw a group of silly buckets discussing
how silly their actually are (see pictug®). Obviously the editor had to translate the
discussion between the buckets. However, he or she was alsollednpeetouch TT1

to correspond with TT2 since Jyltdid not originally mention the silliness of the
buckets. Whether or not it was necessary for the editor to make this change remains

debatable.



" ETAISTA TOWLEN TouiN .
MA SILLOIN KOULLA SAiN,
MYSS PURJEET KiRKIKAAN KUULTAVAT

SEN KUULL VAVAHTAIN |

JA TAIVAAT PUHKES PAUHAAMAAN !
JA TUMANNET SALAMAT

L&i RiSTiiN RASTIIN LEIMUTEN )
VALISSA PARVET TAHTIEN
EESTAKAISIN TANSSIVAT.

JO LAHEN| MYRSKY — PURJEET Soi
KUIN RUOVAT KAISLIKON ;
SYSiIMUSTA PiLVi VETTA L&i — S
Kuu REUNASSA PiLVEN ON TReT
OLi REVENNYT PiLvi MKTA Tuo-
JA SEN REUNASIA oLi kU

VALO VIRTAS KALVOON AAVAN VEEN
KUIN KoSKi PAALTA JYRKKANTEEN
ALAS VAAHTONA ViSKAUTUU.
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Picture 27. Part the fifth, stanzasi B / page 38, pnel 1 Etais@ tuulen kohinaa / ma

silloin kuulla sain, / my6s purjeet kirkka&oultavat /sen kuuli vavahtain. // Ja taivaat

puhkes pauhaamaan! / ja tuhannet salamet / I6i ristiin rastiin leimuten; / valissa parvet
tahtien / eestakaisin tanssivatld laheni myrsky- purjeet soi/ kuin ruovot kaislikon; /
sysimusta pilvi vetta l6i/ / kuu pilven reunassod -e/ma [/ Ol

reunassa oli kuu; / valo virtas kalvoon aavan veen/ kuin koski paalta jyrkanteen / alas
vaahtona paiskautuu

Page 38 is a splash page featuring stanzas from 5 to 8 of Part tl{eeidtpicture27).
Emersonds illustration does not appierar to h
this case it is simply an illustration to accompany the stamz&sesingly though, the

editor has changed one line from stanzas 5 (Woltdnaato tohinad, 7 (kuu pilven
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r e un a ®Egud renassa pilven d@and most of stanza 8 (added the weedto line
sen reunassa oli kuand changeg@aiskautuuo viskautu). Thesechanges do not seem

to enhance the reading experience at all and could thetefdeemed unnecessary.

NE MiLLOIN YHTEEN SULIVAT,
MiLLoiN S0iVAT YKSITTAIN !

... NE AURiNKoA PAIN !

Picture 28. Part the fifth, stanza5 / page 40 panek 6i 7. TT1: ne puoleen auringon; /
maan paalle jalleen tultuaan / yha kirkkaat soinnut on.

Panels 6 and 7 on page 40 illustrate stanza 15 of Part the fifth. In these panels
Emersonédés illustrations feature a similar/l
page 38. Emersondds illustration does not s
now mixed, now one by onk TT1 Jylha never even mentions ttia¢ soundsould

even playmixedor one by one

In this particular case it could be argued that the editor made an unnecessary change.
Granted, his or her r atmaecosely telatedno ST,fbutCol er i
he or she also loses an opportunity to an inadvertent humor that might have fit the
context: Jylh& originally states that the sounds are bright, but as the $allnsisated

as bands in the pictufeee picture8) i are tightly entangled with each other, the bright

sounds could have worked as an ironic interpretation of the illustration.
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KUIN VilLi RATSU AKKIiA
SE MATIKAAN  SYGKSAHTI ...

>
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> s
RN PSS
SOk
SE VEREN LINKOS PAAHANI... - MINUT HORNAAN VAIYUTTI !
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Picture 29. Part the fifth, stanza2/ Page 43, panels 8: TT1:se syoksyi eteenpé&in/
se veren linkos paahani, mitguttomaksi jain.

The panels from 4 to 6 on page é&e picture9) recall the problem that already began

on page 9panel 4when the crew of the ship discussed whawaundis. As | already

statel on page 9 of this thesisJylha translated the wosvound(the act of fainting) as
horna(Hell, darkness)This is the second time Coleridge uses the word and it is in line
with his style of repeating concepts. However, while Jylhd has integrated that style in
his translation strategy, he does not empldyeite because without the illustrations he

does not need to.
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Hmmm...
_ei Seoleyh-
taan niin me-
TAM2A Siis lisa Kuin Vai-
1" >
on “horna".. tcttut\...

\

Picture 30. Part the fifth, no stanzgpage 43, panels 4 artd

However, on the next page the Mariner is seen musing that he has entered the swound
(see pictured0), noting that it is not as noisy as he and the crew mused on pabes 9.
poses a problem for the editor since the woina does not hold the similar
homonymy as Coleridge appears to give the wawdund The editor is somewhat

forced to establish thate wordhornasomehow refers to the state of unconsciousness.

The following last example coveralmost entirelypages 61 and 62 which illustrate

stanzas 18 t@3 of part the seventh (see pictures 8id 2). Panel 2 on page 61

illustrates thelittle vesper bell Emerson recalls the pun based on the similar
pronunciations ofesperandVespa(seepage B of this thesis &picture 19). The editor

i's naturally forced to alter Jyl h2&38s tran:t
imagery. A minor but umecessarghange is found on stanza 19 whei&is changed to

tama They are essentially the same word, but the former is rather a spoken or dialectic

form. However, the most pressing concern begins from panel 6 of page 61 and

continues to panel 9 of pagé, stanzas 21 to 23
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Picture 31. Part the seventh, stanzasi 28 / page 61 panels 112 Ovesta riemu
humahtaa! / Ha&avieraat karkeloi; / mut lehtimajassa morsian / ja neidot ilakoi: / ja
rukoukseen kutsuen / pien' iltakello soi. // Haavieras! Ykdisinaan / t&a sielu ollut

on: /I ei Jumalaa han nahnyt ees / paal ulapan auringon. // Mut ihanampaa kuin on
haat / on Herran palvelus, / kun kansa kirkkoon vaeltaa, / kun kaikuu rukous, // kun
herran pyhaan temppeliin / kAyn seurass' ystavain / kun étéarylhdisen / kay saatto
lasten, vanhusten / ja nuoret k&sikkain.































































