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SANTRAUKA

Šiame darbe nagrinėjamos simbolių ir metaforų vertimo problemos, analizuojant Edith Wharton romaną „Itenas Fromas“ ir jo vertimą į lietuvių kalbą. Edith Wharton (1862-1937) – yra žymi Amerikiečių literatūros klasikė, kurios literatūriniuose kūriniuose yra aprašomas Amerikos tautos gyvenimo laikotarpis nuo Pilietinio karo pabaigos iki Pirmojo pasaulinio karo pradžios. Romanas „Itenas Fromas“ (1911) – tai istorija apie eilinį Naujosios Anglijos fermerį, kuris, vedęs tironišką žmoną, kantriai tempia vedybinio gyvenimo naštą. 

Darbas remiasi dviem pagrindinėmis vertimo teorijomis: Hasano Ghazala (2003) pasiūlyta  teorija, kuri yra taikoma metaforų vertimo analizei, ir Jean Paul Vinay and Jean Darbelnet (1958) vertimo strategijų teorija, taikoma simbolių vertimo analizei. Darbą sudaro penkios pagrindinės dalys ir vienas priedas. Pirmoje dalyje pristatoma pagrindinė tema, autoriaus biografiniai duomenys ir kritikų nuomonė apie romaną „Itenas Fromas“. Antroje dalyje nagrinėjamas socio-istorinis romano kontekstas. Trečią dalį sudaro teorinė medžiaga bei simbolio ir metaforos apibrėžimas, remiantis Edgaro V. Robertso and Henry E. Jacobso (1989), Clarence Hugh Holmano (1980) ir Edwino Gentzlerio (2000) teorijomis. Ketvirtoje dalyje analizuojamos romane rastos metaforos ir simboliai, nagrinėjamos jų vertimo iš anglų į lietuvių kalbą problemos. Penktoje dalyje aptariamos tyrimo išvados. Priede pateikiama romano „Itenas Fromas“ siužeto santrauka.  
SUMMARY
This thesis discusses the use of symbolic elements and metaphors in Edith Wharton’s novel Ethan Forme and analyzes the problems related to rendering them into Lithuanian. Edith Wharton (1862-1937) is a famous turn of the century American writer whose works describe the life of the American nation in the period between the end of the Civil War and the beginning of the First World War. Ethan Frome (1911) describes a poor farmer of New-England village whose marital entrapment and desperate love for his wife’s cousin Mattie eventually lead him to committing suicide which does not kill him but leaves him crippled for the whole life. The study is based on the following two translation theories: the theory suggested by Hasan Ghazala (2003) which is applied to the analysis of translation of metaphors in the novel, and the theory designed by Jean Paul Vinay and Jean Darbelnet (1958) used in the analysis of translation of symbols.

The present thesis is divided into five main parts and has one appendix. Part one introduces the main topic and aims, provides the main biographical facts about the author and critical view on the novel. Part two presents the socio-historical and biographical context for Edith Wharton’s Ethan Frome. Part three reveals the issues of theoretical background and theoretical approaches to the main concepts of a symbol and metaphor. Here, the working definition of symbol is provided referring to Edgar V. Roberts and Henry E. Jacobs (1989), Clarence Hugh Holman (1980), while the working definition of a metaphor was presented referring to Edwin Gentzler (2000). Part four is divided into two chapters (4.1 and 4.2) each of which is dedicated to the separate analysis of the symbols and metaphors occurred in the novel and the discussion of the depicted translation problems. The first chapter of the part four (4.1) is devoted to the analysis of metaphors depicted in the novel, while the second chapter (4.2) consists of three sections 4.2.1, 4.2.2 and 4.2.3 discussing the symbols of the cat, red-pickle dish, elm-tree and coasting. Part five provides the conclusions which emerge in the process of the analysis. Finally, appendix describes a plot summary of the novel Ethan Frome. 
1. INTRODUCTION
According to Cadance Waid, Edith Wharton (1862-1937) is a famous turn of the century American writer (Waid, 1995: 916). In her writings she describes the life of the American nation in the period between the end of the Civil War and the beginning of the First World War. Many of her works are devoted to the “Old New York” society where she was born and brought up. As Peter Conn points out, the writer “enjoyed the material comfort her circumstances bestowed, but she was stifled by the cultural aridity of America’s higher casts” where any demonstration of woman as an artist was considered to be inadmissible (Conn, 1989: 308).

Critic Robert Baird Shuman (Shuman, 1971: 257-263) states that a number of Edith Wharton’s literary works are permeated with irony, elements of Gothic style and symbolism. The present paper is based on one of Edith Wharton’s novel Ethan Frome appeared in 1911. According to Jeffrey M. Lilburn, the novel faces difficult moral issues and enables the reader to view “the American economic and cultural realities that produced and allowed such suffering”. (Lilburn, 1999). Critics Orlene Murad (Murad, 1983: 90-103) and Candace Waid (Waid, 1995: 918) look to the novel for clues about the author’s own life. The author herself remarked that “it was frequently criticized as “painful,” and at first much less successful than her previous books” (Wharton, 1990: 1003). Nevertheless, as R. Baird Shuman notices, “it remains a monument in the Edith Wharton canon” (Shuman, 1971: 262). According to Allen F. Stein, the novel indicates “the fullest treatment of the disasters that can occur when one attempts to leave even a repellent marriage” (Stein, 1984: 223), while the Wharton’s biographer, Cynthia Griffin Wolff, calls Ethan Frome “a tantalizingly literary work.” (Wolff, 1977: 183-184).

The motive of the paper is linked to the highly symbolic nature and abundant use of metaphorical language in Ethan Frome noticed by a number of literary critics. According to Kenneth Bernard, the elements of imagery and symbolism, particularly the compatibility of setting and character, reveal the novel’s “true dimensions” (Bernard, 1961: 182-184), whereas R. Baird Shuman points out that “there is probably no more pervasive single element in Ethan Frome than the symbolism” (Shuman, 1971: 258). 
Thus the analysis concentrates on the symbolic elements and metaphors employed in the novel and problems related to rendering them into Lithuanian. More specifically, the aim of the paper is to discover what effect is produced on the source language (SL) readers by using certain symbols and metaphors and how they are rendered in the translation of the novel into Lithuanian by Auksė Mardosaitė (2004). 

The present paper consists of five main parts. Part one is introduction to the study which includes the main biographical facts about the author, briefly introduces the critical view on the novel Ethan Frome, and introduces the aim of the present thesis and its structure. Part two presents the socio-historical and biographical context for Edith Wharton’s novel Ethan Frome. Part three reveals the issues of theoretical background and theoretical approaches to the main concepts of a symbol and metaphor. Here, the working definitions of symbol and metaphor are provided and the possible problems related to the translation of them are discussed. Part four contains the analysis of translation of symbols and metaphor in Ethan Frome into Lithuanian. This part is divided into two chapters (4.1 and 4.2) each of which is dedicated to the separate analysis of the symbols and metaphors occurred in the novel and the discussion of the depicted translation problems. The first chapter of the part four (4.1) is devoted to the analysis of metaphors depicted in the novel, while the second chapter (4.2) consists of three sections 4.2.1, 4.2.2 and 4.2.3 discussing the symbols of the cat, red-pickle dish, elm-tree and coasting. Finally, part five provides the conclusions which emerge in the process of the analysis. 
2. SOCIO-HISTORICAL AND BIOGRAFICAL CONTEXT FOR 
    EDITH WHARTON’S NOVEL ETHAN FROME
According to Peter Bush, “literary translation is [...] a very social, culturally bound process where the translator plays a key role in complex series of interactions” (Bush, 2001: 129). He also states that “an essential preparation for the translation will be careful reading and re-reading and accompanying research of source text and other work by the author” (Bush, 2001: 129). In order to render the message of a literary work properly, the translator should be aware of the socio-historical characteristics of the target culture as well as the biographical context of the author. 
Edith Wharton (1862-1937) was born in the wealthy upper ranks of the “Old New York” society of the late nineteenth century, where “writing was considered to be somewhere between manual labor and the occult arts” or by the words of the writer herself “something between black art and a form of manual labor” (Wharton, 1934: 30). The society, to which Wharton’s family belonged, held its social and financial position incompatible with any form of art. This is the reason of “the puzzled contemptuous attitude” of her family and friends towards her occupation as a writer. Therefore, it may be relevant to cite Edith Wharton’s words:

My literary success puzzled and embarrassed my old friends far more than it impressed them, and in my own family it created a kind of constraint, which increased with the years. None of my relations ever spoke to me of my books, either to praise or to blame - they simply ignored them; and among the immense tribe of my New York cousins, though it included many with whom I was on terms of affectionate intimacy, the subject was avoided as though it were a kind of family disgrace, which might be condoned but could not be forgotten. (Wharton, A Backward Glance, 825)

 As Shary Benstock states, “it took enormous courage and persistence for Wharton to overcome Old New York society’s attitudes about women’s social place and the proper forms of creative expression” (Benstock, 2002: 7). According to Candace Waid, female writers of that period such as Jane Austen, George Eliot, and Harriet Beecher Stowe, came from the middle class, and in many cases they came from the families of clergymen (Waid, 1995: 916). However, as Lois Tyson points out, “the literary canon of that period did not include the woman as a writer” (Tyson, 1999: 82). 
He writes that “in the earlier times literary history focused first of all on the male writers; therefore, women that were popular authors in their time were not always canonized” (Tyson, 1999: 82). Later, the writer becomes one of the most eager critics of the New York society. In her works she judges the privileged world where she was born, grew up and was educated. She criticizes her society for its materialism, snobbery, cynicism, indolence and “cultural, intellectual and emotional aridity” (Conn, 1989: 308). “She described her childhood and youth as ‘an intellectual desert’” (Benstock, 1994: 4) 

After the end of the Civil War, the aristocracy of the “Old New York” encountered a financial crisis which forced many of its representatives to leave the United States of America and to move abroad where they could live more cheaply and exercise more freedom. The same fate befell Wharton’s family. For six years they were traveling throughout Europe and resided in England, France, Spain, Italy, and Germany (Cunliffe, 1993: 216). Throughout her stay in Europe, Wharton adopted its culture and traditions. Later, when at the age of ten the writer returned to New York, she acknowledged that she “never felt otherwise than as in exile in America.” (Waid, 1995: 916). The profound knowledge of the culture of Europe and distaste for America are reflected in Wharton’s literary works.

Speaking about her works, the writer acknowledges that she hesitated between choosing one of the two opposite intentions: “to make ...pictures prettier” and to tell the truth. Those two contradicting polarities of “decorative surfaces and politeness” on the one hand, and revelation of truths, on the other, account for the diverse nature of her works and the presence of elements of different (sentimentalist and realist) styles in her fiction (Waid, 1995: 916).

The historical events have a great impact on the worldview of every human being. The historical events have a great impact on the worldview of every human being. Consequently, in order to get the gist of the writers’ world-view and the literature of a certain period the historical context should be discussed. First, the period between the end of the nineteenth and the beginning of the twentieth century have witnessed two crucial events: the Civil War (1861–1865) and the First World War (1914–1918) which had considerably influenced the ideology of American society (Cunliffe, 1993: 318). The two wars have brought about the great changes such as technologisation, urbanization, secularization, and modernization. As Marcus Cunliffe points out, those changes “shook all the major convictions and explanations crucial to nineteenth-century thought” (Cunliffe, 1993: 318). The technological progress has caused people to leave their farms and to move to the more progressive cities. According to Richard Hofstadter, “America was born in the country and moved to the city.” (cited in Cunliffe, 1993: 318)
Moreover, the United States of the 1910s was characterized by industrial growth, economic prosperity, and increasing political influence in the world which resulted from the victory in the First World War. These factors caused a great flow of immigrants, both the Europeans and African Americans who were moving from the rural South to the North and West of the United States. This period was also characterized by instability. The First World War has had both its negative and positive results. On the one hand, it “created tensions among a nation of immigrants, who in 1911 constituted a quarter of the U.S. population of the country” (Cunliffe, 1993: 318-319), while on the other hand, it also provided the new opportunities for American bankers and businessmen. Moreover, since a great number of men were called into service at this period, the lack of labor force enabled women and African Americans to work (Cunliffe, 1993: 318-319).
The above mentioned changes caused by the war have had an inevitable effect on the literary heritage of the United States (Cunliffe, 1993: 318-319). The American people felt the need of someone who would openly declare the cruel nature of war and its consequences for society. This has begotten the changes in literary movements of this period. Marcus Cunliffe highlights that the new historical and social situation has opened the way from Romanticism to Modernism (Cunliffe, 1993: 320). This way led through the other two movements known as realism and its extreme form naturalism. According to Emory Elliott, both realism and modernism “not only depicted American society after World War I accurately and unbiasedly, but also tried to find the solutions brought upon by the suffering created by the war” (Elliott, 1988: 705).
Thus, according to Candace Waid, “by her birth and inclination Wharton was fated to occupy two worlds: not only Europe and America, but also, and perhaps equally dramatically, the nineteenth and twentieth centuries. Categories such as realist, naturalist, or even sentimentalist describe different aspects of her work, but these terms are not adequate to describe her writing.” (Waid, 1995: 918). 

While writing her novel Ethan Frome, which later becomes one of her most distinguished literary works, Edith Wharton abandons her central settings, plots and themes of the Old New York upper-class society present in her other works. Instead she decides to depict “the bleak loneliness of a poor New England farm” and the life of a farmer who suffers from incompatibility of his feelings and social rules. However, according to Ronald Gottesman, as well as in the previous Wharton’s works the fundamental theme where “the central characters are trapped by social forces larger and individuals morally smaller than themselves” is still present in Ethan Frome (Gottesman, 1979: 700). Peter Conn states that along with The House of Mirth (1905), Summer (1917), and The Age of Innocence (1920), Ethan Frome reveals “the struggle between freedom and disabling circumstances” and “traces a collision between spontaneity and convention, in which generosity is crushed by calculation” (Conn, 1989: 311).  

Candace Waid considers this novel as “one of Edith Wharton’s most autobiographical works” which describes “what her life might have been like if she had not divorced her invalid husband” (Waid, 1995: 918). He also refers to Ethan Frome as to the “Wharton’s ambivalent dialogue with the best of the domestic realists and the female local colorists, including Sarah Orne Jewett and Mary Wilkins Freeman who tried to imagine the possible fate of women in America (Waid, 1995: 918).     

3. THEORETICAL APPROACHES TO LITERARY SYMBOL AND  

    METAPHOR AND PROBLEMS RELATED TO THEIR 

    TRANSLATION
As mentioned before, the present thesis focuses on the analysis of linguistic elements which help to create special overtones and contribute to the symbolic meaning created in Ethan Frome. The thesis also seeks to analyze a certain effect produced by those linguistic elements on the reader and to discuss the possible problems emerging while rendering them into Lithuanian. The linguistic elements chosen for the further analysis are metaphors and the language that exists as a part of the metaphorical network associated with a certain symbol. Thus in order to achieve the aim set, the working definitions of symbol and metaphor and the theoretical approaches to those concepts should be introduced first of all.
       3.1. Theoretical Approach to the Concept of Literary Symbol and Translation 

             Problems Related to It 
The word symbol derives from the Greek verb symballein which means “to throw together” (from syn- “together” and stem of ballein “to throw”) and a noun symbolon meaning “a mark”, “a sign”, “a token” or “a watchword” (Roberts and Jacobs, 1989: 326). One of the meanings of a symbol presented in the Oxford Advanced Learner’s Dictionary of Current English (1211) is “something that represents something else by association, resemblance, or convention, especially a material object used to represent something invisible”. According to William York Tindall, Webster says that a symbol is “that which stands for or suggests something else by reason of relationship, association, convention or accidental but not intentional resemblance; especially, a visible sign of something invisible, as an idea, a quality or a totality such as a state or a church” (Tindall, 1955: 5).

In a literary sense, a symbol, according to Clarence Hugh Holman, “is a trope which combines a literal and sensuous quality with an abstract or suggestive aspect.” (Holman, 1980: 436). According to James H. Pickering and Jeffrey D. Hoeper, “a symbol is an image that expands in meaning through the friction of emphasis until it inflames the imagination” (Pickering and Hoeper, 1994: 706), while David Herbert Richards Lawrence refers to symbols as to “the organic units” living on their own:

You can’t give a great symbol a “meaning,” any more than you can give a cat a “meaning”. Symbols are organic units of consciousness with a life of their own, and you can never explain them away, because their value is dynamic, emotional, belonging to the sense-consciousness of the body and soul, and not simply mental. […] (cited in Barnet, 1989: 66)
All the definitions of a literary symbol mentioned above can be summarized and formed into one common definition which is a concrete object (a person, animal, plant, place, action etc.) which is used to express an abstract idea. 
James H. Pickering and Jeffrey D. Hoeper refer to a symbol as to “an image that has an overt literal function […], but it also evokes a range of additional meanings” (Pickering and Hoeper, 1994: 705). The same view of a symbol as an image echoes in Edgar V. Roberts and Henry E. Jacobs’s An Introduction to Literature where it is defined as “both itself and something else that it richly suggests, a kind of manifestation of something too complex or too illusive to be otherwise revealed” (Roberts and Jacobs, 1989: 460)  

James H. Pickering and Jeffrey D. Hoeper distinguish between three types of symbols which are (1) private the meaning of which is known only to its author, (2) original the meaning of which depends on the context of specific work, and (3) traditional one which “is defined by our common culture and heritage” (Pickering and Hoeper, 1994: 706). According to them a symbol can be complex and may have the characteristics of all three types (Pickering and Hoeper, 1994: 706). 
Edgar V. Roberts and Henry E. Jacobs suggest two types of symbols in their Fiction: An Introduction to Reading and Writing (1989). Those types are as follows:

· cultural or universal which “embody ideas or emotions that the writer and the reader share in common as a result of their social and cultural heritage.” (Roberts and Jacobs, 1989: 327)
· private, authorial or contextual symbols which may be treated as symbols only within a context of a particular work. They are defined as those which “are not derived from common historical, cultural or religious ground, but gain their symbolic meaning within the context of the specific work of fiction.” (Roberts and Jacobs, 1989: 327). 

As Paul P. Reuben states, a literary symbol has the following three layers of meanings: (1) use of names as symbols; (2) use of objects as symbols, and (3) use of actions as symbols (Reuben, 1995).

The use of literary symbols is abundant in the literary works written by the proponents of Symbolism. According to The Science Encyclopedia, the Symbolism as a literary movement which first emerged in French literature in Paris in the 1880s and later overspread throughout the whole Europe and America (Olds, 2006: 159). As Karen Bernardo claims, “symbolism […] is an integral component of fiction, because it enriches the narrative by pulling its message down to the level of our unconscious and anchoring it there” (Symbolism in Literature). According to Marshall C. Olds, literary devices such as a symbol were prevalent in nineteenth-century symbolic literature, while Philippe Hamon and others notice that the literature of that period was “marked by an increased tendency toward the visual referent” (Olds, 2006: 156). As Marshall C. Olds points out, “the British novel of the early twentieth century saw the use of images and symbols” (Olds, 2006: 161). 

In America in the middle of the nineteenth century, symbolism was one of the most prevalent literary movements (Holman, 1980: 437). Thus although Edith Wharton’s life and creative work coincided with the period when symbolism emerged in American literature, she was regarded by the literary critics as a realist and sometimes even naturalist writer (Waid, 1995: 918). Shari Benstock, Suzanne Ferris and Susanne Woods regard her as a writer who belongs to the movement of “traditionalists”, that is the writers who at the twentieth century still used traditional narrative forms and were praised for “the clarity of their writing” (Benstock et. al., 2002: 95-96). However, as William York Tindall noted, even not being conscious followers of Symbolism, some writers of that period, whether deliberately or not, employed symbols in their literary works. He distinguishes between deliberately symbolic writing, that is symbolist literature, and writing in symbolist period “which, though not necessarily deliberate, takes its [symbolist literature’s] method from current practice.” (Tindall, 1955: 13). Thus in spite of the fact that Edith Wharton was a proponent of literary realism and naturalism, her novel Ethan Frome was marked as highly symbolic in nature. 

It should be noted in advance that, on the other hand, the critics may be wrong in finding and identifying symbols which were not implied by the writer. Daniel Herbert Lawrence, for example, wrote that “while much of his own symbolism was intentional, some of it escaped his notice until later” (cited in Tindall, 1955: 14), while an American novelist William Faulkner, speaking of how critics take his images, said: 
I’m just a writer. Not a literary man…Maybe all sorts of symbols and images get in. I don’t know. When a good carpenter builds something, he puts the nails where they belong (cited in Tindall, 1955: 14). 
James H. Pickering and Jeffrey D. Hoeper in their Literature refer to the procedure of searching and interpreting of symbols as to “an attempt at mind reading” (Pickering and Hoeper, 1994: 708). They warn beginning literal critics that “unless we can find strong evidence in the poem to support our symbolic interpretations, there is a very high probability that the only mind we are reading is our own” (Pickering and Hoeper, 1994: 708). Thus while choosing certain literary work for depicting and analyzing symbols in it one should be extremely careful and watchful.       

      3.1.1 Overview of the Translation Strategies 
Language plays one of the most important roles in creating symbolic overtones in writing. In order to convey the essential nuances and imagery that constitute the symbolic meaning of the text, a translator should be aware of the problems which may arise in the process of translation. Moreover, one should be familiar with the particular strategies constructed to tackle translation problems and be able to apply them where it is needed. 
Thus the present paper will be based on the classification of the translation procedures suggested by the Canadian translation theorists Jean-Paul Vinay and Jean Darbelnet whose model is presented by Basil Hatim and Jeremy Munday in their Translation: An Advanced Resource Book (Hatim and Munday 2004: 142). The motive for choosing this particular source is the fact that it gives “the most comprehensive categorization of differences between a pair of languages” (Hatim and Munday 2004: 142). 
Thus Jean-Paul Vinay and Jean Darbelnet who analyzed the languages from the point of view of comparative and contrastive stylistics distinguish the following two general translation methods: direct translation and oblique translation. The former method covers borrowing, calque and literal translation, while the latter one includes transposition, modulation, equivalence and adaptation. According to Hatim and Munday, division between direct and oblique translation to some extent conforms to the Eugene Nida’s division of literal and free translation (Hatim and Munday 2004: 142). 

The aim of the analysis is to analyze how the symbolic meaning is transferred into Lithuanian. Direct translation strategies are more likely to deal with the syntactic structures but not with meaning. Therefore, the strategies of oblique translation which refer to the semantic and pragmatic levels of language will be discussed in this paper. According to Jean Paul Vinay and Jean Darbelnet, those strategies are transposition, modulation, equivalence, adaptation (Hatim and Munday, 2004:150). The additional translation strategies presented in Translation Techniques Revisited: A Dynamic and Functionalist Approach are explicitation and implicitation, generalization and particularization, and compensation (Lucia and Amparo, 2002: 500). As Vinay and Darbelnet claim in their study, if the procedures of direct translation yield unacceptable results, the methods of oblique translation should be applied (Hatim and Munday, 2004:150). 
Thus the first strategy is transposition that implies “a SL word rendered by a TL word of a different word class without changing the meaning of the message”. The second strategy dealing with semantics, according to Vinay and Darbelnet, is modulation which is determined as “a variation of the form of the message, obtained by a change in point of view”. Equivalence occurs when “the same situation is rendered using a completely different phrase, e.g. the translation of proverbs or idiomatic expressions”. The strategy of adaptation is defined as “the extreme limit of translation which is used when the SL message is unknown in the TL culture” (Hatim and Munday; 2004: 150). Explicitation is put by the scholars as a strategy which should be employed “to introduce information from the ST that is implicit from the context or the situation”, while implicitation, on the contrary, “is to allow the situation to indicate information that is explicit in the S”. Generalization, as the strategy opposite to particularization, is defined as translation “of a term for a more general one”. Finally, the strategy of compensation is employed when “an item of information, or a stylistic effect from the ST that cannot be reproduced in the same place in the TT is introduced elsewhere in the TT” (Lucia and Amparo, 2002: 500).
     3.2. Theoretical Approach to the Concept of Metaphor and 

  Translation Problems Related to It
As Murray Knowles and Rosamund Moon point out, “creative and poetic expression of idea is typical of literature” (Knowles and Moon, 2006: 5). Figurative language is a concept closely related both to literature and to everyday language where it is often even not treated as figurative. In his A Handbook to Literature, Hugh C. Holman refers to figurative language as to “intentional departure from the normal order, construction, or meaning of words in order to gain strength and freshness of expression, to create a pictorial effect, to describe by analogy, or to discover and illustrate similarities or otherwise dissimilar things ” (Holman, 1980: 185). According to the Oxford Advanced Learner’s Dictionary of Current English (433), figurative language is “a speech or writing that departs from literal meaning in order to achieve a special effect or meaning, speech or writing employing figures of speech.” 
Two main functions the figurative language performs are informative and aesthetic (Qiong and Xiaobing, 2005). In literary works the figurative language is the main means for a writer to express one’s ideas and to convey one’s views.  According to Daniel J. Kurland, “people often convey meaning by suggesting that something is like something else” (Kurland, 2000). Moreover, one more reason for the use of figures of speech is embellishment of language. Therefore, while reading a literary work, readers usually are not supposed to understand every word literally, since then they would not be able to understand a sense of the work as a whole. Thus, in most cases, the readers are supposed to read between the lines, to get the ideas and “to interpret an unspoken implied meaning” (Kurland, 2000). 

The means to classify the types of figurative language tends to vary from source to source. Speaking about figurative language, Ross C. Murfin distinguishes between metaphor, allegory, conceit, metonymy, personification, simile, symbol and synecdoche (Murfin, 1997: 260), while Hugh C. Holman suggests the following classification: antithesis, apostrophe, climax, hyperbole, irony, metaphor, metonymy, personification, repetition, simile and synecdoche (Holman, 1980: 185).  As was already mentioned, in order to narrow down the scope of the analysis, metaphor will be chosen out of the other types of figurative language for further detailed analysis and discussion. 

According to Edwin Gentzler, the word metaphor comes from the Greek metapherein (meta refers to “over” and pherein to “to bear” or “to carry”) which means “the carrying of a meaning of one word over to another word” (Gentzler, 2000: 941). Henry Shaw in his Dictionary of Literary Terms (1972) introduces the following definition of metaphor (cited in Gentzler, 2000: 941):

A figure of speech in which a word or phrase is applied to a person, idea, or object to which it is not literally applicable. A metaphor is an implied analogy which imaginatively identifies one thing with another. It is one of the tropes, a device by which an author turns, or twists, the meaning of a word. (cited in Gentzler, 2000: 941)

The following definitions of a metaphor will be provided for the comparison:

1. Application of name or descriptive term or phrase to an object or action to which it is not literally applicable. (The Concise Oxford Dictionary, 1978: 543)
2. Figure of speech in which term is transferred to something it does not literally apply to. (Collins Gem English Dictionary, 1982: 420)
3. The imaginative use of a word or phrase to describe somebody or something as another object in order to show that they have the same qualities and to make the description more forceful. (Oxford Advanced Learner’s Dictionary of Current English, 1997: 734)
4. The representation of one thing by another related or similar thing. (Murfin, 1997: 259)
5. A figure of speech that makes a comparison between two things which are basically dissimilar. (Vondracek and Pittman, 2005).  
All the mentioned definitions of metaphor unanimously define it as a trope or figure of speech which contains the implied comparison and is based on transferring a term to a certain object or action to which it is not literally applicable. However, the comparison implied in every metaphor can be based either on “the same qualities” (as indicated in the definition 3 and 4) or on dissimilarities of concepts (definition 4). 
In order to understand what does non-literary meaning of a word refer to, it would be useful to define the concept of literal meaning. As Murray Knowles and Rosamund Moon put it, “in the simplest cases, a word’s literal meaning refers to a concrete entity - something with physical existence in the world” (Knowles and Moon, 2006: 6). Thus non-literal meaning, on the other hand, can be defined as abstract one (Knowles and Moon, 2006: 6).

As one of the types of figurative language, metaphor makes the language more picturesque, vivid, attracts the readers’ interest and often conveys the meaning which would be difficult to convey directly by the words with literal meaning. As Murray Knowles and Rosamund Moon state, “there are many reasons why we use metaphors in speech or writing: not least, because there is sometimes no other word to refer to a particular thing, since a lot of our understanding of things is mediated through metaphor” (Knowles and Moon, 2006: 4-5). Thus unlike some other figures of speech (e.g. personification, allusion, symbol) which are used mostly for the purpose of embellishment, i.e. to make the language more vivid, colorful and emotional, metaphor is sometimes the only and inevitable way out to express one’s ideas. Murray Knowles and Rosamund Moon claim that: 

A metaphor is not just a kind of artistic embellishment, at the rarefied end of linguistic usage, divorced and isolated from everyday communication. It is instead a basic phenomenon that occurs throughout the whole range of language activity (Knowles and Moon, 2006: 2).

The linguists investigating metaphors, George Lakoff and Mark Johnson support this view claiming that a metaphor deals with the system of human’s thought. They claim that “our ordinary conceptual system, in terms of which we both think and act, is fundamentally metaphorical in nature” (Lakoff and Johnson, 1980: 3). Murray Knowles and Rosamund Moon distinguish between the five following functions of metaphors: explaining, clarifying, describing, expressing, evaluating, and entertaining (Knowles and Moon, 2006: 4). They also highlight that as well as for the most figures of speech, it is characteristic of metaphors to “use concrete images to convey something abstract, helping to communicate what is hard to explain” (Knowles and Moon, 2006: 5). 
There are several different classifications of kinds of metaphor distinguished by different linguists and designed according to different criteria. In the 1980 edition of Metaphors we Live by, George Lakoff and Mark Johnson consider metaphors that are used in everyday speech. They identify three types of conceptual metaphors that are ontological, orientational and structural. According to them, structural metaphor is “a case where one concept is metaphorically structured in terms of another”; orientational metaphor “organizes a whole system of concepts with respect to one another”; and, finally, ontological metaphor “allows us to conceptualize and talk about things, experiences, and processes, however vague and abstract they are, as if they have definite physical properties” (cited in Knowles and Moon, 2006: 40).

In Introducing Metaphor (2006: 4-5), Murray Knowles and Rosamund Moon broadly divide metaphors into two main types. This classification will be taken as a core one to carry out the further analysis of metaphors in Ethan Frome:
1. Creative (or novel) metaphor – “which is constructed by a writer/speaker to express a particular idea or feeling in a particular context, and which a reader/hearer needs to deconstruct or “unpack” in order to understand what is meant.” Creative metaphors are used to create poetic effects by creating new images. “They are typically new although they may be based on pre-existing ideas or images, such as traditional representation of fortune as a person.” (Knowles and Moon, 2006: 6)

2. Conventional (or dead) metaphor – “metaphorical usage which is found again and again to refer to a particular thing.” According to Murray Knowles and Rosamund Moon, conventional (or dead) metaphor is usually not recognized as a metaphor and is used in everyday language. “Dictionaries are likely to record them as separate senses.” (Knowles and Moon, 2006: 6)
In his article Metaphor and Translation, Edwin Gentzler distinguishes two types of metaphor which are rather similar to those suggested by Murray Knowles and Rosamund Moon. Edwin Gentzler refers to the ‘live’ metaphors (unique semantic creations) and ‘dead’ metaphors (used by common speakers) (Gentzler, 2002: 941). The same classification is provided in The Linguistics Encyclopedia by Kirsten Malmkjær who defines dead metaphor as “an expression which is in very common use and in the case of which we no longer recognize it as a metaphor”. Live metaphor, on the other hand, is “an expression which is new, or relatively new, or which has not become part of everyday linguistic usage.” (Malmkjær, 1995: 310). 
Speaking about metaphor, such scholars as Knowles and Moon (2006), Ross C. Murfin (1997), Leon T. Dickinson (1967), Clarence Hugh Holman (1980), Kirsten Malmkjær (1995) and Alan Durant and Nigel Fabb (1990) distinguish between the two members of comparison observed in metaphors. Those two components are a tenor, which is “the idea being expressed or the subject of the comparison”, and a vehicle, which is “the image by which the idea is conveyed or the subject is communicated.” (Dickinson, 1967: 54)
Translation of figurative language and metaphors in particular is considered to be one of the most complex and challenging tasks in the field of translation. As Daniel J. Kurland points out, “translators attempt to capture both denotation and connotation of words, as well as the cadence of the language.” (Kurland, 2000). In his article How the Language Really Works: The Fundamentals of Critical Reading and Effective Writing he cites Michele Rosen who states that:

A translator’s linguistic struggles extend far beyond dictionary definitions, […] every word is surrounded by a halo of connotations and associations that radiate far beyond their literal meanings. And since all words carry meanings and suggestions in one culture that don’t necessarily have an exact counterpart in another, it is inevitable that translators will end up with colors, tones, and meanings that don’t exist in the original. (Kurland, 2000)

Translation of metaphors has long been a debatable topic among the translation scholars who has been divided into two opposing camps. Some of them regard the translation of metaphors as an impossible task, while others do not see it as a problematic issue (Gentzler, 2000: 941). In order to illustrate the two opposing poles, opinions of different famous scholars will be provided. Translation theorist Eugene Nida, who focuses on the translation of Bible, states that “metaphors must be translated as non-metaphors.” (cited in Gentzler, 2000: 941). The same opinion is maintained by the Canadian theorists Vinay and Darbelnet who believe that “the target language does not permit literal translation of metaphors.” (cited in Gentzler, 2000: 941). On the opposing side there is Rolf Kloepfer who holds that “the more original metaphor is, the easier it is to translate.” (cited in Gentzler, 2000: 941-942).  He also states that a translator is supposed to translate metaphor word for word, since all the people have “the same ‘structures of fantasy’” (cited in Gentzler, 2000: 941-942). Raymond Van Den Broek agrees with Rolf Kloepher and adds that live metaphor is easier to translate in comparison with the dead metaphor (cited in Gentzler, 2000: 942). 
The research on the translation of metaphors carried out by Raymond Van Den Broek reveals some important conclusions. According to him, translatability of metaphor is high, when (1) a pair of languages is of a close basic type; (2) there is contract between the source and the target languages; (3) the cultural evolutions in the source and target languages proceed on parallel lines; and (4) translation involves no more than a single kind of information (cited in Gentzler, 2000: 942).      

The main problem occurring in translation of metaphors is that some translation scholars investigating metaphors and translators themselves treat them as a simple device used to embellish the language and, therefore, sometimes “neglect the essential functions metaphor is likely to perform.” (Knowles and Moon, 2006: 6). 
As Gentzler states that “in many translation investigations, metaphor’s creative and cognitive functions have been reduced to its being considered as a mere ornament. […] translators do tend to reduce the polyvalence and resonance of metaphors to more common usages, sometimes omitting the translation of metaphors entirely” (Gentzler, 2000: 941). According to Broeck, “difficulty and ease of translating [metaphors] is based on cross cultural connections rather than abstract universals.” (cited in Gentzler, 2000: 942). Consequently, while translating a metaphor a translator inevitably deals not only with idiosyncrasies of different languages but also with peculiarities of different cultures. 

3.2.1 Overview of the Theoretical Approaches Related to the Translation of Metaphor
As Christina Schaffner states, from the linguistic perspective in non-literary text a metaphor is viewed simply as “the stylistic embellishment of the text.” (Schaffner, 2001: 43). Discussing the issue of translation of metaphors, she refers to the translatability of metaphors and provides seven translation procedures suggested by Newmark (1981) who distinguishes between five types of metaphors dead, cliché, stock, recent, original:

(1) reproducing the same image in the TL;

(2) replacing the image in the SL with a standard TL image;

(3) translation of metaphor by simile; retaining the image;

(4) translation of metaphor (or simile) by simile plus sense;

(5) conversion of metaphor to sense;

(6) deletion;

(7) same metaphor combined with sense.

One more theoretical approach is introduced by Hasan Ghazala who considers the issue of idiom translation from English into Arabic (2003). In his article, Hasan Ghazala introduces the following definition of the concept of idiomaticity provided in the Oxford Dictionary of Current Idiomatic English:

A view of idiomaticity which does full justice to the rich diversity of word combinations in English must recognize that the meaning of a combination may be related to those of its components in a variety of ways, and must take account also of impossibility of internal variation, or substitution of part for part. (Ghazala, 2003: 204)
Hasan Ghazala also discusses the classifications of idioms provided by different sources. Thus, according to the bilateral view, one of the types of idioms is restricted collocations the definition of which coincides with the definition of a metaphor. Thus restricted collocations (also called ‘semi-idioms’) “are usually two-word combinations, in which one has a figurative sense, while the other has a literal and familiar sense (e.g. jog one’s memory) (Ghazala, 2003: 205). After the analysis of the suggested classification, Hasan Ghazala provides his own where the fifth type of idioms is metaphorical catchphrases and popular expressions (Ghazala, 2003: 208). Moreover, investigating metaphors, Knowles and Moon (2006) refer to idioms as to “institutionalized metaphorical expressions with meanings which are sometimes transparent and sometimes obscure.” (Knowles and Moon, 2006: 82).  Taking into account the mentioned facts, the metaphors can be treated as one of the types of idioms and, therefore, the theory of translation of idioms suggested by Hasan Ghazala (2003) can be successfully applied to translation of metaphors. Thus further the word idiom should respectively be substituted by the word metaphor.  
Discussing the issue of translation of idioms, Hasan Ghazala suggests two main strategies which are evasion and invasion of idiomaticity. Evasion he defines as “the elimination of idiomaticity of the SL idiom when translating it into the TL with no compensation of any kind”, while by invasion he means “a translator’s deliberate use in the TL of an idiom that matches, if not supersedes, the original.” (1992: 209-217). The strategy of evasion might be employed due to the two main reasons: (1) dissuasion from idiomaticity: owing to the (a) translator’s incompetence, (b) zero language equivalence in the TL, and (c) avoidance of taboos, and (2) preference of insensible sense. Ghazala suggests the following three types of the strategy of invasion: (1) equivalent idiomaticity (translating SL idiom by the equivalent TL idiom), (2) enforced idiomaticity (translating SL idiom which has no “straightforward, recognized equivalent in the TL” which can lead to “an enforced, artificial idiomaticity in the TL”), and (3) abortive idiomaticity (copying the SL idiom literally into the TL). 
4. ANALYSIS OF SYMBOLS AND METAPHORS IN ETHAN FROME 

    AND THEIR TRANSLATION INTO LITHUANIAN
As it is known, many critics investigating Edith Wharton’s literary works tend to discover a great symbolic significance which is considered to be “strength of her novels” (Springer, 1993: 40). For Kenneth Bernard, for example, imagery and symbolism used in the novel to solve the problem of the characters’ inarticulateness is “masterful” (Bernard, 1961: 179). Thus this part will be devoted to the analysis of special language employed in Ethan Frome to create certain images and overtones that contribute to the mysticism and image of the whole novel. This language is metaphors and the textual network that surrounds symbols and affects them. A special attention will be also paid to the certain problems related to the translation of this language and to the way of rendering the symbols and images created in the original into Lithuanian.
4.1. Analysis of Problems Related to the Translation of Metaphors 

       in Ethan Frome into Lithuanian 

A great number of translation studies have been devoted to the issue of translation of metaphors. However, translation of it from English into Lithuanian has yet to receive the due attention. Thus the present section deals with the analysis of metaphors as the type of figurative language. More specifically, the aim of this chapter is to discuss the effect that is produced on the source text (ST) readers by using metaphorical language and how it is rendered in the translation of the novel into Lithuanian by Auksė Mardosaitė (2004). 

In order to compare the ST and the TT metaphors, a certain methodology should be chosen to base the analysis on. Thus the chosen methodology was one suggested by Rūta Marcinkevičienė in her treatise Konceptualioji metafora vertime where she refers to such linguistic scholars as Leech, Lyons, Taylor and others (Marcinkevičienė, 2006). The methodology is based on certain theoretical suppositions one of which is the postulate about the connection between different meanings of the polysemous word (Marcinkevičienė, 2006: 110; my translation). According to Rūta Marcinkevičienė, this postulate argues that “there is an integral system of meanings of a polysemous word which is also called semantic structure of that word or lexeme. It is claimed that there is a close connection between the separate meanings of the same word and therefore, the one meaning of the word is used, the associations with the other meanings always arise. The figurative meaning of the word always is connected with the primary one” (Marcinkevičienė, 2006: 110; my translation). 
The second supposition of the methodology is based on the “theory of archetypes” mentioned by Taylor (1990), Ungerer et al. (1996). According to it, “the archetypical, primary meanings of a word are concrete and designate tangible objects. Therefore, the valency of the abstracts is considered to be secondary and derivative phenomenon which tends to vary from language to language” (Marcinkevičienė, 2006: 110; my translation). Finally, the third supposition is based on the theory of translation equivalence which “distinguishes between context-independent or dictionary equivalents and the equivalents determined by the text or contextual translation equivalents. Dictionary equivalents (also called translation equivalents) are separate SL and TT words with the same or similar meaning, for example stir – (liet.) maišyti, plakti” (Marcinkevičienė, 2006: 110; my translation). Rūta Marcinkevičienė points out that usually dictionary equivalents are „both unambiguous and polysemous words used in their primary meanings“( Marcinkevičienė, 2006: 110; my translation). Considering this theory, literally translation of a metaphor can provide a possibility to notice the shifts of figurativeness and of the effect the TT metaphor has on its readers. (Marcinkevičienė, 2006:111; my translation). 
The first metaphorical description of the setting occurs when Ethan is walking toward the church of Starkfield to meet and fetch home his wife’s cousin, Mattie Silver (Table 1).

Table 1

	Source Text
	Target Text

	The village lay under two feet of snow, with drifts at the windy corners. In a sky of iron the points of the Dipper hung like icicles and Orion flashed his cold fires. 

(Wharton, Ethan Frome 1990: 75) 

	Geležies spalvos danguje Didžiųjų Grįžulo Ratų žvaigždės atrodė nutįsę it varvekliai, Orionas žybčiojo šaltomis ūgnimis. 

(Mardosaitė, Itenas Fromas 2004: 30)


The nature which is still, beautiful and solemn at first sight, is also depicted as cold and rigorous as the whole landscape of the Starkfield. Using metaphors in a sky of iron and metallic dome (illustrated in the Table 1 and Table 2 below), the author attaches the qualities of iron and metal to the sky that results in the aforementioned effect of rigorousness, gloominess and hostility of the setting. 
Table 2
	Source Text
	Target Text

	The effect produced on Frome was rather of a complete absence of atmosphere, as though nothing less tenuous than ether intervened between the white earth under his feet and the metallic dome overhead. 

(Wharton, Ethan Frome 1990: 75)

	Fromui susidarė įspūdis, lyg atmosferos nė nėra, tarsi tarp baltos žemės po kojomis ir metalinio dangaus skliauto virš galvos įsiterpė neką už eterį tirštesnė medžiaga. 

(Mardosaitė, Itenas Fromas 2004: 31)


Basing the present analysis on the classification of metaphors suggested by Murray Knowles and Rosamund Moon in their book Introducing Metaphor, both mentioned metaphors are assumed to be creative (novel/live) metaphors which are not established in everyday language, but are newly coined and used by the author to create a poetic and dramatic effect (Knowles and Moon, 2006: 4-5). According to Rolf Kloepfer, creative metaphors do not pose any problem while translating them, since “‘structures of fantasy’ are the same for all humans” (cited in Gentzler, 2000: 944). Rolf Kloepfer also states that the only way to render such metaphors is word-for-word translation (Kloepfer, 2000: 942). 
As far as the metaphor in a sky of iron is concerned, it was translated rather similarly but not literally into Lithuanian. Using the metaphor in a sky of iron, the author presumably refers to the specific color of the sky which resembles the color of iron. Moreover, such a comparison seems to depict the sky as cold as iron. While translating it to Lithuanian, the translator conveys the message but, at the same time, decides to make the implicit reference to the color explicit by adding the word spalvos in geležies spalvos danguje. In other words, the translator paraphrases the metaphor and conveys it into Lithuanian in a literal way. Consequently, the metaphor ceases to be a metaphor and therefore, drops certain dramatic overtones which contribute to the whole image of the setting. Moreover, with the added word spalvos the feeling of coldness and alienation disappears.

The example provided in the Table 2 is very similar to the example in Table 1. Here the phrase metallic dome is also an example of a creative (novel/live) metaphor. In this case, the author achieves the metaphoric effect by using the adjective metallic which fits more to describe tangible or physical objects with the noun dome which describes a relatively abstract object. Such an uncommon combination when physical qualities are attached to the abstract object rather often occurs in the formation of metaphors (Marcinkevičienė, 2006: 110). In this case, the translator opts to render the metaphor literally (metalinio dangaus skliauto) and retains the same metaphorical effect.  
Table 3

	Source Text
	Target Text

	She drew aside without speaking, and Mattie and Ethan passed into the kitchen, which had the deadly chill of a vault after the dry cold of the night. (Wharton, Ethan Frome 1990: 90)
	Toji nieko nesakiusi pasitraukė ir Meti su Itenu įėjo į virtuvę, kuri po sauso nakties šalčio lauke padvelkė mirtina rūsio drėgme. 

(Mardosaitė, Itenas Fromas 2004: 51) 




When Ethan and Mattie come to the farm and Zeena opens the door for them to come in, the kitchen is figuratively described as having the deadly chill of a vault (Table 3). It can be assumed that, traditionally, a kitchen is treated as a symbol of warmth, comfort and a family fireside. In the novel, however, the kitchen is abandoned by the hostess and is as cold and isolated as the relationships between Ethan and Zeena are. The incompatibility of the concepts of a kitchen and “the deadly chill of a vault” produces a striking image. Since the adjective deadly referring to the chill which reigns in the kitchen is supposed to be understood in its figurative sense, the phrase deadly chill is considered to be metaphorical. This metaphor is more likely to be the conventional or dead metaphor which is treated as a well-established phrase in our everyday use of language. 
In order to see the differences between the ST and TT metaphors it will be worth to consider every constituent of the metaphor. The dictionary meaning of the word deadly is “causing death” (297), chill – “a moderate but penetrating coldness” (195) and a vault – “(1) an underground chamber as a cellar or a division of a cellar; (2) a chamber or structure, usually wholly or partly underground for receiving the bodies of the dead” (Oxford Advanced Learner’s Dictionary of Current English, 1321). Thus as it can be noticed, with the help of the adjective deadly and the noun chill, the author depicts the kitchen as a place where the dead are buried and the low temperature is always maintained. Using those three words formed into a single metaphor the author has managed to say that the family fireside was destroyed long ago and the relationships between the people living in the house are deadly cold.   
While translating this metaphor into Lithuanian, the translator preserves the metaphorical use of deadly (mirtinas), but, at the same time, decides to substitute chill with drėgmė (lit. dampness). It can be assumed that in Lithuanian culture, a vault is more likely to be associated with the dampness rather than with the chill. However, in any case, such a decision weakens the effect of the metaphor and causes loss of a certain degree of its meaning, i.e. a reference of a chill to the relationships between Ethan and Zeena. Such a translation reveals the differences of the ways how perception of the world influences the formation of the system of thought and, therefore, the formation of different languages.
Table 4

	Source Text
	Target Text

	Zeena always came back laden with expensive remedies […] her abrupt resolve to seek medical advice showed that, as usual, she was wholly absorbed in her health. 

(Wharton, Ethan Frome 1990: 94)

	Zina visuomet sugrįždavo apsikrovusi brangiais vaistais […] staigus apsisprendimas ieškoti gydytojo patarimo rodė ją visiškai persiėmus savo sveikata. 

(Mardosaitė, Itenas Fromas 2004: 57)  


Using a metaphor laden with expensive remedies (Table 4) the author intends to produce an effect of an incredible amount of remedies which is so great that it is hard to imagine how Zeena could lift them on her own, let alone transfer them home. Such metaphorical usage of laden occurs in everyday language. Therefore, according to the classification suggested by Murray Knowles and Rosamund Moon, it can be called a conventional (or dead) metaphor (Knowles and Moon, 2006: 4-5). According to the Oxford Advanced Learner’s Dictionary of Current English, the word laden means “loaded or weighed down” (659), while the definition of its main form to lade is “to load, as with a burden or cargo” (659). The translator has translated it by the Lithuanian reflexive participle apsikrovusi which renders the same metaphorical meaning. 

The second metaphor that can be observed in this example (Table 4) is absorbed in her health where the word absorbed is used in its figurative sense in order to enhance the extent to which Zeena is occupied with her health. The literal or physical sense of absorbed is “to take (something) in through or as through pores or interstices” (Oxford Advanced Learner’s Dictionary of Current English, 6). In the secondary meanings the word gains its metaphorical sense “to occupy the full attention, interest, or time of” (Oxford Advanced Learner’s Dictionary of Current English, 6) which has a link with the main sense. This expression is more likely to be dead metaphor since it is well established and commonly occur in everyday language. The Lithuanian translation also contains metaphorical meaning, however, it is not strongly pronounced. The word persiimti used together with the word sveikata has metaphorical meaning which literally translated into English will mean to be imbued or filled with something. In his article Prefixes and Suffixes in the Lithuanian Verbal System, Antanas Klimas translates persiimti as to get enthused about something (Klimas, 1991).
Table 5

	Source Text
	Target Text

	On the brink of departure she was always seized with a flux of words. 

(Wharton, Ethan Frome 1990: 94)

	Prieš pat kelionę jai visad atsirišdavo liežuvis. 

(Mardosaitė, Itenas Fromas 2004: 58)


The example provided in Table 5 contains two metaphorical expressions which are on the brink of departure and seized with a flux of words. The present example depicts a moment when Zeena is going to go to Bettsbridge to see her new doctor and asks Ethan to drive her over to the train. In this metaphorical expression some physical qualities are attached to the concept of departure, since a brink is a tangible object which is defined by the Oxford Advanced Learner’s Dictionary of Current English as “(1) the upper edge of a steep or vertical slope (e.g. the brink of a cliff) and (2) the margin of land bordering a body of water” (Oxford Advanced Learner’s Dictionary of Current English, 140). Such attachment of physical qualities to an abstract concept shows the metaphorical nature of the expression (Marcinkevičienė, 2006: 110). In the course of time, the word brink has developed its metaphorical sense which implies “the point at which something is likely to begin” (Oxford Advanced Learner’s Dictionary of Current English, 140). Since brink is used metaphorically quite frequently in everyday language, this metaphor has eventually become a conventional or dead one. 
While translating this metaphorical expression into Lithuanian, the translator has decided to omit the figurative sense. Instead she translates it as a non-metaphor prieš pat kelionę and, therefore, conveys only the main message of this expression, but loses the figurativeness of the expression. Using the terms suggested by Hasan Ghazala, this translation strategy can be regarded as evasion that is the elimination of idiomaticity [figurativeness] of the SL idiom [metaphor] when translating it into the TL with no compensation of any kind (Ghazala, 2003: 209). The reason for the translator to resort to this particular translation strategy is, probably, the absence of a corresponding metaphor in Lithuanian. However, it should be noted that there are some similar expressions where the word slenkstis (lit. brink) is used metaphorically. Those are “ant slenksčio stovėti“ (lit. to be ready to do something), “prie mirties slenksčio“, “per slenkstį žengti“ (Dabartinės lietuvių kalbos žodynas, 320).
The second expression seized with a flux of words consists of two constituents used in figurative sense (seized with and flux of words). The primary dictionary meaning of a verb to seize in the second expression seized with a flux of words is “to take hold of suddenly or forcibly; grasp (e.g. to seize a weapon)” (Oxford Advanced Learner’s Dictionary of Current English, 1064). The secondary meanings such as “to grasp mentally; understand clearly and completely (e.g. to seize an idea) or to take possession or control of as if by suddenly laying hold (e.g. panic seized the crowd)” are mainly metaphorical (Oxford Advanced Learner’s Dictionary of Current English, 1064). 
The primary meaning of the word flux is “a flowing or flow” (Oxford Advanced Learner’s Dictionary of Current English, 453). Used together with words, flux gains metaphorical meaning which is used by analogy with its physical sense which is typically used with the noun water (Oxford Collocations Dictionary for Students of English, 354). With the help of such a combination, the author produces an effect that words are flowing as a river without any restraint. Both expressions are conventional or dead metaphors well established in the SL. If to be translated literally seized with a flux of words will mean “apimta žodžių srauto“, while the translator chooses to render it not literally, but as a metaphor atsirišdavo liežuvis which means “to become talkative”. Thus, with reference to Hasan Ghazala’s theory, the translation strategy employed in this case is invasion which means retaining of idiomaticity [figurativeness] and the essence of an idiom [metaphor] (Ghazala, 2003: 209). Here, the SL metaphor is substituted by the TL metaphor which is equivalent in sense but slightly differs in image.
Speaking in terms of Knowles and Moon’s theory (2006: 9-10), the topic or tenor of this metaphor liežuvis gains the qualities of laces, tie, ribbon or some other physical object. This comparison helps us to imagine that the unruly tongue as well as laces, tie, ribbon which get untied brings great inconvenience to its owner and sometimes to the people round about. Thus the TT metaphor carries the same idea and has a similar effect on the readers as the ST metaphor has. 
Table 6

	Source Text
	Target Text

	She sat opposite the window, and the pale light reflected from the banks of snow made her face look more than usually drawn and bloodless, sharpened the three parallel creases between ear and cheek, and drew querulous lines from her thin nose to the corners of her mouth. (Wharton, Ethan Frome 1990: 95)


	Ji sėdėjo priešais langą ir blyškioje šviesoje, atsispindinčioje nuo sniego pusnių, jos veidas atrodė dar labiau sukritęs ir bekraujis nei paprastai – trys lygiagrečios raukšlės nuo ausies per skruostus pagilėjusios, o nuo plonos nosies iki lupos kampučių įsispraudė nepasitenkinimo brūkšniai. (Mardosaitė, Itenas Fromas 2004: 58)


In the example provided in Table 6 the text depicts Zeena who is going to see her new doctor. Zeena’s face is described as “drawn and bloodless” and such a description creates an impression of a tired, sick and elderly woman who does not rejoice at life. The primary and literal meaning of the verb draw, according to the Oxford Advanced Learner’s Dictionary of Current English (352), the word drawn is “to cause to move in a particular direction by or as if by a pulling force” (synonyms: pull, drag). A derivative of the verb draw, drawn is defined by the Oxford Advanced Learner’s Dictionary of Current English as “looking very tired or worried, pale or thin” (465). As compared with the word draw, the meaning of drawn is metaphorical. 
The word bloodless which literally means “without blood or killing, without blood, drained of blood; dead; without shedding of blood or slaughter; without spirit or activity” (Oxford Advanced Learner’s Dictionary of Current English, 116) is primarily used with such nouns as coup, revolution, victory, etc (Collocations Dictionary for Students of English, 125). However, in this case bloodless referring to the face is used metaphorically in order to show the incredible paleness of Zeena’s face which looks as if she was dead or on the brink of death. Since the adjectives drawn and bloodless referring to the face occur rather commonly in everyday speech, the expression drawn and bloodless is a conventional/dead metaphor. 
For the translation of drawn, the translator finds the equivalent metaphorical word sukritęs the direct and primary meaning of which can be explained as “to fall down without any strength, to prostrate oneself, to sag, etc.” (Dabartinės lietuvių kalbos žodynas, 759; my translation).  The metaphorical meaning of sukritęs provided in Dabartinės lietuvių kalbos žodynas is “to lose flesh, to become emaciated and hollow-cheeked” (759; my translation). As it can be noticed, the word sukritęs does not fully correspond to the meaning carried by the English drawn since literal translation of it into Lithuanian would be perkreiptas. It can be assumed that the translator chooses not to render drawn as its direct equivalent in order to make the Lithuanian text to sound more natural for its readers. The adjective bloodless has a direct equivalent in Lithuanian bekraujis which also was used in its metaphorical meaning. As well as in the previous case, the strategy employed while translating the metaphor drawn and bloodless into Lithuanian is invasion, since the expression sukritęs ir bekraujis is adequate for Lithuanian readers and retains its figurativeness.
Table 7

	Source Text
	Target Text

	There was in him a slumbering spark of sociability which the long Starkfield winters had not yet extinguished. […] and the cessation of such familiarities had increased the chill of his return to Starkfield. 

(Wharton, Ethan Frome 1990: 96)

	Jame snūduriavo draugingumo kibirkštėlė, kurios neužgesino ilgos Starkfildo žiemos [...] kai tokie bičiuliški santykiai nutrūko, būdavo dar nykiau sugrįžus į Starkfildą. 

(Mardosaitė, Itenas Fromas 2004: 61)


Throughout the novel, Starkfield is associated with cold winters, chill and dismal landscape which seems to gradually influence and modify the nature of the protagonist, Ethan Frome who also eventually becomes inarticulate and gloomy. However, in some cases, the reader may notice some remains of strong, passionate feelings which lie in Ethan and bottle up at the moments of great emotional experiences. The display of these feelings is metaphorically compared with a flash or a spark which lights up for a short time and goes out almost instantly. Most of Ethan’s feelings were evoked by Mattie whom he loved. One of such instances is illustrated in the example above which depicts the scene where, after Zeena’s departure, Ethan rushes “through the snowy fields” to haul the lumber and to collect the cash (Wharton, 96). His mood is elevated and he whistles and sings aloud since he thinks he will return home and see Mattie very soon. Ethan’s inner world and his feelings are expressed by metaphorical expressions “a spark of sociability” which seems to be “slumbering” in Ethan. The severe Starkfield winters are figuratively portrayed as an active object able to “extinguish” everything that flames. Slumbering spark of sociability is a creative metaphor where sociability which emerges for a very short time is implicitly compared with a spark. Both metaphorical expressions (slumbering spark of sociability and the long Starkfield winters had not extinguished) were translated literally by the Lithuanian metaphorical equivalents snūduriavo draugingumo kibirkštėlė and neužgesino ilgos Starkfildo žiemos which have the same effect in Lithuanian. Thus the procedure of abortive figurativeness of the strategy of invasion was employed here, since both metaphors were merely translated literally into the TL. 
The next metaphorical expression helps to depict the effect of the chill which Starkfield has on its dwellers. In this case, Ethan’s return to Starkfield is also implicitly associated and compared with chill. Such a comparison of return with the chill was created by the author particularly for the novel Ethan Frome in order to create a special atmosphere and to reinforce the effect on the readers. Therefore, as well as in the previous case, this metaphor can be called original or creative one. 
While comparing the ST with its translation into Lithuanian, it can be noticed that the translator renders the metaphorical expression had increased the chill of his return to Starkfield paraphrasing it into a non-metaphorical phrase būdavo dar nykiau sugrįžus į Starkfildą. This strategy is referred to as evasion strategy which, probably, is employed due to the translator treating the metaphor simply as language embellishment which is not significant. Such a choice results in loss of expressive overtones and, therefore, the effect on the Lithuanian readers is much less stronger as compared with the effect of the original. 

Table 8

	Source Text
	Target Text

	There the silence had deepened about him year by year. […] and when his mother fell ill the loneliness of the house grew more oppressive than that of the fields. 

(Wharton, Ethan Frome 1990: 97)

	Čia metai iš metų tyla aplink jį tik labiau spietėsi [...] o motinai susirgus, namuose vienatvė ėmė labiau slėgti nei laukuose. 

(Mardosaitė, Itenas Fromas 2004: 61)


Table 8 above also illustrates the effect of loneliness and silence of Ethan’s life in Starkfield which “had deepened about him” year by year and “grew more oppressive than that of the fields” (Wharton, 97). The verb deepened which is defined by the dictionary as “to become or make something deep or deeper” (Oxford Advanced Learner’s Dictionary of Current English, 304) is usually used with the nouns shadows, colors, twilight, etc. (Collocations Dictionary for Students of English, 206). Thus here, the verb deepened used together with silence metaphorically compares it with twilight. The expression loneliness grew more oppressive is also metaphorical, since instead of the neutral verb became the verb grew is used which together with the word loneliness creates the metaphorical sense. 
While translating the first expression, the translator chooses to translate word deepened as spietėsi into Lithuanian which, according to Dabartinės lietuvių kalbos žodynas, means “(1) spiečių leisti; (2) susieiti į būrį, būriuotis, telktis; (3) apeiti iš visų pusių, apsupti, apstoti“. Here, the translator resorts to the strategy of invasion. She maintains the core meaning of the metaphor, but while translating, she substitutes the SL metaphor with the adequate TL one. 
In the conventional well-established English metaphorical expression the loneliness grew more oppressive the loneliness is conceptualized as an object able to grow and change in the course of time. It was translated as a metaphorical expression with equivalent meaning vienatvė ėmė labiau slėgti into Lithuanian, where the concept of loneliness is personified and as in the original conceptualized as some oppressive force.  The translation strategy employed while translating this expression is invasion and the procedure of equivalent figurativeness in particular. Resorting to this strategy, the translator finds equivalent metaphorical expression in Lithuanian. 

Table 9

	Source Text
	Target Text

	After the mortal silence of his long imprisonment Zeena's volubility was music in his ears. He felt that he might have “gone like his mother” if the sound of a new voice had not come to steady him. 

(Wharton, Ethan Frome 1990: 97)

	Po mirtinos tylos per ilgą įkalinimą Zinos plepumas Iteno ausiai buvo nelyginant muzika. Jis nujautė, kad būtų „pasimaišęs kaip motina“, jei jo nebūtų perėmęs kitas balsas. 

(Mardosaitė, Itenas Fromas 2004: 62)


The illness of Ethan’s mother who had been a great talker in her day caused her to fall silent which strongly upset Ethan. The silence reigned in Ethan’s farm is metaphorically referred to as mortal and his life there is compared with imprisonment. Mortal silence can be called the dead metaphor, since this expression is commonly used in everyday language, while his long imprisonment was created by the author to denote Ethan’s life in his isolated farm with his ill mother. Therefore, this expression can be regarded as a creative or live metaphor which is original and occurs only in that particular work for which it was created. Both mentioned metaphorical expressions were substituted by their Lithuanian equivalents mirtinos tylos and ilgą įkalinimą which is a strategy of invasion (the procedure of equivalent figurativeness). 
After a depressed life, Zeena’s voice sounded like music for Ethan. Zeena’s volubility was metaphorically referred to as to the music and the expression Zeena’s volubility was music in his ears functions as a creative (life) metaphor. After the Lithuanian translation was analyzed, it was noticed that the translator has made the comparison of volubility and music explicit by adding the word nelyginant. Therefore, the ST metaphor is substituted by the simile plepumas buvo nelyginant muzika in the TT. According to Murray Knowles and Rosamund Moon, a simile is “very like metaphor”, but, unlike it, makes the comparison of the two concepts explicit by the words like or as (Knowles and Moon, 2006: 8). This strategy can be called as the procedure of enforced figurativeness of the strategy of invasion, while Peter Newmark regards it as “translation of metaphor by simile; retaining the image” (cited in Schaffner and Wiesemann, 2001: 43).
Table 10

	Source Text
	Target Text

	The blood rushed to his thin skin under the sting of Hale’s astonishment. 

(Wharton, Ethan Frome 1990: 100)


	Gležna jo oda nuraudo – Heilo nustebimas tarsi nudegino. (Mardosaitė, Itenas Fromas 2004: 66)


The next example (Table 10) depicts the scene when Ethan resolves to ask the builder Andrew Hale for an advance of fifty dollars on his lumber in order to escape with Mattie. The excerpt vividly illustrates the hesitation and the great inner struggle that Ethan experiences trying to pronounce his request. He is torn between the two choices that are his own feelings and dreams and the feeling of obligation and obedience to the norms of society. The effect of the inner tension is achieved by using such expressions as the blood rushed to his thin skin and under the sting of Hale’s astonishment, the former being a common dead metaphor, while the latter being the creative, unique or live metaphor coined by the author for the stronger effect of the work. 
The blood rushed to his thin skin is considered to be a dead or conventional metaphor, since we are used to speak about the blood in terms of something running, rushing, coursing or surging (Oxford Collocations Dictionary for Students of English, 56). The primary meaning of the verb rush is “to move or to do something with great speed” (Oxford Advanced Learner’s Dictionary of Current English, 1335) and, therefore, suggests the imagery of motion. As the Lithuanian translation is concerned, it can be noticed that the translator has opted to render this metaphor as non-metaphorical expression using common non-figurative words (gležna jo oda nuraudo). Such a choice can be explained in terms of the fact that the translator probably has treated the metaphor simply as an ornament and therefore, has decided to convey the message of the metaphor without paying much attention to the form itself. This strategy is considered to be an evasion strategy which inevitably leads to the weakening of emotions that Ethan experiences. 
In the creative metaphor under the sting of Hale’s astonishment the qualities of a sting is attached to the abstract concept of astonishment. Here, sting which literally means “the sharp pointed part of an insect or creature that can go into the skin leaving a small, painful and sometimes poisonous wound” is used in its metaphorical sense “any sharp pain in one’s body or mind” (Oxford Advanced Learner’s Dictionary of Current English, 1507). Thus the sting is a vehicle of the metaphor, while the tenor of it is a sharp pain caused by astonishment. While translating this metaphor, the translator decides to add a word tarsi which turns the ST metaphor to the TT simile Heilo nustebimas tarsi nudegino. As in the example provided in Table 9, this strategy can be referred to either as the procedure of enforced figurativeness of the strategy of invasion (Ghazala, 2003: 220) or “translation of metaphor by simile; retaining the image” (Newmark in Schaffner  and Wiesemann, 2001: 43). This strategy results in weakening of the metaphorical effect. As Max Black points out, “no simile or analogy can adequately disclose the significance of a creative metaphor (Black, 1986: 34). 

Table 11

	Source Text
	Target Text

	At times, looking at Zeena’s shut face, he felt the chill of such forebodings. 
(Wharton, Ethan Frome 1990: 99)

	Kartais, pasižiūrėjus į uždarą Zinos veidą, jį nuo tokios blogos nuojautos perverdavo šiurpulys. (Mardosaitė, Itenas Fromas 2004: 64)


Throughout the whole novel it can be noticed that Ethan is afraid of Zeena going mad as well as his mother and many other women of that period did. While thinking of this possibility, he is penetrated with the chill. It is worth noting here that throughout the whole novel Ethan’s feelings seem to be implicitly compared with the two seasons: winter and spring. While Zeena and Starkfield are always associated in Ethan’s mind with the winter, Mattie is perceived and compared with spring. In Table 11, Ethan’s forebodings about Zeena are metaphorically equated with the chill of winter he felt the chill of such forebodings. This expression is more likely to be creative or live metaphor, since it is obvious and may be easily distinguished from the other established metaphorical expressions. With reference to the theory suggested by Murray Knowles and Rosamund Moon (2006), this metaphorical expression can be divided into the topic or tenor or the subject of the metaphor (forebodings) and vehicle in terms of which the tenor is described (the chill). 
In the translation this metaphor is rendered by the metaphorical expression jį nuo tokios blogos nuojautos perverdavo šiurpulys which is much less original than the ST metaphor, but which sounds more naturally and familiarly for the TT readers. First of all, the strong and picturesque word chill is substituted by the word šiurpulys (lit. shiver) which depicts the fear experienced by Ethan, but, on the other hand, fails to show the intensity of this fear and drops the image of winter which presents throughout the whole novel. Perverdavo which literally means impaled is used here in its metaphorical meaning. The translation strategy applied here is the enforced figurativeness which is one of the type of the strategy of invasion, since the translator retains the figurativeness of the expression, but loses the image of it.    

Table 12

	Source Text
	Target Text

	After his father’s death it had taken time to get his head above water, and he did not want Andrew Hale, or any one else in Starkfield, to think he was going under again 

(Wharton, Ethan Frome 1990: 100).


	Po tėvo mirties ilgokai užtruko, kol išbrido iš skolų, ir Itenas nenorėjo, kad Endrius Heilas ar kas nors kitas Starkfilde manytų jį vėl į skolas brendant. (Mardosaitė, Itenas Fromas 2004: 66)


The example provided in the Table 12 contains an idiom to get his head above water which can be literally explained as “to tackle the difficulties” (Oxford Dictionary of English Idioms, 550). According to The Webster’s New World Dictionary, an idiom can be defined as “a phrase, construction or expression that is recognized as a unit in the usage of a given language and either differs from the usual syntactic patterns or has a meaning that differs from the literal meaning of its parts taken together” (670).  According to Murray Knowles and Rosamund Moon, “idioms are institutionalized metaphorical expressions with meanings which are sometimes transparent and sometimes obscure.” (Knowles and Moon, 2006: 82). Taking into consideration this statement, the analysis will also include the discussion of idioms as “metaphorical expressions”. 
Although the word water is not explicitly mentioned in the Lithuanian translation as it is in the ST, the word išbrido which is primarily used with the nouns water, river, swamp, etc. (Dabartinės lietuvių kalbos tekstynas) attaches the special connotations to the meaning of the word skolų. The metaphorical meaning of this expression emerges by the analogy with the direct, non-figurative meaning of išbristi which is “to go out making efforts and surmounting obstacles” (Dabartinės lietuvių kalbos žodynas, 155) creates the debt as a swamp comparison. Thus the ST idiom is translated as an equivalent idiom into the TL. The translation strategy employed in this case is invasion and the equivalent idiomaticity in particular. 
In the next example (Table 13) Andrew Hale, asked by Ethan for an advance, refuses politely and genially explains his situation. Treating the matter with a sense of humor, he jokes and asks Ethan if he is going to buy a grand piano or add a “cupolo” to his house (Wharton, 100).
Table 13

	Source Text
	Target Text

	“Well, that’s good! Because I am, a shade. […] Business is pretty slack, to begin with, and then I’m fixing up a little house for Ned and Ruth when they’re married 

(Wharton, Ethan Frome 1990: 100).


	- Na, tai gerai! Mat mane mažumėlę prispaudė. [...] Viena vertus, verslas klimpsta, kita vertus, remontuoju nedidelį namelį Nedui ir Rutai gyventi po vestuvių. (Mardosaitė, Itenas Fromas 2004: 67)


The builder’s speech is penetrated with a kind irony, humor, figurativeness and vividness. The phrases Andrew Hale uses to depict his situation I am a shade and business is pretty slack are highly figurative. In the first expression Hale compares himself and his internal state with a shade, the primary meaning of which is “(a) comparative darkness or obscurity owing to interception of the rays of light; (b) relative obscurity or retirement”, while the secondary figurative meanings are “(a) an evanescent or unreal appearance; (b) a disembodied spirit” (Oxford Advanced Learner’s Dictionary of Current English, 1392). The etymology of the phrase I am a shade is based on the meaning of shade as spirit of a dead person (Oxford Advanced Learner’s Dictionary of Current English, 1392).  
Thus, as well as in the most metaphorical expressions, the abstract concept of internal state of the person is compared with the relatively tangible concept of a shade or a ghost. With regard to its structure, the phrase is similar to an idiom, since its structure is rather fixed and, unlike in the metaphors, the two concept of this expression are equated explicitly. The Lithuanian expression mažumėlę prispaudė chosen to translate the original phrase is also metaphorical since the primary meaning of the word prispausti is “(1) jėga ar svoriu tvirtai prislėgti” (lit. to weigh down either by force or weight; my translation). In the present metaphor, the figurative meaning of prispausti is used which is “imti kamuoti, varginti, apsunkinti, prislėgti“ (lit. to trouble, wear out, burden and overburden) (Dabartinės lietuvių kalbos žodynas, 423). It can be noticed that in the ST idiom, the person is depicted as if he turned to the shade or ghost, while in the TT metaphor this person seems to be affected by a certain external force which is compared with some heavy object. Taking into consideration the literal meaning of prispausti, it can logically be assumed that this action can lead to death. Thus the English creative metaphorical expression the structure of which is similar to an idiom was substituted by the Lithuanian conventional or dead metaphor by the translator. Consequently, the translator finds an equivalent metaphor in Lithuanian and, therefore, the strategy employed here is invasion (equivalent figurativeness). 
Speaking about his business, the builder uses the expression business is pretty slack where the primary meaning of slack is “not tight or tense; loose” (The Oxford Learner’s Dictionary of Current English, 1111). Thus this expression depicts business as some kind of a rope or reins which are slack, and therefore, useless. The secondary figurative meaning provided in the dictionary refers particularly to the concept of business and is “not having many customers or sales, etc.” (The Oxford Learner’s Dictionary of Current English, 1111). Thus taking into consideration this meaning, the expression business is pretty slack is natural and well-established in English and therefore, can be called a conventional or dead metaphor. 
This expression was translated as a metaphorical expression adequate in Lithuanian verslas klimpsta. However, the images implied by the ST and TT metaphors differ. In the TT the abstract concept of business is personified and, therefore, conceptualized as some alive creature which is either moving forward with a great difficulty and making efforts or sinking while passing through the swampy place. Klimpti is defined as “(1)smegti, grimzti klampioje vietoje; (2) – sunkiai, vargingai eiti“ (Dabartinės lietuvių kalbos žodynas, 113). As in the previous case, the translation strategy employed here is  invasion (equivalent figurativeness). 
Table 14

	Source Text
	Target Text

	As he walked away the builder’s last phrase lingered in his ears, and he reflected grimly that his seven years with Zeena seemed to Starkfield “not so long.” (Wharton, Ethan Frome 1990: 101)


	Einant jam ausyse skambėjo paskutinieji statybininkų žodžiai ir jis liūdnai pagalvojo, jog septyneri metai, pragyventi su Zina, Starkfildui atrodo „ne taip seniai“. (Mardosaitė, Itenas Fromas 2004: 67)


In the metaphorical expression the builder’s last phrase lingered in his ears (Table 14), the qualities of alive creature are attached to the concept of phrase with the help of the verb linger which means “(1) to stay for a time, especially because one does not want to leave; (2) to be slow; to spend a long time doing something” (The Oxford Learner’s Dictionary of Current English, 686). The use of the verb linger, while referring to the concept of speech, is rather common in English. Therefore, the present expression is a dead metaphor which is not even treated as such by the speakers.
In translation, on the other hand, the expression chosen to convey the meaning is jam ausyse skambėjo paskutinieji statybininkų žodžiai where the concept of žodžiai is also used figuratively. Here, the verb used referring to the concept of words is skambėjo which creates an impression of words as able to utter a sound independently. Just as in the English version, this metaphor is conventional and well-established expression in Lithuanian. While translating the ST metaphor into Lithuanian, the translator resorts to the strategy of invasion.
Table 15

	Source Text
	Target Text

	Ethan was ashamed of the storm of jealousy in his breast. 

(Wharton, Ethan Frome 1990: 101)


	Itenui buvo gėda jo krūtinėje užvirusios pavydo audros. (Mardosaitė, trans., 2004: 68)


While returning home after visiting the builder, Ethan meets Denis Eady and thinking that he has visited Mattie, the feeling of jelousy he experiences is compared with a storm. Thus in the metaphor storm of jealousy, the strom serves as a vehicle, while the tenor is the powerful destructive and unrestrained feeling of jealousy which is compared with the tangible natural phenomenon of storm. According to the Oxford Collocations Dictionary for Students of English, the word jelousy is normally used with the nouns pang, rush, stab and twinge (320) which mean “a sudden short (strong) feeling of physical or emotional pain“ (Oxford Advanced Learner‘s Dictionary of Current English, 310, 353, 400). Consequently, with reference to this, the use of the noun storm together with jelousy is rather uncommon and therefore, the present metaphor is more likely to be creative or live one which was coined by the author to create a special image of the strong feeling Ethan is overwhelmed by. 
The metaphor chosen for the translation into Lithuanian is analogical to the original one. As well as in the ST metaphor, the vehicle audra creates a tenor of the metaphor which is also the strength and disastrous nature of the concept of pavydas. The only difference between the original metaphor and its translation is the word užvirti in the TT metaphor. The figurative meaning of užvirti is “imti smarkiai reikštis“ and it was added to the TT metaphor for it to sound more natural and smooth. Thus the strategy of invasion (equivalent figurativeness) is applied here.
Using the expression had stood with such a thirst for each other in their hearts (Table 16), the author creates the image of the feelings the two people foster to each other. The feeling of thirst, as it is known, is the strong feeling familiar to every person and if not quenched, it grows and can eventually lead to death. Thirst is defined as “(1) the feeling of needing or wanting a drink and (2) the state of not having enough water to drink”, while the third figurative meaning of it is “a strong desire for something” (Oxford Advanced Learner‘s Dictionary of Current English, 1242).

Table 16

	Source Text
	Target Text

	It pleased Ethan to have surprised a pair of lovers on the spot where he and Mattie had stood with such a thirst for each other in their hearts. (Wharton, Ethan Frome 1990: 101)
	Itenui buvo malonu užklupus įsimylėjėlių porą toje vietoje, kur jiedu su Meti stovėjo taip trokšdami vienas kito. (Mardosaitė, Itenas Fromas 2004: 68)


Since it is well-establish in everyday language, this metaphor can be called as conventional or dead metaphor. With reference to Lakoff and Johnson who investigate the metaphor appearing in everyday language (Metaphors We Live By, 1980), the present metaphor can be called love as a thirst metaphor where the impossibility to express love is compared with dying without a drink of water. While translating this phrase into Lithuanian the direct equivalent phrase was found stovėjo taip trokšdami vienas kito. The meanings of the SL and TL metaphorical phrases are analogical since the meanings of the verb trokšti “(1) labai norėti gerti; (2) prk. labai norėti, geisti” (Dabartinės lietuvių kalbos žodynas, 859) coincides with the English to thirst. However, the structures of the two phrases differ, since the noun a thirst used in the original, turns into the verb trokšti in the translation. It can be determined by the fact that English is an analytic and Lithuanian is a synthetic language (Vilkončius, 2001: 8). The TT metaphor is analogical to the ST metaphor both in the message it carries and in the image it contains. Thus the strategy applied here is invasion (equivalent figurativeness).
Table 17
	Source Text
	Target Text

	The cold was less sharp than earlier in the day and a thick fleecy sky threatened snow for the morrow. (Wharton, Ethan Frome 1990: 102)


	Šaltis nebe taip spaudė, kaip priešpiet, o stori pūkiniai debesys pranašavo sniegą rytojaus dieną. (Mardosaitė, Itenas Fromas 2004: 68)


In Table 17 the coldness is depicted as an object having certain physical qualities of a sharp object, since the adjective sharp is primarily defined as “having a fine edge or point; that can cut or penetrate”. It also has a figurative meaning “producing a strong physical sensation as if of cutting” (Oxford Advanced Learner‘s Dictionary of Current English, 1082) which shows that we deal with the dead metaphor whose usage is registered in the dictionary. Into Lithuanian this metaphor was translated as a metaphor šaltis nebe taip spaudė where the verb spausti is defined as “smarkiai ką daryti“(Dabartinės lietuvių kalbos žodynas, 560) is the most adequate to describe the cold than any other Lithuanian verb. The qualities of some concrete tangible object are attached to the abstract not physical concept of the cold that results in creating the image which associates the cold with some sort of external force or object able to press. Thus resorting to the strategy of invasion, the translator finds an adequate TL metaphor which is equivalent with the SL metaphor in its core meaning, but differs in the image it contains. 
In the second metaphorical expression a thick fleecy sky threatened snow, the verb threaten is defined as “to make a threat or threats against somebody; to try to influence somebody by threats; to use something as a threat” (Oxford Advanced Learner‘s Dictionary of Current English, 1244). Thus both in the ST and in the TT, the concept of the sky is personified and depicted as an active object. Moreover, the adjectives thick and fleecy used to depict the sky are associated with some animal, probably, a sheep with thick fleeces of wool. The same image of a sheep is conveyed in the TT metaphor stori pūkiniai debesys pranašavo sniegą and the verb threatened was translated as pranašavo which also represents the clouds as some sort of active agent able to predict the weather. The dictionary literary meaning of pranašauti is „(1) būti pranašu, skelbti, numatyti ateitį“. According to the Darartinės lietuvių kalbos žodynas, referring to clouds using the verb pranašauti is very typical of Lithuanian (e.g. tas debesėlis pranašauja audrą) (Darartinės lietuvių kalbos žodynas, 610). Therefore, this metaphor can be ascribed to the dead or convential type. While translating the present metaphor, the translator employs the strategy of invasion (equivalent figurativeness), since the TT metaphor coincides with the ST metaphor.
The literal meaning of the verb break occurred in not a sound broke the silence of the lonely road (Table 18) is “to cause a whole object to be damaged” (Oxford Advanced Learner‘s Dictionary of Current English, 134). However, it is typical of English to use the figurative meaning of break (to cause something to end) while referring to the concept of silence.
Table 18

	Source Text
	Target Text

	Ethan’s ears were alert for the jingle of sleigh-bells, but not a sound broke the silence of the lonely road. (Wharton, Ethan Frome 1990: 102)
	Itenas pastatęs ausis klausėsi, ar nesuskambės rogių varpeliai, bet joks garsas netrikdė tuščio kelio tylos. (Mardosaitė, Itenas Fromas 2004: 69)


The figurative and literal meanings of the verb break are closely related to each other and, therefore, create the image of a sound as some tangible object able to break something and of the silence as a fragile object which can be broken. 
In translation, as well as in the original, the concept of a sound is personified and depicted as an active agent. The verb broke was translated adequately into Lithuanian since the verb netrikdė is a common collocate of the noun garsas while speaking about a silence. The primary meaning of a verb trikdyti “kliudyti, trukdyti” (Darartinės lietuvių kalbos žodynas, 741) is very close to its secondary meaning “ardyti, maišyti, drumsti (ramybę, tylą ir pan.)” (Darartinės lietuvių kalbos žodynas, 741). Thus the English dead metaphor was translated as a proper dead metaphor into Lithuanian which is the most adequate decision the translator could make. Resorting to the strategy of invasion (equivalent figurativeness), the translator chooses the TT metaphor which is equal to the ST metaphor in its core meaning, but differs in the image contained. 
Table 19

	Source Text
	Target Text

	He used to think that fifty years sounded like a long time to live together, but now it seemed to him that they might pass in a flash. Then, with a sudden dart of irony, he wondered if, when their turn came, the same epitaph would be written over him and Zeena. (Wharton, Ethan Frome 1990: 102)


	Jis manydavo, jog penkiasdešimt metų pragyventi kartu – be galo ilgai, bet dabar atrodė, kad jie gali pralėkti kaip sapnas. Paskui, staiga nusmelktas ironijos, pagalvojo, ar ir jam su Zina, kai ateis jų eilė, bus užrašyta tokia pat epitafija. (A. Mardosaitė, trans., 2004: 69) 


In the next example Ethan thinks of fifty years which a married couple can live together. He realizes that this period of time can pass very quickly and refers to it as to a flash that is defined as “a sudden brief bright light or flame” (Oxford Advanced Learner‘s Dictionary of Current English, 445). Ethan uses the time as light metaphor and, consequently, implicitly compares the speed of the time with the speed of light. 
The vehicle of the metaphor is a flash, while the tenor is a great speed at which fifty years pass. The ground on which the relationship of those two concepts is based is the idea of the similar speed of time and light in people’s mind. Since the metaphorical expression to pass in/like a flash is rather common in English (Oxford Advanced Learner‘s Dictionary of Current English, 445) and the figurative meaning of it is recorded in the dictionary (in a flash – very quickly), it is already not treated as a metaphor and, therefore, is considered to be a conventional or dead metaphor. 
In the translation, the chosen metaphorical expression conveys the different image which represents the fifty-year period as a dream. Such comparison of the concept of time with the concept of dream is grounded on the idea of the resemblance of the passed time with a short dream, i.e. the sequence of scenes and feelings which seem not to be real or not to happen altogether. It is not only the image but also the very structure of the metaphor that changes in the process of translating. The structure of the expression in translator is more likely to be the simile. Thus the translation strategy used here is invasion (enforced figurativeness).
In spite of his inarticulateness, Ethan has a wealthy inner world where feelings are storming and about to splash out. This impression is made by using special imagery created with the help of certain comparisons such as sudden dart of irony (Table 19) and storm of jealousy which was already analyzed in the Table 15. The tenor or the intended meaning of the present metaphorical expression is a sudden shot of feeling which is compared with a dart (a small pointed missile, often with feathers to help it fly) which functions as a vehicle. The relationship between the abstract concept of irony and the tangible concept of a dart is grounded on the idea of similarity between the feeling and pain caused by a dart and that caused by irony. In the metaphor chosen for the translation is still very close to the original. However, the irony-as-a dart image is modified to the irony-as-a pain image, since the literal meaning of the verb smelkti is geliamai skaudėti, diegti (to twinge, to sting) which associates with the acute sudden pain. The relationships between the two concepts explicit in the original metaphor become implicit in its translation. Such a translation strategy results in the turn of the creative SL metaphor into the conventional TT one. Moreover, the nominal structure of the original metaphor turns to the verbal structure in the TL metaphor. 

The metaphor a pang shot through Ethan in the Table 20 similarly to the Lithuanian metaphor in the previous example employs the perception of feeling as pain. The primary, literal meaning of a pang is a sudden sharp feeling of pain, whereas the derivative meaning of it is a feeling of painful emotion. The metaphor belongs to the conventional type, since the use of pang with reference to the feelings is common in English.

Table 20

	Source Text
	Target Text

	A pang shot through Ethan, and he said, twisting away from her in his chair: “It’ll be your turn next, I wouldn’t wonder.” (Wharton, Ethan Frome 1990: 109)


	Itenui suspaudė širdį ir jis, kėdėje nusigręžęs nuo jos, pasakė:

- Nenustebsiu, jei po to ateis tavo eilė. (Mardosaitė, Itenas Fromas 2004: 80)


In Lithuanian metaphor the image of the feeling-as- a pain is modified to the image of feeling-as-a force making a pressure on the heart, since the primary meaning of suspaudė is svoriu, jėga suslėgti, prislėgti, supresuoti (to press or squeeze either by some force or weight), while used figuratively it means suimti, suremti, imti kamuoti (to torment). As well as in the previous example, both the ST and the TT metaphors depict the feelings as strong hurting or damaging force.  
Table 21
	Source Text
	Target Text

	Ethan was suffocated with the sense of well-being. […]

“Why, Puss! I nearly tripped over you,” she cried, the laughter sparkling through her lashes. (Wharton, Ethan Frome 1990: 103)


	Itenui nuo gerumo net gerklę užgniaužė. [...]

- Kad tave kur, Puse! Vos per tave nepargriuvau! - sušuko ji, o juoko kibirkštėlės žaižaravo jai akyse. (Mardosaitė, Itenas Fromas 2004: 71)


The next example (Table 21) illustrates the feeling of well-being Ethan experiences when he and his beloved Mattie have a supper together. Here, the sense of well-being is depicted either as water or some other substance the amount of which is too large for Ethan that cause him to suffocate. Thus the tenor of the metaphor which is the sense of well-being and the vehicle suffocated are grounded on the idea of the surplus of the amount either of some substance or fluid. The metaphor was translated by   the adequate Lithuanian metaphor Itenui nuo gerumo net gerklę užgniaužė where the meaning of a surplus of well-being is preserved but is slightly more faded since in the process of translation the creative ST metaphor becomes the dead TT metaphor.

4. 2. Analysis of Problems Related to the Translation of Symbols in 
        Ethan Frome into Lithuanian 
The use of symbols in Ethan Frome contributes to the mysticism created by Edith Wharton. This mysticism is also rendered by the special language which the author uses as a tool to interweave the mystic or Gothic overtones in her work. John Anthony Cuddon refers to the gothic fiction as “tales of mystery and horror, intended to chill the spine and curdle the blood” (Cuddon, 1976: 381). According to Fred Botting, Gothic atmospheres are “gloomy and mysterious” (Botting, 1996: 1), while Maggie Kilgour defines a “gothic novel” as a novel “of a shadowy form rising from a mysterious place […]” (Kilgour, 1995: 3). The emergence of gothic fiction was connected with writers’ discontent with social rules and restrictions. Fred Botting states that “Gothic excesses none the less, the fascination with transgression and the anxiety over cultural limits and boundaries, continues to produce ambivalent emotion and meanings in their tales of darkness, desire and power” (Botting, 1996: 2). Speaking about the Gothic fiction written by women writers, Juliann E. Fleenor points out that “the Gothic world is one of nightmare, and that nightmare is created by the individual in conflict with the values of her society and her prescribed role” (Fleenor, 1983: 10). Finally, the characters depicted in the Gothic fiction are “passive and persecuted heroine, a sensitive and rather ineffectual hero, a dynamic and tyrannical villain, and an evil prioress [..] (Kilgour, 1995: 4). 
All the mentioned characteristics of the Gothic fiction can be noticed in Ethan Frome where the reader can observe a grim landscape of wintry Starkfield, a pitiful sight of Ethan’s farm which lacks of one of its parts, Ethan’s witch-like ill wife Zeena, the unhappy marriage and illicit love, Ethan’s passivity and unwillingness to struggle for his love and happiness, and the tragic outcome of the story. The language plays an important role in creating such Gothic overtones and contributes to the symbolic significance of the images present in the novel. Meanings created by a symbol extend to the certain textual elements that exist in relation to meanings that this symbol produces. Thus the present analysis aims at investigating symbols and certain linguistic elements that surround these symbols and affect the meanings they produce. The second focus of the analysis is the discussion of the problems related to rendering these symbols into Lithuanian. 
As mentioned above, Wharton’s Ethan Frome was praised by some literary critics for its high symbolism and irony. For Kenneth Bernard, symbolism is used in the novel to solve “the problem of the characters’ inarticulateness” and is “masterful” (Bernard, 1961: 180). The critics analyzing Ethan Frome, Kathy A. Fedorko among them (1995), agree upon their opinions and distinguish the following most bright symbols: the frozen wintry landscape of Starkfield, darkness, the red glass pickle-dish, the cat, coasting, elm tree and colour. In order to narrow down the scope of the paper the following four symbols have been selected for analysis: the cat, red glass pickle-dish, elm tree and coasting. 
Since different languages and cultures have different traditional perception of the world and, hence, have their own perception of symbols, as it was mentioned before, the translator should take it into consideration while rendering the symbol from one culture to another one.


4.1.1 Rendering the Symbol of the Cat from English into Lithuanian
From ancient times in a variety of cultures a cat has been perceived as a mysterious creature which has been said to have nine lives and to possess supernatural abilities. Nevertheless, the definition of a cat as a symbol varies depending on mythologies of different nations and different periods. One of the nations which attached to a cat more significance than to any other ordinary animal was the Egyptians living 4000 BC. According to Juan Eduardo Cirlot, they associated this animal “with the moon, and it was sacred to the goddesses Isis and Bast, the latter being the guardian of marriage” (Cirlot, 1988: 39). However, in Europe of the Middle Ages the attitude towards cats was quite different. There the cats were “considered to be symbols of evil and Satan” for a long time (Royal Canin Scientific Library, 2000). 

In the novel, the Fromes’cat has an important symbolic role. Critic Marlene Springer claims that the cat symbolizes “the social and moral rule and acts as a reminder of Ethan’s marital status and responsibilities” (Springer, 1993: 85-88). Throughout all the evening when Ethan and Mattie are together, the cat constantly and insistently tries to remind them of the absent Zeena. It jumps into Zeena’s empty chair between Ethan and Mattie as if wishing to separate them. Later it overturns and shatters Zeena’s highly prized pickle-dish which Mattie takes without a permission of its proprietress. Finally, when it jumps from Zeena’s chair to chase a mouse, the empty chair starts rocking as if it were the spirit of Zeena who remind Ethan that Zeena herself will be rocking here very soon.

Thus the cat in the novel can be compared with an invisible but palpable ghost of Zeena allowing Ethan and Mattie to understand that they are not fated to be together. As Elizabeth Ammons has noticed, Zeena is depicted by the author as a witch (1979: 135). Consequently, the cat is portrayed as a companion of a witch and the image of it corresponds to the image created in the Middle Ages when cats were viewed as an embodiment of evil. According to the Royal Canin Encyclopedia, “hundreds of thousands of cats were chased, crucified, skinned alive or thrown into the fire because they were the companions of witches, who would come to the Sabbath disguised as black cats” (2000). Thus, it may be presumed that while using the symbol of a cat Wharton deliberately draws a parallel between her novel and the mythology of the Middle Ages. 
According to the Lithuanian mythological legends, witches are also sometimes transformed into pigs which were considered to be the most typical “chthonic animal” related to the underworld and waters. The horse and the goat were associated with the devil in Lithuanian folk tales, beliefs, sorcery and superstitions (Vėlius, 1989: 107). However, as it is known, the medieval European view of cats can be also observed in Lithuanian and the neighboring countries’ superstitions which point it to be a bad sign when a black cat crosses a road. Taking it into consideration, the symbol of the cat can be ascribed to the cultural type distinguished by Edgar V. Roberts and Henry E. Jacobs (see pp. 7-8). Thus the sense of the cat in which it was used in the novel was developed on the ground of the historical events and societal beliefs of the medieval Europe. 
However, it would be ungrounded to claim that the author’s meaning of the cat is restricted to the attitude emerged in the medieval Europe. Observing the occurrence and behavior of the cat in the novel, it can also be presumed that Edith Wharton could intend to depict it as Egyptians did, that is as a guardian of the marriage and family and a symbol of fertility. Holding to this point of view, it can be noticed that the cat in different ways tries to prevent once found marriage of Ethan and Zeena from the break-up. With reference to this, the symbol of the cat can be associated with the social conventions of that time, according to which both a divorce and conjugal infidelity was considered to be socially unacceptable. The same opinion is held by the critic Marlene Springer who regards the cat as “a reminder Ethan’s marital status and responsibilities” (Springer, 1993: 85-88). In the novel, the cat is depicted as constantly putting the pressure on Ethan and Mattie that can also be compared with the pressure brought by society upon its members. Marlene Springer also sees the cat “as a controlling tool in the development of the action” (Springer, 1993: 85-88). Consequently, treating the symbol of the cat in this way, it can also be ascribed to the second type suggested by Edgar V. Roberts and Henry E. Jacobs that is private, authorial or contextual symbol which “is not derived from the cultural heritage” but is coined by the author to represent the society of her age. It “gains its symbolic meaning within the context of the specific work of fiction” (Roberts and Jacobs, 1989: 327). 

Thus in the case of treating the cat as a cultural symbol, that is viewing it as a favourite of Zeena, the novel resembles a fairy tale which portrays the imaginary world with wicked sorcerers and other mysterious creatures. The likeness of the novel with a tale was noticed by the literary critic Elizabeth Ammons who calls Ethan Frome “a modern version of the fairy story” which “calls up the fairy tale Snow White” (Ammons, 1979: 132). She finds it “as moral as the classic fairy tale” which functions as “realistic social criticism” (Ammons, 1979: 132). Ammons points out that the whole plot of the novel has “obvious parallels in the traditional fairy tale about a little girl whose jealous stepmother tries to keep her from maturing into a healthy, marriageable young woman” (Ammons, 1979: 133). Moreover, in her introduction to Ethan Frome, Edith Wharton herself refers to it as to the “tale”, but not a novel (Wharton, 1990: 941). 
On the other hand, treating the symbol of the cat as a private, authorial or contextual one, the author represents the real life and society of the turn of the nineteenth century. Such different interpretations of a single symbol can certify the special quality of any symbol to contain variety of different layers of meaning. It also verifies the fact that any symbol can be perceived in different ways by different cultures. 
The analysis of examples selected in the novel and its translation shows how the symbol of the cat is originally presented by the author and how the translator succeeds in rendering the message and the symbolic meaning. 
Table 22  

	Source Text
	Target Text

	A bright fire glowed in the stove and the cat lay stretched before it, watching the table with a drowsy eye. (Wharton, Ethan Frome 1990: 103)


	Viryklėje liepsnojo ugnis, priešais krosnį gulėjo išsitiesusi katė ir mieguistomis akimis stebėjo stalą. (Mardosaitė, Itenas Fromas 2004: 71)


Table 22 given above describes the scene with a cat lying and “watching the table with a drowsy eye”. Here the cat is depicted as an observer who does not lose its vigilance even while it is asleep. Furthermore, the image of the cat controlling the situation with its single eye attaches some mysterious meaning to the scene as if it were Zeena who by some magical force spies upon Ethan and Mattie through the eye of her companion. It can be assumed that the translator ascribes the occurrence of a single form of “eye” to the structural peculiarities of the source language (SL) and does not pay much attention to its symbolic meaning. For this reason, while translating the work she considers not to retain the single form of eye and changes it into plural form akimis. Speaking in terms of the model suggested by Jean Paul Vinay and Jean Darbelnet, this translation strategy is modulation which “changes the semantics and point of view of the SL” (Munday, 2001: 57). Consequently, due to this choice the part of symbolic mysterious nature of the cat is lost in the translation.  

Moreover, while analyzing the example given in Table 1, it should be noted that the author leaves for the readers themselves to decide the gender of the cat. However, according to the norms of the target language (TL), the gender should be explicit. Thus, as it can be seen, the translator decides to translate the cat as a female cat katė. It can be assumed that making this choice the translator wants to render the image of the cat that is “a familiar” of witch-like Zeena and that, probably, is of the same gender as its hostess. However, later in the original Zeena’s words about the cat reveal its gender that appears to be masculine: 

“I knew the cat was a smart cat,”she said in a high voice, “but I didn't know he was smart enough to pick up the pieces of my pickle-dish and lay ‘em edge to edge on the very shelf he knocked ‘em off of.” (Wharton, 1990: 126)  

The strategy employed in this case can be ascribed to Jean Paul Vinay and Jean Darbelnet’s explicitation which means introduction of information from the ST that is implicit from the context or the situation (Lucia, 2002: 500).  

Table 23
	Source Text
	Target Text

	When he came back Mattie had set the teapot on the table and the cat was rubbing itself persuasively against her ankles. 

(Wharton, Ethan Frome 1990: 103)


	Kai grįžo, Meti ant stalo jau buvo pastačiusi arbatinuką, o katė gerindamasi trynėsi jai aplink kulkšnis. 

(Mardosaitė, Itenas Fromas 2004: 71)


In the situation presented in Table 23, the cat is depicted as a conscious willful creature which is trying to impose its will on Mattie by “rubbing itself persuasively against her ankles”. In the target text (TT) the translator chooses to render the message by translating the adverb persuasively as a participle gerindamasi into the TL. According to Vinay and Darbelnet’s classification, this translation strategy may be ascribed to modulation. The translator’s choice of this particular strategy results in the shift in meaning and in the subsequent loss of connotation which portrays the cat as possessing a power in the house. Consequently, in the TT the cat is not persuading but is more likely trying to gain the favor of Mattie by rubbing itself against her. Thus in the TT the image of the cat as an “agent” of Zeena is lost together with the implication of mysticism characteristic of a Gothic style. Applying such a translation strategy, the translator loses some nuances which contribute to the understanding of the cat as a symbol of force, either of evil and Zeena’s agent or of social force. In the translation the cat is depicted as an ordinary domestic animal, a pet of an ordinary household. 

Both Zeena and Mattie call the cat simply Puss, a common name for cats. In translation (Table 24) the name is directly transferred into the TT and adapted to the phonological rules of the TL without retaining the message it contains. In this case the translator resorts to the strategy of borrowing which, according to Vinay and Darbelnet, is used to eliminate a semantic gap of the TL and “to introduce the flavour of the SL culture into a translation” (Hatim and Munday, 2004: 149).

Table 24
	Source Text
	Target Text

	“Why, Puss! I nearly tripped over you,” she cried, the laughter sparkling through her lashes. (Wharton, Ethan Frome 1990: 104)


	- Kad tave kur, Puse! Vos per tave nepargriuvau!- sušuko ji, o juoko kibirkštėlės žaižaravo jai akyse. 

(Mardosaitė, Itenas Fromas 2004: 71)


As a matter of fact, this translation does not distort or change the meaning of the original radically, since the readers of the TT still are able to understand Puse as address to the cat. Employing the strategy of borrowing in this case the translator holds closer to the ST and does not attempt to adapt it to the TT culture. This translation strategy can also be referred to as foreignization suggested by the cultural theorist Lawrence Venuti. According to him, foreignization “entails choosing a foreign text and developing a translation method along lines which are excluded by dominant cultural values in the target language” (cited in Munday, 2001: 147) that, in other words, means retaining the source text term in the translation. 
Table 25
	Source Text
	Target Text

	The cat, unnoticed, had crept up on muffled paws from Zeena's seat to the table, and was stealthily elongating its body in the direction of the milk-jug, which stood between Ethan and Mattie.  (Wharton, Ethan Frome 1990: 105)


	Katė nepastebėta begarsėmis letenomis nuo Zinos kėdės įsikibo stalo ir vogčiomis visu kūnu jau taikėsi prie pieno ąsočio, stovinčio tarp Iteno ir Meti. 

(Mardosaitė, Itenas Fromas 2004: 73)


In the example given in Table 25 above the author depicts the scene when the cat creeps up to the table to reach the milk in the milk-jug and then throws down Zeena’s pickle dish from the table. The mysterious symbolic nature of the cat can be observed in the description of its behavior. It is depicted as elongating its body towards the milk-jug that creates the image of a creature which is able to transform its body and to achieve its purpose without any obstacle. In this passage, the translator opts for translating the phrase elongating its body as visu kūnu taikėsi that retains the core meaning itself but, nevertheless, results in the loss of supernatural abilities prescribed to the cat. However, addition of the word visu, to some extent, compensates this loss and contributes to the portrayal of the cat as posing danger. The translation strategy applied in this case is modulation which can be treated as optional, since it is conditioned by the preferences of the translator (Munday, 2001: 57). 

Table 26
	Source Text
	Target Text

	“Oh, Ethan, Ethan – it’s all to pieces! What will Zeena say?”

But this time his courage was up. “Well, she’ll have to say it to the cat, any way!” he rejoined with a laugh, kneeling down at Mattie's side to scrape up the swimming pickles.

(Wharton, Ethan Frome 1990: 105)

	- Oi, Itenai, Itenai, sudužo į šipulius. Ką Zina pasakys?

Tačiau šį kartą jam narsos nepritrūko.

- Ką gi, šiaip ar taip, turės katę kaltinti! - atkirto jis nusijuokęs ir atsitūpė prie Meti sugrandyti ištiškusių daržovių. 

(Mardosaitė, Itenas Fromas 2004: 73)


When the cat shatters Zeena’s pickle dish, frightened and upset Mattie asks Ethan what Zeena will say (Table 26). Ethan optimistically answers that “she’ll have to say it to the cat, any way!” Here Ethan is playing with the word say and is referring to the cat as to the thoughtful, conscious Zeena’s companion able to hear out the reproaches of its hostess and to shoulder responsibility for its misdeed. In the TT the translator does not retain the pun and translates the word say as a word with more narrow sense kaltinti. Here the strategy of particularization (i.e. translation by a more specific word) is observed (Lucia and Amparo, 2002: 500). 

Table 27
	Source Text
	Target Text

	The cat, who had been a puzzled observer of these unusual movements, jumped up into Zeena’s chair, rolled itself into a ball, and lay watching them with narrowed eyes. 

(Wharton, Ethan Frome 1990: 107)

	Katė, nesuprasdama šio neįprasto kilnojimosi, užšoko ant Zinos kėdės, susirangė į kamuoliuką ir gulėjo primerktomis akimis į juos žiūrėdama. (Mardosaitė, Itenas Fromas 2004: 77)


Staying with Mattie, Ethan is overwhelmed with the sense of “complete well-being” (Wharton, Ethan Frome 1990: 107). Trying to make everything as it was in his dreams about Mattie, Ethan asks her to sit down in the empty rocking-chair by the stove where Zeena usually sat. However, as Mattie seated herself in it, they remembered the hostess of the chair and realized unreality of their dream to be together. This thought shocked and constrained them and Mattie hurried to rise from Zeena’s rightful place. Here, (Table 27) the cat is still depicted as controlling and memorizing every illicit movement made by Ethan and Mattie. Puzzled by Mattie’s sitting in Zeena’s chair and sudden standing up from it, the cat jumps into the chair of its hostess and stands sentinel over the situation from that place (Wharton, Ethan Frome 1990: 107). 
Throughout the evening that Ethan and Mattie spend together, the cat is nearby carefully watching them, reminding them about the hostess of the situation, Zeena, and upsetting them. According to Marlene Springer, that the cat seems to communicate that Zeena is absent only physically, however, emotionally she remains the master of the house and situation (Springer, 1993: 86). According to critic Charles Leavitt, Zeena is the most powerful character in the novel, since it is she who determined the development of the actions. It is Zeena who decides that Ethan should accompany Mattie from the dances in the town and who insists on Ethan and Mattie going for long walks. Zeena also provides favorable conditions for Ethan and Mattie to remain alone, and finally it is Zeena who makes Mattie leave the farm and predetermines the tragic outcome (Leavitt, 1965: 33).
According to the Oxford Advanced Learner’s Dictionary of Current English, the meaning of watch is “to look at somebody or something with attention; to observe somebody or something” (1997: 1343). Lying with its eyes narrowed, the cat relaxes the vigilance of others but redoubles its own. As Dabartinės lietuvių kalbos žodynas puts it, the word žiūrėti means “akis nukreipti į ką, stengtis pamatyti, žvelgti” (2000: 551). Thus a choice of the translator, which is a strategy of modulation, preserves the core meaning, but leads to the partial loss of the effect of attention and tension which is present in the ST word watching.

Table 28
	Source Text
	Target Text

	As they sat thus he heard a sound behind him and turned his head. The cat had jumped from Zeena’s chair to dart at a mouse in the wainscot, and as a result of the sudden movement the empty chair had set up a spectral rocking.
“She'll be rocking in it herself this time to-morrow,” Ethan thought. “I've been in a dream, and this is the only evening we'll ever have together.” (Wharton, Ethan Frome 1990: 110)

	Šitaip jiedviem sėdint, už nugaros jis išgirdo subumbsint ir pasuko galvą. Ogi katė nušoko nuo Zinos kėdės ir movė prie pelės panelyje, o nuo tokio staigaus šuolio tuščia kėdė vaiduokliškai įsisupo. 

“Rytoj tokiu metu ji pati ten supsis” – pamanė Itenas. – “Aš sapnavau, tai vienintelis toks vakaras, kai mudu galėjome kartu pabūti”. 

(Mardosaitė, Itenas Fromas 2004: 81)


Next, in order to remind Mattie and Ethan about its presence, the cat jumps from the empty chair with a noise to chase a mouse in the wainscot and makes the chair to “set up a spectral rocking” as if the spirit of Zeena were sitting there (Table 28). While reading the original a sound which Ethan heard seems to be come from some indefinite source, therefore, it causes Ethan to turn his head in the direction of it. While translating a sound as subumbsint into Lithuanian the translator employs the strategy of particularization due to which the nature of the sound becomes more specified. It becomes clear that this is a dull sound which, apparently, was caused by some soft object or creature with soft pads. It can be assumed that, to some extent, by specifying the meaning, the translator also changes the effect of uncertainty which the original work has on its readership. Moreover, the translator decides to add the particle ogi which carries an emotional connotation and seems to reflect the thoughts of Ethan himself. This addition brings more intimate tone to the situation at the expense of Gothic overtones.
Table 29
	Source Text
	Target Text

	When he raised himself again he saw that she was dragging toward the stove the old soap-box lined with carpet in which the cat made its bed. (Wharton, Ethan Frome 1990: 111)


	Vėl atsistojęs pamatė ją tempiant prie viryklės seną dėžę nuo muilo, kur buvo paklotas kilimėlis katei. (Mardosaitė, Itenas Fromas 2004: 83)


At the end of the evening, Mattie drags the cat’s bed to the stove as if symbolically expressing consent to see Zeena’s place at the hearth of the house. In the example above (Table 29) the cat again is portrayed as an independent creature which is free in its choices and is able to take care of itself. While substituting the active voice used in the source text with the passive voice in the target text (the cat made its bed to buvo paklotas kilimėlis katei) the translator tries to keep to the rules of the target language for the translation to sound natural. Thus, the surface meaning is retained, while the symbolic meaning of the cat is changed. Consequently, the effect that the cat has a power in the house and acts as a companion and assistant of Zeena is lost in the TT. This case indicates that even translating grammatically correctly but changing the structure of the sentence the translator may loose symbolic meaning. Here, speaking in terms of translation strategies, the strategy employed here is transposition which is defined by Vinay and Darbelnet as “a SL word rendered by a TL word of a different word class without changing the meaning of the message.” In this case the core message is rendered, while the mystic effect contributing to the symbolic connotation is lost. 
After Zeena’s arrival from her trip to Bettsbridge where she went in order to visit her doctor, the cat slightly relaxes its vigilance and, knowing that its hostess is in the house, lets itself to doze a little (Table 30).  Although, the cat is no longer watching Ethan and Mattie attentively, it, nevertheless, decides to stay nearby to control the situation. 

Table 30
	Source Text
	Target Text

	When he re-entered the kitchen the lamp lit up the same scene of shining comfort as on the previous evening. The table had been as carefully laid, a clear fire glowed in the stove, the cat dozed in its warmth, and Mattie came forward carrying a plate of doughnuts. (Wharton, Ethan Frome 1990: 117)

	Kai grįžo į virtuvę, lempa buvo apšvietusi tokį pat nuostabaus jaukumo vaizdelį, kaip ir aną vakarą. Stalas buvo taip pat rūpestingai padengtas, viryklėje degė ryški ugnis, jos šilumoje snaudė katė. O Meti žengė priešais nešina spurgomis. 

(Mardosaitė, Itenas Fromas 2004: 89)


Another reference to Zeena as to a witch can be seen from the example given in the Table 31 where the cat is rubbing itself against her.
Table 31
	Source Text
	Target Text

	The cat rubbed itself ingratiatingly against her, and she said “Good Pussy,” stooped to stroke it and gave it a scrap of meat from her plate. (Wharton, Ethan Frome 1990: 126)

	Katė įsiteikiamai pasitrynė prie jos ir Zina tarė:

- Gera katytė, - pasilenkusi ją paglostė ir iš savo lėkštės numetė mėsos kąsnelį. 

(Mardosaitė, Itenas Fromas 2004: 103)


With the words “Good Pussy” Zeena gives it a piece of meat from her plate as if expressing her gratitude for the work done during her absence. In this case, Pussy is translated not as a proper name, as in Table 24, but as a simple address to the cat common in Lithuanian katytė. Moreover, while translating this sentence, the translator resorts to the strategy of modulation which results in shift in portrayal of Zeena. In the source text Zeena simply gives the meat to the cat, while in the translation she throws it negligently. This shift in meaning creates an image of Zeena as scornfully treating her helpmate and, at the same time, contributes to the portrayal of her not simply as a woman but as a wicked witch.  

To sum up, in the most cases analyzed above, the symbolic meaning of the cat is either changed or lost in the process of translation. In some cases such translation choices were determined by dissimilarities of the source language and the target language, while in the other cases the reason, probably, was unawareness of the symbolic meaning of the cat.

4.1.2 Rendering the Symbol of the Red Pickle Dish from English into Lithuanian
Another symbol which many critics have detected in the novel and which is considered to have a great significance in the text is Zeena’s red glass pickle-dish. According to the plot of the novel, the pickle-dish is a gift which was presented to Ethan and Zeena on the occasion of their wedding. However, as soon as they get married, Zeena puts it away on the top shelf of the china-closet where she keeps the things she values and takes it out only “for the spring cleaning” (Wharton, Ethan Frome 1990: 127). 
As far as critics of the novel hold, the never used pickle-dish symbolizes the scanty and sterile marriage of Zeena and Ethan. However, in Zeena’s absence, Mattie takes her dish to make the supper-table more pretty and cozy for Ethan. Mattie’s actions portray her as an intruder who steals the thing Zeena prizes above all, i.e. Ethan and her marriage to him. Therefore, when the dish breaks up, it represents the impossibility of Ethan and Mattie’s love, failure of Ethan and Zeena to love each other and to have happy marriage. Instead, their marriage is almost broken and is in pre-divorce state. It is worth noting that it was the cat that broke the dish and, since the cat is depicted as the “agent” through whom Zeena gets her own way, it can be assumed that Zeena herself breaks her valuable dish to force Mattie to leave their farmhouse. It also can symbolize that it was Zeena’s fault that the pickle dish (i.e. marriage) was broken.  

Some critics consider the red color of the pickle-dish to be also a certain symbol which carries connotations of sexual sin. The critics Kristin O. Lauer and Cynthia Griffin Wolff see the symbol of the pickle-dish from another angle and associate it with a vessel representing a young woman’s body (Lauer and Wolff, 1995: 181). Their point of view can be confirmed by the following definitions of the symbol of a dish in particular and the symbol of a vessel in general. Udo Becker refers to the symbol of a vessel as to “the image of receiving which often symbolizes woman’s womb and body in general” (Simbolių žodynas, 94, my translation), while Rimantas Buivydas in his dictionary Ezoterinis simbolių pasaulis defines a symbol of a dish as “fertilization, sense of proportion, representation of the female principle” (246, my translation). The same point of view is held by the critic Erich Neumann who argues that woman’s body is associated with a vessel where new life forms and is nourished (Neumann, 1994: 39-42). Kristin O. Lauer and Cynthia Griffin Wolff also state that the broken pickle-dish is a prediction of dramatic outcome of Ethan and Mattie’s relationships which is tragic for Mattie’s as “a young woman’s body” and leaves her infertile (Lauer and Wolff, 1995: 181). 
Table 32
	Source Text
	Target Text

	She set the lamp on the table, and he saw that it was carefully laid for supper, with fresh doughnuts, stewed blueberries and his favourite pickles in a dish of gay red glass. 

(Wharton, Ethan Frome 1990: 103)

	Lempą pastatė ant stalo ir Itenas pamatė, kad jis rūpestingai padengtas vakarienei - padėta ir šviežių spurgų, ir mėlynių kompoto, ir jo mėgstamų marinuotų daržovių ryškaus raudono stiklo vazelėje. (Mardosaitė, Itenas Fromas 2004: 71)


As mentioned before, Zeena’s unused and void red glass pickle-dish symbolizes the inferiority and sterility of her marriage to Ethan. The fact that Mattie takes down the dish from the shelf, fills it with pickles and puts it on the table to decorate and enliven it symbolizes Mattie as trying and able to enliven and fill Ethan’s life with sense and joy. Rendering the word pickles (Table 32) which means “vegetables or fruit preserved in vinegar or salt water” (Oxford Advanced Learner’s Dictionary of Current English, 870), the translator narrows down its meaning and translates it as marinuotų daržovių. However, this strategy of modulation does not have a significant influence on the symbolic meaning of the pickle-dish. 

Table 33
	Source Text
	Target Text

	The cat, profiting by this unusual demonstration, tried to effect an unnoticed retreat, and in doing so backed into the pickle-dish, which fell to the floor with a crash. (Wharton, Ethan Frome 1990: 105)


	Katė, naudodamasi tokia neįprasta jausmų išraiška, pabandė vėl nepastebėta pasitraukti atbula, bet užkliudė darћovių vazelк ir ta trenkėsi į grindis. (Mardosaitė, Itenas Fromas 2004: 73)


When the cat overthrows the full pickle-dish from the table, it “falls to the floor with a crash”. This phrase is translated as trenkėsi į grindis into Lithuanian. The translation strategy employed here can be regarded as Vinay and Darbelnet’s strategy of concentration which „expresses a signified (i.e. a concept denoted by a sign) from the SL with fewer signifiers (i.e. a linguistic sign) in the TL (Lucia and Amparo, 2002: 500). The adopted strategy does not distort the core meaning of the message, since crush means “a sudden loud noise made by something falling or breaking” (Oxford Advanced Learner’s Dictionary of Current English, 272). Bearing in mind the symbolic meaning of the pickle-dish, the words fell with a crash and trenkėsi represent the dramatic outcome of Zeena’s and Ethan’s marriage. 

Table 34
	Source Text
	Target Text

	But this time his courage was up. “Well, she'll have to say it to the cat, any way!” he rejoined with a laugh, kneeling down at Mattie's side to scrape up the swimming pickles. 

(Wharton, Ethan Frome 1990: 105)
	Tačiau šį kartą jam narsos nepritrūko.

- Ką gi, šiaip ar taip, turės katę kaltinti! - atkirto jis nusijuokęs ir atsitūpė prie Meti sugrandyti ištiškusių daržovių. 

(Mardosaitė, Itenas Fromas 2004: 73)




As mentioned before, according to the critics Kristin O. Lauer and Cynthia Griffin Wolff, pickles scattered on the floor also convey symbolic meaning (Lauer and Wolff, 1995: 181). The pickle-dish full of pickles represents Mattie’s fullness and fertility which is contrasted to Zeena’s barrenness and emotional aridity (Lauer and Wolff, 1995: 181). The broken pickle-dish and the swimming pickles seem to foreshadow the disaster after which Mattie becomes similar to Zeena and loses her fertility and joyful temper. As Elizabeth Ammons notices, “the witch here not only wins but also multiplies” (Ammons, 1979: 135). Thus she argues that the use of a symbol of the pickle-dish is “a warning against a culture that turns its women into witches” (Ammons, 1979: 135).
Table 35
	Source Text
	Target Text

	She lifted stricken eyes to him. 

“Yes, but, you see, she never meant it should be used, not even when there was company; and I had to get up on the step-ladder to reach it down from the top shelf of the china-closet, where she keeps it with all her best things, and of course she’ll want to know why I did it-“

(Wharton, Ethan Frome 1990: 105)


	Meti pakėlė į jį išsigandusias akis. 

- Taip, bet matai, ji niekad neleisdavo jos naudoti, net prie sveиių; ir aš tik pasilipusi ant kopėtėlių ją pasiekiau viršutinėje indaujos lentynoje, kur Zina laiko geriausius daiktus, ir ji, be abejo, pasidomės, kodėl ją paėmiau… 

(Mardosaitė, Itenas Fromas 2004: 74)


When the pickle-dish gets broken, Mattie says that Zeena “never meant it should be used” (Table 35). It means that after receiving the wedding gift, Zeena made a decision for herself not to use it which can be interpreted as her freewill recession from marriage. The translation of the word meant as neleisdavo, as a matter of fact, retains the main message intended by the author, but fails to convey some important nuances. The message of the source text changed due to the strategy of modulation suggested by Vinay and Darbelnet. It originally means that, as a hostess of the house, Zeena does not use her wedding gift or, symbolically, her marriage and, apart from this, forbids everyone from using it. Another difference in meaning which causes the ST and the TT to have different effect on the readership is observed in the translation of she’ll want to know as ji pasidomės. In the original Zeena is portrayed as a person who has an authority in the house and has a right to demand from Ethan and Mattie an explanation for their actions. The translation, on the other hand, fails to render the connotation of Zeena’s power. The dictionary meanings of want are (1) to have a desire for smth.; to wish for sth.; (2) to require or need sth. (Oxford Advanced Learner’s Dictionary, 250). The meaning of the translated phrase is weaker than the original. As a result, the effect on the readers becomes weaker.

Thus, on the one hand, the symbol of the pickle-dish represents isolated and loveless marriage of Zenna and Ethan which puts it to the category of private, authorial or contextual symbols. On the other hand, the pickle-dish implies the body of Mattie, her fertility and femininity which is considered to be a universal symbol. Thus when the dish gets broken, in the first case it symbolizes the shattered marriage and relationships between Ethan and Zeena, whereas in the second case it serves as a foreshadowing of the tragic event which leaves Mattie invalid and infertile for the whole life. In the most analyzed cases, the symbol of the red pickle-dish and the effect it produces was rendered successfully into Lithuanian.      

4.1.3 Rendering the Symbol of the Elm Tree and Coasting from English into Lithuanian
Besides the symbol of the cat and red pickle dish, the literary critics have also marked the symbols of the elm tree and coasting which will be taken for the in-depth research in this section. The first critic to be cited is R. Baird Shuman who sees the elm tree as a “phallic symbol” representing “sexual temptation” experienced by Ethan who is torn between the love and responsibilities laid on him by his marriage (Shuman, 1971: 258). Some other critics consider the elm tree as a symbol of “illicit relationship” between Ethan and Mattie. The definition of the symbol of the elm tree varies in different dictionaries. According to Udo Becker, in the ancient Greek mythology the elm tree was regarded as “a symbol of death” (Becker, 1995: 86), while Rimantas Buivydas defines it as „a symbol of sensibility, caution and reality (Buivydas, 1995: 209). 
Like the symbol of the cat analyzed above, the symbol of the elm tree also consists of several layers of meanings and, therefore, can be interpreted in rather different ways. In the case of treating the elm tree as a symbol of “illicit relationship” between Ethan and Mattie suggested by R. Baird Shuman (Shuman, 1971: 258), it can be classified as a private, authorial or contextual symbol. 
On the other hand, looking from the cultural perspective, the elm tree can be interpreted in the different way. Here, several important facts should be taken into consideration. They are grounded on the historical and cultural heritage of America and, therefore, might have influenced Edith Wharton’s writing and her choice in creation of certain symbols. During a long time, in mythologies of different cultures the tree was regarded as a symbol of life, “dynamic growth, seasonal death and regeneration” (Tresidder, 2005: 484). However, concerning America in particular, the elm tree has a special meaning for American nation. According to the historical sources 1765, in the days before the American Revolution in Boston, Massachusets Colony, the elm tree was chosen to voice the opposition of nation to the Stamp Act, “a British imposed tax on newspapers and official documents” (Schlesinger, 1952: 438). It was called a Liberty Tree. Bearing in mind those historical facts and the fact that Edith Wharton was an American writer, it can be presumed that using the image of the elm tree the author implied it representing the way to the liberty. Ethan and Mattie see the elm tree as the only way to liberate themselves from the bounds set by their society and the only way to be together in death. Thus, treating the elm tree as a symbol of liberty it can be classified as a cultural symbol formed on the ground of historical and cultural heritage.
In Lithuanian culture and mythology there are no references to the elm tree as a symbol. This can be due to the fact that both in the past and at the present, elm trees are rather rarely found in Lithuania. However, as well as in many other cultures the concept of tree in general was very significant in the Lithuanian mythology (Vėlius, 1989). As Norbertas Vėlius points out, “Prussians, Lithuanians and other Balts “venerated ….deciduous trees” and that “they had sacred forests and did not dare to cut wood” (Vėlius, 1989: 120). However, according to him, “in what way forests were venerated and how concrete species of trees were related to individual deities we know very little.” (Vėlius, 1989: 121). According to various Lithuanian legends and mythologies, the oak and ash trees were considered to be sacred trees (Vėlius, 1989: 122). According to Norbertas Vėlius, “Laurinkienė is quite convincing when she says that in Lithuanian calendar songs the tree of the world was often symbolized by a juniper, pear-tree, willow, guilder rose and other trees and shrubs” (Vėlius, 1989: 122). “Some of the ancient sources, e.g., the Jesuit communication of 1583, mention the rowan tree right after Perkūnas and the oak tree which was devoted to him (Vėlius, 1989: 123). 

For the first time a symbol of the elm appears in the conversation between Ethan and Mattie who tells Ethan about their friends Ned Hale and Ruth Varnum who, while coasting down the Corbury hill, nearly ran “into the big elm at the bottom” (Table 36).This conversation seems to serve as an allusion or presage of the tragic event which happens when Ethan and Mattie decide to commit a suicide at the end of the novel.

Table 36 

	Source Text
	Target Text

	Its icy slope, scored by innumerable runners, looked like a mirror scratched by travellers at an inn.
“There was a whole lot of them coasting before the moon set,” she said.
“Would you like to come in and coast with them some night?” he asked.
“Oh, would you, Ethan? It would be lovely!”
“We'll come tomorrow if there’s a moon.”

She lingered, pressing closer to his side. “Ned Hale and Ruth Varnum came just as near running into the big elm at the bottom. We were all sure they were killed.” Her shiver ran down his arm. “Wouldn't it have been too awful? They’re so happy!”
 (Wharton, Ethan Frome 1990: 86)
	Ledinė nuokalnė, išraižyta begalės pavažų, atrodė nelyg viešbučio veidrodis, nubraižytas keliautojų.

- Kol mėnulis nusileido, čia visas tuntas važinėjosi rogutėmis, - tarė ji.

- Norėtum kurį vakarą ateiti drauge su jais pasivažinėti? – paklausė jis.

- O tu ar norėtum, Itenai? Kaip būtų smagu!

- Rytoj ateisime, jei bus mėnesiena.

Ji delsė, arčiau priglusdama prie jo šono.

- Nedas Heilas ir Ruta Varnum vos nesitrenkė į didžiąją guobą pakalnėje. Visi jau manėm, kad užsimušė. Ja perbėgęs virpulys persidavė jam net į ranką.  – Argi nebūtų klaiku? Juk jie tokie laimingi! (Mardosaitė, Itenas Fromas 2004: 45)


Being aware of how dangerous the elm tree is, Mattie speaks of it with awe which makes her shiver as of something that poses a great threat for the young people who are “so happy”. Responding to Mattie’s words, Ethan at first sight seems not being afraid of the steep slope and speaks about the dangerous elm tree with some sort of disdain and bravado. Thus the elm tree is also depicted here as if it were damned one. 

In the same conversation (Table 36) Mattie and Ethan are also speaking about the steep Corbury slope. Here, for the first time Ethan asks Mattie, whether she would like to go and coast with him from this slope one night. He also asks the same question in the evening of Zeena’s departure when he and Mattie stay together alone. According to some critics, the coasting in the novel represents Ethan’s “passive approach to life”. According to the Oxford Advanced Learner’s Dictionary of Current English, coasting can be used idiomatically and can be defined as “to act or move aimlessly with little effort” (215), while the primary meaning of it is (1) to move, esp. down the hill without using power. The same connotation of passivity can be observed in an idiom “he is coasting along before he finds any job” (Oxford Advanced Learner’s Dictionary of Current English, 215). 
Throughout the novel Ethan seems to live in his dreams, but, nevertheless, he does not try to make any effort to make these dreams come true. He regards his obligation to his wife and society as being above his own needs, wishes and feelings Ethan obeys to the rules of the society submissively and does not try to change the circumstances, to take the wheel in his arms (stand abaft the wheel) and goes with the stream. Thus the coasting in Ethan Frome symbolizes Ethan’s nature and life, his unwillingness to strive for the best way out. His last decision to coast down straight to the elm tree at the end of the novel also shows his choice to follow the line of the least resistance. The literary critic Marlene Springer states that the novel shows the “stark realization of what life can be like if you accept circumstances with resignation – refusing to look at the variety of moral options to its dilemmas.” (Springer, 1993: 156). 
In his essay Jeffrey M. Lilburn refers to the critic Nevius who calls the scene when Ethan changes his mind and decides not to ask Andrew Hale for the money to go to the West and start a new life with Mattie as a “turning point of the novel” (Lilburn, 1999). According to him, throughout the novel, Ethan is “hemmed in by circumstances”, however, it is Ethan’s “sense of responsibility that blocks the last avenue of escape and condemns him to a life of sterile expiation.” (cited in Lilburn, 1999). One more critic of Ethan Frome, Cynthia Griffin Wolff points out that Ethan turns away from his real life and chooses to live in his own dreams which seem to be more bright and optimistic and where everything goes the right way without making any efforts (Wolff, 1977: 83-84). He “retreats into a vision” because, “the uncompromised richness of the dream is more alluring” for him than the “harsher limitations of actual, realized satisfactions.” (Wolff, 1977: 83-84). Finally, under certain circumstances, he is unable to make a certain decision and instead it is Mattie who is active and makes the final decision to commit suicide. According to Wolff, Ethan is “like a man who has become addicted to some strong narcotic, [savouring] emotional indolence as if it were a sensual experience.” (Wolff, 1977: 83-84). 
As the landscape of Starkfield, Ethan seems to be cold and frozen and even the strongest emotions he experiences cannot break the ice of indifference and resignation to the fate and circumstances and readiness to bear responsibility once taken for his wife. In reply to Ethan’s suggestion, Mattie seems to be pleased and happy to see his initiative and enthusiasm and seems to be determined and not afraid of the steep slope at all (Table 36). The fear emerges only when she suddenly remembers her friends who coasted “just as near running into the big elm”. 
Table 37

	Source Text
	Target Text

	“The elm is dangerous, though. It ought to be cut down,” she insisted. 

“Would you be afraid of it, with me?”
“I told you I ain’t the kind to be afraid” she tossed back, almost indifferently; and suddenly she began to walk on with a rapid step. (Wharton, Ethan Frome 1990: 86)
	- Bet ta guoba pavojinga. Ją reiktų nupjauti, - nenusileido ji. 

- O su manim jos nebijotum?

- Sakau tau, aš ne iš bailiųjų, - atsikirto ji kone abejingai ir ūmai ėmė eiti žvaliu žingsniu.

(Mardosaitė, Itenas Fromas 2004: 46)


Either being urged by his curiosity or seeking to find support in Mattie, Ethan asks her whether she will be afraid of the elm tree running down the slope with him (Table 37). However, Mattie claims that she is not “the kind to be afraid”. Here, she seems to intuitively guess the feelings of Ethan towards her. However, understanding that those feelings are considered to be illicit with respect to Zeena and the whole society, she tries to hide what she feels under the guise of indifference. Thus with regard to the critical attitude towards the elm tree as to symbolic representation of “sexual temptation” and “illicit relationship”, it can be interpreted that by claiming not being afraid of it, Ethan and Mattie seem to decide to continue their relationships. 

After the analysis of the possible symbolic meanings of the elm tree the conclusion can be drawn that it is almost impossible to transfer the symbol of cultural nature (that is conditioned by the culture and history) into the other culture and at the same time to retain its equivalent sense, implications, connotations, cultural aspects and effects. This happens because of the discrepancies in understanding of a certain symbol in different cultures. As was mentioned before, there are no references to the elm tree in the Lithuanian folklore. This problem could be solved only if a translator has tried to find a symbol with an equivalent meaning in the target culture; however, a translator then would have to change the plot of the work which would be unacceptable. 

As the present analysis of the translation of the symbols is based on the model of translation strategies of evasion and invasion suggested by Hasan Ghazala, while transferring the symbol of the elm tree the translator employs the strategy of evasion. This strategy means “the elimination of idiomaticity [or in this case symbolism] of the SL idiom [symbol] when translating it into the TL with no compensation of any kind” and is applied due to the “zero language equivalence in TL” (Hasan Ghazala, 209-211).      

Table 38 depicts the scene when Ethan and Mattie determined to commit suicide start sledding down the hill towards the dangerous elm tree. In this passage coasting is compared with a flight which also shows coasting as a symbol of Ethan’s resignation and passivity as well as his inclination to live in his dreams and visions and, at the same time, to be free from marriage. In this example (Table 38) the author even uses fly instead of coast as its synonym. Taking into consideration the intentions of the author, the translator translates fly as skrenda and thus renders the same effect of flying. When the word fly occurs for the second time in the phrase as they flew, she decides to translate it by one of the synonyms lekiant in jiems lekiant which retains the same meaning of flying.
Table 38

	Source Text
	Target Text

	Just as they started he heard the sorrel’s whinny again, and the familiar wistful call, and all the confused images it brought with it, went with him down the first reach of the road. Halfway down there was a sudden drop, then a rise, and after that another long delirious descent. As they took wing for this it seemed to him that they were flying indeed, flying far up into the cloudy night, with Starkfield immeasurably below them, falling away like a speck in space... Then the big elm shot up ahead, lying in wait for them at the bend of the road, and he said between his teeth: “We can fetch it; I know we can fetch it” 

(Wharton, Ethan Frome 1990: 150)
	Vos jiems pradėjus šliuožti, jis vėl išgirdo suprunkščiant bėrį – tas pažįstamas ilgesingas garsas ir jo pažadinti sumiši vaizdai pirmąjį kelio ruožą lėkė drauge. Pusiaukelėje laukė staigus nuolydis, po to pakilimas, o paskui ilga svaiginanti pakalnė. Kai jiedu nuskriejo ja, Itenui atrodė, kad jie iš tikro skrenda – aukštai debesuotoje naktyje, o Starkfildas be galo žemai nyksta lyg taškelis ervėje.... Po to priešais išniro didžioji guoba, tykojanti jų prie posukio, ir jis pats sau ištarė pro dantis: „Mes pataikysime į ją; žinau, kad pataikysime...“

 (Mardosaitė, Itenas Fromas 2004: 139-140)


It can be assumed that the translator chooses this word in order to avoid repetition which is not so typical of the TL. The process of sledding inspires Ethan and Mattie and imposes the meaning of transcendent subconsciousness. Their behaviour is controlled by emotion rather than consciousness. Discuss the symbolic nature of flying it would be worth to cite Sigmund Freud who holds that “dreams of flying have to be interpreted as dreams of general sexual excitement” (Freud, 2001: 155). 
5. CONCLUSION
The present thesis was aimed to analyze how the language can contribute to the creation of symbolic meaning and certain imagery in Edith Wharton’s novel Ethan Frome and how it affects the readers. The objective to reach the aim presented was to detect the symbols and metaphors employed by Edith Wharton in the novel and to observe how those elements are rendered into Lithuanian. 
Ethan Frome is highly abundant with metaphorical language by the means of which the author manages not only to make her work vivid, intriguing and picturesque while depicting the setting and characters’ emotions and relationships with each other, but also achieves the great effect on the readers. However, while dealing with the translation of metaphor, a translator encounters a number of problems. First of all, as Gentzler puts it, some translators tend to treat metaphorical language “as a simple device used to embellish the language” and, consequently, “reduce the polyvalence and resonance of metaphors to more common usages, sometimes omitting the translation of metaphors entirely” (2000: 941). 

Thus thirty-two metaphorical expressions were collected from Ethan Frome for the analysis and discussion. Based on the classification of metaphors suggested by Murray Knowles and Rosamund Moon in their Introducing Metaphor (2006: 4-5), eighteen of the total number of the found expressions turned to be conventional or dead metaphors, while the remaining fourteen expressions were called creative or live metaphors. The analysis of the translation of the metaphors was based on the model suggested by Hasan Ghazala (2003: 209-225). Thus the analysis has indicated that while translating metaphors in the most cases the translator resorts to the strategy of invasion which means the choice of the translator to translate the ST metaphor by its equivalent TT metaphor. In some cases the translator tends to translate strong creative metaphors as similes or simply paraphrases them. Sometimes the message of the metaphor is retained, while the image they contain are modified that leads to the weakening their effect and to partial loss of their meaning. 
The choice of the translator to apply to the strategy of evasion, is presumably conditioned by the wish to make the TT sound more natural and comprehensible to its readers, while in some cases it can be assumed that the translator treats the metaphor as a simple means of embellishment and does not pay much attention to the effect it produces on the readers. This choice in most cases results in the loss of dramatic effect implied by the author. The research of the collected metaphors and their rendering into Lithuanian has also eventually verified the theory of archetypes mentioned by Taylor (1990), Ungerer et al. (1996) which highlights that “the archetypical, primary meanings of a word are concrete and designate tangible objects. Therefore, the valency of the abstracts is considered to be secondary and derivative phenomenon which tends to vary from language to language” (Marcinkevičienė, 2006: 110 my translation). 

In the second part of the analysis, the attention was paid to the use of certain symbolic elements and their impact on the imagery and overtones created by the author. The novel has revealed that the ordinary objects, animals, trees and ideas which we are used to encounter in our everyday lives, can gain a special symbolic meaning of a great significance in a literary work. This meaning can be depicted and interpreted taking into account the author’s life, beliefs and values which come to light while analyzing a socio-historical and biographical context in which the work was written. Critics have marked and praised Ethan Frome for the abundant use of symbolic elements and imagery. According to Kenneth Bernard, the elements of imagery and symbolism, particularly the compatibility of setting and character, reveal the novel’s “true dimensions” (Bernard, 1961: 183), whereas R. Baird Shuman points out that “there is probably no more pervasive single element in Ethan Frome than the symbolism” (Shuman, 1971: 258). To narrow down the scope of the study the symbols of the cat, red glass pickle-dish, elm-tree and coasting were chosen for the analysis out of the multitude of the novel’s symbolic elements. 

As the analysis has revealed, the symbols of the cat, red glass pickle-dish, elm-tree and coasting function as significant symbolic creators of the imagery of the novel. The symbol of the cat turned to possess two layers of meaning which depict it as (1) a symbol of Satan and as a companion of witches or (2) as “the social and moral rule” and “a reminder of Ethan’s marital status and responsibilities” (Springer, 85-88). Bearing in mind the classification of symbols suggested by Edgar V. Roberts and Henry E. Jacobs, in the first case, the symbol belongs to the cultural or universal type, while it can be termed as private, authorial or contextual in the second case.

 In order to attach mysterious Gothic overtones to her work, Edith Wharton depicts the cat not simply as an ordinary domestic animal but as a thoughtful, conscious and willful companion of a Zeena which is portrayed as a witch. During Zeena’s absence it is the cat that controls the situation and observes Ethan’s and Mattie’s actions trying to memorize every illicit movement made. In order to convey the mysterious connotations the author uses special language while describing the cat. Thus it is portrayed as “with a drowsy eye”, “rubbing itself persuasively against Mattie’s ankles”, “stealthily elongating its body”, “watching them with narrowed eyes”, “making its bed”, etc. According to the results of the analysis, it should be noted that in many cases, while rendering the message, the translator does not seek to preserve the mysticism prescribed to the cat by the author. Therefore, if the symbolism is preserved by the translator in the TT it is not so pronounced as in the ST. The loss of mysticism in the TT in some cases makes it mediocre and more remote from a tale. The strategies accomplished by the translator while translating the symbolic elements are as follows: modulation, borrowing, explicitation, particularization, addition and transposition. The translation strategy accomplished most frequently is modulation (i.e. a certain shift in meaning), which, according to Vinay and Darbelnet, is considered to be “the touch-stone of a good translator” (Munday, 2001: 58). The application of this type of strategy indicates the craftsmanship of the translator to accomplish certain changes in language structure and point of view without distorting the message. However, sometimes, as well as in the examples analyzed, modulation is not always justified and often results in the loss of certain stylistic effects contributing to the symbolic meaning.
As far as critics of the novel hold, the pickle-dish which Zeena gets as a wedding gift but never uses it symbolizes the scanty and sterile marriage of Zeena and Ethan. Therefore, when the dish breaks up, it represents the (impossibility of Ethan and Mattie’s love) failure of Ethan and Zeena to love each other and to have happy marriage. The impossibility of the marriage is created by such phrases as fell to the floor with a crash (trenkėsi), while the swimming pickles (ištiškusios daržovės)seem to foreshadow the disaster after which Mattie, who is associated with the full vessel, becomes similar to Zeena and loses her fertility and joyful temper. The symbol of the red pickle-dish is not as multi-layered as the symbol of the cat. The symbolic meaning it possesses is not based on the historical and cultural background shared by the author and her contemporaries, but is coined by the author for this particular novel. Therefore, this type of symbol can be called a private, authorial or contextual. The analysis of the symbolic red glass pickle-dish has shown that, in comparison with the rendering of the symbol of the cat, it is rendered with much less discrepancies between the effects the ST and the TT have on their readers. 
As well as the symbol of the cat, the symbol of the elm tree has two layers of meaning and therefore, can be interpreted in two different ways: (1) as a symbol of liberty and (2) as a symbol of “illicit relationship” between Ethan and Mattie. In the first case the symbol can be classified as a cultural or universal one which was formed on the ground of historical and cultural heritage. In the second case, on the other hand, the symbol can be called as a private, authorial or contextual one which depends on the historical context and the author’s beliefs. After analyzing this symbol and comparing it with the translation in Lithuanian it came to light that treated as a symbol of liberty, the elm tree cannot be successfully transferred to the Lithuanian language and culture since there is no such precedent in the Lithuanian culture. While writing about the elm-tree, the author also creates certain mystic or Gothic overtones depicting it as some extremely dangerous, mysterious and personified being which is mentioned throughout the novel with awe by the characters and which seems to foreshadow the tragic outcome of the story. The mysticism and awe of the protagonists are achieved with the help of such phrases as came just as near running into the big elm at the bottom (vos nesitrenkė į didžiąją guobą pakalnėje), “The elm is dangerous, though. It ought to be cut down,” (Bet ta guoba pavojinga. Ją reiktų nupjauti), “the big elm shot up ahead, lying in wait for them at the bend of the road” (priešais išniro didžioji guoba, tykojanti jų prie posukio), the big tree loomed bigger and closer (didysis medis grėsmingai artėjo vis didesnis), “It's waiting for us: it seems to know.”(„Laukia mūsų tarytum žinodamas“) and drove down on the black projecting mass (nučiuožė į atsikišusią juodumą). The coasting also possesses a symbolic meaning which, according to some critics, represents Ethan’s “passive approach to life” and his unwillingness to strive for the best way out. This meaning is also promoted by the definitions of coasting provided by the dictionaries “to act or move aimlessly with little effort” (the Oxford Dictionary of Idioms, 165), “to move, esp. down the hill without using power” and “to make progress without much effort” (Oxford Advanced Learner’s Dictionary of Current English, 1120). Throughout the whole novel Ethan seems to live in his dreams, but, nevertheless, he does not try to make any effort to make these dreams come true. Such a passive approach to life is shown by the final Ethan’s decision not to seek for a way out but to commit a suicide coasting to the elm-tree. This symbolic meaning is also confirmed by comparing the coasting with flying:  “as they took wing for this it seemed to him that they were flying indeed, flying far up into the cloudy night, with Starkfield immeasurably below them, falling away like a speck in space...), “as they flew toward the tree” (jiems lekiant guobos link).
To conclude, it can be stated that while translating a literary work a translator should seek to convey every nuance creating the stylistic effect of the work. After the analysis, it came to light that when translating Ethan Frome in some cases the translator fails to render all the stylistic effects created by the author that result in shift or even loss of symbolism and certain overtones. It is also worth noting that translation of the symbols and metaphors is a cultural phenomenon 
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APPENDIX

PLOT SUMMARY OF EDITH WHARTON’S ETHAN FROME
Edith Wharton’s Ethan Frome (1911) is a novel which, unlike her previous works depicting the Old New York upper-class society concentrates on “the bleak loneliness of a poor New England farm” and the life of a farmer who submissively suffers from incompatibility of his feelings and social rules. However, according to Ronald Gottesman, as well as in the previous Wharton’s works the fundamental theme where “the central characters are trapped by social forces larger and individuals morally smaller than themselves” is still present in Ethan Frome (Gottesman, 1979: 700). 

The novel describes a farmer Ethan Frome who lives in imaginary Starkfield, Massachusetts. In his early days after his farther death, he is forced to abandon his studies of engineering in a technological college in Worcester and returns home to look after his ailing mother and to maintain the farm. Later, when his mother dies, overwhelmed by the oppressive loneliness Ethan asks his cousin Zeena to stay with him and marries her. After a year of their marriage, Zeena falls ill and becomes well known in Starkfield for her “sickliness”, while Ethan again is forced to lay aside his dreams of selling his farmhouse and moving to the bigger town where he could work as an engineer. Ethan’s customary life changes when Zeena’s younger cousin Mattie Silver comes to live to the Fromes’ farmhouse. After becoming an orphan, Mattie does not have any place to go or near relatives to apply, and therefore, is invited by Zeena to live with them and to help her with the household. Mattie becomes a kindred spirit who shares Ethan’s love and sensitivity to the natural beauty and restores Ethan’s ability to imagine happiness. Later, Ethan and Mattie’s reciprocal understanding develops into a strong feeling of passion which is mutual, but unexpressed.
The story is told by the outside narrator, a man who temporarily came to Starkfield on business and who becomes curious about Ethan’s life. At the moment the narrator meets Ethan, he is depicted as a fifty-two-year-old “ruin of a man” who is the “most striking figure in Starkfield”. Communicating with the local residents, the narrator bit by bit collects the fragments of the story preceding the tragic accident after which Ethan becomes crippled. 
Thus the flashback story begins with one of the evenings leading up to the tragic “smash-up”. Ethan comes to meet Mattie, who is socializing at a church dance, and accompany her back to the farm. He feels jealous when he watches a local grocer and proprietor of the livery stable, Denis Eady dancing with Mattie. After Mattie refuses a ride home with Eady, she and Ethan walk home together. The next day, Ethan’s always ailing and complaining wife, Zeena, tells Ethan that she’s going to Bettsbridge to see her doctor and is going to spend the night with her Aunt Martha Pierce. Looking forward to spending the evening together with Mattie, Ethan is overwhelmed with the feelings of joy and well-being. In order to commemorate their first evening together alone, Mattie prepares a special supper for Ethan and takes the red glass pickle dish – a wedding gift which is highly prized but never used by Zeena. Eventually, the cat who creeps on the table to reach a jug with milk, breaks Zeena’s pickle dish and spoils the mood of the evening. The next day when Zeena arrives from her trip to Bettsbridge, she founds her wedding gift broken and asks Ethan and Mattie for explanation. Never suspecting of the relationships existing between Ethan and Mattie before, Zeena makes a decision to dismiss Mattie and to hire another maid instead of her. Ethan is overwhelmed by the rebellious passions and decides to run with Mattie to the West and to start a new and happy life. However, those feelings are, eventually, restrained by the economical conditions and Ethan’s feeling of responsibility. He accompanies Mattie to her train and remembers about his promise to go coasting with her one evening. After their sledding down the hill for the first time, Mattie confesses that she would betted die than live without him. After the decision to commit suicide, they sled down the hill straight to the big elm tree at the bottom. However, they miss the aim and the accident leaves them crippled for the whole life.
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