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Abstract

The present article is focused on colour terms in general
and on their indirect variety in particular. Colour has
already proved to be an indispensable part of the expression
plane of a work of verbal art - being highly connotative, it
abounds in various associations meant by the author.
Direct colour terms have already been the subject of quite
a few scientific studies; however, much too little attention
has so far been given to the colour terms which denote
colour indirectly - the so-called indirect colour terms which
include the objects of extralinguistic reality: the names of
flowers, precious stones, dyes and other objects which
have a typical colour and immediately provoke the
association with it. The aim of this article is to show most
clearly that this variety of words denoting colour is no less
expressive and meaningful in a literary text and, therefore,
it deserves much more scientific attention than it has
received. We thought it useful to include the texts of
translation in our analysis in order to discover if the
importance of the indirect colour terms occurring in the
original is observed by translators and, thus, rendered in
the resultant text.

Keywords: colour, indirect colour terms, expression plane,
extralinguistic reality.

1. THE STATE OF THE ART EXICAL
UNITS WHICH ARE CULTURALLY AND
HISTORICALLY DETERMINED IN THE
SENSE THAT EVERY LANGUAGE

Colour terms have long attracted scholarly
attention as 1 develops its own cultural and
historical associations with a particular colour.
Moreover, they have also been viewed as one of
the most important elements of an artistic text.
Their artistic and aesthetic potential has been
subjected to analysis with special emphasis on
their functioning in works of verbal art. However,
the scholarly attention has so far been given to
the direct variety of colour terms. This article is
aimed at bringing into the limelight the indirect
variety of words denoting colour and clearly
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demonstrating their importance for the author’s
purport.

First and foremost, we shall present the results
of previous research in the field upon which the
present paper is based. As far as colour terms are
concerned, there are two studies which are of
great importance here - those conducted by
Tatiana Shkhvazabaya and Valentina Kulpina.

The classification of colour terms and their
connotations is an all-important issue addressed
by Tatiana Shkhvazabaya'. The author proceeds
from the assumption that the actual colour as
such (indicated by the colour term used in the
artistic text) is just as important for the
understanding of the text and the writer’s
intention, as its linguocultural associations?.

The author suggests that the colour terms
should be first and foremost classified according
to their structure. Thus, she singles out the
following types®:

* simple non-motivated words (ex. black,
blue);

* derivative words, formed with the help of
suffixes (ex. greenish);

+ compound words with the element -
“coloured” (ex. stone-coloured);

+ compound words of unstable type (ex.
emerald-green);

e colour-names, combined with non-colour
words or constant modifiers (ex. deep red, dark
green).

The conclusion made by the author is that not
all the words denoting colour are colour terms
as such in the narrow sense of the word. There
are a vast number of words referring to the
objects of extralinguistic reality and having the
association with colour, which are regularly
reproduced in a particular culture*. These are
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divided by the author into groups according to
the semantic fields where they are constantly
reproduced. They are:

a) Flora (the names of flowers, presenting the
yellowish-red and violet parts of the spectrum;
plants and herbs, presenting the yellowish-green
part of the spectrum; trees and bushes, presenting
the black-brown and grey part of the spectrum;
fruits, presenting the orange-red and green-
brown parts of the spectrum);

b) Fauna (the yellowish-brown and other
parts of the spectrum);

¢) Inanimate nature (the names of precious
stones, metals and other objects);

d) Food and drinks (ex. cream, biscuit,
chocolate)’.

These findings form an all-important starting
point for the present paper because our material
made it necessary to put this variety of words
denoting colour into limelight.

Colour terms as socially conditioned
phenomena have been studied by Valentina
Kulpina®. The focus hereis upon the sociolinguistic
tradition, characteristic of speakers of a particular
community’. It is specially emphasized in the
research that colour terms are not only the words
directly denoting colour. This can be seen in the
classifications of colour terms suggested by the
author, where colour terms proper go hand in
hand with other words denoting colour - as, for
example, in the following®:

* Dbasic colours (ex. krasny - red, zeleny -
green);

» secondary colours (ex. ryabinovy - ashberry-
coloured, fistashkovy — pistachio-coloured);

« integrally formed colours (ex. svetlo-
goluboy - light blue);

* separately formed colours (ex. tsvet
zemlyaniki - the colour of wild strawberries).

Another approach to classification of colour
terms suggested by Valentina Kulpina is based
on both their origin (native and borrowed colour
terms) and their diffusion (colour terms
functioning in the literary language, dialects or
separate fields of science)’. In this connection the
author introduces the terminological word
combination “the motivation of colour terms”
(“motivirovannost’ terminov tsveta”)', i.e. the
objects of extralinguistic reality, provoking
associations with a particular colour. The author

suggests that they might be called the “prototypes
of colour” (“prototipy tsveta”). In this Valentina
Kulpina follows Tatiana Shkhvazabaya who put
forward the idea much earlier in her dissertation
where these cases were described as “words
referring to the objects of extralinguistic reality
and having the association with colour”. The
classification worked out by Tatiana
Shkhvazabaya is further extended by Valentina
Kulpina with two more groups:

* phenomena having a typical colour and
immediately provoking associations with colour
(ex. tsvet morskoy volny - sea colour);

* dyes (ex. okhra - ochre).

The author also emphasizes the fact that
colours can be expressed by different parts of
speech. The majority of them, naturally, are
adjectives; however, nouns, verbs and adverbs
are also widely used to render the idea of a
particular colour™.

The fact that there exist quite a few ‘non-
colour-terms” which, nevertheless, refer to a
particular colour ‘indirectly’, so to speak, has
been mentioned in the existing papers by Tatiana
Shkhvazabaya and Valentina Kulpina and
incorporated in their classification. However,
their actual names differed from one classification
to another (“words referring to the objects of
extralinguistic reality and having the association
with colour” - the term by Tatiana Shkhvazabaya;
“the motivation of colour terms” - the term by
Valentina Kulpina). Our research has shown that
this variety of words denoting colour seems to
be of special stylistic significance in works of
verbal art. That is why we thought it useful to
suggest a more general and, probably, more
convenient (for purposes of description)
opposition: ‘direct’ colour terms versus ‘indirect’
colour words (as, for example, red - “direct’
colour term, blood - ‘indirect’ colour words).

In what follows, we shall present the results
of our research which are to highlight the
importance of the indirect variety of colour terms
in literary texts. For the present analysis we have
chosen several abstracts from two works of
verbal art written by different authors in different
countries and belonging to different periods of
history and different genres - the short story
“The Masque of the Red Death” by Edgar Allan
Poe and the novel “Jane Eyre” by Charlotte
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Bronté. We thought it useful to incorporate the
texts of Russian translations in the analysis in
order to see whether the stylistic importance of
indirect colour terms in the original is identified
by translators and, thus, preserved in the Russian
texts.

2. INDIRECT COLOUR TERMS IN “THE
MASQUE OF THE RED DEATH” BY
EDGAR ALLAN POE

The title of the short story under discussion
suggests that colour is an all-important element
for the author’s purport; the fact that the colour
term red is imposed on the reader from the very
beginning reveals Poe’s intention to make it the
key colour of the story. What has just been said
is demonstrated by the ‘quantitative” analysis: it
has clearly shown that the red colour clearly
prevails over the other colours present in the
story (the number of its occurrences in the text
amounts to 19, as against, for example, 2 cases of
yellow and one of grey). This dominance of red
is not difficult to explain - as far as the content
plane of the story is concerned, it centres around
Prince Prospero and his noblemen who take
refuge in an abbey in order to escape a terrible
plague called the Red Death. However, their
efforts prove to be useless: all the guests contract
and die of the disease. The final line of the story
reads: “And Darkness and Decay and the Red
Death held illimitable dominion over all.”

Our next step is to see what colour terms
denoting red and its tints occur in the story. It is
only natural that the colour term red is the most
frequent one (7 occurrences); it is followed by the
direct colour terms purple (4 occurrences), scarlet
(3 occurrences) and ruby (1 occurrence). However,
the red colour appears not only in its direct form,
but also in a number of its tints which are
expressed indirectly - such as, for example, blood.
As our analysis has shown, blood is equal to red
in frequency (it occurs in the text 7 times, too).
Obviously, blood has to be treated here as an
indirect colour word because it refers to the
substance of a particular colour - the one that
belongs to the same part of the spectrum which
is very generally described as red. We may also
suggest that the same frequency of both red and

blood in the text is not without significance either:
here the author’s intention is to impose upon the
reader a particularly close and strong association
of red with the colour of blood.

Moreover, blood is deliberately used by the
author to specify the tint of red. A case in point,
for example, is the following sentence from the
passage where the decoration of each of the
rooms in the abbey is described:

These windows were of stained glass whose color
varied in accordance with the prevailing hue of the
decorations of the chamber into which it opened. That
at the eastern extremity was hung, for example, in
blue — and vividly blue were its windows. The second
chamber was purple in its ornaments and tapestries,
and here the panes were purple. The third was green
throughout, and so were the casements. The fourth
was furnished and lighted with orange — the fifth with
white — the sixth with violet. The seventh apartment
was closely shrouded in black velvet tapestries that
hung all over the ceiling and down the walls, falling
in heavy folds upon a carpet of the same material and
hue. But in this chamber only, the color of the windows
failed to correspond with the decorations. The panes
here were scarlet —a deep blood color.

First of all, a few remarks of a more general
character are called for. The overall ‘mood” that
is reproduced in the original text is that of
growing tension and a sense of danger: the
colours of the interiors are arranged in such a
way that each successive room should be either
darker, or markedly contrasted to the preceding
one, the contrast being very strong and sharp.
However, what we are specially interested in is
the indirect colour term deep blood colour. 1t is the
final word combination of the passage which
includes quite a few colour terms; thus, deep blood
colour acquires the strongest syntactic position,
it is specially brought out by the author.
Moreover, it is blood that the reader would be
expected to bring out prosodically: since the
word combination occurs at the end of the
sentence, blood would have to be accented.
Therefore, we may conclude that it is the key
colour term of the passage. We might go even
further and suggest that it functions as an
indispensable constructive element with the help
of which the author builds up a highly impressive
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picture of the increasingly growing menace and

fear.

Let us now turn to the confrontation of the
original text with the existing Russian translations

of the story. The three Russian translations
chosen for the present analysis are those by N.V.
Shelgunov (1874)'2 - 1, K.D. Balmont (1901)* - 2

and R.N. Pomerantseva (1976)" - 3:

The original

Translation 1
N. V. Shelgunov

Translation 2
K. D. Balmont

Translation 3
R. N. Pomerantseva

These windows were
of stained glass whose
color varied in
accordance with the
prevailing hue of the
decorations of the
chamber into which it
opened. That at the
eastern extremity was
hung, for example, in
blue—and vividly
blue were its windows.
The second chamber
was purple in its
ornaments and
tapestries, and here
the panes were purple.
The third was green
throughout, and so
were the casements.
The fourth was
furnished and lighted
with orange—the fifth
with white—the sixth
with violet. The
seventh apartment
was closely shrouded
in black velvet
tapestries that hung
all over the ceiling
and down the walls,
falling in heavy folds
upon a carpet of the
same material and
hue. But in this
chamber only, the
color of the windows
failed to correspond
with the decorations.
The panes here were
scarlet—a deep blood
color.

Cmexna OKOHDB
2APMOHUPOBATU Cb

obosamu CMmroHb.
3anaonas 3ana,
HAnpummps, Oblia

2onybozo ysrma u
cmeksia OKOHb Obllu
2onybvisa, emopas
3ana Owvlia obuma
NYypRypoeblmMu
0boamMu U cmexia
OKOHD Oviau
nypnyposvis. Tpemos

Oviia CcoOB8epuULeHHO
3eleHas U OKHA
mooice  3eleHbi.
HYemeepmaa
opamndcesas co
OpaHIMIeB8bl MU
OKHaMU, namas
Oraas, wecmas
aunoeas. Ceovmas

3ana ovlaa 6cs obuma
Y e p H bl M b
bapxamomw, He
UCKIFOY AL U NOMOJIKA.
Kospwvi 6vi1u mooice
uepnvie. Ho 6v» smoii
KOMHamre — Y8romdv
OKOHD He
COOMBrLMCMBOBAND
opanuposkre. OxHa
Ovliu KPACHbLA,
Kpoeasazo ysroma.

Hanpaso unaneso, 6 cpedune
Kaxcool CmeHbvl, 8blCUTOCDH
V3Koe eomuueckoe OKHO,
8bIXOOUBULEE 8 3AKPHLIMbLI
KOpUOop, KOMopbulil MAHYJICA,
cnedys  ecem  uzeubam
angunaov. B smux oxnax
ObLIU  YBemHble CMeEKd,
npuyem OKpacka ux MeHsLach
6 coomgemcmeuu c
20CNOOCMBYIOWUM YBEMOM
Mou KOMHAMbl, 8 KOMOPYIO
omkpwiganocy okno. Taxk,
Hanpumep, KpAuHAA
KOMHAmMa ¢ BOCMOYHOU
cmopoHvl  Oviia obuma
2011YObIM, U OKHA 8 Hell ObLIU
sApKo=2onybvie. Bo emopoii
KoMHame u obueka u
VKpauieHus ObLiu nypnypHo2o
ysema, u cmeHuvl 30eCo Obliu
nypnyproimu. Tpemvs 6cs
Ovlia 3enenoll, 3eleHbIMU
oviiu u oxna. Yemeepmas
OvLIa yKpaulena u oceeujeHa
OPAaHICEBBIM yeemom,
namas — Oenvim, uwecmas —
Guonemosvim. Cedbmotl 3an
Obll  6ecb 3a0panupoBaH
YepHuIM bapxamom,
KOMopwlll  NOKpbuleal U
NOMONOK U CMEHbl, HUCNAOds
MANCENLIMU CKAAOKAMU HA
Koeep makoeo xce yeema. Ho
MONbKO 8 2MOU KOMHame,
eOUHCMBEHHOU, OKpacKda
OKOH He coenaodaila c
OKpPAcCKoll — 06CMAaHOBKU.
Cmexna 30ecb OvLiu spKo-
KpAcHo20 yeema — yeema
anou Kpoeu.

Okna smu OvblLIU U3
Y8emHo2o cmekia, u
yeem ux 2apMoHUpos8al
co ecem ybpancmeom
KOMHamul. Tak,
KOMHAMA 6 60CMOYHOM
KOHYe eanepeu Obvlia
obmsanyma 201yowim, u
OKHa 8 Hell ObLIU PKO-
CuHue. Bmopas
KoMHama ovina yopana
KPACHbIM, U CMeKid
30ech Dbl nYypnypHble.
B mpemuveti komname,
3€/leHOll, MaKumMu e
Ovbliu U OKOHHbIE
cmexna. B uemsepmoti
KOMHame Opanuposxa
u oceewenue OvLIU
opamdicesgvle, 8 NAMOIU
- Oenvie, 8 wecmou -
puonemoseuvie.
Cedbmas xomHama
ovina zamanyma
yepHvIM  Oapxamom:
yepuvle OpanuposKu
cnyckanucs 30echb ¢
camozo nomoaka u
m A ¢ el bl MU
CKIAOKAMU HUCNAOANU
Ha Kogep U3 makozo
Jrce uepHoeo bapxama.
U monvko 6 osmotu

KomMHame OKHa
OMAUYATUCD om
obueKu: OHU Owvliu

apro-baepanvie -
yeema Kpoeu.

Table 1 - Indirect colour terms in “The Masque of Red Death” by Edgar Allan Poe
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It does not require a very close examination
to see that the colour terms used in the Russian
text do not correspond fully to those in the
English one. Thus, in the three translations the
original colour term blue and an attributive word
combination with it - vividly blue - translated by
different Russian colours - eosyboi and its
specification sapko-eoayboi, and sapxo-cunuil.
Surprisingly enough, purple in the Russian
translations that are subjected to analysis in the
present chapter, corresponds to xpacusii and
nypnypueil in one case (Translation 3: Bmopas
KkoMHama 0biaa YOpaHa KPACHBIM, U CHieKAd 30eCh
ovLau nypnypusie.) and nypnypHslil or nypnypobuLil
in the others (Translations 1: ...8mopas 3a1a 6vi1a
obuma nypnypoBuimu 000AMU U C1EKAA OKOHB ObLAU
nypnypobuia; and Translation 2: Bo 6mopoi
KomHame u 00ubka u ykpauwienus 0viAu NYpRYpHo2o
yBema, u cmenvl 30ect ObLAU NYPRYPHLIMIL).

However, we shall concentrate upon the
translation of the indirect colour word ‘blood’.
In the original text it occurs at the very end of
the sentence; moreover, its stylistic importance
is also stipulated by the fact that it is brought
together with a direct colour term - “scarlet’.
First, let us concentrate upon the confrontation
of scarlet cases in the original and its counterparts
in Russian translations (kpacneui by Shelgunov:
Oxna Obiau KpacHBIA, KpoBaBaro yfema; ApKo-
kpacuoiii (also adding aswsii in the word
combination azasn xpobv) by Balmont: Cmexaa
30ect ObLIU STPKO-KPAcHOTO yfema — yBema anom
Kposu; and apxo-baepansiiit by Pomerantseva: /1
moavko 6 3moil KoMHAame OKHA OMAUUAAUCL OM
00ubKu: oHu Obiau STPKO-OarpsiHble - yfema KpoBIL.).
As can be seen, the Russian texts again provide
three different colour terms: aswuii is the brightest
and the lightest one of the three, 6aepsnsii (which
as a tint denotes a colour which partly resembles
baepoboiit) is much darker. However, in the
Russian language the connotations of assii and
baepanviil are clearly meliorative; thus, the picture
drawn in the Russian text is again not so
frightening as it is in the text of the original.
Moreover, the use of the colour term aswiu to
denote the original deep blood colour can be
accounted for by the fact that the translator, K.
D. Balmont, was a well-known Russian poet.
Since the word aswi is felt to be somewhat
elevated (and, therefore, poetic to a greater or

lesser degree), the poetic stereotype of the word
combination azas xpoBs, so widely used in
Russian poetry, might be regarded as a most
powerful factor that turned out to be subtly
decisive in influencing the final choice of the
translator. In this case it is the individual literary
manner of the translator that comes to the fore:
the poet must have seen the description of the
rooms as something exceedingly colourful in the
first place and sensing the ‘artificiality” of the
whole scene, its overdramatic and even ‘stage’
character, was inclined to the use of poetically
grounded turns of phrase.

As far as the indirect colour word “blood’ is
concerned, the three translators choose to render
the colour word under discussion in three
different ways: Translation 1 uses an adjective
(kpoBaBoeo ubema), whereas the other two
translation render the colour by means of a noun
(Translation 2 - yBema aro1 kpoBu; Translation
3 - ybema xpobu). The colour word under
discussion is brought into the Ilimelight
prosodically in all the cases: in Translation 1 it
occurs immediately after a comma which makes
it the first stressed word after a pause; Translation
3 puts it at the very end of the sentence thus
adding to its prominence; Translation 2
contributes to the colourful picture produced in
the sentence by adding a highly poetical direct
colour term - “anemn’ - and bringing it together
with the indirect “blood’.

This, however, is not the whole story. Let us
discuss some other cases of indirect colour terms
occurring in the text. In what follows we shall
consider the following sentence:

He had directed, in great part, the movable
embellishments of the seven chambers, upon occasion
of this great féte; and it was his own guiding taste
which had given character to the masqueraders. Be
sure they were grotesque. There were much glare and
glitter and piquancy and phantasm — much of what
has been since seen in “Hernani.” There were
arabesque figures with wunsuited limbs and
appointments. There were delirious fancies such as
the madman fashions. There were much of the
beautiful, much of the wanton, much of the bizarre,
something of the terrible, and not a little of that which
might have excited disgust.
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The rhythmical organization of the passage is
jerky - there are both small and extended
rhythmical units present in the passage under
discussion. However, in this case the syntagms
are more extended than in previous ones; this
can be accounted for by the fact that here the
author simply describes the elaborate decoration
of the rooms. It is important to mention that four
sentences of the passage (There were much glare
and glitter and piquancy and phantasm - much of
what has been since seen in “Hernani.” There were
arabesque figures with unsuited limbs and
appointments. There were delirious fancies such as
the madman fashions. There were much of the
beautiful, much of the wanton, much of the bizarre,
something of the terrible, and not a little of that which
might have excited disgust.) are parallel in terms of

syntax; thus, it is again syntactic parallelism used
by the author in his narration.

Of special interest for us here is glare and
glitter. The alliterating phonestheme g/ not only
does mark these two words; it creates the
impression of nearly blinding brightness. It adds
a negative association to the picture. As in the
case of synonymic condensation, here too the
first word of the sequence - glare - seems to be
dominating in terms of meaning. It functions as
a kind of ‘magnet” to which the words that follow
are drawn. Glitter, therefore, becomes as
‘aggressive’ in meaning as glare which intensifies
the impression of evil, something intrinsically
sinister.

Let us now confront the original text with its
Russian translations:

Translation 1 Translation 2 Translation 3
The original
N. V. Shelgunov K. D. Balmont R. N. Pomerantseva

There were much glare and - Mmnoeo 0vi10 D1ecKa u Bo 6cem - nvuuunocmo u
glitter and piquancy and ocAenumesvHOCu, U | MUMYpa, ui1030pHOCIb
phantasm — much of what NUKAHIMHO020, U U NUKAHMHOCMY,
has been since seen in hanmacmuveckoeo — HANoo0obue mMo20, UMo Mol
“Hernani”. MHO020 1020, YMO Mbl nosoxee Budesu 6

Gudeau nomom 6 “Dpnanu”.

«DpHanu».

Table 2 - Indirect colour terms in “The Masque of Red Death” by Edgar Allan Poe

In the second translation we can also observe
alliteration (nsuunocms, mumypa), but of a
different kind. If the English text creates the
impression of something shining and overbright,
the Russian variant by playing with the consonant
[w] creates a different picture in our mind - an
image of something noisy and pompous. As for
the second translation, its play upon sounds is
not so clearly marked, although there too we
have repeated consonants [51] and [c] (mHoe0 6vL10
0aecka u ocaenumesvHocmu) whereas the first one
does not include this episode at all, it is somehow
omitted by the translator. The focus here is on
the pomposity of what is happening in the palace.

A detailed study of the short story “The
Masque of the Red Death” has revealed that it is
centred around the red colour; in quite a few
cases it is rendered by means of an indirect colour
term blood which plays an important role in
creating the atmosphere of fear and disease.

However, other indirect colour terms (such as,
for example, glare and glitter) are also brought
out in the text of the story by means of accents
and alliteration, thus creating a bright and
colourful picture in the reader’s mind.

3. INDIRECT COLOUR TERMS IN “JANE
EYRE” BY CHARLOTTE BRONTE

A great test of the importance of indirect
colour terms in a text of verbal art is Chapter 20
of “Jane Eyre” by Charlotte Bronté. Our previous
study has shown that in this particular chapter
there is an interplay of two colours - red and
white - which seems to be particularly important
for the author’s purport. In Table 1 we shall
confront the number of the occurrences of direct
and indirect colour words in the text of the
chapter under discussion.
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the red colour

the white colour

) ) Tints ) ) Tints
Direct Indirect (direct) Direct Indirect (direct)
0 24 2 4 15 0

Table 3 - Direct and indirect colour terms in “Jane Eyre”, Chapter 20

As can be seen from Table 3, the indirect
colour words clearly prevail in the text of the
chapter. The words denoting the red colour
indirectly include: fire, blood, to bleed, bloody, gore,
gory, flesh, wound, sweet-williams and sweet-briar.
It should also be pointed out that in the case of
red the most frequent indirect colour words
referring to it are: blood, to bleed and bloody (13
cases). In the case of white, the indirect indications
of colour are: pale, paleness, marble, crystal clear,
volatile salts, teeth and blossom-blanched, the most
frequent of which is pale (7 cases).

Our next step is to turn to the content of
Chapter 20. Mr Rochester has recently arrived at
Thornfield with his guests - a high-rank company.
One evening a stranger, Mr Mason, comes to pay
a visit to Thornfield. The same night he is attacked
by Mr Rochester’s insane wife who is Mason’s
sister. Mr Rochester asks Jane to help him. She is
to sit at the bed of Mr Mason and to nurse his
wound for some hours while Mr Rochester goes
to fetch the surgeon.

It is not difficult to see, therefore, why the
number of colour terms (and especially of the
indirect variety denoting the red colour) is so
large in this particular chapter. On the one hand,
it is the red colour that is generally referred to as
one of the most emotionally marked ones. On the
other hand, it is these particular indirect colour
words that correspond to the context so closely:
blood and its derivatives indicate the tinge of the
red colour with more precision than just red. The
author’s intention here is to make the reader see
the scene with his own eyes, to make him or her
be “present’ in that very room at that very moment.
In this way the picture created by the author

becomes captivating, exciting and even thrilling.

Let us now move on to the analysis of the
passages where the red and white colours are
brought into a collision through indirect colour
words. Our first passage describes the moment
Jane sees Mason:

“Here, Jane!” he said; and I walked round to the
other side of a large bed, which with its drawn curtains
concealed a considerable portion of the chamber. An
easy-chair was near the bed-head: a man sat in it,
dressed with the exception of his coat; he was still; his
head leant back; his eyes were closed. Mr. Rochester
held the candle over him; I recognized in his pale and
seemingly lifeless face -- the stranger, Mason: I saw
too that his linen on one side, and one arm, was almost

soaked in blood.

There are two indirect colour words here -
pale and blood, one denoting white and the other
denoting red. The rhythm here is rambling:
longer syntagms are in gradation with the shorter
ones. It should be mentioned in this connection
that the two indirect colour words are somehow
“opposed” by the author: the sentence under
discussion is organized in such a way that pale is
placed in the first part of the sentence, whereas
blood is the last word of its second part, the two
syntagms being divided by a dash. Thus, we may
conclude that the confrontation of these words
indirectly denoting white and red colours are
clearly confronted and brought into collision in
this passage.

Now let us adduce the texts of the two Russian
translations: by V. O. Stanevich (1949)" and I. G.
Gurova (2001)%.
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The original

Translation by V.O. Stanevich

Translation by I.G. Gurova

“Here, Jane!” he said; and I
walked round to the other side of
a large bed, which with its drawn
curtains concealed a considerable
portion of the chamber. An easy-
chair was near the bed-head: a
man sat in it, dressed with the
exception of his coat; he was still;
his head leant back; his eyes were
closed. Mr. Rochester held the
candle over him; I recognized in
his pale and seemingly lifeless
face -- the stranger, Mason: I saw
too that his linen on one side, and
one arm, was almost soaked in

blood.

- Cro0a, Ixen, - ckasaa oH.

Mpur 0boenyau wupoxyro, c
300epHYMbIM 1104020M KpoBams,
Komopas 3aHUMAAA
3HAYUMEALHYI0 HACHTL KOMHANILL.
Bosae u3e0106v5 cmosao kpecao.
B wem cudes  MyxuuHa,
104Y00emblil; OH MOAUAA, 201064
bviia omkuHyma Ha3ao, eaasa
sakpuimel. Mucmep Pouecmep
nooHec bausxe cBeuy, u s y3Haia
6 smom He nooababuiem HUKAKUX
npusHakof KusHu 0ae0HOM
yesobexe ce2o0HAULHe20
npuessxeeo, Maszona. 4 samemuia
maxke | He2o no0 MblKOU U HA
nieue nAMHA KPoBu.

— Cro0a, Ikeiin, — ckasaa oH,
u s 0bowaa bosvuiyto kpobams c
300epHYymMoLM nos02oM,
3aHumabuiyro 000pyo nos0Buny
komuamol. K u3e0108v10 0vi10
npudBunymo kpecao. B rem cudes
MYKuUHa, cobcem 00emulil, Ho Oe3
ctopmyxka. OH XpaHuas NoAHY10
HenooBuxxHocms, 20408a 0viaa
OMKUHYMa, eAa3a 3aKpoiimbl.
Mucmep Pouecmep noous cBeuy
noBuviuie, u s y3uasa 3mo baedxoe,
cA06H0  De3KusHeHHOe AUYO —
Merticon. Ewje s 3amemuaa, umo
00HA CMOPOHA e20 pYbauiKu u
00uH pykab HAMOKAU oM KpoBu.

Table 4 - Indirect colour terms in “Jane Eyre” by Charlotte Bronté

Both translators chose the same words to
render into Russian the indirect colour words
under discussion - pale is translated as 01e0nwbi,
and blood - as kpobv. The latter occurs at the end
of the sentence in both cases; however, there is a
difference in reading these two Russian texts: the
second translation has a comma after the word
6aednoe (U A Yy3wasa 2mo 0OaedHoe, CA0BHO
besxusnennoe auyo). This suggests a particular
contour: 6.1edHoe is accented - it is brought out by
means of a Falling Tone and a pause. Moreover,
it should be mentioned that the text of the second
translation is organized differently from the

point of view of the rhythm: there are more
punctuation marks here. As aresult, the syntagms
are shorter, the pauses are more frequent, than
in the text of the first translation. This helps to
produce a vivid impression of agitation and
danger.

If we now confront the original and the first
translation, we shall have to agree that the
differences are most clearly marked in the second
part of the text where pale and blood occur.
Formerly the Russian text seems to follow more
or less closely the original structure.

The original

Translation by V.O. Stanevich

Myr. Rochester held the candle over him;

I recognized in his pale and seemingly lifeless face
-- the stranger, Mason:

I saw too that his linen on one side, and one arm,
was almost soaked in blood.

Mucmep Pouecmep noouec dauxe cBeuy,

U s y3Haia 6 smom He nooababuiem HUKAKUX
npusHaxob xusnu 6.1e0nom uesobexe
ce200HAUHe20 npuesxeeo, Masona.

S samemuaa maxike y Heeo 100 MbIUKOUL U HA naeye
namua kpobu.

Table 5 - Indirect colour terms in “Jane Eyre” by Charlotte Bronté
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However, the Russian text is organized in
such a way that 6.1ednsm is not brought out in
any way - there is nothing in this long sequence
(u A ysnara 6 smom He nodabaBuiem HUKAKUX
npusHakol xusHu 6.1e0HoM ues06exe cec00HAUIHE20
npue3sxe2o, Ma3ona), no punctuation marks which
would encourage the reader to bring this word
out specially, to accent it. The original sentence
turns out to be principally different. First, there
is a semicolon before ‘I’ which separates the
sentence with pale from what came before much
more substantially than the coma after cfeuy in
the Russian translation. The number of fully
meaningful words which would be stressed in “I
recognized in his pale and seemingly lifeless face --
the stranger, Mason” is smaller than that in the
Russian translation (11). So the English contour
would be much shorter, energetic and vibrant
with emotion.

Although pale is not brought out by a comma,
still it would tend to be brought out not only
because of its meaning, but also because of its
segmental characteristics - [p] in pale would need
aspiration which would here produce the effect
of fear - the effect that is supported by the
repeatedly occurring strong fricatives [s] and [f]
(seemingly, lifeless, face). Together they help to
produce the effect of whisper which serves to
render Jane’s horrified state.

Indirect colour terms denoting the same
colours occur in the passage which describes
Jane sitting in a night room with Mr. Mason and
her fears:

Here, then, was I in the third storey, fastened into
one of its mystic cells; night around me; a pale and
bloody spectacle under my eyes and hands; a
murderess hardly separated from me by a single door:
yes -- that was appalling -- the rest I could bear; but
I shuddered at the thought of Grace Poole bursting
out upon me.

It should specially be pointed out that here the
indirect colour words pale and bloody are again
brought into a collision; however, in this case
they are not separated by a dash - on the contrary,
the two colour words are brought together, thus
generating even more tension. Moreover, being
the first two members of the contour, they are
bound to stand out prosodically. As far as
rhythmical organization of the sentence is
concerned, we cannot but notice that the sentence
abounds is punctuation marks; thus, it is
rhythmically divided into smaller parts, which
again creates an impression of agitation and fear.

Let us proceed with the translations of the
extract:

The original

Translation by V. O. Stanevich

Translation by I. G. Gurova

Here, then, was I in the third
storey, fastened into one of its
mystic cells; night around me; a
pale and bloody spectacle under
my eyes and hands; a murderess
hardly separated from me by a
single door: yes -- that was
appalling -- the rest I could bear;
but I shuddered at the thought of
Grace Poole bursting out upon
me.

M Bom s cudeaa Ha mpemvem
smaxe, 3anepmas 8 00HOU U3 e2o
maurcmbBennuix xamep; Bokpye
MeHs Oviaa Houb. Ileped moumu
enazamu - 008epeHHbITl MOUM
3abomam b6aedHbLL,
okpoBabaennsviit uesobex; om
youilyl MeHa omoessia MoHKaA
06epv. Ia, smo 010 YxacHo; 5
Bce eomobBa Oviia neperecmu, HO
c00p02aracy Npu MuicAU O HOM,
umo I'paiic 1y moxem kunymocs
HA MeH5.

A cuxy na mpemvem dmaxe,
3anepmasa 6  00HOU U3
mauncmbBennulx keautl, Boxkpye
HOUb, MOU 21430 YCMpeMAeHbl HA
0.1e0H020 oKkpoBabBaennoeo
uesn06eka, U AUWL MOHKASA 08epb
omoeasem MeHs om YOoutiyovl!
Becv yxac mausacia umenuo 6
MOM: 0CMAAbHOE 5 MO2AAd
cmepnems, HO 00HA MbICAb O 11O0M,
Kkax 0Bepv pacnaxubaemcs U Ha
Mmens HabpacviBaemes I'peiic [Ty,
B6epeana mens 6 1e0AHOU 03HOD.

Table 6 - Indirect colour terms in “Jane Eyre” by Charlotte Bronté
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Thus, the two translators again chose the same
words to render the indirect colour words under
discussion - 6sednwiii and okpoBabBaenmvlil.
However, there is one difference significant to
us: in the text of the first translation these words
are separated by a comma (neped moumu esazamu
- OoBepennviii  Moum 3abomam  0aedHbLI,
okpoBabaennsvuil uesobex), while in the second
translation they are not (mou esasa ycmpemaervl
Ha 0aedHo020 okpoBabaennoeo uesobexa).
Therefore, the first translation brings out these
two adjectives both by means of the contour and
the rhythmical organization of the sequence. In
the second translation, however, the word
okpoBabiennozo is not as strong as 0.1edHoeo: it is
not brought out by any prosodic means. Turning
to the original, we see that the sequence is
prominent in the sentence; thus, the first variant
of translation better renders the emotional state
of the heroine.

To conclude, the analysis of the passages has
shown that indirect colour words are of special
importance in Charlotte Bronté’s novel “Jane
Eyre”. Both quantitative analysis and the analysis
of certain episodes clearly demonstrated that, as
far as this particular work of verbal art is
concerned, words denoting colour indirectly
deserve closest scholarly attention since they
prove to be key elements of one of the tensest
chapters of the novel. As for the Russian
translations, our analysis has revealed that
indirect colour words tend to be treated carefully
by the translators who strive to make them stand
out in the text of the novel.

4. CONCLUSIONS

To sum up what has just been said, the indirect
variety of words denoting colour is a large group
of terms that depict some objects of extralinguistic
reality immediately associated with a certain
colour. They not only contribute to creating a
colourful picture in the reader’s mind, but also
presentcolour originally and evenmetaphorically.
Moreover, as our analysis has shown, they not
infrequently form part of some alliterative and
phonesthemically based sequences of words
and, in this way, create particularly impressive
sound and visual images. As far as the texts of

translations are concerned, in quite a few cases
translators manage to render indirect colour
terms accurately, thus preserving their special
role in the original text.
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