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ABBREVIATIONS

In the present study | use several abbreviationsefier to either the books in the

Harry Potter series or to some linguistic terms.

Books in the Harry Potter series

PS Harry Potter and the Philosopher’s Stone
CoS Harry Potter and the Chamber of Secrets

PoA Harry Potter and the Prisoner of Azkaban

VK Harry Potter ja viisasten Kkivi

SK Harry Potter ja salaisuuksien kammio

AV Harry Potter ja Azkabanin vanki

Sdw Harry Potter und der Stein der Weisen

KdS Harry Potter und die Kammer des Schreckens
GVA Harry Potter und der Gefangene von Askaban

Linguistic terminology

SL source language
TL target language
ST source text

TT target text



1 INTRODUCTION

In our everyday life we may not always think thia¢re is anything magical about
names. For most of us, names are titles used tioglissh one person from the next,
and any possible further functions or meaningsamhes receive little or no attention
at all. Yet if we look at names and naming from tAeo angle, we discover a
fascinating world full of meaningful potential amdagic. Consider this example:
when naming their child, parents pay careful aibento selecting the names that
they think most suitable for the new member ofrtfemily. Not any name will do —
the name must be just right, have the right soamdke the right idea.

Similarly, when naming a literary charactegrm writers pay careful attention to
finding a name that most aptly befits the fictivargon they are crafting (Ainiala et al.
2008: 335). Not any name will do — the chosen nawileneed to fulfil various
functions in the literary work and also suit thetifie referent. The name — be it
selected from among names existing in a particialaguage or fashioned for the
particular occasion and character — can, in thddaof fiction, do more than just
identify a particular character. The name, if clmopeoperly, can also describe, sum
up and portray the characteristics of the fictiofiglire, help the reader in getting
familiar with the story and the fictive world, atabt but not least, also entertain and
enliven the reading experience (Bertills 2003a).

In the fantastic world of fiction, names caavé a particular magic, especially in
fantasy fiction and in literature aimed for childrdn these two genres names often
play an important role. They can illustrate theferents in various ways — a name
like Mad Hatter gives an impression of the behaviour of the ctiaraavhereas
Piglet describes the referent’s looks. Names can alstesgpvhere the story is set or
what kind of character is in question: normal ngnsesh asAlice, refer to people
with a specific cultural background, but determgnithe kind and background of
characters calledilbo Baggins Pippi Langstrump or Moomintroll is not as
straightforward. Yet we can guess that these ctersabelong to a world apart from
our own — the realm of the magical.

Indeed, often the names in children’s literatas well as in fantasy fiction are
also somehow magical: they have their “meaning i@k activated” (Fernandes
2006: 46). In other words, literary names can, ujlotheir semantic, denotative or
sound symbolic content, describe their referemlicette potential development of



the story or amuse the reader, among many othailg@dunctions. The name and
the character are a tight package that takes ita Bind expression in a particular
language. But what happens to this entity wherhdutd be expressed in another
language? What to do with the name and, moreowax, to convey the meaning
potential in another language are quite specifallehges translators need to solve.

Discovering the solution is far from easynskating does not mean simply taking
a word in one language and finding its counterpadnother. Several theories and
theorists have proposed a variety of definitionswbat translation is, ranging from
demands of literal or free translation, prefereotérm over meaning or vice versa
to insisting that target audience needs shoultdind foremost be taken into account
(Bassnett 2002). In actual translational practisehstheoretical lack of clarity may
not play a major role; the translator’s linguistldll and understanding of source and
target cultures may be more crucial in finding thest available solution to a
particular translation problem.

A case in point containing many unique tratisteal challenges is the Harry
Potter series, which has undoubtedly been oneeobitpgest literary phenomena of
the last decade. Created by British author JoannBdwling, this story about the
growth and adventures of a boy wizard and his fiseat a school of wizardry
unfolds in seven novelsiarry Potter and the Philosopher’s Sto097, hereafter
shortened a$9, Harry Potter and the Chamber of Secréfi®998, CoS, Harry
Potter and the Prisoner of Azkab&l999,PoA), Harry Potter and the Goblet of Fire
(2000), Harry Potter and the Order of the Phoen(2003), Harry Potter and the
Half-Blood Prince (2005) andHarry Potter and the Deathly Hallow$2007).
Millions of copies sold in many different languagbggh-grossing film installations
of the books, money-making merchandise businebkgsetare only a few indicators
of the series’ massive popularity. Regardless efliterary achievements of the story,
and regardless of whether one has read the bodeeaorthe films or not, there is no
denying that the tale about the adolescent wizasl heen influential, at least in
attracting new generations of readers to the mhgicdd of fantasy literature.

The seven novels composing the series hawraesharms: they contain stories
about friendship and loyalty, but also thrillingvadtures and dangerous villains.
Manlove (2003: 187) finds the books’ attractiortheir humour, innovativeness and
magic; they are a “child’s ideal world” where extitent and safety are in balance.

In addition to Rowling’s skill as a storyteller, ®gentral aspect in the novels is also



her innovative language: she has created many éifotis”, invented words, to
describe things that exist only in the magical Wwahe has crafted. However, her
linguistic inventiveness does not stop at thato asgyreat majority of the characters
appearing in the series have been adorned withuaragd expressive names. What
kind of an impression will a reader get when firgteting a character callédbus
Dumbledoreor Severus Sna@eSuch names exemplify how names in literature are
narrative elements that dynamically contribute e fictive text and interact with
other textual components to build and further ttmrys therefore names have a
central role in the interpretation of the text (Wia et al. 2008: 338).

Due to the tremendous popularity of Harry @gtacademia has taken it up as a
subject for research, dissecting the books to wtaled Rowling’s magic. The books
have been studied in terms of, for instance, hoitisBrculture is reflected in them
(Lehtonen 2003), how the influences of school stodr fairy tales are discernable in
the story (examined for instance in articles in &hi2002), or how the coined words
have been translated into various languages (ge&arcés 2003, Van Coillie 2006).
Several scholars (for instance Jentsch 2002, @ittin008) have also focused on
Rowling’s imaginative fictive names and looked atnhthis particular category of
coined words appears in different translationsefliooks.

However, the studies analysing the inventeddwoor fictive names often
compare only one language with the English couatér@omparing and contrasting
two (or more) translations might offer interestimgsights not only into how
differently individual translators can go aboutatieg fictive names, but also into
differing culture-related translation practices aradues related to them. The aim of
the present study is to cast some light on how mgéu fictive names can be
variously treated in translation into two very dis#ar languages: Finnish and
German. To be more precise, the study comparespkosonal names of witches and
wizards, young and old — students, professors #mel avizards — have been treated
in the Finnish and German translations of the tinsee books in J. K. Rowling’s
Harry Potter series.

When reading the Harry Potter books for th&t time in their original language, |
was impressed at the variety and expressivenessny characters’ names (and of
other types of names, too, which however are nwtist in this paper). Not only did
they make the story more entertaining to read Hivesmng the text, causing an

occasional chuckle, but they also often helped miatpa mental picture of their



referents in more vivid colours, thanks to the negful hints contained in the
name(-form)s. Having examined Rowling’s anthropogymmy Bachelor’s thesis |
believed the Potter nomenclature would open upilpidiies also for a comparative
analysis between different languages.

The study is limited to examining the names #ppear in the first three books —
Harry Potter and the Philosopher’s StofeS, Harry Potter and the Chamber of
SecretCo9 andHarry Potter and the Prisoner of Azkab@PoA) — even though it
means leaving out many fascinating names worttgnafysis. However, covering all
seven books (and their translations) that pradyicekplode with inventive and
illustrative invented literary names is simply ooft the scope of such a study.
Moreover, names of “normal” human characters (inwlRa's language called
Muggles non-magical people) will not be included. Thirg tlata consists of literary
names in the English original and the two transfeti The names appearing in the
translations will be compared with each other a agewith the English original.

Such inventive material and greatly differitgnguages would offer several
fascinating research questions. However, the fbeus is threefold: first, the present
study aims to see if the names have been translateatherwise modified) in the
respective target languages or not, and to dispassible reasons why they have
(not) been treated so. My second objective isrid fiut what kinds of names have
been translated and to examine what types of aiosl strategies the translators
have made use of to transfer the name into thettéagguage. Third, because many
names in the material are descriptive or semahtit@hded, the study also tries to
discover how the semantic content in the nameselsato the translated target
language rendering of the name.

The theoretical background for the study isspnted in the three following
chapters exploring three themes salient for thegmeresearch: translation, names,
and children’s literature. The second chapter d¢oatan overview of some central
translation theories, touching on the question batranslation actually is. The
chapter also looks at some specific issues relatédnslating literature for children
and how it differs from translating for adults. @ker 3 examines matters concerning
names and naming practices, such as selectiomi@raed purposes of names. | will
also consider how names in literature differ froames in the real world in their
form, meaning and functions. Translation of litgraames, especially with regard to

children’s literature, will be discussed, too.
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In the fourth chapter the focus is on literataimed for children: as a genre, what
are its defining features and what kinds of proldgmissues are related to the
concept of children’s literature itself? In additjdhe chapter includes a closer look
at two particular types of literature that manyldten read, namely school stories
and fantasy stories — these are also the genrem#rey consider Harry Potter books
to inhabit. Chapter 5 then presents the data ferdtludy, firstly introducing the
author, J.K. Rowling, moving on to examine the Kaotter series. The Finnish and
German translators of the series are mentionediheadew words as well. Finally,
the data and the background for this study areoegglin more detail.

Chapter 6 marks the beginning of the core yamgl which is presented in the
subsequent three chapters (6—8). The analysi®inhapters is grouped according to
the type of characters whose name is being exam@teabter 6 focuses on names of
Hogwarts students, Chapter 7 looks at the namésogfvarts professors and staff,
and Chapter 8 concentrates on the names of othdt atkzards who have no
connection with Hogwarts. After the analysis | wilview the results and discuss
them in more detail in Chapter 9. Finally, Chagdt@rthe conclusion, summarises the
main findings, considers the significance of theespnt study and provides
suggestions for further topics of interest in fireéd.

2 TRANSLATION

This chapter on translation and translation thestayts with presenting an overview
of the various ways different scholars have apgreddhe matter, and then moves
on to discuss in more detail two topics relevamtthe present paper: functionalist
approaches to translation and foreignising and dtioaing translations. The
chapter will conclude by examining the translatadrliterature for children and the

special characteristics differentiating it fromnséation for adult readership.

2.1 Translation — theoretical approaches

Translation and translating are concepts with atitade of definitions, and
viewpoints to the topic differ according to schawl thought. The layman might
equate translation with simply ‘changing’ a texorfr one language into another.

Linguists may want to describe translation from th@nt of view of science,
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whereas other scholars regard translation as a ébrereative art (see e.g. Bassnett
2002: 4, 6; Bell 1991: 4). According to one defomt (Bell 1991: xv), translation
means transforming a text “originally in one langeianto an equivalent text in a
different language retaining, as far as possilile,dontent of the message and the
formal features and functional roles of the origifa.).” Translation is further
understood as, for instance, an act of rereadidgranriting (Oittinen 1995, 2008),
as “filling up the gaps between languages” (Newma8®1: 25), as comparing
cultures (Nord 1997: 34) or as “bridge-building@ss the space between source and
target” (Bassnett 2002: 10). Such variety of ch@m@@ations shows that translation
is not that straightforward as many might believe.

Considering the above, the scholarly appraatled translation studies has taken
up a hard task: developing a translation theopeories defining and explaining the
practices of translation. Bassnett (2002: 43) mgaeaching “an understanding of
the processes undertaken in the act of translatierihe purpose of translation theory.
Newmark (1981: 19), believing translation theorynsither a theory nor a science,

but the body of knowledge (...) about the procedsanfslating”, writes that

[tiranslation theory’s main concern is to determappropriate translation methods for
the widest possible range of texts or text-categorrurther, it provides a framework of
principles, restricted rules and hints for trariefgttexts and criticizing translations, a
background for problem-solving. (ibid.)

As we can see, there is no consensus within tinslaton studies as to its purpose;
in the quotations above we find a normative vievap(ropriate methods”, “a
framework of principles”) contrasted with a moresd#ptive (“understanding” of
what actually happens in translation) approachr @oaccount of the history and
development of translation studies, see e.g. B&s20@2.)

At present, there is no uniform or universalbcepted theoretical framework of
translation, and producing a general theory orstedion that would be applicable on
any and all instances of translation, let alonad=eptable to all scholars of the field,
seems somewhat unattainable. Even so, translatigiies have broadened their
scope from old preoccupations such as the ageiltal versus free” debate to
encompass post-colonial or feminist views on tratish as well as issues of power,
ethics and inequality in translation. Translatismiore than merely removing words
of a text in one language and replacing them intexd in another language;
translation is “now rightly seen as a process ofotiation between texts and

between cultures, a process during which all kildstransactions take place
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mediated by [the translator]” (Bassnett 2002: &@anElation is no longer only of
linguistic interest, but interplay of language, taw® and people. Of the variety of
theories, methods or definitions of translation tnadslating, some central ones will

be touched upon below.

2.1.1 Definitions and the question of equivalence

One of the fundamental issues in translation, a$ agein translation theory, is the
concept of equivalence; Robinson (1991: 259, are@ittinen 1995: 34) maintains
that majority of western translation studies hamrded equivalence as the main aim
of translation in general. Equivalence is tradisityy understood as ‘sameness’
existing between the source text (ST) and the latets target text (TT); however,
Oittinen (1995: 35) argues that the term itsel/ague and its definitions unclear.
What kind of equivalence is meant — full or partial word level or in terms of
meaning and so on — and by which means it shouldtfathed has been variously
viewed by different theorists.

The traditional view is that when translatititg translator needs to make a choice
between seeking fdormal equivalentsfocusing on the semantic sense of the text —
known also as word-for-word or literal translatieror findingfunctional equivalents
aiming to maintain the communication, the messdgie ST; that is, producing a
free translation, translating meaning-for-meanin@ell 1991: 7.) However,
Newmark (1981: 10) claims that

[tlhere is wide but not universal agreement tha thain aim of the translator is to
produce as nearly as possible the same effect ©mehders as was produced on the
readers of the original (see Rieu, 1953). The pplacis variously referred to as the
principle of similar or equivalent response or effer of functional or dynamic (Nida)
equivalence. It bypasses and supersedes the nitletmentury controversy about
whether a translation should incline towards there® or the target language, and the
consequent faithful versus beautiful, literal varfnee, form versus content disputes.

Moreover, instead of using Nida’'s terminologydyhamic equivalencas contrasted
with formal equivalencewhich aims for “closest possible match of fornd @ontent
between ST and TT” (Hatim and Mason 1990: 7), Nevkneagues for the terms
communicativeand semantic translation whereby in the former the translator
“attempts to produce the same effect on the TL esads was produced by the
original on the SL readers”, while the latter meaeproducing “the precise

contextual meaning of the [SL] author” (Newmark 1982).
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Even these few examples of different viewsequivalence (more on equivalence
e.g. in Bassnett 2002: 30ff) show that the defims$i and terminology can be

nebulous and overlap. Moreover, as Bell (1991: tew,

the ideal of total equivalence is a chimera. (...)shdt from one language to another is,
by definition, to alter the forms. Further, the tasting forms convey meanings which
cannot but fail to coincide totally; there is ncsalute synonymy between words in the
same language.

Focusing on finding or creating sameness where $asse in fact, cannot exist,
seems to overlook other important characteristicamslating. Translation is not
only a simple one-to-one exchange between worde@ianguages; much rather it
IS “a communicative process which takes place within social context (Hatim
and Mason 1990: 3, emphasis in original). Hatim &tagon (ibid.) further point out
that decision-making — what and how to translates part of the process. The
choices the translator has to make, such as sejeitte appropriate TL word for the
context, exemplify one aspect that the equivalemne® seems to ignore: there is no
one correct, or right, translation of a ST, as eaahslator (and any reader, for that
matter) understands and interprets the text irr then way. Consequently, the same
ST given to two different translators can yield tdiffering translations, due to the
decisions each make in the process. In the wortlaua$lator Kersti Juva (2004: 26),
a translated text is more like an unidentical tiwvincomparison with the original,
rather than an attempt at cloning. That is, the@®and target texts are somehow
similar, yet in important ways very different. Aso&alez-Cascallana (2006: 99)
puts it, translation is “a matter of semiotic trmmmations and operations that
presuppose choices, alternatives, decisions, gieateaims and goals.”

2.1.2 Translation and the translator

We saw above that the notions about the natureantfation vary — and so do the
views about its practitioners, the translators. €hatradictions — having a bearing
on the attitude to actual translation and how austh be done — spring from the 19th
century. The translator was either perceived toshbservient to the “feudal
overlord” that was the ST author (Bassnett 2002; 182 ST was hierarchically
above the to-become translated text and requingtio Alternatively, the translator
was, one might say, “an improver’ of the ST, whiefas considered culturally
inferior, consequently allowing for a more liberfige translation. In more recent

times, the translator has on the one hand beendesed a liberator, freeing the text
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from the chains of the original language, giving ihew identity in the TL. On the
other hand, some regard translators as traitotsg\meg the original intentions of the
writer, if they take too many liberties in trangtat the text, instead of giving a
“loyal” (in many cases, literal) translation; henitee old nicknamebelles infidels
(Bell 1991: 6). Accordingly, the properties of aotyl” translator or “well” translated
text have been mirrored against such value statespgmthat a “good” translator, for
instance, is someone who is loyal to the source Sich a division of good and bad
(which in reality are a matter of taste and intetgtion) has been used in
categorisation and evaluation of translations; Wwhesuch definitions are fruitful is
another matter.

There is no consensus regarding the issuewslator loyalty either. Loyalty, or
faithfulness, here means that the translator shbailce a yardstick, a baseline, to
measure the quality of the translation. Some maintaat the translator’s loyalty
should be to the ST author, others, such as theostges of functionalist translation
theories to be discussed presently, regard it as mgportant to pay attention to the
target readership. Newmark (1991: 26) suggestdtioi@the words of the ST, “not
to a nebulous readership”. For Bell (1991: 7), “tinacial variable is the purpose for
which the translation is being made”. That is, theended function of the TT
supersedes the need to observe the ST idiom cléselgproduce it in the TL. In
Oittinen’s (2004: 901, emphasis added) words, ridestators should “aim to create a
credible whole, toecreatetheir ideaof the booK This last view of the translator as
a “re-producer” not only seems to challenge tha idetranslator loyalty but also
draws attention to matters such as authorshiplattanslator's impact on the TT.

Each translator is first a reader, a recetfethe ST. Each reader interprets a
given text in a particular way, based on severetiofs, like the cultural background,
previous literary experience, expectations or enaod. According to Hatim and
Mason (1990: 10),

G. Steiner (1975) points out (...) [that] each actredding a text is in itself an act of
translation, i.e. an interpretation. We seek tavec what is ‘meant’ in a text from the
whole range of possible meanings, in other womdsnfthe meaning potential (...)

Thus, the translator, as one of possibly many msadeads and interprets the ST and
the ST author’s intentions; this will be the stagtipoint for the translated (TL) text.
In other words, “what is actually translated is tieg sender’s [ST author] intention

but the translator's interpretation of the sender’s antioi (Nord 1997: 85,
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emphasis in original). The reader of the TT, howeweay believe that the text

expresses the sender’s original intention; accgghat the translator is also active as
a reader — and as we saw above, as a re-produpethe translation process may
cause insecurity about the authorship of the t&xtiben 1995: 64). (For more on

different readers and interpreting, see e.g. @ittih995: 53ff.)

Yet another issue concerns the translaton)igibility, whether the translator’s
presence should be acknowledged or discernabletiiertranslated text, or whether
the translator should be and remain invisible,rangparent like a window, merely
communicating the source author's message in alareyuage. Still, “any translation
will, to some extent, reflect the translator's omental and cultural outlook, despite
the best of impartial intentions” (Hatim and Maskg90: 11). This, in turn, is related
to various issues of power that are at play in tia@slation process; however,
discussing them here is not possible due to thasliof this paper. In any case, as
Oittinen (2004: 91) points out, “translators ard neutral factors in the process”,
since they bring their unique personal and cultbeadkground and experiences with
them, all of which impact on their work.

The above is written mainly from the perspexof translating literature, yet to a
degree the same issues bear relevance in tragstatier kinds of texts, too. As a
matter of fact, Oittinen (1995: 10) argues that greblematics of translating
belletristic and “other” texts, often “technicabBxts such as user manuals, law texts
or EU-documents, are not that distinct as sometipresumed. Oittinen further
guestions (1995: 19) the usefulness of choosin@grssiation strategy based on the
text type, as, in her view, the basic situationramslating is the same, regardless of
what kind of text is at hand. Instead of followisgme rule of thumb as to which
texts should be translated in which way, the sisaghould be decided upon in each
situation individually, because in real life difégt situations or contexts can require
a different approach to the text to be translafe orientation of translation theory
developed out of the need to bring the teachingtrafslation closer to the

requirements of the profession in everyday lifecionalist translation.

2.2 Functionalist views on translation

Functionalist approaches take a different standtranslation compared to the

considerations above. As the name suggests, thes wiader this umbrella term are
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concerned with “the function or functions of tessd translations” (Nord 1997: 1).
This approach developed in Germany in the 198@gltilvess certain deficiencies in
translation education at universities (Nord 200&2)6 as a practice-oriented method
it includes “the evaluation of translations witlgaed to their functionality in a given
situation-in-culture” (Nord 1997: 2), a normativieraent which other theories of
translation often wish to avoid. Even though thentdéunctionalist covers several
differing theories (for a more thorough presentatisee e.g. Nord 1997), the focus
here will be mainly on Hans J. Vermees&opos theoryfurther developed in
cooperation with Katharina Reiss (Reiss and VerniE:g4).

In this theoretical framework the Greek wskibpos ‘aim’ or ‘purpose’, refers to
the notion that the translator’s central task isdadress the intended purpose of the
translation (Ruokonen 2004: 69). Put differenthgtead of focusing on linguistic or
any other kind of equivalence, the main concerhow the translation functions in
its new textual and cultural context. This meahksntathe intended audience of the
TT into account, “specifically its culture-specifiworld knowledge, expectations,
and communicative needs” (Nord 2006: 663). Skopesry could also be called a
culture-oriented approach to translation: Reiss \dadneer stress that translating is
always also a special kind of cultural transfert, merely a linguistic one. Therefore
the translator must know both the source and tacg#tres well, their norms,
conventions and values, in fact be “bicultural’e{$s and Vermeer 1984: 4, 13, 26.)

Basing his view on the theory of human actidarmeer regards translation as
purposeful behaviour taking place in a particularagion. Translation, as intentional
action, is therefore context-specific and “cannetcbnsidered a one-to-one transfer
between languages” (Nord 2006: 662), in contragh,vior instance, Catford’s (1965:
20, cited in Nord 1997: 7) somewhat mechanic viefvtranslation as *“the
replacement of textual material in one language) (By equivalent material in
another language (TL)". Instead, in the skopos &aork, to translate means to
produce “a text in a target setting for a targappae and target addressees in target
circumstances” (Vermeer, 1987: 29, cited in Nor@®0663). Moreover, the ST is
not the ultimate starting point defining the tratisln process and method, but “an
‘offer of information’ that is partly or wholly tured into an ‘offer of information’ for
the target audience” (Nord 1997: 12).

As discussed above (2.1.2), each reader, oh @anslator, will inevitably

interpret the ‘offer of information’ in the ST inshor her own way. In the process of
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translation, then, those aspects of the ST thatrtmeslator considers of interest or
relevance for the particular aim or purpose of THeare “transferred to the target
culture using the presentation the translator besieappropriate for the given
purpose” (Nord 1997: 25-26). The TT is then “a neffer of information in the
target culture about some information offered ia #ource culture and language”
(Reiss and Vermeer 1984: 76, cited in Nord 19972@b However, as Nord (1997:
35) points out, “the translator cannot offer theneaamount and kind of information
as the source-text producer. What the translat@s ds offer another kind of
information in another form”. This is because thxpeaxtations, knowledge etc., of
the TL audience are obviously dissimilar with tho$¢he SL audience.

For the functionalist, equivalence on textoialinguistic level is not desirable or
even attainable as the context of the ST invaridbfers from the TT one; moreover,
structural differences of the two languages makal equivalence impossible. The
importance of producing a functioning text oversdae demands to stay true to the
ST, “Der Zweck heiligt der Mittél (“The end justifies the means”, Reiss and
Vermeer 1984: 101), and the question of faithfulbserving the source text (being
“loyal” to it) is not of as great significance dsetneed to be “loyal” to the target
audience. For this reason | consider the skoporoapp to be a target-text oriented
translation theory, because the attributes of thepiievail over those of the ST; in
contrast, for instance Nida's and Newmark’s notigese 2.1.1), could be called
source-text oriented, where the ST is the benchroarthe TT.

In the skopos framework the STnet the yardstick of the TT or “the first and
foremost criterion for the translator’s decisianisijust one of the various sources of
information used by the translator” (Nord 1997:.28pre important than linguistic
or stylistic equivalence is to produce a TT thdtfilkiits purpose and “functions” for
its addressees, the intended audience SKoposthe purpose of the translation may,
depending on the situation and context of trarmtatirequire a ‘freeor a ‘faithful’
translation, or anything between these two extrérfidsrd 1997: 29); the Skopos, in
turn, is determined by the intended audience. ToereReiss and Vermeer (1984)
emphasise that all decisions concerning translato: culture-, language- and
situation-specific; the target audience and cultaspects of the TT context help
define the translation methods suitable for thati@#ar occasion. (For more on

functional translation, see e.g. Nord 1997.)
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In this model the translator is allowed makeities to decide upon the manner
and substance of translating than is normally aecem other theories. For this
reason, functionalist approaches have been catder not being translation proper
but adaptation, because to attain the aim of atifmag translation with regard of
the target addressees, translators steer awaydnactly observing the ST, instead
adapting the TT to the target audience’s presuneeds) level of knowledge, and so
on. Adjusting the translated text to the needshef intended audience will also
inevitably bring up questions of intentional mangiion of the ST, in the vein of
‘ends justifying the means’, that is to say thatiaing the intended TT purpose
would authorise any and all alterations deemedssacy.

Yet what is considered adaptation and/or tediosm depends on our view of
translation: according to Oittinen (1995: 30), i€ wegard translation as striving for
sameness, adaptation must be seen as ‘differemti the ST, whereas if translation
iIs seen as human action in varying contexts, am¥er and Reiss write, drawing a
line between adaptation and translation becomdisutf if not unnecessary. (More
on adaptation and translation in Oittinen 1995f.2B8fevertheless, Nord (1997: 120)
stresses that the functionalist model, while acogpadaptation when it helps attain
the functionality of the translated text, still Gmunts for all sorts of both
documentary and instrumental modes of translati®he translator is allowed a fair
leeway, but is also given great responsibilityranslating the source text.

Functionalist views have not gained groundhie English-speaking academia to
the same extent as various equivalence-orientesagpipes (cf. Nord 1997: 129-134);
however, they are relevant for the present study,same scholars examining
translation for children seem to concur with thisdretical framework. For instance
Oittinen (2004, 2006) writes that focusing on Tldemmce should take precedence
over striving for sameness between ST and TT (2903); in fact, in her view,

translating is a dialogic, collaborative procesxifig place] in individual contexts. This
implies that no translation produces samenesseddsttranslatiorcreates texts for
different purposedsituations and audiences]. (Oittinen 2004: 98¢ emphasis)

Further, echoing André Lefevere, Oittinen holdg thranslation is rewriting for new
readers in the target culture” (2006: 39). Thisspective resembles the functionalist
demands for target audience and target purposatatien. While | agree that the

target audience indeed needs to be taken into atoespecially when the audience
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will consist of young or child readers, still theiginal author’s intentions and ST
style should not be completely disregarded.

In sum, functionalist theories, skopos theoryn particular, orient translation on
the basis of its purpose, which in turn is maingfiged by the intended audience of
the TT. The needs of the addressees also helpifidéimé appropriate translation
strategies. However, target-audience orientatidnanslation can be manifested also
in other ways; for instance, in how the translatext is positioned on the scale

between a foreignising and a domesticating traioslat

2.3 Foreignisation and domestication

We can also examine translation from a somewhé&rdifit angle and consider the
‘foreignisation’ and ‘domestication’ of translatéskts. The question here is whether
translated texts should be oriented at the targaguage, culture, norms and
readership or whether they should rather retainifsoggnt features of the source
language and culture, even if the features aregor® the target readership and thus
might lead to non-comprehension or, at worst, jecten of the text. We see already
that this standpoint slightly overlaps the abowsdssion on functionalist translation.
When adopting a domesticating method, traodaassimilate the text to the
target culture’s values, both linguistically andterally (Oittinen 2004: 905). This
can be called “invisible translation”, as the pémities of the source culture text are
dissipated and replaced with attributes familiath® target reader. Foreignisation, in
contrast, produces a “visible translation”, whiatedisters the foreign identity by
close adherence to the [source text].” (Gonzaleze@liana 2006: 99.) When opting
for foreignising, translators retain some consibdkrdeatures of the original, taking
the reader “to the foreign text” (Oittinen 2006) 4&s contrasted to ‘bringing the text
to the reader’ by adapting or accommodating it tatalm, as said above, target
cultural values. Of course, in practice the chasceot between two polar opposites.
In the history of translation the questionforfeignisation or domestication has
received limited consideration, mostly in the foofrcontemplating translator loyalty
and appropriateness of word-for-word versus meafongneaning translation
(Kwiecinski 2001: 16, cited in Ruokonen 2004: 6%ihe German philosopher and
Romantic Friedrich Schleiermacher in the 18th agntuas the first to define what

foreignisation and domestication in translatioruatty meant. He also commended
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foreignisation, maintaining that the translator Wdoconcentrate not only on the
textual content, but also on delivering the spfithe foreign language and writer
(Schleiermacher 1838: 62, cited in Ruokonen 2064.: 6

Until that time translation had been focusedransferring the meaning, being a
more or less domesticating practice, leading ineittremes to demands that the
translated TL text should be as if the SL authat baginally written it in that [TL]
language. Schleiermacher’s notion could resulbhédpposite extreme, where the ST
idiom and source culture’s possible strangenessetgined at the expense of
understandability or readability. Schleiermachaedsas had only limited influence
on translation practice, and domesticating remaimedide use even in the 20th
century (Kwiecinski 2001, cited in Ruokonen 2008).6

A more recent take on the topic comes fromoik® Berman, who regards
maintaining foreignness in the translation as dssen creating a dialogue between
the source and target cultures. He emphasisesStk&iermacher, the need to have
foreign elements that are strange enough to ‘disthe reader; if the TT maintains
such elements of the “foreign” text that are alsekdown in the target culture, the
effect of the translation is lost. (Ruokonen 20040-71.) Another scholar
recommending foreignising translation is Lawrencesniti, who criticises
domesticating practices, for instance for theinettentricity. For Venuti (1995: 311,
cited in Oittinen 2006: 43), the origins of “theéduistic and cultural differences of
the foreign text” should be present and acknowlddgehe TT.

As translation takes place under various erfltes, Venuti holds foreignisation to
be more ethical and fairer in that the reader esnasmd acknowledge the factors that
have affected the translation, as contrasted toingathe reader believe that the
translate and the original are somehow the samie oety in different language.
Nevertheless, domesticating and foreignisationnateabsolute strategies but rather
relative to the values of the target culture ad aglthe context: the same translation
strategy can yield, in different situations, a fgnesing or a domesticating result.
(Ruokonen 2004: 72, 74.) Venuti’s notions are fawf to mention idealistic, but
applying them to actual translational practice rhaychallenging.

The preference for one or the other strateggsdiot always result merely from
the translator's own wishes, theoretical musingsotives, but from a combination
of influences. There are several reasons for dooagisty: Oittinen (2004: 905)

mentions some of them being, for instance, rel&vedolitical or moral issues. In
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addition, also target culture’s values and ideology play a role. Moreover, there
are differences between languages and cultures ashich strategy in general is
favoured or is the accepted ‘norm’. For exampleglumen (2004: 77) claims that in
Finland the tradition of translating in a more esd domesticating manner is slowly
giving way to maintaining more of the cultural fews of the original.

As regards children’s literature specificaltie tendencies vary quite much; in
some countries the aim is to domesticate as mupbssble, whereas in others more
features of the original are retained. Various esperanging from names of
characters to genres and settings, can be dontesticaor kept in original form
(Oittinen 2006: 42). Foreignisation, in turn, caean anything between following
the ST idiom slavishly and keeping strange namesilbural references. Maintaining
foreign aspects can be used to highlight and queshie values and conventions that
exist within the target culture (Ruokonen 2004:.76) other words, by having a
mirror, i.e. “the foreign”, present in the textetheader can become aware of the self-
evident features of the “own” culture that can ooéyrevealed through comparison.

However, choosing a foreignising strategy osedomesticating one requires
more of the readers: as the text is no longer ftal® them”, they face new
challenges in understanding the text and its seramagpects. The reader becomes
more of an active participant, responsible for nmgetand making sense of “the
Other”, i.e. all that is foreign or different or familiar, present in the text. This
might lead to discoveries, new ways of thinkinguaderstanding; however, if the
foreignness surpasses the reader’s ability, theneght become incomprehensible
and confusing. (Ruokonen 2004: 78.) Especiallyhé target readership is expected
to consist of children, the demands of a foreignggext might be too hard for some
readers; this is a likely reason why children’s keobave been eagerly domesticated.

Yet, as Ruokonen (ibid.) points out, elimingtithe Other” in the domesticated
text also takes away the possibility for the reamedecide how to react to the
foreignness; by making this choice for the read#rs, translators might give the
readers a more passive reading experience, whereettders can only, so to say,
acknowledge and accept (or refuse) what is givehdém about the other culture. In
the end, the choice of one strategy or anotherasitisequently influence the reading
experience. Perhaps, from the reader’s point ok viee wisest approach would be

the golden mean, to steer clear of either extremi® broad middle ground?
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Finally, in the context of children’s litera&) the choice between domesticating
and retaining the foreign in texts translated foildren is a sensitive topic. Firstly,
the tendency to choose only such texts for traiesiahat “will ‘travel’ and be easily
understood” (Oittinen 2004: 905), that is, whiclke an some ways ‘universal’,
familiar to us or correspond to our preconceptiohthe source culture and its texts,
can result in delivering an inaccurate image of Hwurce culture. Secondly,
domestication is criticized for “denaturalizing gpeldagogizing children’s literature”
and for taking away children’s chance of learniogunderstand and deal with
diversity (Oittinen 2006: 43). However, Nord (20A®5) claims that particularly in
cases where the book has a pedagogical messagestitating the setting, for
instance, may be advantageous for reader idenitfigaan unfamiliar setting may
result in the reader maintaining a certain distatocthe text. Moreover, if the text
remains too strange, the child might not want edré. Whether or not to translate
characters’ names in a children’s book is a prinele of how domesticating and
foreignising practices are present in and affeetttanslation of children’s literature.

Some other specific issues regarding translatingtiddren will be treated below.

2.4 Translating for children

Even though translating literature, regardless lo&tngenre, is generally regarded as
relatively similar in its requirements, there aoeng specific aspects that translators
should consider when translating for children. Saessons for this stem from the
characteristics of children’s literature itself anow it differs from adult fiction (to
be discussed more in Chapter 4). Further, the aodjeor rather the translator’s
perceived notion thereof, poses some limitatiorscrallenges to the translated text,
too. For example, how to translate a text orignmatin a culture that is almost
completely unfamiliar to children of the target tcwé? We can see that taking the

perceived reader’s assumed level of knowledgedntmunt is necessary. Moreover,

Factors such as the status of the source texdjtstment to ideological and/or didactic
purposes, its degree of complexity, the needs @ftéinget audience and the prevailing
translational norms in the target culture all présspecific areas of challenge.
(Gonzéalez-Cascallana 2006: 97-98)

Translated children’s literature may have an imgartrole in a given cultural
environment, for instance in terms of disseminatngwledge about cultures other
than the own. According to Puurtinen (2006: 314),
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Especially in minor language cultures, where tratishs account for a large proportion
of published children’s literature, children arkely to come into contact with literature
and its educative and entertaining functions maifhisough translations. Therefore,
translations may have a key role in introducingdchéaders to characters, events, and
language typical of fiction.

One central aspect of children’s literatured ats translation relates to its
ambivalent readership: this matter will be discdssedetail in Chapter 4, but as it is
of relevance here, the main point is presented. éignchildren’s literature has two
target groups, children and adults, which diffensiderably in their characteristics,
knowledge and understanding. Because of the complationship between the texts
and their audience, some writers prefer the exmnes$terature for children” (cf.
Hunt 1992) to “children’s literature”, as the maamiof the latter term is considered
too vague; similarly, some translator scholars.(®dtinen 2004, Pascua-Febles
2006) would rather speak of “translating for cheldli than of “translating children’s
literature”. In the translation process, then, ¢hisr not only one but two audiences
that need to be taken into account, presumingttietranslator is concerned with
producing a text which will be of relevance totasget readership.

The dual readership is not the only featustimjuishing children’s literature and
its translation from translating at large. Othectéas influencing the language and
subject matter of translated children’s literatame “strong ideological, didactic,
ethical, and moral norms, ambivalence, aim at hegdability and speakability”
(Puurtinen 2006: 314), to name a few. MoreoverJtadsuch as parents or teachers,
are also involved, as are the norms enforced byptidisher (Pascua-Febles 2006:
111). Thus, besides the child reader, the transkitould take account of several
different actors and influences, which adds a frtthallenge to translation.

As the target readership is younger and ineapeed, they “are not expected to
tolerate as much strangeness and foreignness kseatlers” (Puurtinen 2006: 314);
as a result, the ST may be subjected to “necessatgtations in terms of its
language or subject matter. For example, “... gropsa-tend to explain more for
children than for older readers” (Oittinen 2004500This kind of a predisposition,
according to Puurtinen (2006: 314) leads to lackpbvativeness in the translations,
as they “tend to conform to conventional, accegdteths, models, and language.”

However, Gonzalez-Cascallana (2006:108) claimsdmrary, stating that

translators primarily aim to stay close to the &Md to expose the target child audience
to the experience of the foreign text. In someainses, translators do show a concern for
the target readers’ comprehension and their abitityenjoy the presence of cultural
intertextuality but, on the whole, translation tgies involving minimal shifts continue
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to abound in the translation of children’s liter&uignoring contextual and pragmatic
considerations and therefore causing an alienatiothe target reader through the
presence of culture bumps.

There seems to be certain ambivalence in the atmsl| practices of children’s
literature: on the one hand the ST can be modifigd the “good of the children” in
mind, typically by domesticating foreign elemeriisf, on the other hand, sometimes
the texts or their translators do not take theeestdp enough into account.

We can see that the issue of domesticationf@mignisation is very pertinent in
this context. For instance, Jobe (2004: 913) adesca somewhat extreme view,
claiming that “[tjhe uppermost task for the tramsias to try to recreate the work so
that it reads as though the author had written ithe target language.” This notion
accords with the demands for thoroughly domestigatianslation of the 17th and
18th century. In turn, Pascua-Febles (2006) regardducing “an adequate and
natural translation that facilitates the identifioa process of the youngsters with the
newly introduced cultural elements” (2006: 114p&the main aim in translating for
children. Pascua-Febles acknowledges that “allugallt linguistic and semantic
markers in the source text require a series of tatlaps and the specific textual
strategies implicit in the source text need to é@egotiated by the translator”, and
she is ready to accept interventionism, even méatipn of the source text, to attain
the aim of a translation that is easily identifabbr the target readership.

This chapter has introduced diverging viewsaofl attitudes to translating,
whether in general or for children in particulareg2nding on the ideological
background of the scholar, translation has beemowsly seen as a matter of
linguistic exchange between languages, as a briogeveen cultures, or as
purposeful action for the benefit of its targetipeants. Actual translation practices
are probably as varied as the theories attempoinigscribe or define them. Based on
this background, we might expect some differenoesutface when we move on to
discuss the translations of Harry Potter. Befowr#,thowever, we need to turn our

attention to a topic central to the actual analysibe present study: names.

3 NAMES

This chapter focuses on names and naming, in ifeahd well as in literature. The

first part starts off by looking at what actuallgnstitutes a name, continuing to
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consider general naming and name-creation practitles second part examines
names, their functions and name-giving in literagyroundings. A discussion on

translating literary names concludes this chapter.

3.1 Names

Name is a universal phenomenon: names are fouatl languages and cultures of
the world (Ainiala et al. 2008: 9, Van Langendor207: 2). We need and use
names, for quite practical reasons: to identify paeson from another. However, the
use and functions of personal names differ betwéen,instance, Eastern and
Western language cultures. Different languages atidires may contain identical
name material (such as first names of biblicalinjignd the principles of nhaming
are to a degree similar worldwide, but often naaresculture- and language-specific.
(Bertills 2003a: 17.) In fact, names are a paidrd contribute to culture; the roots of
names and culture are intertwined, since names partecular class of cultural
elements influence the development of that culture culture similarly impacts on
the names by determining norms and acceptabifiynidla et al. 2008: 15, 16.) Thus
each language has its own anthroponymy, the comvexitand approved system of
personal names, which changes dynamically when meawes are accepted into it
and old ones fall out of use (Bertills 2003a: 18).1Also culture-specific laws and
regulations play a role in upholding and definihg hame system.

To find out more about names we can turroitomasticsthe study of proper
names and their origins. Names are not merely igtiguielements but are connected
to the surrounding society, culture and various taleprocesses that guide name-
selection and formation. Thus onomastics is arrdigeiplinary branch of linguistics,
incorporating approaches from historical, etymatagior psychological point of
view, to name a few. Onomastics can be divided theostudy of personal nhames,
called anthroponomasticor simply onomastics, antbponomasticsthe study of
place names or toponyms (Encyclopaedia Britanni@®9® One branch of
(anthropon)onomastics igerary onomasticsthe study of proper names in literature,
which will be examined in 3.2.

As the present study concerns proper namédstife persons, the focus in this
chapter is on anthroponomastics, and ‘name’ is tgedfer to proper names only.

The main feature distinguishing proper names fr@pe#atives, or common nouns,
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is monoreferentiality: proper names, designating iadividual person, place,
organisation etc., single out their referent frolintlae other similar ones, whereas
appellatives designate a class (Ainiala et al. 20@813). The matter gets somewhat
complicated when a proper name is in form simidea tommon noun, like the name
Apple but it is outside the scope of the paper to eranthis distinction in more
depth (more on onomastics in Van Langendonck, 20@7vhat follows the terms
‘name’ or ‘proper name’ are used as a synonym &sgnal names, excluding other
proper names (e.g. of buildings, animals) fromdhlbsequent discussion. Moreover,
due to the limits and focus of this paper, naming aames are examined from the
point of view of Western name tradition, and theafics of for instance Asian,

African or American Indian name-giving practiceslwot be treated here.

3.1.1 Meanings and functions of names

In the Western name tradition people have a figsh@ (also called Christian name)
and a family name (surname); one can also haveaedirst names. The name, i.e.
the combination of first and family name, is usedignify and identify an individual.
This monoreferentiality can be questioned, howea®it is possible for many people
to have the same first or family name — or bothusra name is not a totally unique
identifying element: it linguistically designatesn aindividual, but other
characteristics, such as appearance or familyisaktadditionally help in identifying
the particular person in question. (Bertills 200B2:19.)

Even though proper names are considered mi@mengial, they are by no means
mono-functional (Nord 2003: 183): in addition t@ithsalient function as identifiers,
names have other purposes, too. Firstly, nametypially, but not always, gender-
specific, allowing us to recognise from the namatd it denotes a male or a female.
Secondly, a name can be informative of the sodgasc religion or ethnic origin of
its carrier, in this way presupposing a particutaategory”. Thirdly, besides
manifesting our identity, origins and belongingataultural or social group, hames
have a role in social classification: personal neamet only communicate to the
community, who an individual is, but also reveathe individual his or her place in
the community (Ainiala et al. 2008: 18).

Traditionally a name was not meaningless, was it arbitrary in its phonetic

form. (Bertills 2003a: 17, 18.) To a degree namesewsemantically transparent,
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often describing their referent somehow, for instamprofession (such &mith
Potter in English orMdller in German), or physical feature€rane Armstrong
Jung. These original, etymological meanings of namasehby and large been
forgotten and we do not pay attention to them inlanguage use. For nicknames,
however, the lexical meaning plays a central rsiece they usually are descriptive
and meant to be understood — otherwise they waontlutfil their function.

Although lexical or etymological aspects ofrqmmal names are not of such
importance nowadays, we still have beliefs abountewmand their power, reflected in
old proverbs such asomen est ome(ithe name is an omen”) @i nimi miesta
pahenna ellei mies nimgiterally “a name does not make a man worse, smle
makes his name worse”), or in the shibboleth the should not say the name of
something sacred or feared (a god, a totem). Euighesnare used instead of the
feared name. Beliefs that a name can affect itreaf's personality (for instance
through the meaning of or associations arousethidyame) or have magical powers,
at worst enabling controlling the name-bearer tghowitchcraft, could be labelled
“name magic” (Ainiala et al. 2008: 19).

Names may evoke other types of meanings osialts, not related to the possible
lexical content of the name (or name elements)y tikan express desired
characteristics or influence the image of the ndearer; they can inspire ideas,
mental images or connotations, based on things asid@mantic associations, sound
(for example when the name is similar to or resesldn appellative), previous
knowledge or experiences. Personal names can adsseaassociations about, for
example, the person’s appearancilar(lyn), voice or temperamentPippi
Langstrump. (Ainiala et al., 2008: 34-35, 37.) Such conniotag can be shared by

everyone within the language community or be unigue single individual.

3.1.2 Name-formation and selection

As shown above, names can contain a consideratdardrof information, in lexical
terms or as connotations; it is easy to see thatngaor name-creation is not random.
Names are born out of the interaction between aopertheir language community
and environment, formed according to language-fipetiodels and influenced by
the surrounding culture and society. Each culta®its own tradition of naming and

rules of name-formation. (Ainiala et al. 2008: 16,) New names are modelled on



28

the already existing ones and formed so that titethé name system and can be
recognised as proper names and not be mistakerawisippellative. Name typology,
i.e. names’ phonological, morphological, syntadtiaad semantical features in a
specific culture, allows recognition and formingnaimes that suit the anthroponymy
and are appropriate for that context (Ainiala ealD8: 39-40). These aspects play a
role in the creation and translation of literarynes, examined later on in this study.

In name-selection, then, the semantic coraéatname, especially if transparent,
was significant in earlier times, reflecting themmeagiver’'s hopes and expectations
for the name-bearer rather than characteristics ofetfeeent (Kiviniemi 1982; cited
in Bertills 2003a: 27). The semantically transparaame, in turn, affected the
referent because other people expected him ooHéetlike the name”. A name was
thought to “determine the behaviour and the destihiyts possessor” (Brender in
Harder 1986: 124, cf. Ainiala et al. 2008: 19)Juehcing the name-bearer’s identity.
Even if we may no longer believe that a name walgfihe the behaviour and future
of its referent, the name’s suitability to its berais still a central criterion in name-
selection. Several other criteria, which can affeetchoice of an infant's name, are
for example: family tradition (John Jr.), religiousasons, current fashion, desire to
show uniqueness or distinctiveness (names suclaias Suri), aesthetic associations
(Dew, Mist), psychological connotations or “magitfahking” (names such as Grace,
Hope) or naming for real or fictive persons (“nome=t omen”, hopes that the child
will become similar to its namesake) (Brender 198%ame-selection is often a
combination of multiple reasons, some of them sobcmus. A name is not just any
word, but an emotive entity, which should befitriggerent.

Typically — at least in Western culture — asp@ receives a name for a lifetime.
However, a name can be altered due to a changkemtity (Ainiala et al. 2008: 19),
such as marriage, converting to another religioergering a new stage of life (e.g.
on the threshold of adulthood), when the old nameno longer “appropriate”.
Changing one’s name may also be a symbolic or dattect; the new name, chosen
personally (and not by parents, as usual), cardstanleaving “the old” persona
behind and defining “a new me”. Names are notipesttifying labels but can reflect
or we can interpret in them a variety of functiamsfeatures: they help us make
sense of the world around us (Bertills 2003b: 3B8) supplying structure and

coherence to it. The same applies to names ivdicibntexts, as we will see next.
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3.2 Names in literature

Names and naming in literature are naturally reldtereal-life practices but have
some exceptional aspects, too. These unique ckasdicts of literary names as well
as their usage and functions in the “secondarydvarf belles-lettres are the subject
of literary onomastics (Ainiala et al. 2008: 33Fpor instance, it is not always
possible to draw such a clear line between propenes and common nouns in
literature as in real life (Bertills 2003a: 20), a$iterary name may be an appellative
(such as The White Rabbit Alice’s Adventures in Wonderlapar based on one.

Compared to the real world, where names mdjotyonly) act as identifiers,
names in literature can have, in addition to thenary identifying purpose, various
“concomitant functions such as amusing the readgrarting knowledge or evoking
emotions” (Van Coillie 2006: 123). Just like in Iréte, names enable differentiation
between one character and the next, but they akothe reader orientate in and
learn to know the fictional world (Bertills 2003894). In fact,

[nJames of literary characters may best be destrdmelements unfolding collages of
multiple meanings and functions relevant on varitexels of the text (...) In other

words, personal names in literature are entangietheé narrative context which they
may epitomize. Yet they may also function as indeleat textual elements upholding
linguistic meaning. The lexical meanings of the pamlements are particularly
important; the form and the content of the name egyress significant aspects of the
name-bearer on both the connotative and denotiatieds. (Bertills 2003a: 4)

How authors use such linguistic aspects in craf@éndjiterary character will be
discussed in more detail below.

Names in literature can have, among othe&gative functions, where names are
elemental parts in the development the story, @adsifying functions, whereby
characters and places of a work of fiction are g@ised into various (sub)groups
based on the similarity or dissimilarity of theiames’ content or structure. Names
that are structurally or phonetically somehow samitan suggest that the name-
bearers have some sort of a connection; likewigagitwo characters two strikingly
different names may be used to point out that Heeacters are otherwise, too, very
dissimilar. (Ainiala et al. 2008: 337, 338-339.) Mkzs can also havpoetic or
divertive functions, where the form or sound is of impor&anor example, names
can help create a humorous effect (as illustratgd).bK. Rowling’s creations
Professor Kettleburor Sir Nicholas de Mimsy-Porpingtror a sinister atmosphere
(such as place namé&sordor or Mines of Moriain J. R. R. Tolkien’s epidhe Lord
of the Rings- the names might echo words likeirderor mourn).
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Generally, names in fiction are more tiedreitt context than in real life (Bertills
2003a: 42-43), because they often are fordoedhat particular context and for a
particular character; if removed from their oridiff@mework, the meaning given to
them in the context will change. In other wordsmea in literature are motivated:
there is a clear connection between the name anéfgrent. Moreover, names in a
particular narrative form a “namescape”, a nhameesysapplicable to that context
only. The system builds on the author’s culturad ancietal background as well as
linguistic skill and innovativeness (Bertills 2003894). Therefore names in
literature should not be analysed out of but rathiéhnin context and with reference

to the particular “hamescape” (Ainiala et al. 20885).

3.2.1 Categories of literary names

For the purposes of the analysis to be presentdiaefuon, we need to consider ways
of classifying names in literature. Ainiala et @008: 333-334) divide literary names
into two main categoriegictive and non-fictive (or authentic) names. An authentic
name refers to people, places or other targetsattaially exist in the real world
outside the fictive framework. An example would bging the street names of
London or the name of the prime minister of Finlanctreating a novel’s setting.
Fictive names, conversely, refer to things existingy in the fictitious world, in the
author’'s and reader’s imagination, such as fictifiaracters and imaginary places.
Nonetheless, fictive names often resemble authemiees so that the readers can
recognise them as denotating, for instance, a pessa place; in fact, fictive names
must bear some resemblance to the real-life onatoasto be understandable.
Based on this broad division into fictive and nariife names, Ainiala et al. (ibid.)
define four types of names in literatuaithentic nameseferring to things in the
real world;realistic but unauthenticamesi.e. names that could be used in the real
world but refer to fictional thingsgrtificial names coined by the author, that refer to
fictive things and that do not exist in real-lifmamastica; andorrowed names
taken from other works of fiction, non-existentr@al-life.

Bertills (2003a: 10-11) suggests a slightlifedent classification, proposing that
all names in literary fiction could be called fictimames; this umbrella term, in turn,
is grouped into three subsectiogsnventionalinvented(or coined andimaginary

names. Hereonventionalnames are what Ainiala et al. call authentic: Esthed
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names found in the real-life anthroponymy of a gilanguagelmaginarynames are
invented, meaningless and have no connections tteereithe lexicon or the
onomasticon of a given languadeventednames do not belong to any name lexicon,
as of yet; these names are divided further intcatdgories based on how easy it is
to identify the name’s connections to the lexicBertills 2003a: 47). If the name has
no transparent link to the lexicon, the phonetiorfoeceives an important role (as no
lexical meaning is available), but if the lexicabntent is visibly evident, the
semantic aspect is naturally meaningful. Howevésceaining only one intended
semantic meaning for a given name may not be emsy|s]lemantic ambiguity in
invented names of literary characters is more a thhn an exception” (Bertills
2003a: 162). This ambiguity is challenging to tfateg's, and may often get lost.
Bertills also mentionsemantically loaded names term coined by Theo
Hermans (1985, cited in Bertills 2003a) and usedséscribe invented names that
show some link to the lexicon or “in which somediof semantic content is evident”
(Bertills 2003a: 10-11). Such names can be classidin a scale betweexpressive
and suggestivein the former the semantic content is transparenthe latter the
connection to the lexicon is more opaque. HoweBertills argues that the division
between the two types is seldom as clear as Hefrdafisition suggests, as many
names have links to both lexicon and onomastidoerefore she proposes the term

modified conventional nanfer names that show tangible similarity to antlmoyms.

3.2.2 Names at the author’s service

In literature, names are used — and useful — irfitti®e person’s characterisation.

Names can describe and inform about the name-begpersonality, looks or

profession (Oittinen 2008: 118-119). Semanticatigded or transparent names, in
particular, impart important information in a sl more indirect way: they often

express some features of their fictive referents, ifistance appearance, traits or
behaviour, and as narrative elements they mayahitite character’s future progress
or destiny. Also the first descriptive passagesheffictive person are essential for
interpretation as they give an idea of and fam#&rthe character to the readers;
“[flurther descriptions -- limit and change theitaities that the reader already has
formed” (Bertills 2003a: 52). Moreover, “[o]nce ame is mentioned and “charged”

by certain traits, the character is limited in hex/development” (Bertills 2003a: 53).
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Thus, based on the semantic information in the naineereader may discover clues
for interpreting the name-bearer; in fact, a nansEmantic content can “directly
suggest a relevant characteristic of the refeadrthe same time as the phonetic form
of the name simultaneously evokes a certain imeadpgch in turn also contributes
meaning to the name” (Bertills 2003a: 100, 101).

Names can also define the relationships betwbaracters: things such as status
differences can be revealed by, for instance, utileg like Professoror Minister for
Magic. Names can also express belonging to a grougxXample a typically Indian
name indicates the referent’s ethnic backgroundiéta et al. 2008: 336-337). If a
character's name changes, it can reflect develofsrarthe character’s identity or
psychological growth; similarly, referring to thame-bearer with a different name
in different situations can shed light on the nielaghips between the fictive personae
(Ainiala et al. 2008: 337). To illustrate, in thiarry Potterbooks Harry’s friend Ron
Weasley is variously referred to Ronnieby his mother, with the gently mocking
nicknamelckle Ronniekinsby his brothersRonaldWeasleyby his teachers and as
Weaselby the school bully Draco Malfoy. These four nameliect differences in
the relationships, familiarity and belonging betwé&®n and those using each name.

Should the author choose to use names fromrahklife anthroponymy (or
toponymy), such authentic names act as ‘culturaineotors’. they “anchor the
name-bearer to a socio-cultural context” (Bertil®03a: 46). Outside fiction,
conventional names are regarded to have no meaitineg than the denotative; in a
fictive context they can gain additional meaningl aonnotations through their
functions in the text (Bertills 2003a: 151). As ngaronventional names are culture-
or language-bound, they help in creating and uphglthe story’s cultural context,
for instance by giving it a certain geographicatisg, a “real” framework outside
the book through place names or by activating gasler’'s previous knowledge on
the particular culture. Conversely, invented or aetically loaded place names
emphasise the setting’s fictiveness and can ilitsstthe place in the same way as
semantically transparent character names dest¢rédereferents. (Ainiala et al. 2008:
338.) As we will see below, such functions may pashallenge to translators.

Literary names can also be motivated in phorfetm, which can offer various
ways to entertain and inform the reader. Ssmhnd symbolismases “specific sounds
or features of sounds in a partly systematic m@fato meanings or categories of
meaning” (Matthews 1997: 347, cited in Fernande®62@7). Examples of sound
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symbolism areonomatopoeiaconstructing meaning by mimickirtge sound of the
phenomenon being imitated, and the uselodnesthetianeaning, where specific
sounds or sound clusters are perceived to havdiayar meaning. (Fernandes 2006:
47-48.) The sound of a name may also resemble wibets related to the character
(Ainiala et al. 2008: 337), for instance describthg character’s looks or behaviour.
Further phonesthetic features, such as alliteradrortnyming, are stylistic tools used
for atmosphere or impressions. Sound symbolic @aspet a name are used to
humorous effect, in “visualizing descriptive chdeaistics” (Bertills 2003a: 68), or
“to create a certain image of the character, tokawaertain feelings and to steer the
reader’s thoughts in a certain direction” (Bertil303a: 143).

The form or sound of a name can also arousecagions and create connotations
in connection with the character. In contrast tovard’s denotative meaning,
connotations, “[t]hat which is implied in a word adldition to its essential or primary
meaning” (OED), are subjective interpretations;sththey may vary and people
interpret them according to their own linguistidllsknd understanding. Even so,
connotations can be useful: presenting informatibbout the character in a particular
manner or sequence may be intentionally used t@aela specific reader reaction
(Bertills 2003a: 32, 33). The type of reaction,ubb, depends also on the reader:
adults understand and construe things hinted a word’s connotative level quite
differently compared to younger, inexperienced eesdl agree with Bertills (2003a:
63, 64-65) that adult readers most likely get #&efupicture of and comprehend the
implied meanings, whereas younger readers miglut reare to the sound of the
name than its semantic content. This is one exawiptiial readership which shall
be dealt in more depth in the following chapter.

Literary names can be and are meant to berstodel in different ways (cf.
Bertills 2003a: 55), because they are under atyapieinfluences from their context,
linguistically and culturally — and also becauseheaeader inevitably reads and
construes them from his or her own point of viewet Ynterpreting semantically

loaded names is not always simple. According tdilBe(2003a: 28),

[a] name may be completely transparent on the lef/@lord semantics but may have
various meanings from the point of view of name a@etics. In other words, name
elements can be completely understood from a lexicant of view but unless
considered in relation to the denoted referentntm@e-giving or name-selection criteria
are not illuminated.
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In some contexts, typically in children’s literagurthe meaning(s) might be
somewhat evident, but in other cases uncoveringitiiigor's intended meaning — if
there is any; names need not necessarily have ranteoded semantic message —
might not be easy. (Ainiala et al. 2008: 336.) Aaders we may never be sure about
the author’s intentions with the names, unlessathhor has explicitly explained
them. We are left to our own devices to interpred anderstand the hints, each in
our own way. In sum, names in literature are nost‘hames”, but have various roles

in the fictional framework; therefore naming a awer is an important procedure.

3.2.3 Naming in literature

Like name-selection in the real world, finding an®afor a fictive individual is far
from insignificant or random, and similar procesass often at work in name-giving
or name-creation in literature as are in the readldv Yet this need not be the case,
as the freedom of fiction allows for breaking theles. Names, especially
semantically loaded ones, not only ‘name’ but dls@an’ something important
about their referents (Newmark 1981: 70). For imsta names can contain
information on how the character might (or shouldvould) behave; in such cases a
name is selected to emphasise the characteridtiavimeiral pattern of the denoted
person. The character can, of course, behave irayatatally opposite from the
behaviour the reader expects based on the naméhaadchallenge the perceived
“identity.” (Bertills 2003a: 103, 104, 168.)

Fictive name-bearers exert influence on tlsin names, as the author often
chooses the name to suit a particular charactessebharacteristics and personality
define the “appropriate” name (Bertills 2003a: 20). Consequently authors may
invent a name for their character, instead of usimgpnventional anthroponym from
their native (or writing) language. As we saw ahaweming a fictive person with an
anthroponym gives the reader different informatao impressions compared to a
semantically transparent name or a common-nouretbname; the degree of
motivation, the link between the name and the esfiediffers as well (Bertills 2003a:
48, 151). Generally, naming in literature is motady at least for the central
characters. Minor characters’ names may not béesolg motivated, but they should

fit the overall “namescape” in order not to stamd-e unless they are meant to do so.
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At this point we need to consider what kinfi€lmaracters typically receive what
kinds of names. This choice largely depends ontype and genre of the story, as
well as type of character. In literature in genethé central characters of a novel
often represent a fictional world, but the broasketting or context of the work may
be an actual real-life one; in fantasy literaturewever, the whole setting is usually
fantastical and names, too, are mostly fictive {@met al. 2008: 334). Furthermore,
the nature of characters differs between a fantessel and a more realistic one:
characters in the former tend to be imaginary otastical, having particular skills or
being in some other way “out of this world”, wheseia the latter they are more
realistic and reminiscent of real life. Authorsesftopt for invented or imaginary
names for their fantastical characters and selecermonventional names for more
realistic referents; in fact, “the more uncommoi amfamiliar the character is, the
more meaningful and descriptive the name tendseto(Bertills 2003a: 49, 41). A
particular kind of nhame can also be used to emphaspecific aspects of the
character (Ainiala et al. 2008: 336-337): a “fatiisname may mean that the name
bearer, too, is somehow special; similarly, a “nalfmname may be used to
underline the referent's normality — even if them@abearer might not be so
“normal” as the name leads one to believe.

Names often are a kind of game, especiallghiidren’s literature, where the
author makes use of language play, on the levalaokparent semantic meaning of
the word(s), more indirect play with the convensibmmeaning and play with
nonsense or phonetics to readers’ amusement. Maremventertain both adult and
child readers the authors may use broad vocabwdhyvarious shades of meaning
to arrive at a multitude of possible interpretasiomhe resulting degree of ambiguity
is related to the overall ambiguity of the texhie tnore ambiguous the text, the more
meanings are offered by the names (Bertills 20@3: 66, 67). In children’s
literature the dual readership often plays a nolthe author’'s name-selection process;
thus, the names may exhibit certain levels of nmeamiccessible mostly or only to
the older readership (Bertills 2003b: 395).

The criteria for name-selection and name-faimnafor characters in fiction,
especially fantasy, differ quite much from naminyg rieal life as concerns the
structure, content and function of the name (Bert?003b: 394). Finding an
appropriate name for a literary character seenigeta process where various things

are taken into consideration; nevertheless, theobgbly are also such instances
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where an author selects a name for an importamactea randomly, for instance
picking out a name from a telephone book. Ultimatéhe name should suit its
fictive referent, and in the world of fiction, wieemame magic, impressions and
meanings are important, an unfamiliar word, suchraghnvented or nonsense name,
may fascinate the reader more than an ordinary(Niéehi 1996, cited in Bertills
2003a: 68). However, if the nameto® foreign, or literally of a foreign language, the
reader might not be able to grasp its full meanifigis is a crucial issue when
literature gets translated: will the reader be ablenderstand what is meant, if there

is too much foreignness in the language?

3.3 Translating names in (children’s) literature

A central question in this study is how names ezatéd in translated literary texts.
Many may think that names do not get or shouldbeotranslated. Indeed, according
to Newmark (1981: 70-71), names in literature ayeally left as they are, unless the
fictive framework and characters are “naturalizetdt is if they are taken from their
original setting and replaced in a new, target oesylting in a change of nationality.
As shown above in 3.1, names are an integral pahea cultural context, and “the
more important the context is to the book, the E=&evident it is to change [it]”
(Van Caoillie 2006: 131). The translator should adas carefully how to go about the
names, as changing the name would also alter theralucontext of the book, too.
Therefore, as a rule of thumb, names in fictionadten left untouched in translation.
However, the above guideline of leaving thenaes alone does not always apply;
whether or not the names are altered is partlyestipn of genre. Today, names are
typically translated in children’s literature, carmiand fantasy and science fiction
(Oittinen 2008: 120). The importance in translatiagtasy, for example, is often on
“reading pleasure”, the fluency and flow of thettesonsequently translators take
more liberties and translate more creatively (Vanlli@ 2006: 135). Such desire for
fluency can encourage the translation of names ek Wwurther, names in these
above-mentioned genres are more often translatad th realistic fiction also
because names for instance in fantasy fiction ajlyicnot only ‘name’ but also
‘mean’, having particular functions in the text,raentioned earlier. These functions

might not be carried onto the TT if such namesnateranslated.
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As we saw above, proper names from real-lfdn@ponymy can act as cultural
markers, pointing out their referent’'s origins; lewsr, this is a culture-specific
function which names for instance in Spanish litme&do not have (Nord 1997: 97).
Generally, authentic names that exist in the realldvand (can) refer to real-life
targets usually are not translated, whereas fictivenvented names referring to
fictive targets are frequently translated (but need be), especially if they are
semantically transparent and exhibit levels of mmaarelevant for understanding the
story (Ainiala et al. 2008: 341, 342). For exampie, translations ofAlice’s
Adventures in Wonderlanchames of the real world (Britain) are often imteuut
names of the fantastic Wonderland are translatads the difference between the
two worlds comes to fore in the translated textp tittinen 2008: 122).
Interestingly, Van Coillie (2006: 130) claims thentrary, saying that names “from
the real world are more often replaced than thosma fantasy worlds”.

In short, there are particular aspects thadn® be taken into account when
considering whether or not — and moreover, how traonslate names in fiction. As
the data for the present study is taken from whatynwegard as children’s literature,
the focus here is mostly on translating names fterdture for children. The
considerations might also be applicable in the exnof fantasy fiction, yet the

attempt here is not to generalise but rather tatpmit some particularities.

3.3.1 To translate or not to translate? Argumentsdr and against

There are some quite clear reasons why names is fi@xyoung readers are often
translated. A central factor is the readership: wh® text is translated for (target
audience) and what their level of understandingpresumed to be) are relevant
when regarding names in translation. The age ointie@ded audience plays a role in
deciding how much strange or foreign material (nsueued other elements) they can
handle; for instance, a name not familiar for tlaegét culture readers can be
modified to avoid confusion e.g. about the chargender (Van Coillie 2006: 130,
135). Children usually do not have as extensiveldvdmowledge as adults;

consequently their awareness of different cultumesarying naming practices ‘out

there’ is limited (Ainiala et al. 2008: 342). Enialgl a more thorough understanding

and fuller enjoyment of the text is thus a strorguanent for translating the names.
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A significant factor here is the translatoifersonal image of childhood, his or
her ideas about what children can handle, what finéystrange (...) Translators can
choose to modify foreign names because they thwak thildren do not tolerate
foreign elements in texts as well as adults” (Vamill@ 2006: 132-133). Other
related and relevant influences are also the wémsl personal notions on the role
and function of children’s literature in their ovenilture, what they perceive to be
proper or acceptable topics or taboos in works diatechildren, and their ideas of
adequate translation strategies in such situafibik). Presumably a translator with
what we could call an “optimistic” or positive vieaf young readers and their
capacities might leave more untranslated, to tlalers’ own understanding and
power of deduction, in comparison with a translaidro regards child readers’
comprehension to be more restricted.

As was mentioned earlier, literature for cteld typically contains nhames that are
semantically transparent, motivated in their megnand that can be more or less
readily decoded and understood. Thus, another agufar translating the names is
to offer the TT reader similar chances to understiie meaning concealed in the
names. Furthermore, names in children’s literatnagy manifest a play on words on
the level of form, meaning or sound (or all of theambined). Therefore it is often
deemed essential to try and transfer at least ssmod elements to the target
audience. The names’ phonetic aspect needs alse tonsidered: names in works
for young readers should be easy to pronounce,omty because the works
frequently are read aloud, but also for the chiithheown enjoyment. According to
Van Coillie (2006: 130), “[tjhe more ‘exotic’ (foign) the name, the more often it is
modified (...), particularly if the name is difficuttr awkward to pronounce.” In
addition, motives for changing the names mightdrenected to cultural or linguistic
factors, in cases where the original foreign naimeinstance because of its form or
sound, calls forth connotations that are unwantednsuitable for the TL context
(Oittinen 2008: 121). For reasons such as listev@bforeign names can be adapted
or replaced with TL ones for fluency and readingaglre, with the exception of
such names that are intended to portray a partical@onality.

However, we can find arguments for retainiagnes in their original form in the
TT. Firstly, maintaining the unfamiliar names candn educative choice: the foreign
material contributes to the child readers’ knowkedyf other cultures and their

naming practices. (Ainiala et al. 2008: 342, 3A&h Coillie argues that
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[tiranslators who make identification and recoghitigy their priorities will tend to
modify names. They assume that young readers cam @asily identify with a character
whose name sounds and looks familiar. (...) Transdatdo choose to preserve foreign
names (and other cultural elements) often do sthfopurpose of bringing children into
contact with other cultures via the translationtHis way translations give young readers
a wider view of the world and of themselves andrtben culture. (2006: 133-134)

The question relates to foreignising and domestigdtanslation strategies and their
appropriateness or desirableness in children’saliiee. Yet Van Coillie (2006: 137)
feels that the debate on “the (un)desirability fofeéignization’ and ‘domestication’
when translating children’s books is largely based suppositions about what
children can or cannot handle and what they neledbther words, the translators’
(and other interest groups’) take on the issuelasted to their personal concept of
“childhood” and ideas on what children at each @geand should deal with.
Secondly, the translator might want to retdia foreign names in order to be
loyal to the source author’s original style. As esult, maintaining the aesthetic
function overrides the need to modify style to rhatice readership, “[tlhe form of
the names takes precedence over recognizabilitgh (Roillie 2006: 136). Yet Van

Coillie (2006: 124) argues that using the namekeir foreign form might result in

another effect than that originally intended by #uthor: the name may be too difficult
to read, for example, or it may not have the ddsi@nnotations in the target language.
When a translator changes a name, he or she udi@dly so to make sure that the
translated name will function precisely as the inagname does.

We find here the age-old question of where thestedar’s “loyalties” should lie: on

the authority of the original or in the needs oé tfarget readership. | agree with
Ainiala et al. (2008: 341), who demand that thendfated text should always be
related to the target audience and their levelutiical knowledge, all the while still

maintaining the main functions of the ST. Van Gei[2006: 137), in turn, deems it
important to respect the original style and intem$i of the author, but also to
remember that what those ‘original intentions’ dsea question of interpretation.
Thus the translation choices should be based osetlionctions the translators
discover and interpret from the original text; tlesult, according to Van Coilllie, is

loyalty to both the source text and target readprsh

3.3.2 Strategies of translating literary names

Should the translator eventually decide to trapskie names, it is not only a
question between translation and non-translationiaka et al. (2008: 340) describe

four possible strategies a translator can choasa:ftaking the name as it is in the
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original orborrowing it; translatingthe name into the target languagdaptingthe
foreign name phonetically to better match the taigeguage; andeplacing the
original foreign name with a completely differemteoor an appellative. If the fictive
name is constructed out of more than one partabftwe mentioned four strategies
can be carried out only partly, resultingpartly translated borrowed adaptedor
replacedname, whereby part of the original name is charsgedehow, and the rest
is left untouched (ibid.). Translating a name opbrtly may, however, result in
strange and incongruous combinations, especiallthef first name is translated
whereas surname is not (Van Coillie 2006: 130). Tiamslator can alsadd
explanations or elementto the name orshorten it, or delete it altogether
(Leppihalme 1994, cited in Oittinen 2008: 120). &rther method isphonetic
transcription often used with imagined names (Van Coillie 20Q@6). If the
name’s phonetic form arouses associations, thslatmm maymodifythe name with
a view of inspiring similar ideas in the TT reademind (Ainiala et al. 2008: 342).
The translation strategy is, naturally, cotvgpecific and dependent on various
things: the nature of the work in question, itgétraudience as well as the fictive
names’ functions and role in the narrative (Ainiataal. 2008: 340). Moreover,
things such as *“resonance, rhythm and puns” (Vanlli€o2006: 131) or
“[r]lecognizability, readability and reading pleastiVan Coillie 2006: 136) play a
role in choosing an apposite translation techniddewever, translators need not
make an all-or-nothing decision, but they can usase-specific method, combining
different strategies based on the particular sinadnd context, translating where
they deem it necessary while elsewhere leaving samact (Oittinen 2008: 120).
Whichever strategy the translator decidesmgplement, it will in one way or
another influence how the name functions in the ©Opting for non-translation
might alienate TL readers or diminish reading pleasif the name is too foreign or
too difficult to read. Moreover, not translating name with specific (semantic,
phonetic) connotations, for instance about persiynal profession of the fictive
person, may impair the TT reader’s understandinghefcharacter, give a wrong
impression of the fictive person or change thendeésl effect of the name. Also the
joy of discovering the hidden meanings will be Igstan Coillie 2006: 125.) In such
cases the functions of the name in the TT willdatuced, in comparison with the ST.
In contrast, when the name is translated, aty gain additional functions or

change altogether, if the translator brings to feueh features of the name that
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highlight one aspect at the expense of otheranfdance emphasising the humorous
elements in a character's name or adding connotattbat are not there in the
original. In such cases the characterisation of fisdve person can change
drastically, possibly confusing the TT reader withincongruity. Nevertheless, one
of the central reasons for translating a name @atobetain its connotations also in
the TT. (Van Coillie 2006: 128-129). Thus, botmskation and non-translation may
cause unwanted changes in the name’s functionthg whole matter is a quagmire.

Names with connotations in the SL are pargidyl difficult for translators: the
connotative aspects may be more important in ineéirg the fictive character than
the actual denotative meaning, especially if thenodation arouses specific feelings
or relevant knowledge, which often is culture-spedcAiniala et al. 2008: 341). But
how can such aspects be expressed in the TL? Asaweearlier, connotations are
subjective interpretationef the possible meanings, and what is consideresh&al
connotation may vary from person to person. Traasdaypically try to recreate the
SL connotation in the TL to preserve the originaaming(s) and function(s) of the
name, aiming at a similar emotional effect the ndmaé on the SL readership (Van
Coillie 2006: 127-128). How easily this is achieviedf course a question of how
distant or close the SL and TL are in terms of,ifistance, vocabulary or phonetic
form of their words. Newmark’s (1981: 71) suggestibat “the translator should
explain the connotations [of a fictive surname]airglossary and leave the names
intact” is not very elegant, as it would producébamp” in the target readers’
reading experience when they would have to stogimgaand go to the glossary to
discover the name’s meaning. In my view the cruga@ht is that the translator must
first understand the meaning behind the name, @n eecognize that theris
meaning to be translated, and then consider haxpeess it in the TT.

When a word is open to various interpretatiand connotations, it is left to the
translator to decide which connotation(s) shoulccheied into the TL — often it is
not possible to transfer all connotative meanirrgsfSL to TL due to differences
between the languages, as there is no total sitgi@requivalence between the two.
But what is “the” appropriate or central connotatid they are subjective? Finding
“the right answer” for this question is of coursimiately a chimera. As in any
instance of translation, each translator's choadmsut the translating of connotations

rest upon “their own frames of reference, the taam of their knowledge,
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experiences, ideas, norms and values” as wellas gkill in and understanding of
the source and target languages and cultures (\¢die006: 132).

This chapter has examined how names are dreatdected and used in two
different contexts, in real life and in the worltliterary fiction. We have discovered
several similarities, for instance in how namesboth “worlds” act not only as
identifiers but can fulfil a variety of other fumzhs. Nevertheless, in some important
ways names in literature differ from names in réat for example, they may be
created for a particular referent and reflect ttederent’s characteristics in their
semantic content; consequently, literary names bwynore tied to their original
context. This kind of connectedness may causecdiffes in translation — especially
when translating works written for children. Why kea children’s literature

different from other types of texts will be congielé next.

4 LITERATURE FOR CHILDREN — AND FOR THE CHILD WITHI N

This chapter explores one broad and two narrowiegoaies of literature. The first
part discusses the characteristics of literaturecfaldren, with a focus on the adult
involvement in its production. The two specific ges) viz. school story and fantasy
literature, are presented independently, althoingly tould also be grouped under
the umbrella of children’s literature. However thsy are the genres the Harry Potter
books are seen to inhabit, and, moreover, becamsasly literature is far from being
read exclusively by children, each genre will baraied in fuller detail.

4.1 Children’s literature

Answering the seemingly easy question “what isdehit’s literature” can turn out
difficult, as there are various standpoints, idgaal and theoretical, contrasting and
controversial. For Hunt (1992: 1), children’s la&ure is an “amorphous, ambiguous
creature”, which encompasses a great variety ¢dreiit formats and does not easily
fit into accepted or typical categorisations oérgture. In the main it is defined in
terms of its (primary) audience, children, but tencept of that audience is not
stable, but rather varying with time and place (HL®92: 6) as well as in age.

In comparison with Hunt’s broad definition,U?tinen (2006) considers children’s

literature to be fiction aimed at a readership mnaggrom preliterate children to
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teenagers (2006: 314); however, children’s liteeatis read by both children and
adults, often the latter reading for the formertti@en (2006: 35), in turn, takes both
the recipients and producers into account, sayimat thildren’s literature is
“produced and intended for children and it is algerature read by children”.
Similarly, Nodelman (2008: 3) uses the term chiisditerature to refer to “writing
for young people by adults”. Yet even though clafdiare (regarded as) the main
readership, the adult readers, their preferencé$aliefs must be taken into account.
The idea of children’s literature emerged glomith the development of the
concept of childhood in the 17th century, when drieih were no longer seen as
“merely small adults” but rather as innocent creaduthat needed to be protected
(O’Keefe 2004: 13). Lerer (2008: 1) contends thfiheé history of children’s
literature is inseparable from the history of chddd, for the child was made
through texts and tales he or she studied, headdtadd back.” Children’s literature
as a genre took form in the 1860s in England; @stime time childhood received an
idealised aura, becoming “an object of nostalgi@d \@neration” (Manlove 2003: 13).
In the early 20th century childhood was somes seen as an idyllic state, which
the daily troubles of adult life could not distyithonen 2004: 81). Even today adults
still often regard childhood as “a desirable areamoocence or retreat, and yet it is
constructed as a state that the child wishes t& grd of” (Hunt 2001: 5-6). So there
are built-in controversies in the concept of chddt: for adults a safe haven, a
shelter from their troublesome life, yet a placenir where children should be
anxious to move on. Children’s literature has depetl far since the Victorian
idealisation of innocent childhood, yet the noti@ml interpretation of ‘child’ and
‘childhood’ are still essential in producing texfsr children. That is, what an
author’s idea of ‘a child’, ‘children’ or ‘childhab is will affect his or her writing.
Without going into much detail on the histany the genre (for a thorough
presentation, see e.g. Lerer 2008), mentioningrecent development is in order. In
comparison with the 19th century, the world in ke 20th century is wider, more
uncertain and less secure, and life is “wildly gpenmanageable, unfathomable”
(O’'Keefe 2004: 14); as a result, books have becamenany respects, relatively
more ‘closed’. Moreover, children have become midte adults and vice versa,
which is reflected in children’s literature: thenge of books intended for young
readers has broadened in terms of, among othegis, dhbject matter. At present,

“there are more books not neatly classifiable fspacific age or gender. These days
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categories blur, subject matter is more inclusigad narrative voices are less
euphemistic and less condescending.” (ibid.)

Nevertheless, there are still often some migiohl issues, norms and values
(Puurtinen 2006) that define what is acceptablehidren’s literature and what is
not; texts deviating from the “guidelines” of widtildren should be allowed to read
have been categorised as unsuitable. Furthermarnagdhe years, texts intended for
children have been seen as useful didactic tookd us, for example, moral
education (e.g. Hunt 2001: 5), and free reign odgmation or portraying acting
against the prevailing norms was regarded as umaids] even dangerous.
Nowadays, although the importance of, among othexglicit moral education
through children’s literature may have diminisheg@rmthe years, children’s literature
functions, for instance, as a means of socialinaéind spreading world knowledge,
not to mention its role in developing a child’sdamage skills (Puurtinen 2006: 314).

Children’s literature has been around longugoto have developed some kind
of a “canon”, and books such Abce’s Adventures in Wonderlary Lewis Carroll,
originally published in 1865, are still reachingnnesaderships. Other “acceptable”
international classics of children’s literature averks such as Kenneth Grahame’s
The Wind in the Willows'he Chronicles of Narnidy C. S. Lewis, or the fairytales
of Hans Andersen or brothers Grimm (in their ediedsions, not in the original).

Tove Jansson’Bloominstories are an example of Finnish children’s ctassi

4.1.1 Defining the indefinable

There are three central ways how children’s liteat could be defined or
distinguished from other genres. An often-usednitefin is based on authorship:
children’s literature comprises texts mdde childrenby children or texts madfr

childrenby adults. The great majority of children’s literaus authored by adults,
and only rarely by the same age group that reads fact, this is perhaps the only
genre that is almost never written by people whiorige to its target audience
(Nikolajeva 1996: 57, cited in Bertills 2003a: 5Rudd (2004: 33) points out that
children do produce literature — both in oral arrdten form, as rhymes, tales, plays,
jokes and so on — which, however, “goes largelyoaognised”, with few exceptions,

and which only seldom is made available for othHgldecen. In the main children’s
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books are “written at a distance, by people whaehavry to remember what it feels
like to be a child, or try to construct a childhdodwrite at” (Manlove 2003: 8).

Children’s literature could also be defined@ding to the attributes or thematic
content of the texts themselves. However, the texthis category can vary greatly
in their style and content, form and purpose. Ay book or a collection of nursery
rhymes is a far cry from an intricate fantasy noyet all three genres are grouped
under the umbrella term of children’s literatureytht, legends and fairy-tales can
inhabit the same pages as poetry or school stdftes.main purpose of a colourful
picture book aimed at toddlers is probably simmygive them delight; teenage
readers, in turn, may learn about history by regq@in historical adventure novel, in
addition to being entertained by it. Therefore i@y children’s literature based on
its textual attributes would seem to lead to incstescy.

The third way of classifying children’s litéuae would be based on its readership,
rather than authorship or textual attributes (efnt1990: 1, 1991: 60-64). However,
to say that children’s literature means any teat tthildren read would lead to two
major problems. Firstly, the term ‘children’ hageof been used as describing a
homogeneous, marginalized group, applying univirsalevery child on the planet,
when, in fact, as Hunt (2001: 6) puts it, ‘a child’an “infinitely varied concept,

from house to house and from day to day”. Therefore

we can't speak about the child as a singular entitglass, ethnic origin, gender,
geopolitical location and economic circumstanceg Create differences between real
children in real places — and, as we also knowddn are constructed very differently
in different parts of the world. (O’Sullivan 20049)

Secondly, as we saw earlier, it is not always caildwho read such texts; the texts
may instead be read to them by adults. In othedgydexts categorised as children’s
literature often have a dual readership, also date adult-child dichotomy or the
duality of readers and addressees, which for iestd&ertills (2003a: 57) considers
as one characteristic trait of children’s literaturThus the readership-oriented
definition is not totally unproblematic either.

We see that none of the above-mentioned waysategorising and classifying
children’s literature delivers a clear-cut and ¢stemnt definition of the genre. For
Nodelman (2008), what defines children’s literatusenot so much the actual
characteristics of the target readership (i.e.dcéil) than the producers’ (or other
influential adults’) notion of that audience. Thegggests that the concept of what

constitutes children’s literature would change degelop as the notions about the
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target audience change (Nodelman 2008: 5, 6).Haratords, what is (or has been)
considered suitable children’s literature will iftebly vary according to time and
place, as does the concept of the child.

The term ‘children’s literature’ is sometimgsen to be a contradiction in itself,
since “the values and qualities which constitutterariness’ ... cannot be sustained
either by books designed for an audience of liméeperience, knowledge, skill and
sophistication” (Hunt 2001: 2). Therefore Hunt aguor using the term “texts for
children”; yet, the meanings of these three woragehto be highly flexible. Firstly,
“text” can mean anything from picture books througiry tales to oral forms or
multimedia — it can be almost any means of comnaiimn. Secondly, “for” in this
context means that the author or the publisherctaam a book to be for children, yet
it is a completely different matter whether a batdfined “for children” is, in fact,
suitable for young readers, for instance in termisscsubject matter (Hunt 2001: 4).
Thirdly, as we already saw above, the term “chitdie perhaps the most difficult to
describe, yet due to the limitations of this pap&r cannot attempt a more full-
bodied definition childhood or children here (fareoview, see Hunt 2001). For the
purposes of the work at hand, the terms literatexed for children are used
somewhat interchangeably with ‘children’s liter&ur

4.1.2 Characteristics of children’s literature

Despite the great heterogeneity of the texts aiateslich a broad readership, we can
pinpoint some general trends or characteristidghéntexts that comprise the genre.
Child (or childlike animal) protagonists, didacsisi, language play — these are only
a few features found in many texts for childrenhd€cteristics of children’s
literature are listed extensively in Nodelman 200&:81.) Moreover, in comparison
with “grown-up literature”, children’s literatures iperceived to be more simple in
terms of its plot, language as well as psycholdgiepth; in addition, the texts
usually have a happy ending (Manlove 2003: 9), tmawiding safety to the child
reader. One reason for this simplicity of contamd &nguage is the belief that child
readers cannot deal with the same amount of antpiguiforeignness that is present
in adult literature (Puurtinen 2006: 314); the $erkeed to be modified to suit the

perceived expectations of the readership and tmb®rehensible to them.
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However, the apparent simplicity does not givfell picture of the possibilities of
the genre. For instance, the author Philip Pullmamtains (cited in Blake 2004: 83)
that children’s books actually deal with “big issliethe fundamental questions of
human existence. Pullman’s claim is a good remirtkdat literature for children is
not void of such big themes, even though arguatwgeschildren’s books avoid the
fundamental questions and focus on more mundaness#lso Bertills (2003a: 67)
challenges the perceived simplicity by pointing ttee linguistic complexity of
children’s literature in, for example, charactemes, which often are an interplay of
form, meaning and literary function that is sigeafint for understanding the story of
the book. In addition, Bertills reminds us thattpking in both the systems of adult
and child literature hardly makes children’s litera simple.

Even though many texts written for childrea tarmulaic or include stereotypical
patterns, there are also those texts that trespasapparent “limitations” and offer
the readers pleasure through, for instance, inveméinguage or exploration of fresh
points of view. Due to the variety of different tetypes, extending from nursery
rhymes toNarnia, Hunt concludes that children’s literature “is ntaken to include
virtually anything produced for the entertainment, exploitation ocutturation of
children” (2001: 3, italics in original). The worgroduced’ in Hunt's statement

leads us to consider the influence and importaftieeoproducers — the adults.

4.1.3 Children’s literature and the adult

The adult’s role in the production and selectionlitafrature for young readers is
fundamental, since it clearly affects, among othensting and producing of these
texts. Indeed, Jacqueline Rose (1984, cited inoRaic 2004: 571) claims that
“children’s literature is primarily written, soldchosen, bought and consumed by
adults”. Further, as Barbara Wall observes, “if kmare to be published, marketed
and bought, adults first must be attracted, pestiatid convinced” (Wall 1991: 1-2,

cited in Oittinen 2006: 35). For these reason@stwriting for children

must make judgments about what to produce basedmahat they believe will appeal
to children but rather on what they believe adabhsumers believe they know will
appeal to children (...). (Nodelman 2008: 5)

As a result, such authors need to appeal to adslisell, and they end up creating
ambivalent texts that offer different ways of reapiand interpretation (Puurtinen

2006: 415). That is, the texts can be read at ®vel$: young readers understand



48

them as simple fairytales, whereas adults are nteagrasp them on a “deeper” level,
being aware on the ironical or satirical elementsciv escape the child reader’s
perception. In fact, in Shavit's view (1986: 63-34ted in Falconer 2004: 558),
children’s literature belongs to the systems ofhbadult and child literature
simultaneously. It is precisely because of this igalbnce that a book one has read
as a child may open up to totally new interpretagiovhen read again at a later stage
in life, as the reader’s knowledge and understandfrthe world has developed.

In general, adults — parents, grandparenashers and so on — act as screens or
sieves, deciding what is “appropriate” for childrenread (or hear, if the child does
not yet know how to read) in very concrete waysthey most often are the ones
who read the book for the child or make the finafghase decision. Of course,
children can have a say in what they want to raadsoon as they are old enough to
voice their opinion — not to mention old enougldézide for themselves and to read
whatever pleases them — yet | believe they onlglyacan influence the actual
materials, i.e. texts, that are made available adwjts — for them to read. As Rudd
(2004: 33) puts it, “only adults are seen to ‘auithed proper children’s literature”.

This, in turn, brings up various issues of powand influence; as Hunt (1992: 18)
writes, people involved in the production and psiuing of literature for children are
“constrained and influenced by many power groupsth as parents or educators. If
we want to imagine — and for the sake of experimnantlo — the bleakest situation of
such influence, authors writing for children woddd “authorised” to write only in
ways and of such themes that are in concord withtvidy deemed acceptable or
appropriate. Of course, the other extreme of lathry liberty to explore any topic,
like vulgar violence, may not be appropriate eitlser some “censorship” is needed
for the young readers’ benefit. A further discussad the intricate issues of power
relationships in children’s literature is, regrétta beyond the scope of this paper.

Whether we consider the topic at hand to b@doen’s literature’ or ‘texts for
children’, the essential point is that whoever seadch texts — be it a child or an
adult reading for the child (or for their own enjognt) — should find delight in it. To
achieve this, the author must know how to speath¢oaudience; in some writers’
views (Manlove 2003, Lurie 2004), the best childsemooks are made by authors
who either forget that they are writing to a chalddience, writing more to their own
‘child within’, or who “in some essential way [arefildren themselves” (Lurie 2004:

ix). For example, J. K. Rowling’s success is somes seen to stem precisely from
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the fact that she has retained a close contact mathown childhood (Lurie 2004:
113) and has tapped into her childhood memorieseapdriences for inspiration. In
fact, according to Smith (2003), Rowling’s expedes of school and teachers have
quite directly influenced her writing and creatiohthe wizarding school Hogwarts.
However, contrary to Rowling’s own schools, whicaree comprehensive, Hogwarts

is a boarding school — the reasons for this aréoesq below.

4.2 School stories

The school story is not an exclusively British ptvenon, but the following
discussion focuses on stories originating in BmitaThe genre came into being
around the time when the British public scHaistem was developing. Butts (1992:

xi) considers the birth of school stories

as an expression not only of changing attitudesitds/ childhood and adolescence, and
the spread of education in general, but to the Idpweent of the reformed public (i.e.
private) schools in England from the middle of tiveeteenth century.

Hunt (2001: 299) traces the origins of the subgémtevo sets of short moral stories,
starting with Sarah FieldingShe Governes§l794), whereas Manlove (2003: 185)
regardsTom Brown’s Schoolday€l857) to be among the first (boarding) school
stories. Thomas Hughes, the authorTafm Brown’s Schooldaysvas a central
influence in drafting the genre’s ‘guidelines’, &fmes, characters and archetypes that
subsequent authors were to develop” (Richards 1992:Talbot Baines Reed
eventually popularised the genre (Hunt 2001: 38ithough only a minority of the
population or potential readers attended publioslsh they remained a dominant
feature and a scene of action in the stories flmng time, partly because of early
authors’ background, principles and ideas, parflyaareaction to early influential
writings (Richards 1992: 2).

As is apparent from the name, the storiesreant a school, typically a single-sex
boarding school. The first stories were written lborys and of boys’ public schools;
stories for girls appeared later with the developihdd all-girls’ public schools. In
the 20th century, the school stories of 1930s w#retly single-sex, communicating
such middle-class virtues as “good manners, thd faeself-discipline, a sense of

! In the British education systempablic schoo(also calledndependent schopis a secondary-level
institution, a private school independent of treessystem both in its funding and administratamg
usually fee-paying. Some, but not all, Aaarding schoolswhere the pupils are boarded, i.e. stay and
live during the school year. (Encyclopaedia Briiaar2009.)
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responsibility and a respect for authority” (Ray20470). Moreover, the narratives
for different sexes differed: for instance, thegjistories depict a close connection
between home and school, in the boys’ stories eatars to home are scarce. Stories
written after 1950s show more interaction betwdmnsiexes (Ray 2004: 467).

Some key “classical” elements of boarding sthsbories are, among others, the
arrival of the new boy, the strangeness of schidmleloping of friendships and foes,
bullying, and the various rituals, codes and scheay}s the new students must learn
(Hunt 2001: 300; Ray 2004: 468). Even the more necarratives draw on the
traditional basis with its trimmings, such as ughiforms and discipline; however,
the content or setting of the story may be inventand novel. Since the 1970s,
authors have had to recognise that their readetsrenaarlier and know more of the
world; early authors’ focus on religion, sports atbleticism have been replaced or
supplemented with modern preoccupations. The gleaseevolved as a reaction to
changes in society and education (Butts 1992:nd)aong with its readership.

Although typical elements and conventionsha genre are still used in modern
texts, it does not have to lead to lack of innoxeatess. The traditional school story
can be spiced up, for instance, by introducing magfo it. Jill Murphy’s Worst
Witch series, written in the 1970s, was among the ifirshe genre to take place in a
magical school (Ray 2004: 477); another obviousrpta is J. K. Rowling’s Harry
Potter series, located in Hogwarts School of Witafiand Wizardry. Nevertheless,
the readers of such “enhanced” school stories tee&dow the genre’s traditions to
understand the books (Lofgren 1993: 307, cited imtH2001: 302). Moreover,
despite the magical aspect, in many respects Hotter books are characteristic
school stories and Harry is “like almost all schetry heroes and heroines, keen,
upright, truthful and brave” (Ray 2004: 477). Rmglhas combined the traditional
conventions with her own innovative contributiowith successful results.

However, unlike in earlier stories, the schiodhe Harry Potter books, Hogwarts,
is co-educational. In fact, Smith (2003: 62) coessd Hogwarts to be rather a
comprehensive than a boarding school: there isni@mce exam, nor is a certain
wealth necessary to get in — everyone with thel $&il magic is automatically
accepted as a student. Nevertheless, for the daltee marrative Hogwarts is, and
needs to be, a boarding school, providing the fraonke of a closed world (and a
world separated from “our own” at that) so essémbighe school story. Moreover, in

accord with the development of the genre and spdetce the 1970s, Hogwarts
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students come from different backgrounds, botherms of their cultural origin as
well as what | call “race”. Some students’ cultuoalethnic origin (Indian or Irish,
for instance) is visible in their names; “race”, tarn, relates to the students’
‘magicality’: those students, whose both pareneswsizards, are sometimes called
“pure-blood”, but many students are of “mixed radedving a wizard and a Muggle
(non-magic) parent. Hogwarts is thus a “multirasiatiety” (Manlove 2003: 186).

4.2.1 The charms and uses of the school story

From the writer’'s point of view, school stories effinteresting possibilities. Early
authors used the school story for moral educatn,it can also help in practical
psychological needs and give guidelines to suriMaint 2001: 303). With the help
of school stories, which typically are read at ga when peers and their opinions are
important, children can “learn how people may raacspecific situations and see
what lies ahead” (Ray 2004: 467, 478). The encl@sedding school is an especially
useful setting for expressing and examining youegpbe’'s problems, concerns and
anxieties within a certain restricting framework,a safe and closed environment,
where only a limited number of options are avagaflhus, authors have used school
stories to deal with issues such as building fréémol, learning to get along with
others, coping with differences, but also racititiades and sex roles (Ray 2004: 476)
— themes that surely are relevant for the readershi

The charms of school stories lie not onlyhia televant thematic content, but also
in that children are at their focal point; adulfeea are at a distance, hovering “in the
backgrounds, providing some kind of disciplinednfeavork” (Ray 2004: 478).
Moreover, the genre may attract in its foresedabitio a degree the stories are
timeless and familiar; the characters are arché&typandship and its thematisation
are at the core of the narrative; and school hfeé school days are presented “as they
should be”, in an ideal form (Richards 1992: 10-129st children know the school,
its rules and rites; therefore identification isiple (Hunt 2001: 300).

The boarding school stories appeal also talewsawho have no personal
experiences on them or who do not even live in teas with boarding school
systems. In Manlove’s (2003: 185-186) view,

With a boarding school story, [the children] haet only the routine of the school itself,
but the sense of a self-contained and organisedneoity, where one’s whole life is

timetabled, one’s place in terms both of houseltgyand school hierarchy settled, and
one’s values made clear. In addition there is fleagure of a closed society itself, not
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just from the friendships and the camaraderie (ut)flom the sense that all actions will
be contained and completed rather than left dissipar unresolved (...) With such basic
assurances, children can enjoy the wildest flighisnagination (...).

The above ideas of safety and closed society tefd¢eefe’s (2004) thoughts, cited

earlier: life in the 20th century world is complard uncertain, and in reaction the
books’ worlds have — and perhaps also (have) ndgtife- become more closed to
provide stability and comfort to the reader. Theacly structured world of the school
story may reassure the reader, as the familiar fafrthe story gives safety — the risk,
however, lies in the formulaic approach (Butts 1982.

School stories have been criticised for pagtioo romantic a view of boarding
school in their unreal depictions of the schooé.liMoreover, Hunt (2001: 299)
claims that the school story might have contributedhe survival of the public
school by making this institution accessible to evaldiences. However, Ray (2004:
479) thinks that school stories generally give aifpe view of an important and
almost universal part of childhood, the school, &tibw a respect for intellectual
and personal achievement.” Perhaps the storiesatsm make the real school
experiences, especially if they are not positivespmmore bearable? Readers can find
parallels of their experiences and possibilitiesdeitification in these stories. The
stories have been adapted to appeal to modernrsbgg@nd the time-old themes of
friendships and anxieties of young age, ever asaaat children’s lives, have been
adjusted to reflect contemporary circumstancesntixiag difficult topics, such as
bullying or loneliness, also by means of elemefhtfaiatasy and the fantastical, as in
the case of Harry Potter, may open the readerss &yenew ways of thinking or

acting, as we will see in the next section.

4.3 Fantasy

Fantasy literature is nowadays usually considenednaependent genre, but as
mentioned in the beginning of the present chagteguld also be grouped under the
broad umbrella of literature for children. Blombeeg al. (2004: 6-7) claim that
fantasy literature differentiated fairly late fraime tradition of fairy tales written for
children; they attribute this development to JRRTolkien and his ess&yn Fairy-
Stories in which he proposed the division between chiitidairy stories and actual

fantasy. lhonen (2004: 80), in turn, believes taatasy became an accepted form of
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children’s literature already in the 1860’s and @87through the writing of, for
instance, Lewis Carroll. In any case, the commansrof these two genres go deep.
Literary genres aside, it can hardly be disguhat the most essential skill and
tool of any author is the imagination, capacityflmmtasy “the process or the faculty
of forming mental representations of things notualty present” (OED). Fantasy
literature, then, is a category of fiction desari“things not actually present”:
something impossible, unimaginable in terms of th&es of our world, even

supernatural. In his ess@n Fairy-storiesTolkien (1983: 139) writes in similar vein:

| am thus not only aware but glad of the etymolabiand semantic connections of
fantasy with fantastic: with images of things thag not only ‘not actually present’, but
which are indeed not to be found in our primary ldat all, or are generally believed
not to be found there.

However, we need to remember that the definitiorfantasy as a literary genre
varies according to culture (Sinisalo 2004: 11-Mat is categorised as fantasy
literature in one country might be regarded as rimaf fiction in another.

In Hume’s (1984, cited in Sullivan 2004: 438pad definition fantasy isahy
departure fromconsensus realityfitalics in Hume’s original]. Sullivan (ibid.) atb
that initially, the only limitations to the posdibies of the narrative are “the author’s
own imagination and skill”. Works of fantasy liteuee usually show this departure
from consensus reality either through the stranggioé the setting or of characters.
A fantastical setting can mean, for instance, thatrules of “our world”, typically
the laws of nature, do not apply anymore (Hunt 2&¥1l), or that the story takes
place in a completely different world or time, ewamverse. Fantastic characters, in
turn, are somehow supernatural or unnatural, sgcfaiges, mythical creatures or
people with special powers. Thanks to the superabtelements, impossible is
nothing; nearly nothing is impossible — the impbksbecomes possible.

Tolkien (1983:132) calls this the act of ‘stdmtion’: the author, as a ‘subcreator’,
“makes a Secondary World which your mind can eriteside it, what he relates is
‘true’; it accords with the laws of that world. Yalerefore believe it, while you are,
as it were, inside.” However, to be believable mal”, the secondary world needs
internal coherence; therefore the author must piayteon to the details of the new
world, such as naming places and characters aatirggea background and a history
for them as well — it is the author’s responsipitibwards the reader (Sinisalo 2004

14). Nevertheless, the world where the story israett havesomefamiliar elements
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(Sullivan 2004: 437); everything cannot be competantastic, otherwise the reader
cannot relate to the story enough to make senge of

Some critics consider fantasy literature tonhberely imaginative nonsense that
has nothing to do with our everyday existence. &etBlomberg et al. emphasise,
“fantasy is a viewpoint to reality or to its reverside, not away from reality” (2004:
7-8; my translation); that is, despite being s#daih strange worlds and introducing
fantastical characters, fantasy stories still avalht tell about us. Therefore fantasy
can present fresh observations about us and oddwBy exploring the fictional
world, readers can find parallels to our own antirgav perspective; moreover, in
the fantastic setting readers can reflect on thwghout the restrictions of our
normal, rigid way thinking (O’Keefe 2004: 11, 1&y examining issues of our life
through a framework that differs completely frone thne where we live in, fantasy
distances the reader from the problems through déktsangement, thus enabling
novel approaches; in addition, its strangenessm@snus that our interpretation of
reality may be imperfect. Thus fantasy does notapscthe complexities and
problems of our life, but offers hope and liberatfoom them. (Ihonen 2004: 77-79.)

Fantasy is at times labelled escapism, fle&iogp everyday life to the realms of
the fantastical. This is often used in a negatesmss, but not everyone sees it so: for
instance Ylimartimo (2008: 23) argues that escapiems not mean escaping from
reality but rather moving to another dimensionparallel reality, which gives
comfort and consolation (cf. Tolkien’s view of faistories as offering “Fantasy,
Recovery, Escape, Consolation”; 1983: 139). Foki€al the consolation, which he
calls eucatastrophgoffered by the “sudden joyous turn” of the st@ynot escapist;
rather it is the most important function of thergt@llowing the reader to experience
“a catch of the breath, a beat and lifting of theatt” (1983: 153-154). Similarly
O’Keefe (2004: 11) regards fantasy “not so much gasescape from something as a
liberation into something, into openness and pddgiland coherence (...) [where]
everything is hypothetical”. The stories, to borrdalkien’s (1983: 129) words once
more, open us a “door on Other Time, and if we pghssugh, though only for a

moment, we stand outside our own time, outside Tis&tf, maybe.”
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4.3.1 Categories of fantasy literature

Fantasy literature can be categorised in variouswane of which is to divide it into
adult and children’s fantasy. Children’s fantasy d¢e distinguished based on its
target readership or on the qualities of the stdfginlove’s (2003: 11) definition
focuses on the readers: children’s fantasy is temitor published for a child
readership up to eighteen, and which some childese read, whether voluntarily or
not”. Yet basing the division of adult and chilchfasy literature on target readers
can be problematic, as on many occasions — HartgPzeing merely one example
— children and adults end up reading the same bdok3'Keefe’s (2004: 13) words,
adult and child fantasy are “collapsing togethestie sees this as a reversion to
earlier times when people, regardless of age, oitea reading the same stories.

Such works of fantasy, for instance thosew®an, Rowling or Tolkien, that are
read by adults and children alike can also be @¢allessover literature. Crossover
literature is distinct from writing for all ageg; arosses over age boundaries, “from
child to adult audiences and vice versa” (Falc@t#4: 556, 557), yet the direction
mostly runs from child to adult, as adults snatphbooks originally meant for child
audiences, Harry Potter being a case in point. Werotterm is cross-writing
(Falconer 2004: 558), in which authors sometimesgewor adults, sometimes for
children, or simply address more than one age giaugheir text. Crossing age
boundaries is most typical in fantasy; then ageany crossover books belong to
several genres simultaneously and combine mat&oah various sources from
fairytales to classical epics (Falconer 2004: 5&2). The definitions are debatable,
and it is not necessary to go into detail here @wor crossover literature in Falconer
2004). Nonetheless, crossover literature is closelsted to the concept of dual
audience; due to this duality differentiating betwechildren’'s and adult fantasy
based on target readership is not always easy.

Possibly a more fruitful way to tell childrenfantasy apart from adults’ is
according to the qualities or characteristics efs$tory. O'Keefe’'s (2004: 22) simply
states that children’s fantasy has children as roharacters. Ihonen (2004: 77), in
turn, bases her definition on characters, themdsganeral presentation of the story
that arouse the interest of child readers. Childréantasy typically includes child
characters and/or a child protagonist, a storylvhéch is thrilling and intriguing yet

ends happily, and clear-cut distinctions of good amil. Yet merely having a child
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protagonist does not necessarily mean that theggrdtory is aimed at children: the
Harry Potter series is read by adults, too.

However, as lhonen (2004: 77) points out, hg\a child protagonist offers the
child reader a chance of identification and alsoes@sychological significance: with
the help of the story the readers can figure ogtvans to real issues they face in
their lives. Both lhonen (2004: 77) and Ylimartif®908: 23) argue that (children’s)
fantasy stories with their typical structure of aesgt (for whatever purpose —
discovering one’s true identity, saving the word,anything in between) in fact are
symbolic for growing up; the trials and trouble® throtagonist faces during the
quest stand for the challenges of growing into @hald. This approach is supported
by Bruno Bettelheim’s view of fairytales (cited @'Keefe, 2004: 18) as helping
children in their psychological growth; from reaglifairytales, children learn models
of dealing with difficult situations and feelings.

Yet another way of categorising fantasy litere, instead of grouping it into adult
and child fantasy, is according to its several subgs. This division can be based on
various attributes: the genre can be classifiedralaeg to the “location” of the story,
that is, in what kind of a world the action takeq®; examples are other world
fantasies (such afhe Lord of the Ringby J. R. R. Tolkien) or future fantasies
(similar to science fiction). Sometimes the locatie very similar to our own, with
only some minor (yet important) differences; Sitos@2004: 18) calls such cases
alternative realities. Fantasy stories can also dgoeuped according to the
characteristics of the storyline, what kinds ofitgb features are present; a few
subtypes are low fantasy and high fantasy, alsleddieroic or epic fantasy, the
foundations for which were laid by Tolkien’s efdibe Lord of the Ringsvhich has
become both a cornerstone and a yardstick foragdr lattempts of writing in this

genre (subgenres of fantasy are examined moreniagk 2004).

4.3.2 Common characteristics

Many fantasy stories, almost regardless of thédgeuare, have certain characteristics
in common: quests, heroes and antiheroes, stereabgidekick-characters or tough-
guys (Hunt 2001). The basic (and much-used) ploicgire of epic fantasy, often
seen as the most complex type of fantasy, is apttgmarised by O’Keefe (2004:
167), who writes that high fantasy stories
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use familiar, archetypal plot motifs and transfdimam utterly: the hero as a child, often
growing up in ignorance of his or hear real powed &entity. The hero being trained
and tested, often, as a youth, making some badehmit of impatience or pride. The
hero on a quest, one of great importance to themaamty, often a war against evil;

helpers appearing, to share the task — animal® wisntors, comrades, magic object.
And the hero returning home, usually successful,aiua cost — a sacrifice, a loss of
normal life, a loss of special powers.

The above elements frequently appear in other tgpéantasy, too. It is difficult, if
not impossible, to draw clear lines of definitioatlween one type of fantasy story
and the next. Strict categorisations are not alwsgmessarily useful, and trying to
find a single stamp to describe a multifaceted werkomewhat pointless, especially
when the story is, as is often the case, a conbmaft various features.

On top of the above, fantasy commonly contaiesnents of folktales and myths
— such as witches, spells, dragons — although xkeneof such influences varies
within the subgenres. Another usual feature indsytis the triumph of good over
evil — characteristic also of school stories, assae earlier. The action in fantasy
novels may be meant to be metaphorical rather tealistic (Sullivan 2004: 438),
but narrative functions usually disguise the allezgd ones (Sinisalo 2004: 14).
There are exceptions, of course; for instance (.e8iis’s Narnia is considered a
clear Christian allegory. Moreover, the more redantasy novels often are compact,
especially in comparison with the vast and stradtyisomewhat vagu€he Lord of
the Rings what the hero needs to do is clear, and the gndimot left totally open
(O’Keefe 2004: 15). This relative ‘closedness’ &stmaps a reaction to today’s world
being more complex than it used to be, for instaimc&olkien’s times (cf. also 4.1).

Including some, many or all of the above-mamid elements in a work of fiction
could earn it the label of fantasy, yet the mogtontant factor, of course, is the story
and how it is told. Bad writing is bad writing evénit is clad in a fancier form.
Having read some examples of less fantastic fantdsglieve | can safely say that
some writers have used the conventional elemestisdliabove to produce stories
claiming the title of fantasy but in which therduwadly is nothing fantastic(al); they
merely combine stock features and predictable phosts with little thematic
substance. Several of these classic characteristitde found in the Harry Potter
books as well, but in this case the combinatiortypfcal elements and Rowling’s

storytelling skill results in a spellbinder.
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Fantasy literature in all its forms has beed probably remains among the most
read genres among readers young and old. O'Keé@4(2L8) argues that reading

fantasy, regardless if the reader is an adultarild, is

a practice and example of making sense of a werltlsuggests to readers that they too
can find sense and pattern in a confusing worldtdsy books don't just help readers to
develop a self; they help them respond to all ihéte non-self.

Fantasy can offer, and often is, an escape and-wilment, but it can also give
readers influences to identification, delight ofsativery and the comfort of
coherence. The fantastical worlds can be as congdeur own; making sense of the
hidden rules and laws of the fictional world chatles the reader (O’Keefe 2004: 20,
21). The same books attract readers of differems agr different reasons: the
archetypal characteristics and plot structuresaageod invitation to young readers,
whereas adults might be drawn to fantasy more tfothematic content and new
approaches to old issues. As Ylimartimo (2008) {soout, fantasy novels often are
enriched with various types of humour, which on edavels, especially in the more
subtle or critical forms, may be accessible onlyht® grown-up reader, whereas the
more obvious jokes and puns amuse everyone eqii&léydelights of fantasy are as
varied as its form and readership.

In this chapter we have looked at three tygddderature and discovered that they
are in many ways interconnected: most school st@e some fantasy stories could
be called literature for children; children’s liaéure and fantasy literature share part
of their early history; traditional school storiegn be complemented with elements
of fantasy literature, and so on. Moreover, evautjn children have been central in
this discussion, adults and their involvement inldehn’s literature have been
examined, too — as producers and as an influentegl®o as readers, either reading
for their own child or for the child within. Furthewe have seen that defining or
describing broad literary categories such as dbldr literature or fantasy is not
always simple; however, we can pinpoint some comrmogracteristics in many
texts within each genre. Next we will turn our atien to the common nominator

connecting these three literary genres in thisysttiee Harry Potter series.



59

5 DATA

The present chapter introduces the data for thdysttithand, starting with an account
of the life of J. K. Rowling, the author of the iaPotter series. The next section is
dedicated to discussing the Harry Potter booksy bitefly introducing the series’
Finnish and German translators. Finally, the actiath, consisting of characters’
names in the first three Harry Potter volumes issented. | will also outline the

reasons for choosing the present material as thesfof this research.

5.1 About the author — J. K. Rowling

Joanne K. (Kathleen) Rowling was born on 31st ¢f 1965 into an English family.
Having finished school in 1983 she went to the @ity of Exeter, earning a
degree in French and Classics in 1986. Rowling meg#&ing about Harry Potter in
1990 after the idea of the boy wizard, and as slys,sall the details of the story
“simply fell” in her head during a train ride froManchester to London. After some
years, she left for Portugal to teach English, waglon her manuscript in her spare
time. Following a short marriage and the birth ef first child, Rowling returned to
the United Kingdom in 1993, settling in Edinburglthwher baby daughter; this is
probably why she has at times been called a Skattithor. (Rowling 2009.)

Rowling finished the manuscript in 1995, afteérabeing initially turned down by
a few publishersHarry Potter and the Philosopher’'s StoileS was released by
Bloomsbury in 1997 under the name of J. K. Rowlmgjead of Joanne Rowling; the
extraK was taken from Rowling’s grandmother Kathleen. irigals allowed room
for mystery on whether the author is male or femsilece Rowling’s literary agent
feared that boys would not read works of a womatew(McGinty in Beahm 2007).
PS acclaimed by critics, won several literature @sizincluding the British Book
Awards’ Children’s Book of the Year (Bloomsbury 2)0After PSwas published in
the USA in September 1998, renamiédrry Potter and the Sorcerer’s Stgne
Rowling became a full-time writer — fulfilling hdéife’s ambition (Rowling 1998).

Rowling’s interest towards reading and litaratstems from her childhood; she
wrote her first piece, a short story “Rabbit”, Aetage of six. In addition to her
teenage favourites, Jane AusteBimimaand J. R. R. Tolkien’sord of the Rings

Rowling has found influence in the writings of C.ISewis and Jessica Mitford,
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among others — influences she has never sougideqMcGinty in Beahm 2007: 9).
Yet Rowling identifies most with Edith Nesbit, wieoshildren’s stories inspired her
in her childhood. Echoing Nesbit, Rowling has stidt authors should not write
children’s books unless they remember what it vikkestb be a child. (Smith 2003:
40, 42, 86.) In her own writing Rowling has used aombined influences from her
readings as well as myths, legends, fairytalesticrg her own mix of the elements.

In addition to the Harry Potter books, Rowlggvritten works include three
companion books related to the series, with theocgeds donated to charity:
Fantastic Beasts and Where to Find Thand Quidditctf Through the Agesvere
both released in 200Tales of Beetle the Bard set of five fairytales, was originally
released only in seven handwritten copies in 206t ¢he final instalment of the
Potter series; a printed version became availabiehie general public in 2008. At
the request of the English writers’ association PR¥wling wrote an 800-word
prequel to the series (Rowling 2008). Prior to Md&otter, Rowling worked on two
adult novels, which however have never been puidish

The tremendous popularity of almost anythielgted to Harry, from companion
books to movies to magic wands and brooms, hasecteaprofitable business, and
the interest towards Harry continues, as do hopdstare releases. To many fans’
disappointment, Rowling has no intent of writingquels or sequels to the series she
always intended to contain seven parts; howeverhsls hinted at a possibility of an
encyclopaedia (Rowling 2009). For the time beinggex Potterists need to be
content with what is available: the seven Harrytétdiooks.

5.2 Harry Potter series

Discovering the reasons behind Harry Potter’'s panqityl is not easy, as the basic
ingredients that make up the story are not readiglf. Morsels of myth, spoonfuls of
legend and chunks of school stories have beenw@hble in the future) put together
in a variety of ways many a time to result in naves of diverse taste. Rowling’s
work is a melting pot, a cauldron, of influencesnfr various literary sources, scraps
of folklore, reused bits of tales already told. @mm (2000, cited in Hunt 2001: 123)

has described Rowling “a wizard herself at the magji bricolage: new stories

2 Quidditchis a magical wizard sport, played in the air witayers riding on flying broomsticks.
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crafted out of recycled pieces of old stories”fdot, Sullivan’s words below could
just as well apply to Rowling:

Tolkien would have known (...) that the tradition&bry-teller was not inventing new
stories but retelling old ones, that the art of sheryteller was not (...) in inventing
something new but in retelling something old artdlliag it very well. (2004: 443)

Rowling’s mixture, “an eccentric blend of the comébly predictable and the
unsettlingly unexpected” (Hunt 2001: 123), turned successful.

5.2.1 Synopsis

The starting point is classical: Harry Potter igyaung and friendless boy orphan,
disliked and bullied by his stepfamily. However,rHés life gets a completely new

turn when he discovers that he is a wizard andlennothe Hogwarts School of

Witchcraft and Wizardry to learn magic. He alsodBrout that his parents had not
died in a car crash, like his foster parents cldoot, were murdered by the most
dreaded dark wizard, Lord Voldemort. Acting upon naysterious prophecy,

Voldemort had tried to use a killing curse on b&tayry, too, but failed and lost all

his powers. As Harry is the only known survivor safch a curse, “the boy who
lived”, in the wizarding world he is a celebrityetynot everyone admires him
because he “defeated” Voldemort: reasons for diskike either related to the
downfall of Voldemort or personal loathing.

As the present paper’s focus is elsewherbpe summary of the series’ storyline
will suffice. The books move chronologically thrdublarry’s years at Hogwarts and,
with the exception of the seventh book, follow Hane structure: they start off in
the non-magic Muggle world around Harry's birthdalyen change the scene to
Hogwarts at the beginning of the term, go throughttighlights of the year — such as
Hallowe’en, Christmas, exams — and in the end thgical train Hogwarts Express
brings the students back home for summer. Thiscbastline is enhanced with
intricate plot twists that are mostly book-spegifimit some contribute to the main
narrative overarching the whole series. | will Byigoresent the main plotlines of the
first three books from which the data for the ams@lystems; naturally, all three
novels contain other subplots, but as they beaelavance to the core of this study
they will not be dealt with here.

The first book,PS building the foundation of the story, introduddarry and

other central characters and explains the basi¢keofvizard world and Hogwarts,
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such as school rules, subjects or school sportdgaid Harry and his new friends,
Ron and Hermione, not only learn magic but also @mdn trouble when trying to
solve the mystery surrounding the enigmatic Phpbgo's Stone being kept safe at
the school. The second volum€oS explores sinister events taking place in
Hogwarts that seem related to a 50-year old mystedyto an ex-Hogwarts student,
Tom Riddle, later revealed to be VoldemoRoA the only book without a
Voldemort-related plot, depicts Harry’s third yedmHogwarts, focusing on a wizard-
hunt to catch Sirius Black, escapee of the wizartdop Azkaban.PoA is
thematically darker than previous books, dealinthvigar, uncertainty and death, as
well as ambiguous issues related to identity, amymzharacters turn out to be
something or somehow different than they seem erstinface.

Although there is an omniscient narrative eoite books reflect the viewpoint of
Harry. The events, and to some extent the chamsctare depicted quite
straightforwardly, especially in the first book(shad the differences between good
and evil are clear-cut: the personae are presagesgither unquestionably good or
irrevocably bad. Yet book by book, both Harry ahd story mature: Harry moves
through the archetypal anxieties of teenage liid thie events and the narrative gain
more serious tones, depth and darkness. Gradundlyplack-and-white division of
good and bad, too, gets more ambiguity and shadgsyp, presented in particular in

the shape of Professor Snape, but reflected alsiaiiry’s personal development.

5.2.2 There’s something about Harry

According to the theory of mythologist Joseph Caetpfrited in Blake 2004: 24-
25), a heroic journey is an age-old narrative, camrto all cultures: a hero, who
often is orphaned, turns from an anonymous nobo@ntimportant somebody when
he (in general the heroes have been males) hedns distiny and grows stronger
and braver to finally face and defeat the powerdaskness. The hero being unaware
of his greatness at the beginning of his questdsssic pattern in fantasy literature,
as is the revelation that an orphaned child actureb great powers (lhonen 2004: 88,
90). Moreover, according to Campbell’s theory, fherney to defeat evil is also a
quest for identity, as the (orphan) hero triesind but or define who he is, where he

comes from and what his place in this world is.
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The above aspects apply to Harry's charattisrordinariness is emphasised in
each book, he has no idea of being famous untl, @mhd he is at first a reluctant
“hero”, crediting his success in thwarting Voldemtar luck or circumstances. Harry
is an “archetypal antihero” (Hunt 2001: 122), artsaler destined to great deeds in
the future, although at first totally unaware of hole. His growth to be the defeat of
Voldemort is simultaneously a journey where hesttie find his roots, define his
place among his classmates (and in the wizard ts9c@ad form a new identity.
Discovering self, growing up, embarking on a queite books depict the growth of
a young, unimportant person (Blake 2004: 24), whgtlthe classic format of a
Bildungsromandescribing “a person’s formative years and dgwalent” (OED). In
fact, much of mainstream fantasy could be seeressethdants of thgildungsroman
in a simplified format (Ihonen 2004: 90). We seattRowling has combined various
traditional constituents of a hero-in-the-makingrake Harry seem sympathetic.

Harry's character as described above is a emxample of the kind of wish-
fulfilment this genre can at best depict. Harrgigactive, especially to the younger
readership, because he is not a wonder child dragst-A-student, nor the most
popular in his class, albeit famous. Rather, heverage in his looks and studies and
breaks a school rule or two in the course of hi®as, yet is “a stunning Quidditch
player, and a brave, stubborn fighter against #r& tbrd who made him an orphan”
(O’Keefe 2004: 178). Despite being destined to isenp Rowling’s protagonist is
not asupehero, but more like the boy next door, talentedame things but with
problems in other areas of life; a more or lesg&lable creation, not without faults,
yet readily likeable. Therefore Harry is easy farnm to relate to and identify with.

Not only Harry, but also other characters revelightly archetypal (Beahm 2007:
24), offer young readers chances of identificatidarry’s friends, most importantly
Ron and Hermione, form a kind of “dream-team”, dtag by his side through thick
and thin and developing a strong bond through shaxperiences, boring classes,
exciting and dreadful adventures — who would nontwe be a part of such
friendship? Moreover, Hogwarts is a safe haven,caldvclosed from outsiders,
“reassuring, clearly structured, and hierarchi¢@l'Keefe 2004: 177); our own, non-
magic Muggle world is left outside its borders. Guicated themes, such as
friendship, growing up, or varying forms of evigrcbe dealt with in controlled ways
in such a secure setting. In sum, relatable chengotxperiences reflecting those of

the readers, and the possibility to explore diffidihematic territory in assuring
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textual surroundings are, although not unique, ribekess important factors

contributing to Harry’s popularity.

5.2.3 Commendations and criticism

Rowling’s work has been both acclaimed and criédjsoften because of the same
reasons: for recycling old themes and ideas andibgithe story around clichés. For
instance Holden (Observer 2000) considers the Rotte be “one-dimensional
children’s books” full of nostalgia, offering a cssrvative and condescending view
of Britain. Holden further questions the “generarphan child-hero and the boarding
school setting, preferring instead a comprehensaszechool of the kind with which
most of those millions of young readers can idghti€Critique has also been aimed
at, for example, black-and-white characters, thekbb structure where exciting
adventures are followed by stagnant phases regeatid explaining the previous
action, as well as lack of clear rules, inner cehee and dimensionality in the
magical world (Sinisalo 2001). Ihonen (2004: 92wiver, considers it as a strength
of the story that the revelation of who actuallg #re good guys is not as clear-cut as
the black-and-white characterisation would haverdaglers believe.

Criticising Rowling’s way to cram revelatior ‘behind-the-scenes’ information
into final chapters, Manlove (2003: 190-191) fetblat the narrative levels of school
life and detective-story “can produce too violenjegk when brought together”.
Moreover, using Philip Pullman’slis Dark Materialsas a benchmark, Manlove
contrasts Pullman’s main character, the active Lwiao “has to journey away to
find her happiness”, with a more passive Harrythiftgs are done to Harry (...) he
himself actually initiates little” (ibid.). For isance, in his “fight” against Voldemort,
Harry reacts more to events as they happen to imstead of actively trying to
prevent evil things from taking place.

One should remember that the above criticisnese written around the
publication of the fourth book and the points maudght not apply to later volumes.
The first book or two are somewhat straightforwdight and childish in their tone,
but the following volumes, especially books fourseven, out of the scope of the
present study, are more multifaceted in their tnesmt of the characters and
development of the story; also their language apshlong with the maturing of

Harry and the narrative. Yet some things remaichsas Rowling’s tendency to
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present “what really happened” chapters at the @nthe book, and there is no
“wider explanation” to be expected at the seriesl.e

In Manlove’s (2003: 190-191) view, the Harrptfer series is devoid “of a
rationale, a fabric of meaning into which events &itted.” However, as Falconer
(2004: 562) points out, the books “are not builtctmvey epic gravitas” and their
lightness, in her view, is their strength. Manl@2803: 192) finds the series’ charm
in Rowling’s skill to express “a child’s ideal wdrland a child’s way of seeing”
through her words. Moreover, for lhonen (2004: Ba)ry’s ambivalence is a strong
point of the story; Harry is most unsure of himsetien his skills and actions
resemble the evil forces of his nemesis too mudte generic orphan hero”, the
boarding school setting and other “clichés” ardyelieve, narrative tools used to
deliver the story in a format understandable arsilyetollowable for young readers.

Harry Potter has become what Hunt (2001: 3J)sca “multi-dimensional
experience”: on top of books and films, there amednreds of websites about the
series; fans write “fan fiction”, i.e. their ownigpoffs, sequels and prequels to the
books; one can buy all sorts of related merchandise brooms to wands to action
figures; even the actors in the films and Rowlirggself have become part of the
larger community (Hunt 2001: 123). Fantasy mixeshweality — an interesting
parallel to how the wizard world blends with th&t\uggles in the books — as fans
can attend organised Harry Potter tours, visitfilneing locations or pose with the
luggage trolley at the platform 9% at King’s Crasation in London, not to mention
dressing up in robes and wizard hats and act wetrble playing games as Harry,
Hermione or Draco. Even academic studies, sucheasrte at hand, contribute to the

experience. Rowling has successfully updated alchtiges to the 21st century.

5.2.4 Magic in translation

This phenomenally successful series has, of cobes) made available for readers
outside the English-speaking world, too, in 67 laages. The Finnish translations of
Harry Potter books were the creation of Jaana Kdadta (born 1955), who has
been translating from English into Finnish since t©80s, working mostly on
literature for children and young adults. Kapatiaa vivid Potter translations have
received acclaim and she has been awarded, fankest the FIT's (International

Federation of Translators) Astrid Lindgren prize2id02 and Finland’s State Award
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for Children’s Culture in 2007. (Facta 2007.) Ther@an translator, Klaus Fritz
(born 1958), is a freelance journalist who staftedcareer in translation with non-
fiction. Harry Potter was new ground for him, asnitary to Kapari-Jatta, he had not
translated children’s literature (uebersetzerpa&a?003).

Like all other translators, Kapari-Jatta andtzFfaced certain challenges,
especially with the first paRS as decisions had to be made that would bearlon al
the upcoming books: what to translate, and how?r8ng choice made in earlier
volumes can have serious repercussions in lates and any small and seemingly
insignificant detail can turn out to be of greatdasurprising importance.
Characteristic of Rowling’s writing and challengitige translator are “Potterisms”,
newly coined words, such &uidditch or Muggle A central translatorial decision
regarded the names in the books, and translatatsf@ment countries found varying
solutions in treating Rowling’s imaginative anthooymy. Some, such as the
translator of the Brazilian Portuguese version\Wgler, have translated everything,
whereas others have left most of the names intathe core analysis, beginning in
Chapter 6, we will discover the Finnish and Germalutions to this issue; however,

before proceeding there we will take a closer labthe data for the present study.

5.3 Data

The primary sources for this study are the firsed¢fiHarry Potterbooks (published
1997, 1998 and 1999) and their Finnish and Germaarsiations (see Bibliography).
The data consists of characters’ names collecteéberfirst three books in all three
languages. The names are divided into three graugses of Hogwarts students,
names of Hogwarts professors and other staff mesnhed names of wizards other
than Hogwarts students or Hogwarts personnel. Ftben English originals |
collected 99 names, out of which 33 are names @wdaots students, 19 belong to
Hogwarts personnel and 47 are names of other vaz&idhilarly, the three books in
German have 99 names that are divided in the saayeiwthe three groups. The
Finnish translation, however, has 101 names; tleeextra names are found in the
category of names of other wizards, making itsl to¢ene count 49. In total the data
for the present study contains 299 names (see AligeEn1-3).

In the analysis, which follows in chapters 6+&ill mainly focus on the names

of central characters or on such names that oteerase important and significant
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for the purposes of the study. Therefore each Hesteel in the Appendices 1-3 will
not be discussed in equal detail, due to the sieerof the data. However, if same
kinds of translation patterns can be found in s@veames, | will attempt to
generalise, where possible, supporting my conahssigith examples taken across
the material. Inevitably the analysis will also tan consideration about the
meaning of the names, because many names in ma@aia some ways expressive
or semantically loaded. My method of studying tlzenes and their translations is
descriptive, but also comparative; | do not wishniake value judgments on the
success of the translations, but rather focus aat whmy view is gained, or lost, by
the translatorial decisions. In my analysis | wilake use of terminology presented
in Chapter 3 concerning the translation of literagynes (see 3.3.2).

Because the data contains several semantialjed or meaningful names, a
central question in the analysis is whether they warderstandable to the reader,
especially if they are retained in their originairh. As | am not a native speaker in
German, | unavoidably approach the issue of theesanmderstandability from an
outsider, or etic perspective. | am aware that ssumptions about how the German
translations work (or do not) and what kind of efféghey have on their intended
German readership may not reflect the actual way G@rman readers feel about
and react to them; nevertheless, | believe thatidieg my comments is valid for the
purposes of the paper. In comparison, as a Finrevajuation of the names in the
Finnish translations stems from an emic point efwifrom within the language and
culture; nevertheless, how | understand the naraesik by no means the “correct”
interpretation — only my personal view. Therefole tclaims in the following
chapters are open for debate.

To return to the research questions present€thapter 1, they were as follows: 1)
to find out if the names have been translated (ireravise modified) in the
respective target languages or not, and to dispossible reasons why; 2) to
discover what kinds of names have been translatédaw; 3) to see if and how the
semantic content in the semantically expressive esarfound in the data is
transferred in the translations. | had some hymah@bout potential answers prior to
the analysis: the first assumption is that the laggs in question would influence
the extent of translation, as one is a Germaniguage like English and the other is
not; therefore linguistic reasons would necesstabee translation into Finnish. My

second assumption is that semantically transparantes would be more readily
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translated than names with more obscure meaniniggdly, | assume that the
differences in the two translators’ professionatkgmound might influence their
decisions to some extent. In the following chapteeswill discover answers to the

above questions and see if the hypotheses wereadecu

6 ANALYSIS OF HOGWARTS STUDENTS’ NAMES

In this first chapter of the core analysis | witudy how the names of Hogwarts
students are treated in the translations and dispassible reasons why the names
are presented as they are. The complete list ofMddg students’ names can be
found in Appendix 1. At first, | will examine theames of three protagonists, Harry,
Hermione and Ron, more thoroughly because the ctemsaare in the core of the
action throughout the series. Next | will look Aetnames of other students, and
finally analyse the name of Harry’s school antagfridraco Malfoy, in more detail.
The names of other students are grouped aogotd their Hogwarts houses.
School houses are a boarding school phenomenatergtuiare divided into different
groups called houses which compete against eadr dtiring the school year. At
Hogwarts there are four hous&syffindor, Hufflepuff RavenclawandSlytherin and

the students’ lives are determined and limitedHgydhoice of the house, which

[...] will be something like your family within Hogarts. You will have classes with the
rest of your house, sleep in your house dormitarg spend free time in your house
common room. ... Your triumphs will earn your housenps, while any rule-breaking
will lose house points.PS 126)

Each house values somewhat different qualitiehér tstudents; qualities that to a
degree are reflected in the house names, and soe®ein the students’ names too.
(In Appendix 1, each student’s house is indicatgdaletter following the name.)

Yet before we reach that point in the study, wd fiist look at the names of the

central characters, starting with the person wha das name to the whole series.

6.1 Harry Potter

‘What’s his name again? Howard, isn't it?’
‘Harry. Nasty, common name, if you ask me.’ (PS: 13
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The name of the protagonist is central in probalilyvorks of fiction, because it can
influence the reader’s impression not only abowt tharacter but also about the
whole piece of writing. Nord (2003: 183) believésittthere is “no nhame in fiction

without some kind of auctorial intention behind As Bertills (2003a: 54) states,

The name is the umbrella term for all the otherrabi@ristics, for example descriptive
passages about the character’'s appearance, agelsandour (...) given in the context.

A poorly-chosen name that is ill-suited or unsyrnpft might even diminish
reading pleasure and distance the reader from tbtagonist's fate, instead of
arousing empathy and identification. In contrastmemorable, inventive or in other
ways suitable name may live on even outside thévdiccontext — consider, for
instance, such protagonists Rppi Langstrump Frodo Baggins or Oliver Twist
Nowadays the namidarry Potteris close to arousing as strong connotations @sde
as the three names quoted above.

The nameHarry Potter, is almost as typical a British name as a hamegedn
with the first nameHarry regularly appearing in the top 5 of most populaby
names in Britain (Office for National Statistics@). The preceding sentence points
out two functions of the name, which likely at t@me time are reasons for selecting
it: firstly, the name isordinary, in no way outstanding or special. Giving a fietiv
person such a normal name can be used to emphibsisharacter’'s normality in
comparison with the surroundings (Ainiala et al020336-337). Harry is removed
from his British backdrop and introduced to the Maf wizards, and just like Alice
in Wonderland, is suddenly among curious charadieesghosts hovering through
walls in a strange setting, where staircases maonke ceilings reflect the weather
outside. A name taken from normal anthoponymy seteeaccentuate the contrast
between the two worlds. However, in Harry’'s case tlame’s normality functions
also contrarily, simultaneously highlighting thetfghat Harry is “as not normal as it
is possible to be"@oS 9) — after all, he is both the boy next door andescendant
of wizards, and a famous one at that. If we loaksef at the namBElarry, it is a
Medieval English form oHenry, a popular name for rulers, which in turn derives
from GermanicHeimirich/Heinrich ‘home ruler’ (behindthename.com 2010). How
much such etymological meanings have influenced IRgwn selecting this name
for her protagonist is debatable, but we can prestinat she has not been completely

ignorant of the name’s origins.
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Secondly, as Oittinen (2008: 125-126) mentidine name clearly refers to Great
Britain, connecting the story to a particular crdtuand therefore Harry’s British
background, visible also in the name, is of impwrea Renaming the protagonist
Harri or Henry would give a different impression and change kbth character’s
cultural background and the story’s context. Thaneftranslators of this series in
general have not altered the name, because itcis auclear cultural connector.
However, according to Van Coillie (2006: 133-13#%pgnslators whose aim is to
facilitate readers’ identification with the storyagn want to change a character’s
name; they “assume that young readers can moréy edentify with a character
whose name sounds and looks familiar.” Such annaegti could be used to justify
even (or especially) the translation of the proragfs name.

Yet the name is only one, albeit central, aspe a character that can influence
how well the reader identifies or empathises whth fictive person. In Harry’s case,
as we saw above in 5.2.2, his character is draftesdich a manner as offers many
chances of identification: on the one hand his ayelooks and mediocre success in
his studies, on the other hand his skill as a Qtdddolayer and his transformation
from a bullied nobody to a significant somebodyother words, the reader, whether
English-speaking or not (and furthermore, whethming or old), is presented with
plenty of points of identification other than thamme. Even if the name Harry seemed
foreign to for instance a Finnish reader (whiclhotvadays probably would not, as
young readers are extensively exposed to the Entdisguage quite early on), it
would not hinder the reader’s identification witietcharacter.

6.2 Hermione Granger and Ron Weasley

As Harry's closest friends, fellow Gryffindor stude and central characters in the
series, Hermione Granger and Ron Weasley desemera thorough examination.
Rowling has given her female heroine a very exoepli name of Greek origin:
Hermione. Rowling “consciously set out to choodedwling in Lydon 1999) such
an unusual name for her bushy-haired bookworm kit@l-character because she
“didn’t want a lot of fairly hard-working little gis to be teased” (ibid.). The name
might seem strange and old-fashioned, especiallyotmg readers, but to others it
might bring to mind another heroine, Shakespedtfleisnione inThe Winter's Tale

True enough: the Shakespearean Hermione has in#8deRowling in creating her
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own, even though the characters are not alike (82003: 68; Rowling in Lydon
1999). For those familiar with French, the name hhiglso call to mind the word
hermine in English ‘ermine’, a small animal in the weasdébe (OED). We will
return to this association below.

In the Finnish translations, Hermione’s fulinne is retained, but the German
translator has opted for changing the first nante kermine This rare German
name is a female form éferman an originally Old High GermarA{thochdeutsch
name meaning warrior (behindthename.com 2010).h@rohe hand it makes sense
that a foreign-sounding name is replaced with oqastiag in German anthroponomy,
especially since in their spelling the two resendaeh other; on the other hand such
a change inevitably slightly alters the idea of tharacter, especially if we take into
account the names’ etymological roots (one is afe®&rorigin, the other of German).
Moreover, the result is an incongruous combinatba German first name and an
English surname Granger.

Harry’s best mate Ron (Ronald) Weasley isyinengest but one of the brood of
seven red-haired Weasley children. If we consitlergtymological origins of Ron’s
full first name Ronald, we discover interesting wections to his role in the books:
the name is derived from the Old NoRRagnvaldr a composite ofegin ‘advice,
counsel’ andvaldr ‘ruler’ (behindthename.com 2010). Thus, from ayeilogical
point of view the name Ronald could be interpretedlescribing a person who is an
advisor for someone in power. In the books, Rornignany respects Harry's
“adjutant”, an associate in his actions and a |égahd; moreover, remembering the
etymological connections of the name Harry to sjles discussed above, we could
argue that the level of motivation in Ron’s namaas coincidental.

Ron’s surname Weasley inescapably calls upatations with the wordveasel
This connection is also made clear in the bookgnabraco Malfoy taunts Ron with
the nickname Weasel, calling Harry and Ron “Pottg the Weasel’RoA 80). The
German version expresses the same taunt as “Ruadtgdas Wiesel’GvA 86) “with
the expectation that the German reader will makermection between ‘Wiesel’ and
‘Weasley” (Jentsch 2002: 295-296). In the Finnfisimslation the connection of this
nickname with Ron’s surname is lost, as the gibeeiglered with “Potta-Harry ja
Rotta-Ron” AV: 88); the wordrotta (rat) associates the insult with Ron’s pet rat

Scabbers, rather than with Ron’s surname.
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However, even though the animal referred @anges from a weasel to a rat, the
connection to a small animal is nevertheless maeta Moreover, the translated
taunt makes elaborate use of alliteration by repgahe lettergo- (RottaRon); in
addition, the close connection between the two attars, Harry and Ron, is
highlighted with the rhyming wordpotta and rotta. On a side note, the double
entendre of the nickname Potty, meaning both ‘Hiygtrazy’ and ‘chamber pot’, is
partly rendered in the Finnish translatigroita ‘chamber pot’), and the association
to Harry's surname Potter, of which the nicknamawes, can still be recognized.
The German translation, in turn, takes the insgltickname Potty as is — whether
the German readers can grasp (either of) the mg@irof this taunt can be
questioned; moreover, if the lexical meaning of niekname is not available to the
reader, the nickname loses its central functiomielsnames typically areneant to
be understoo@nd therefore are descriptive, as pointed ouiegan 3.1.1.

Of special interest in the surnaiveasleyis its connection to Hermione’s name:
the Frencthermineand Engliskermineboth mean an animal in theeaselkribe. It is
unlikely that Rowling with her extensive studiesdamowledge in French would
have been unaware of this connection. Accordinditoala et al. (2008: 337), if
characters have names that structurally resemicle @her, this may infer that the
characters have a special relationship or connetticeach other. As concerns Ron
and Hermione, what kind of a special relationslhipythave may be discovered in
later volumes of the series. The etymological catinas underlying this bond will,
however, remain in the dark for many readers, emeBnglish, but especially for

those whose access to the story is in a langudge titan English.

6.3 Other students from Gryffindor, Hufflepuff and Ravenclaw

As may be expected, based on the previous exantp&esames of other Gryffindor,
Hufflepuff or Rawenclaw students appear in theigioal form in the Finnish and
German translations. Just like in the case withryfmmame, the students’ names
belong to real-life English language anthroponymg #hey anchor the story in its
cultural, i.e. British, context, so it is reasorat® leave them untouched. Changing a
name such aslannah Abbottinto Hanna Apponerwould shift the name and its

referent into another language-cultural context Bértills 2003a: 18) and cause
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confusion, because the overall frame of referenfcéhe story is British. Thus,
keeping the English names helps “create a senslacd” (Jentsch 2002: 286).

Accordingly, in the Finnish and German tratistas these names function as
cultural markers, implicitly indicating the characs cultural origins. However, this
function is culture-specific: in other words, whpeoper names function in this way
in Finnish and German literature, proper namespangh literature, for instance,
“are more generally adapted to Spanish morphold@drd 2003: 184) and the
character’s nationality or cultural origins needb® made explicit in other ways.
Interestingly, according to Van Coillie (2006: 13@) the Spanish translations of
Harry Potter the characters’ names have consigtba#n kept in their English form.

Many of the names in this group are in othaysvsuggestive of their referent’s
cultural background, such as the nanResvati Patil (Indian), Seamus Finnigan
(Irish) or Cho Chang(Chinese). In these cases a translation is nassacy or even
hoped for, because the names indicate their refsrerationality or cultural
background, in comparison with the fellow studettiat have more “typically
English” namesHannah Abbott, Katie Bgll As such they are an example of what
Ainiala et al. (2008: 341-342) cakalistic but unauthentic literary naméef. 3.2.1
in the present paper). Consequently, retaining threthe translation helps maintain
the authentic feeling of the story.

Moreover, the culturally connotative valuetloése names may be a central part of
their informative content (Bertills 2003a: 196),ialnis yet another reason why such
names should not be changed in translation. Therallcontent of these names is
probably self-evident to native English readerg,ibis more difficult to estimate the
extent to which non-native readers (young ones artiqular) can grasp these
connotations, especially if they do not live in alticultural society where such
“foreign” names are a commonplace. However, evéinafreader does not recognize
the cultural meaning of such names, what everyereadrelycan understand is that
the characters with so different names also haWerent (cultural) backgrounds.

In both Finnish and German renderings thestedars have opted for non-
translation of the students’ names. In light of thkove this solution seems
reasonable. As the majority of the students’ nabedsng to English anthroponymy,
and as the guiding idea for both translators setntsave been not to distort the
Britishness of the names, the names have not bdearged. Furthermore, according

to Klingberg (1986, cited in Bertills 2003a: 19&ames “belonging to everyday
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language and without any special meanings thatrélaglers have to understand
should not be altered without a strong reason”.axeless, things such the comical
aspect of the (sur)nanigeville Longbottonor the Irishness of the nang&eamus
Finnigan might be lost to TL (Finnish and German) readars] therefore the aid

offered by the name to this fictive person’s chagasation is similarly unavailable.

6.4 Draco Malfoy and other students from Slytherin

An important character in the Potter series is Didalfoy, a student in the house of
Slytherin. As Manlove (2003: 189) puts it, Slytmers “filled with the malevolent,
the envious and the bullying sides of the humarragdtars”, of which Draco is a
good illustration: a nasty young boy, who does stk from hurting others — a
schoolbook example of a bully. He shows clear distiavards people he considers
his inferiors and towards “the others”, orudbloods wizards who come from a
family with no wizards, i.e. of “pure human” desteBraco is the figurehead of
Slytherin students and leads his pack of bullieec®ht Crabbe and Gregory Goyle.

Now why would we suddenly find among a grodpschool kids with clearly
British names a boy with such a distinct name aacB®rMalfoy? One explanation
can be discovered in the name itself: firsraco is Latin for dragon; the name
could also derive from the adjectideaconig ‘rigorous, harsh, severe, cruel’ (OED).
As Oittinen (2008: 125) says, the name may remsdfiDracula and dragons; these
connotations are open for non-English readers,3econdlyMalfoy is a compound
of the prefixmal-, originating in Old Frenclmal or classical Latimale ‘ill, badly’
or malus‘bad’, and the wordoy, which is obsolete in Modern English, but onetsf i
old meanings was ‘faith, allegiance, homage’ (OEDus, Malfoy would mean bad
allegiance or bad faith. Even if the English-langgiaeader would not understand the
compoundMalfoy, he or she will realise to which direction the mahints at, thanks
to other English words containing the negativeigrefal-, such as the wonahalice

We see that the name and its semantic coraédtto the portrayal of this
character: Draco’s nature as harsh and cruel t@vatiders as well as his family
allegiance to Voldemort, revealed early on in theKs, are reflected or intensified in
his name. By means of a name with such linguistictent and, moreover, a name
that in its form clearly stands out from among thker students’ names, Rowling

can point out that this character is in juxtapositio Harry and his friends. Yet both
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Finnish and German translators have chosen noanslate the name. We may ask,
like Oittinen (2008: 125), whether the connotati@mmtained in the name, which
clearly are of importance to the interpretatioriro$ character, are discernable in the
translations, especially in Finnish.

Further fascinating names are given to Drabals/ buddies, Vincent Crabbe and
Gregory Goyle, who are both thickset and mean-logpPS 119-120). Their first
names belong to English anthroponymy, but the soesaare more imaginative,
giving additional information about their referentthe wordcrab is quite clearly
detectable in the surnant&abbe which might reflect the character's slowness of
wit or stupidity. In fact, neither of the two is ryebright, as is exemplified by
Malfoy’'s comment to Goyle: “Honestly, if you werayaslower, you'd be going
backwards” CoS 243). The nam&oyle in turn, could be a clipping ajargoyle
this notion is further augmented when the characteame is pronounced as a
whole, as the sound of the first name Gregory sdemsho the lacking prefigar-.
The name calls up connotations of something uglgnegrotesque, and Goyle, with
his wide and muscular body and “long, gorilla arrBdA 63), would appear to fit
the description. Crabbe and Goyle are describdarasn-over-brain types, who as
Malfoy’s minions form the antagonist trio to théatt of Harry, Hermione and Ron.
We may question if the Finnish and German readews grasp these subtle
implications, as the names are retained in thé&giral form in both translations.

Also other Slytherin students have names tratthe one hand reflect their
unpleasant character (which in the books is takengranted for everyone in
Slytherin) and on the other hand create unity witthie namescape of this house,
making the students’ belonging to Slytherin morédent. For examplMillicent
Bulstrodeand Marcus Flint are described to be just as nasty and ruthlesheas
names make them seem. However, because the nagnest dranslated or explained
in the Finnish and German versions, most of thenotations in these names, and
consequently the consistent image of the housd&iyt created and supported by
them, may open up only for those readers with aterstanding of English.

Yet, as the names of these Slytherin studetatsd out from the otherwise quite
consistent namescape of Hogwarts students — Britesi-life anthroponymy — we
may presume that this is intentional. Names thatdiscernibly different from the
rest can be used to emphasise that their refeiiaritsg same vein, are different from

other students. Thus we may argue that even whenrghders of Finnish and
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German translations might not have access to timaustc levels of the names, they
can nevertheless observe the differences betweematines of Slytherin students and
those of others. In other words, the names migiit tet some extent fill their
classifying function by pointing out the similae§ or belonging of Slytherin

students, contrasted with the more “normal” nanfetuments of other houses.

6.5 Summary

We saw above that with one exception the studewisies appear in the translations
in the same form as in the English originals. Birsine central reason for such non-
translation throughout both translations, as ergldiabove, is that proper names in
Finnish and German literature act as cultural matkdogwarts is a British boarding

school, with British students; therefore the stuslemames are retained in the
translation so that the cultural context is notutised by non-English name material.
(How various other cultural aspects, such as agipetis for food and feasts, are
treated in the translations is another matter,idetthe focus of the present paper.)
Names and culture are intertwined, and as Vani€q#006: 131) notes, “[tjhe more

important the context is to the book, the lesseeident it is to change that context”.

Secondly, Newmark (1981: 70-71; cf. also Amiat al. 2008: 341-342) contends
that names in literature are usually not translateuess they are naturalised,
meaning that the names, context and location ofotigegnal work is changed into
another one (such as from British to Swedish). Nuwgless, if a translated text
contains many foreign names with phonological fesguor spellings that are
untypical for the TL, it may create “linguistic irs” for the young readership
(Puurtinen 1995, cited in Fernandes 2006: 48) dsd disrupt the smoothness of
reading. Despite Newmark’s statement, names inatiltee are often translated for
various reasons as discussed earlier in Chaptere8ggcially in writing aimed for
children; however, such a change is not calledhése.

Today, at least in Western societies, eveteqgoung readers can have a fairly
broad knowledge of the world and other cultures &amjuages, thanks to the
Internet and globalised children’s culture and raeince the Finnish and German
translations of Harry Potter appear not to be aifioedhe youngest readership, we
may presume that the readers are not put off byBifiessh/English context and

names to the extent that they would not want tad tha story. In other words, the
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possible alienating effect caused by non-transiatib foreign names seems not to
play a role here; it seems rather that the tramsawvish to offer the TL readers a
possibility to enhance their knowledge of the waatdund them and to access the
other, British, culture through the translation &&n Coillie 2006: 125, 134).

Thirdly, as concerns names with implied coations, they are always a difficult
case for translators. The connotative connectiamsai name like Hermione
(especially the ones linking the name to Ron’s amm®) may be vague even for
native English speaking readers, and transferrirgh sconnotative information to
other languages might not even be possible. Inrashtit might be feasible to render
in another language the implications of more cleakéscriptive names, such as
Draco Malfoy, that are not so clearly taken frore #mthroponymy of a particular
language. If, however, the importance of the nameudtural marker is greater than
the informative value of the semantically loadedheaor if the descriptive content
of the name is more implicit, the connotative imf@ation might be lost in the TT if
the translator does not express the informatioeméigre in the context (Nord 2003:
184). Here, however, it seems reasonable that rdmeslators have consistently
maintained the names, even those with connotatweeat, in their English form.
Having a broad mass of British names suddenlyrnmpéed with a meaningful name
translated into another language would distortuthi¢y of the namescape.

Having said that, some names of Slytherin estta] the name Draco Malfoy in
particular,do stand out from the rest of the students’ nomeamatWould it not
seem tempting to translate such names, especiatlg the names are descriptive of
their referents, to give the target readers a amakcess to the names’ semantic
meanings? Such a solution could be argued for ingadhat because the names are
unusual and stand out already in the source teatsliating them and thus making
them stick out from among the otherwise British pann the target text too would
not change their position in the namescape of tek& However, the Finnish and
German translators have not opted for this strat@geir overriding principle, as
concerns Hogwarts’ students names, seems to havetbenaintain the Britishness,
in other words, the cultural marker function of thames, even in the few cases
where the names are not so clearly British and @ésoonstrate descriptive content
that could contribute to the readers’ understandirtye characters.

Bertills (2003a: 194) holds it important thetth the source and target text readers
get the same impression of the characters in ae paéanriting; nevertheless, the
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names in both ST and TT should also have the sanatidns. As we saw above, the
cultural marker function of the Hogwarts studentames seems to be the primary
one, and it has been maintained in the translaets tas well. But how have the
Finnish and German translators treated names teatly are something else than
cultural markers — names that have significant sgim&ontent? We will discover

their solutions when we move on to consider theesaai Hogwarts personnel.

7 ANALYSIS OF NAMES OF HOGWARTS PROFESSORS AND STAHR

This chapter concentrates on analysing the nametogivarts professors and staff;
the complete list of names belonging to this groap be found in Appendix 2. The
main focus here is on the names of such charatttarhave a key role in the series;
a more thorough examination of their names willrfahe first part of the present
chapter. How the names of not so central Hogwagshers and other personnel are

treated in the translations will be studied inlertparts of the chapter in less detail.

7.1 Albus Dumbledore and Minerva McGonagall

Two central adult characters in the Harry Pottesdsoare the Hogwarts Headmaster
Albus Dumbledore and deputy headmistress, Head afskél Gryffindor Minerva
McGonagall. As a matter of fact, they are the fivetards to make an appearance in
the story, which underlines their importance to ¢skees as well as to Harry. In the
books’ child-centred world these two teachers anergg the handful of important
adult figures that provide safety and stabilityeethough at a distance (cf. Ray 2004:
478). In fact, Dumbledore has a specific interestthe safety and well-being of
parentless Harry, and for Harry he becomes a sutesparent, albeit a distant one.
The character of Professor Albus Dumbledorenikeeping with other well-
known wizards in the literary tradition: just likbe ArthurianMerlin and Gandalf
from The Lord of the RingdDumbledore has the double role of a powerful vdza
and “the avuncular guide and wisdom-giver who supends the Hero’s growth”
(Sullivan 2004: 441). Just like Merlin and Gand&lfymbledore looks like a classic
wizard: “tall, thin and very old, judging by thewar of his hair and beardPS 15).
His appearance is completed with half-moon speetaahd long, sweeping wizard

robes. And just like other great wizards in therhlry tradition, he has a name to suit
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his significance: his full name i8lbus Percival Wulfric Brian Dumbledoréhe
namePercivaldoes, in fact, connect him with the Arthurian lede, as Percival was
a knight in King Arthur’s court. Thus, Dumbledorpitemises in many ways the
archetypal wizard that dwells in most readers’ imatjon.

Dumbledore’s eccentric character is reflectetlis highly unconventional name.
The first nameAlbus Latin ‘white’, could refer to the character'svaty white hair,
but it could also be symbolic of Dumbledore’s rake the defender of “good” and
counterforce to the Dark wizard Lord Voldemort;tive books Voldemort embodies
all that is dark, evil and inhumane, whereas Duuhinle is benevolent, humane and
trusting. The surnamBumbledoreg in turn, is an old English word for bumblebee
(OED); the name was chosen because Rowling “alwaggined [Dumbledore] as
sort of humming to himself a lot” (Rowling in Lydd®99). However, some (such as
Oittinen 2008: 123) have understood the surnammegan a golden bee, a compound
of bumbleand the Frenchd’'or. This different interpretation serves to show that
discerning the (possible intended) meanings im#raes is not always unambiguous;
in fact, “we can never say for sure why a certama with specific content is given
to a character” (Bertills 2003a: 208) — we can aggculate.

The etymological and semantic meanings foandumbledore’s name might not
open up easily, especially for young readers. Tthespname’s semantic aspect is not
of priority; instead, the possible connotationsseliby such an unusual name or its
sound, for instance relating to the characterangfeness, are more relevant. In both
the Finnish and German translations the name habaen modified. Because the
character is an imposing wizard, a strange andgior®ounding name may impart an
image of great wisdom and dignity (Oittinen 20083}t moreover, the exotic name
emphasises the magical element and clearly contieetsharacter to Hogwarts, a

place apart from our Muggle world. As Jentsch (2@&85) points out,

[tlhis juxtaposition of magical and Muggle worlds integral to the original text and
must be a serious consideration to its translafbine. translator thus has to decide not
only how to translate, but when to translate andmito leave words in the original.

The non-translated name functions in the transiatim a similar way as in the
original, firstly because it maintains the tensibatween the two worlds, and
secondly because we may presume that many whaheaatiginal English version

are not aware of the semantic content of the nathere
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The potential semantic content in Professondviia McGonagall's name, too,
may remain opaque for many readers. According tpaikalatta (2008: 107-108),
the rare sayingione a gallmeans being in a terrible rage; however, this nmgan
does not exactly characterise McGonagall, who scieed as a severe-looking,
stern, no-nonsense teacher but who rarely is edrage discernable meaning in
this name seems to be merely an accident: Rowlagydaid that she named the
Transfiguration teacher after a Scottish poet liMcGonagall, whose name she
“just loved” (Rowling in Lydon 1999). Thus, hereetesound of the name seems more
essential in terms of possible meaning than thesfagemantic value; moreover, the
name also serves to point out that Professor Mc@alh&s of Scottish origin. Her
Scottishness is further emphasised by details asdter tartan dressing gown.

In the German translation the professor's hdime is retained as is, but the
Finnish translator Kapari-Jatta has opted for rangnthe characteMcGarmiwa
which could be seen as partly translatedor adaptedname. The Finnish word
forming the base for this new name is the adjedtaeniva ‘creepy’, which, on a
side note, in my view does not appositely desctibe character in question.
Nevertheless, both in its phonetic and written faime surname is untypical of
Finnish; it imitates the original English with i€cottisch prefixMc, also retaining
the initial [g] sound and adding an exotido the spelling. It seems that even though
Kapari-Jatta has deemed it important to render nhme, she did not want to
naturalise or “to finnicise” it too much to maintaboth its foreignness (Britishness)
and its magical aspect. The prefix also presetvestottish connection.

Based on Rowling’s comment above, the surnilm@onagall was not intended
to impart any particular semantic content. Theiors interesting that Kapari-Jatta
has added connotations to the name that origihaiti different or no (depending on
whether we consider the meaningguine a gallto be of significance here or not)
intended meaning. This change inevitably also Hiighlters the characterisation of
the teacher; where the readers of the Englishraignay only observe the name’s
Scottishness, Finnish readers are more readilyrenffehe meaning okarmiva
indicating that the teacher in question is intintiiggx In fact, Oittinen (2008: 124)
thinks that the translated name imparts an aut@ldihess and impressiveness to the
character. The German readership, in turn, mayseetiie Scottish connection of the

surnameéMicGonagall other potential meanings remain opaque.
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7.2 Severus Snape

One of the most fascinating characters in the baskBrofessor Severus Snape,
Potions master and Head of Slytherin. From earlyhenis depicted as a very
unpleasant person, both in his appearances andibaeharhe first descriptions paint
a picture of a man with greasy black hair, a hoakeske, sallow skin and black eyes
that “were cold and empty and made you think okdannels” PS 150). As a
teacher he is an unjust, harsh and strict persbo,dwoes not shun from humiliating
his students or calling them idiots if they do petform up to his high standards.
This behaviour is further intensified in contactttwHarry, whom Snape seems to
loathe right from the beginning; this becomes cieathe way he treats Harry, for
instance sneering at Harry’s lack of knowledge puadishing him for things he has
not done. In many ways, Snape is the antipoderapsayhetic Dumbledore.

When we study the character’s name closelyfingecertain aspects of the above
descriptions reflected in the name elements. Ths# fiame comes directly from

Latin severus‘severe’, for which OED gives among others thofging meanings:

I. Rigorous in condemnation or punishment.

1. a. Of persons, their temper, disposition, &gorous in one's treatment of, or attitude
towards, offenders; unsparing in the exaction afgity; not inclined to indulgence or
leniency.

c. Of a person's looks, demeanour, etc.: Betokemisgvere mood or disposition

3. a. Unsparing in censure, criticism, or reproof.

b. to be severe on (or upon): to pass harsh oas@rgudgement on, ‘to be hard upon’.

c. Of an utterance, opinion, etc.: Unsparing inscee; strongly condemnatory.

The above meanings match quite well the idea & thiaracter that the reader is
intended to glean from the text. The surng@n@pefurther intensifies this imagéo
shape can mean being hard upon, to harm or damage (idekfoEnglish this
meaning is obsolete) or, as a dialectal verb, boke or snub (a person, etc.) sharply
or severely. Accordingly, as a noun, a snape en'te, rebuke, or check”. (OED.)
Furthermore, the surname is phonetically anitsispelling quite similar tenake
which not only calls up further unpleasant connotet about the character, but also
clearly links the character's name and his posi@snthe Head of school house
Slytherin The name of the house can be traced to wslgdandslither, which both
aptly describe the characteristics of Slytherirdshis and could be descriptive of
Professor Snape as well; moreover, the house emidem snake. When we
remember that the name form and its semantic cbiten attach more aspects of

meaning to a name (Bertills 2003a: 55), Severup&rseems to be “true to his
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name”: as suggested by his first name, he is sevaterigorous in his treatment of
others, and like his surname implies, he snubsrathgiving a cold, snakelike
impression of himself. In short, there are seviagrs of meaning, both on semantic
and connotative level, present in this charactesise.

The name is semantically clearly expressigdt aontains significant lexical and
also connotative content that strengthens the giisers of the character given in
the text and also offers further information abthé fictive person. Sometimes the
connotative aspects of a name can be more impottant the actual denotative
meaning, especially when they arouse affective mganinvoking either positive or
negative feelings (Ainiala et al. 2008: 341). I ttase of the name Severus Snape
both these levels of meaning intertwine so as ilforce the reader’s interpretation
of this character as a bully teacher to the detiraethe authorial intention becomes
quite clear. As Fernandes (2006: 44) points oupesain fantasy for young readers
typically portray “characters’ personality traitshich will often guide the reader
throughout the plot of the story”. The narBeverus Snapelearly lives up to this
function and steers the readers’ interpretaticthéodirection Rowling intended.

Despite such semantic transparency, the Getraaslator Fritz has chosen not to
translate the name, in keeping with his generatesyy of non-translation. However,
as this character is of such central importandgerbooks, and as this name has such
a multitude of meanings, non-translation might @etman readers at a disadvantage
in terms of interpretation of this character, himalg their access to the layers of
connotative connections contained in the name.LEi@-basedSeverusan be used
as a first name also in German, yet like the nal@enine it is quite rare. Moreover,
young German readers may realise for instanceitfebetween the words Snape
and snake, even though the German word for srth&eSchlangeis quite different
from the English counterpart; yet if they can grdsp more ambiguous connotations
depends greatly on the individual reader’s lingaiskill (in English).

In the Finnish translation the semanticallgnsparent content of the original
name has been taken into account. Because theswohearly describes its referent,
Kapari-Jatta has partly translated the nam&egerus KalkarosThe new surname
rhymes nicely with the first name, as they botheéh#lwee syllables; moreover, as
both end in a sharp [s], they add a touch of saymdbolic/phonesthetic meaning to
the name, calling forth ideas of the sizzling afreake. The nami€alkaros derived

from kalkkarokaarme'rattlesnake’, aptly replaces the name Snape,cdls words
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have associations with snakes. However, the cotivetevel ofto snap€to rebuke

sharply’ contained in the surname inevitably ist lmstranslation. For the Finnish
reader the first name Severus might not arousecia$®ms of severeness, but the
name, especially in combination with the semarlticaccessible surname,

nevertheless fulfils the function of pointing obétcharacter’'s magicality.

7.3 Other professors

Also many of the other professors among Hogwarntsqmmel have names that show
semantic content or describe either their chardchgs or their school subject. For
instance, the subject of Herbology is taught byfédsorSprout Professonector
teaches Arithmancy [divination by numbers], aSgbill Trelawney’s field is
Divination. Sybill is an Antigue name for a woman with powers of peayy and
divination; the word can also mean fortune-tellervotch (OED). These names
exemplify well how names in literature not only mdiéy their referents but also fulfil
other functions, in this case offering informatiabout the character, arousing
connotations and entertaining the reader (cf. Vailli€ 2006: 123).

With a few exceptions, Kapari-Jatta has syaterally changed the character’s
surnames in her translation (for a full list, sggpa@ndix 2): thus, in the Finnish books
Herbology |[yrttitieto] is taught byprofessori Versp Arithmancy [numerologia]
teacher igrofessori Vektoriand Divination [ennustaminen] is the responsipitf
Sibylla Punurmio The latter is the only one among the 19 namésisngroup which
has been modified in full (both first and surnaraefl not only partly. The name
Sybill has been replaced with the Finnish weibylla for a female fortune-teller.
The original surnam&relawneyis an actual British last name; however, Kapatiala
has interpreted it as a compound tode+lawn with a suffix ey and promptly
translated the name components as a compoupdwfnurmi adding a suffix 6.
Presuming that Rowling did not choose the surnamnet§ semantic meaning, this
translatorial decision adds a surplus connotatbiainé name that originally had none;
thus, the function of and the TT reader’s perceptibthe name change slightly.

Another of Kapari-Jatta’s translatorial dears that adds a connotation to a name
is in my view more successful and concerns the nair@uidditch teacheMadam
Hooch The meaning ohooch(liquor, home-distilled whiskey) is discernabletire

namematami Huiski especially when one says the name out loud: iieunciation
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resembles the Finnish worxaiski ‘whisky’. The additional connotation in this name
comes from the connection of the surname with thastated term for the school
sport, which Kapari-Jatta has renderedhasspaus We see that the two words
strongly resemble each other in spelling and promtion; thus the translated name
suits quite aptly its referent and offers, if pbssi even more appropriate
information about the character in question.

In the German translations the professors’ esmare predominantly retained in
the original form, with a few interesting excepsoif he only characters in this group
whose surnames have been translated in the Gerowds lareProfessor Kettleburn
(who never appears as an actual character, buelislynmentioned in passing) and
Professor Vectorthe former name has been translate®ragessor Kesselbranth
compound ofder Kessel'kettle’ and der Brand ‘blaze; burning’) and the latter is
rendered ad$rofessor VektorThe Herbology teacher is presentedPasfessorin
Sprout with an added suffixin, which in German serves to point out that the gers
in question is female. However, the Divination gsdor Sybill Trelawney, also a
woman, is presented in the German book®m@dessor SibyllTrelawney: here the
German suffixin has been left out for some reason. Like in th@iBmtranslations,
the first nameSybill has been replaced with the target-language cqant&ibyill.

Two characters that have not been renamedhard-innish or German are both
Professors of Defence against the Dark A@gderoy Lockhartand Remus Lupin
The former is an egoistical, foppish and self-pr@gswvizard, who likes fancy robes
and does not have a clue about the school sulfjedtioh he is the professor. In his
surname, the worlibck may refer to this character’'s wavy hair, whichdhbsessively
tries to keep immaculatégckhart could also relate to the words ‘locked heart’. The
first name Gilderoy, possibly a compound ofo gild and Frenchroy ‘king’,
appositely reflects his conceited character, atsnimding the reader that all that
glitters is not gold; Lockhart shows his true cobwuite early on. The name’s
suggestive and informative functions are not rgaditailable in the translations:
German readers may discover the allusions to gadlkengs in the first name, but
for Finnish readers the semantic content probadstyains inaccessible.

The nameRemus Lupinin contrast, is more accessible to both Finnisd a
German readership, if they remember enough frototyisessons — and know some
Latin. This name is clearly suggestive or expressiag both its parts refer to wolves:

Remus, according to Roman myth, was one of thedershof Rome and was
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suckled by a wolf; Lupin, in turn, derives from thatin word for wolf,lupus The

level of motivation of this name becomes self-emtdghen the reader finds out that
the character in question is a werewolf. Presumalblyeast older readers of the
translations can work out the name’s semantic conéspecially after the revelation
of Lupin being half human, half wolf. Thus, the reimassociations should be
understandable even for non-English readership.eMar, keeping the name in its

original form in the TT maintains the polarity beten Muggle and magic worlds.

7.4 Hogwarts staff

Above we have been examining the names of professat students, but Hogwarts
School of Witchcraft and Wizardry houses also adfislrof other staff members — as
well as a number of other magical beings, suchhastg, boggarts and house-elves,
but they will not be treated here. The studentsd @eaders — are introduced to
Rubeus HagridGamekeeper and Keeper of the Keys of HogwargsktakerArgus
Filch; school nurse MadarRoppy Pomfreyand school librarian MadarRince
When we look at these names, we see that eachsdnesome way descriptive or
informative of the character, looks or professibthe fictive person.

The caretakeArgus Filch together with his watchful cat Mrs Norris, is bot
feared and loathed by the school students becausddesses about discipline and
order, lurks around the school trying to catch mistmakers red-handed, and is
always eager to take disciplinary action and putingh students severely even for
milder misconduct. The first name suits his evespstious characterArgusis a
“mythological person fabled to have had a hundrgese Hence, a very vigilant
person, a watcher or guardian” (OED). His last ndiheh (to filch is slang forto
stea) represents his habit of confiscating anything ewerything the students might
use for wreaking havoc in the school corridors. §githis cantankerous character is
yet another example of how characters are truleeio hames in the books.

Some of the abovaomen est omeaspects have found their way into the
translations. The German translation does not ahémg name, but adds a respectful
title to it, calling the caretakevir. Argus Filch This appellation creates a different
image of the character: the poll. points out the English context, but also adds a
touch of respect, which the students positivelyndbfeel towards him. The surname

Filch, however, might inspire similar semantic assocretias in the original, if the
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German readers can associate the word with Geffitzam, an informal verb for
stealing. The Finnish translation renders the sumdo Voro ‘a thief, clearly
bringing up a similar semantic notion as the omagjinthe first name remains
unchanged. Thus, it would seem that the readetleofwo translations are offered
comparable chances of understanding the name tharaharacter.

The two female characters in Hogwarts staifsaPoppy Pomfreyand librarian
Pince,have been endowed with illustrative names, toadaia Pomfrey’s first name
Poppy is an example of an appellative-turned-namit, plain lexical content. The
surname, then, shows links tmmfrey an herb which has medicinal uses, for
instance to treat wounds (Encyclopedia Britanni6a(}. Both names are derived
from plants that could be used for curative purppse this way, both parts of the
name allude to being a healer. With this connedtiamind, the alternative view that
the surname stems froppmmes fritegGarcés 2003) seems somewhat unlikely. The
librarian’s surnaméinceis a clipping ofpince-nezspectacles pinched on the nose
by a clip); avid readers often need glasses, smasinterpret the name to imply to
Madam Pince’s profession as a guardian of the skterHogwarts library.

Even though the names are both expressivéhantranslated books, only the
name of Madam Pince has been rendered m&ami Prilli (‘prillit being a
colloquial word for eyeglasses) in Finnish. In tiay both the name’s semantic
content and its descriptive function are retained thrget readers’ enjoyment. In
contrast, the German readers are devoid of thizcads/e aid, as the name is kept in
its original form. Furthermore, the allusions irethurse’s name are inaccessible to
readers of either translation, because the namainemanchanged. Eventually for the
German audience the surname might call up conootatvith French friesfommes
frites in German). Thus, as concerns these charactersathes offer less potential
information to the readers of the translations tteathose reading the original.

Discovering the meaning potential in the navhélogwarts gamekeeper Rubeus
Hagrid is not as straightforward as with names wdised above, as the name is
semantically suggestive rather than clearly expressiowever, the surname is a
dialectal wordhag-rid or hag-ridden,which means being oppressed in mind or being
afflicted by nightmares (OED). The meaninghafg ‘an ugly old woman; a witch’
(OED) seems not to be relevant here. The nameralies a central characteristic of
the person in question; according to Rowling, “Hegs a big drinker - he has a lot

of bad nights” (Rowling in Lydon 1999). So here fired yet another semantically
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transparent name that not only identifies but adsbtly describes its referent.
Because the name is retained in the translatitiss additional indirect information
about the character is lost on the German and $hnreaders — yet all English-
language readers may not comprehend the meanitige glurname either. Arguably
this case is similar as with the name of Dumbledtie semantic content of the
name is somewhat elusive, and transferring it te@ thL might present

insurmountable difficulties, thus keeping the namis original form is reasonable.

7.5 Summary

In comparison with students’ names, analysed inp@&na, the names discussed here
are not so clearly linked to a particular sourcéuce; instead, they have more
“magical” connections. In other words, they reflaod describe their referents more
than an ordinary name could. Names connect fictharacters to a particular context,
and in many cases the names of Hogwarts profeSa@suggestive to their school
subject and consequently also to the surroundiBgtt{lls 2003a: 175). Moreover,
giving a literary character extraordinary nameshsas Albus Dumbledore, can be
used to point out that the fictive person is ineotivays special as well (Ainiala et al.
2008: 336-337) vis-a-vis characters with more ndmames.

The names in this group also form their owarfrescape” that clearly differs
from that of the school students. This kind of &ied naming pattern can be used to
indicate that the characters with such strange satidelong to a specific group —
in this case wizards. This illustrates literary mamclassifying function: the names
of Hogwarts personnel show certain similarity wich other in two ways, firstly
because most contain meaningful lexical, semanticamnotative elements, and
secondly in that they are different from the reala British anthroponymy. Thus
these characters are not only separated from thggMuBritish society (and the
students) by their extraordinary names; their naalss serve to show that these
name-bearers have a certain “connection” with edbblr and that they all belong to
the reference group of wizards.

Most of the characters’ names here are exagflevhat Ainiala et al. (2008) call
artificial names: they are coined by the author, they refdictive things and they
do not exist in real-life onomastica. They couldoabe calledsemantically loaded

namesthat have either clearly expressive or more suggesemantic content (cf.
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Bertills 2003a: 10-11). Names as illustrative aalgsed in this chapter also form an
integral part of the characterisation of the fietpersonae they refer to, and as such
they can be an important aid for the readers. Aliogr the names of Hogwarts
professors and staff contain something “extra”y thet only name but also mean.

Nevertheless, out of the 19 names in thisgoaie eight names have been left in
their original English form in both translationsi§tGerman translation keeps a total
of 14 names in their original form), 11 names hlbgen translated or modified in the
Finnish versions and five names have been tradskatenodified in the German
renderings. Three names have been rendered anéethinFinnish and German
translations. Most of the names are translated paitty, meaning that only one part
of the name, typically the surname, is rendereghiother language whereas the other
part (first name) remains in its original form. Omeception in this material was the
name of the professor in Divination: both partstef nameSybill Trelawneyhave
been changed in the Finnish version iB8ibylla Punurmipthe German translation,
however, renders only the first name, keeping tiieame intact.

One crucial difference between the Finnisingl@or Jaana Kapari-Jatta and the
German translator Klaus Fritz is, of course, thailevFritz has the advantage of
working with two Germanic languages, Kapari-Jagiaranslating into a language
completely unrelated to English. Such linguististdince between source and target
languages naturally plays a role in the translafoocess. According to Bertills

(2003a: 217), when two languages or cultures aite glose to each other,

a translator, even by simply copying a name, mayalle to achieve an effect very
similar to that of the original text.

It seems that Fritz has relied upon this when ntakive decision not to translate the
semantically loaded names of Hogwarts personndieviieg that his readership is
able to understand that the names have meaningfukwt — and, moreover, to
understand the actual semantic substance, eveniwisarot illuminated in the TL.
However, leaving transparently meaningful nanmeact in translation inevitably

changes the functions of the names in the TT. V@Hi€(2006: 125) writes:

The difference in [names’] functioning is greatesten the translator leaves untranslated
(made-up) names that have a specific connotatichelname refers to a character trait
or the profession of the person in question (axften the case in children’s books), the
image called up in the reader’'s mind is differentl &he name may not have the same
emotional or divertive effect. If the connotatio; more implicit (based on a play of

words, for instance), the effect will be lost oretheader who does not know the
language, as will the intellectual pleasure of tdgimg the joke in the first place.
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In other words, the German readership may recéivegt an incorrect, at least a
different idea of those fictive personae whose rsare untranslated. Moreover, as
was mentioned earlier, Bertills (2003a: 193) hatdsnportant that the name in the
TT should function in the same way as the originathe ST. However, if a name
with certain connotations or descriptive conterdg hat been translated into the TT,
the informative function of the name will be lost the TT readers, unless they are
skilled in the source language and thus able tanglee original meanings.

The Finnish translator Kapari-Jatta has chaselifferent strategy and rendered
many of Rowling’s made-up names into Finnish, eslgcthe ones that have
obvious specific connotations or that illustrate tiharacter in some ways. In doing
so she has not only made (at least some parteefpeaningful content of the names
available to the Finnish readership but also rethinhe names’ functions —
entertaining and illustrative, among others — i@ tfanslated text. Nevertheless, she
has not consistently replaced all names with inre@riinnish renderings — as said
above, out of the 19 names in the original 11 haeen rendered in the Finnish
translation — but instead decided upon each nangthehor not the name “needs to
be” translated (Kapari-Jatta 2008: 71, 72).

This chapter has shown how the names of Hdgvetaff have been differently
treated in two target languages. The names anaigdbd previous chapter primarily
acted as cultural markers, whereas here we hawiety of variously descriptive
and semantically more or less transparent namadslalgely seem to have been
designed for illustrative purposes: to describe nlaene-bearer and to inform the
reader. In most cases we can discover a link betilee name and the person; the
link may be semantically quite clear, such as end¢hse oProfessor Sproytor not
so straightforward or transparent, as illustratgdhie nameseverus Snape

In the translations this connection between itlustrative name and the fictive
person is variously maintained; in the Finnish sfation the link is clarified by
translating semantically descriptive names, espig@aes that are important for the
interpretation of the character. In contrast, i @erman version, where most names
are in the original form, the descriptive bond bedw the name and the character
may not be as obvious for the target readers.dmgxt chapter we will find further
examples of illustrative names and their treatnietie translations, when we move

on to examine the names of wizards that are ndests or personnel of Hogwarts.
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8 ANALYSIS OF NAMES OF OTHER WIZARDS

In this final chapter of analysis | will look at whkinds of names wizards other than
Hogwarts personnel and students have been giveh@mdheir names travel to the

translated works. All names that form the datatfos chapter can be found in

Appendix 3. | will devote the first part to analygithe name of Harry’s nemesis, the
most feared wizard of all times, Lord Voldemort.X§emy focus turns to the names
of important minor characters, followed by namesHwoigwarts founders and less
central minor characters. Then | move on to exanthee names of Hogwarts

schoolbook authors, concluding the chapter withramearising discussion.

Why include names of schoolbook authors inathalysis, even though they never
appear as actual characters in the story? Like sahenany Hogwarts professors
(and as we will see, other wizards, too), theseasaare semantically loaded and
imaginative; moreover, including them in the stiglyeasonable because, in contrast
with Hogwarts professors’ names, many of them hlagen translated into both
languages, even though they may be mentioned og. ' hus they may potentially
illuminate reasons for the translators’ particul@nslatorial choices. However, we

begin by examining the many meaningful names ofroaaningful character.

8.1 Lord Voldemort

Among the most fascinating characters in the sesiddarry’s ultimate adversary,
Lord Voldemort also known as the Dark Lord, the most feared eiziard of all
times. Voldemort had tried to seize power in thagize world by using Dark Arts
(evil magic) with his avid followers, calle®eath Eaters torturing and Kkilling
muggles and wizards alike. In the beginning of hbeks, however, Voldemort has
just been defeated, as his killing curse, aimdabaly Harry, rebounded back to him;
however, he did not die from the curse, but losthtuman form. More spirit than a
person, he is embodied in the body of another wijZater on in the series he is able
to regain a more human-like form. We see alrea@dy this wizard is a highly
unusual and dreadfully magical character.

Even after his defeat, Voldemort is still ghgafeared in the wizarding
community, and people refrain from saying his meaine, as it is “believed to draw

forth the negative powers of the name-bearer” (B2&003a: 50). Instead, they use
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euphemismdHe Who Must Not Be Namdth Finnish han-kenen-nimea-ei-pida-
mainita or han-joka-jaakoon-nimeamattan GermanJener, der nicht genannt
werden darf and You-Know-Who (tiedat-kai-kuka and Du-weif3t-schon-wer
respectively). This is an excellent example of nanagic in literature: Voldemort’s
name is associated with magic and power and pelgplet use it in the superstitious
fear that something bad will happen if they sayuit loud (Bertills 2003a: 49).

This wizard has one more name, which actuslhjis real name given to him as a

baby:Tom Marvolo RiddleThe name Voldemort in fact is an anagram of niaime:

‘Voldemort’, said Riddle softly, ‘is my past, pregeand future, Harry Potter...’

He pulled Harry’'s wand from his pocket and begarrage it through the air, writing
three shimmering words:

TOM MARVOLO RIDDLE.

Then he waved the wand once, and the letters afarse re-arranged themselves:

| AM LORD VOLDEMORT.

‘... | fashioned myself a new name, a name | knewavds everywhere would one day
fear to speak, when | had become the greatestrsoiioethe world!” CoS 337)

This new name indeed is so fearsome that euphenasemgsed in its stead. Yet, as
Dumbledore says, “fear of a name increases fettrteothing itself” PS 320); using
euphemisms strengthens the superstitious feareafidme and the person behind the
name. In the first three books, only Professor Diechtre and Harry use the name
Voldemort instead of the euphemisms; they are tihg @anes brave enough to do so.
The many names of Voldemort exemplify how espe’s name can change along
with personal development: the character's namdvesdrom Tom Riddle to Lord
Voldemort to He Who Must Not Be Named; simultandpube fictive referent
develops from a person to an object of fear tdbadaThe evolving name reflects the
character’'s metamorphosis: at each stage of tHesgges the old name no longer is
“appropriate” for its referent, and a new one isdduced. Moreover, changing one’s
name can also be a symbolic or cathartic act wve 3.1.2): “the old” identity is
figuratively left behind as the old name is disemtdand the personally selected new
name then clearly stands for “the new” or “purgegoérsona. This kind of
development is reflected in the quotation abovdamimg how Lord Voldemort —
both the name and the person — was born: the seiéed new identity, “the greatest
sorcerer in the world”, necessitates a new namsitiothe new “self”. Considering
the meaning of these multiple names (and one naidttidentity/ies) and the varied
reasons behind their use and invention would bdeemé worth exploring in depth,

but the limits of this paper do not allow a morertiugh discussion of the topic.
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Moving on to examine the naméldemort we find yet another example of
nomen est omeir how fictive characters are “true to their nanidhe name can be
divided into three partszol, de and mort The French wordsort ‘death’ andvol
‘theft’ or ‘flight’ lead to the conclusion that theameVoldemortwould mean ‘theft
of death’ or ‘flight from death’. When we remembbat Lord Voldemort, when hit
by a killing curse, was not killed but merely “dafed”, it would suggest that he has
found a way to avoid dying; thus, the interpretattbat the name means ‘theft of
death’ seems plausible. In fact, in later part¢hefseries the readers find hints, and
eventually proof, that Voldemort indeed inventesi@ans to conquer death — thus, as
this name suggests, he has stolen the powers tf.dea

In both translations Voldemort appears as ¥oldrt. In my view the name is
retained not only because it would be somewhaicdiffto render — and changing
the name of the key villain would also undenialdtgrathe story, just like renaming
the protagonist to something else than Harry wiwalde; an unwanted change in the
translation process — but also because the senmaptiaing in the name is based on
French, not English. In other words, the readershef English original are in the
same position as the readers of the Finnish anth@etranslations: left to their own
devices, without help of their mother tongue, torkvout the meaning potential of
the name. Moreover, the semantic content of theenammot as evident as in some
other names and therefore it is more urgent thatnédme’s original identifying
function is retained in the translations.

A further fascinating feature of this charaggehis original name, Tom Marvolo
Riddle, which presents a riddle (!) to the readesdso intertextually, as the riddle is
both based on and contained in the name RiddlavéAsaw above, the name Lord
Voldemort is an anagram of the letters of this naamel the revelation of this fact is
a central moment in the plot @oS For the translator this means two challenges:
first, how to render the name in another languagketp the anagram, and second,
how to maintain the anagram so that the riddldnértame is not revealed any easier
or faster for the TT reader than it does for th@ke read the English original?

The German translation retains the riddlevem levels, in the anagram as well as

in the character’s surname:

Er zog Harrys Zauberstab aus der Tasche, schwanduitth die Luft und schrieb drei
schimmernde Worter:

TOM VORLOST RIDDLE

Und mit einem Schwung des Zauberstabs vertausdmeBuchstaben ihre Platze:

IST LORD VOLDEMORT KdS 323)
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We see that only the character’'s middle name hasggd fromMarvolo to Vorlost
The translator has the advantage of working witbsely related Germanic

languages, whereas in the Finnish version the memaeeds to be modified as well:

Han veti Harryn taikasauvan taskustaan ja alk&uttaa sitd ilmassa, kirjoitti kolme
hohtavaa sanaa:

TOM LOMEN VALEDRO

Sitten han heilautti sauvaa kerran ja nimen kirgifarjestyivat uudestaan:

MA OLEN VOLDEMORT (SK 336)

In order to not reveal the riddle for the Finnigader, Kapari-Jatta has used the
archaic formma ‘me’ instead of standard Finnish wordgné or m§ the letteré
appearing suddenly in an otherwise foreign-lookirgne would have been too
obvious a hint that there is more to the name tha@ems on the surface. In contrast
to the German rendering, here only the charactestsname has remained the same,;
furthermore, the intertextual riddle of the surnaRieldle is lost. However, this
intertextual riddle is possibly lost for the Gremagaders as well; like Gonzalez-
Cascallana (2006: 107) argues, the wordplay “is/ qartially revealed since the
surname ‘RIDDLE’ remains unchanged”.

The name (and charactégrd Voldemortis a skillful creation on several levels:
first, it is once again a name that is semanticaliystrative; second, the name’s
meaning supports the fictive person’s characteoisatthird, also non-English
readers have (at least theoretical) chances ofiagpdut the name’s semantic levels;
fourth, the anagrarwoldemort/Tom Marvolo Riddland its translations exemplify
creative wordplay that can offer a challenge, s or joy of discovery for the
reader; fifth, the name and its euphemisms show blmvbeliefs concerning the

magicality of a person’s name are alive and madeofitn the field of fiction.

8.2 From Lucius Malfoy to Minister of Magic

Several further characters have names that areessipe in certain ways. One
example is Draco Malfoy’s fathetucius Malfoy. The first name brings to mind
connotations with.ucifer, but also witHuscious(lucius is an alternative spelling), of
which the negative sense of something sickly oyinlp (OED) seems to befit the
character. Endowed with such connotations, the nsuite and aptly describes the
imposing and well-connected wizard, who is a Dézdter, a supporter of Voldemort
and an unctuous liar. The surname Malfoy, examaster in Chapter 6, intensifies
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the negative connotations. The name remains the sarinoth translations, perhaps
because the associations with Lucifer are somewhasparent and Finnish and
German readers have comparable access to thosentgeraasociations as the
readership of the English original. Grasping then@a connection withusciousand

understand its connotation, however, inevitablynexs an understanding of English.

Another well-illustrative name belongs to Maister of Magic,Cornelius Fudge
The nounfudge means either the sickly sweet, sticky sugar casdgonsenseto
fudge in turn, can mean dodging problematic issuesatsiffing or manipulating
things. These meanings characterise this pompadipawer-loving fictive person,
who can behave in a sickly sweet and smooth maboerwho also excels in
avoiding unpleasant topics, refusing to acknowledgets and spreading false
information. The apt characterisation of the pahlyeas surname is not available for
Finnish or German readers; the German version doeshange the name at all,
whereas the Finnish one renders the surnamiefige retaining the association to
the sticky sweet — but not to the connotations ahipulation or evading problems.

The surnames of two central minor charactenmsys BlackandPeter Pettigrew
have been rendered in FinnishMgsta‘black’ andPiskuilan(piskuinen‘pint-sized’)
respectively. Pettigrew, true to his name, is alkman, in size, behaviour and
character; Black, in turn, is introduced as a demge killer, escapee of wizard
prison Azkaban and supporter of Voldemort; the aoma serves to emphasise this
initially evil image. The first nam8&irius, or Dog-Star, refers to the brightest star in
the constellation Canis Major; as a special sBlhck can transform himself to a
great black dog. Here we have yet again two exasnple how semantically
transparent names in literature can illustrate @estribe their fictional referents in
ways that support the impression readers are sedgogiscover in the text.

Unlike the Finnish translation, which by trltsg the surnames is able to
highlight the meaningful impressions, the Germanksokeep the original English
surnames Black and Pettigrew; whether the nameatackerising functions are
retained in the German TT is debatable. On thehamel the adjective black is surely
known to many (even young) German readers, anditind Sirius might be familiar
to some, so the references contained in the naeneatrcompletely left in the dark.
On the other hand it seems somewhat unlikely thatmeaning of Pettigrew would

open up to readers without clarification — or skillEnglish. On a side note, had the
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surname Black been replaced with the German adgsthwarz the nameSirius
Schwarawould have had a nice alliteration to it.

In light of these examples one might thinkttR@wling has crafted unique and
semantically expressive hames for all her magibatacters. Yet in the books there
are a few wizards that have relatively normal narkiesry’s parentd.ily andJames
Potterand the members of tWeasleyfamily (for their names, see Appendix 3), for
instance. Even though the characters are just @gcataas the rest of the wizards
discussed here, they also have a stronger connewitb the “normal” world and
Harry's life outside Hogwarts, and the “normal” nesnserve to foreground this
connection. A name lik&lbus Dumbledorelearly emphasises the magical aspects
of the character, whereasthur Weasleyor James Potteisound more “down-to-
earth” or realistic. Moreover, these names alsmeonwith the British context of the

story. These names are retained in their origim@hfin both translations.

8.3 Hogwarts founders and minor characters

Moving on to names of less significant charactess will first look at the names of
the founders of Hogwarts. Their surnames have @&réaen mentioned in passing,
as they also are the names of Hogwarts houSedric Gryffindor (compound of
griffin® and d'or, French for ‘of gold’),Helga Hufflepuff(to huff and puffbreathe
heavily’), Rowena Ravenclawand Salazar Slytherin(to slither ‘to creep, glide,
slide’). Excluding Ravenclaw, the surnames are nte@ fantasy names and
semantically loaded, somehow describing the chariatts of their referent (and at
the same time the characteristics of Hogwarts siisdbat belong to each house).
Moreover, the Hogwarts founders’ names als&emase of alliteration, which
gives them additional poetic and aesthetic funstidhe reader can enjoy the sound
and wordplay of the names. Thus, these names arestamce of both semantic and
phonesthetic meaning, which the translations vatjomaintain. The reader of the
German translation is offered the poetic enjoynmanthe rhyming names without
transferring their semantic content, because th@esare not translated. The Finnish
reader, in contrast, has access to the semanatslexthout the poetic enjoyment of

alliteration, as the names are rendere@adric Rohkelikkdrohkea'brave’), Helga

3 «A fabulous animal usually represented as haviregitead and wings of an eagle and the body and
hind quarters of a lion” (OED).



96

Puuskupuh(puuskuttaa ja puhaltadgo huff and puff’), Rowena Korpinkyngkorppi
‘raven’, kynsi‘claw’) and Salazar Luihuinerfluihu ‘guileful, sly’).

Furthermore, the books contain various mir@racters that are only referred to
in passing, maybe only once. Nevertheless, detipatethey may have no part in the
actual storyline, many of these characters haven bgieen names that are
semantically loaded but not necessarily descriptiv¢heir referents; these names
fulfil mostly identifying and entertaining functisn A number of these names have
also been translated, as we will shortly see bel@wseveral names, suchMadam
Malkin, Madam Rosmertand Mr Ollivander remain as they are in the translated
books. These and certain other names (for furthemeles, see Appendix 3) do not
show any apparent semantic content, so there meed for them to be translated.

As we may expect, based on what we have alreaein above, several characters
have been partly renamed in the Finnish translati@oris Crockford becomes
Doris Rojumoand Celestina Warbecks renamedSelestina Taigqrin whose first
name the foreign initial C is replaced with a F8iniS to clarify the pronunciation,
yet the name remains strange and unusual. In lastbsadhe surnames that originally
have no clearly discernable meaning have been eldang illustrative surnames
(roju ‘junk’; the nonce-wordaigor derives fromtaikoa ‘to conjure’), giving them
additional meaning and divertive functions. Twotlier examples arErnie Prang
which becomegrnie Rysky(rysahtda‘to crash’), andStan Shunpikepresented as
Stan Pikitie(pikitie ‘tarred road’, cfpikatie ‘highway’). The former translated name
contains quite similar semantic associations as dhginal surname, the latter
slightly alters the meaning @hunpik&, nevertheless retaining the connection to
roads and travelling. All these names appear iir theglish form in the German
translations. Incidentally, the surname Prang mpgnoup for interpretation for
German readers, yet with a meaning different froenEnglish one: the vegrangen
means ‘to shine brilliantly’.

Furthermore, the Finnish translation also cletay changes the name Fibrean
Fortesqué, the keeper of an ice-cream parlour. In the characsurname we can
discern the wordiorte, which refers to a person’s strong point, althotlghsurname
also belongs to normal anthroponymy and thus nemdnecessarily have any

particular meaning. Moreover, the first and lastneatogether are yet again an

* to shunpike: “to drive along minor roads, avoidthg toll on turnpikes, or for pleasure” (OED).
® There actually is an English ice cream manufacticetes, so the name might be an intertextual pun.
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example of the usage of alliteration in namingiVietcharacters for poetic enjoyment.
In the Finnish translation this character appeaQaino Vahvahgp based on
adjectiveskaino ‘shy’ and vahvahko'strongish’ with both name parts showing an
exoticised spelling replacing the lettewith g. It is apparent that this nonsense name
Is created to amuse the TT readers. The divertiveetion of the name is thus
intensified in the translation and the surnameshattstrength more clearly than the
original. In the German books the character bersriginal name.

However, among the names of minor characterdimd also exceptional cases
where the Finnish translation retains in the oagiBnglish name but the German
translations render the name anew. Two such exanmgrie the nameMlafalda
Hopkirk and Dedalus Diggle in the German versions the characters appear as
Mafalda HopfkirchandDéadalus Diggel.The former shows how the name pdrtgp
(with two available meanings, ‘to hop’ and ‘hopsid kirk of the surname have
been translated with cropped versions of the Gerwanasder Hopfen*hops’ and
die Kirche‘church (kirk)’, thus clarifying the meaning ofdlmhame to the German
reader. In the latter example the name has beeplysirewritten to better suit
German orthography; the pronunciation remains apprately the same.

This data contains also a rare example ofraenthat has been modified in both
parts in both translations. The witdiendelin the Weirdappears in the Finnish
version asOlivia Outo and in the German book &¥endeline die UlkigeFinnish
changes both names to keep the alliteration, sametiusly retaining the semantic
meaning of the surnameuto ‘weird’). In contrast, in the German translatidret
alliteration is removed, the first name modified \fdendelineand the surname
translated withulkig ‘funny, odd’. Both translations thus offer the Tdaders the
semantic content of the name, but the name’s emeary aspect, further emphasised

by the alliteration in the original, is slightlyftérent in the German rendering.

8.4 Names of schoolbook authors

The final focus of this analysis, the names of Hage/ schoolbook authors, offers
quite fascinating material: out of the 10 authoxames, only oneéBathilda Bagshat
has not been changed in either translation; askien have been somehow rendered
in both translations. In comparison with the namlissussed above, such a frequency

of translation is quite remarkable, especially wiranremember that all these names
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are mentioned only as names. In other words, teé@rents never appear as actual
characters in the story; as a consequence, thesndmeot actually identify any
particular person, but mostly fulfil divertive aaédsthetic textual functions.

Perhaps it is precisely because the namesaidy meant to entertain that both
translators have translated so many of them alsth&TT readers’ enjoyment. After
all, as Van Coillie (2006: 135-136) writes,

Particularly in fantasy tales and humorous stotiasslators place the main emphasis on
reading pleasure. They often translate more freeych offers them greater opportunity
to give voice to their creativity and playfulness.

With this view in mind it seems sensible that faample Adalbert Waffling writer

of Hogwarts schoolbook “Magical theory”, becomfedalbert Jaaritellen(jaaritella
‘to ramble on’) in the Finnish andldalbert Schwahfelschwafeln'to waffle’) in the
German translation — thus hinting that also theostbook in question is long-
winded. Similarly, the surname &meric Switchauthor of “A Beginner's Guide to
Transfiguration”, is rendered &ytkin andWendelrespectively; however, the double
meaningto switch ‘to change from one thing into another (as i® tidea of
transfiguration), is lost in the translated surnanfe third example is the author of
the schoolbook on magical herbs and furfgfnyllida Spore whose surname in
Finnish islti6 and Spore(the German spelling is identical with the Englae) in
the German version; incidentally, the first nanteattered form ophyllid®, serves to
underscore the name’s connections to botany. Ithae cases the meaning of the
original English surname has been reproduced imthaame, in this way retaining
the entertaining functions of these names in theslations.

Moreover, the nam€assandra Vablatskigas been modified in both translations
to correspond better to target language’s orthdgrawnventions, appearing in the
Finnish version a¥assandra Vablatskand asKassandra Wablatschkn German.
Also Miranda Goshawls surname accurately becomi¢anahaukkain the Finnish
translation and the German renderingHasbicht although this bird of prey is also
called Hihnerhabicht The shorter name was probably chosen for flueacg
rhythm; the original namesoshawkis short and punchy, and so Kabicht
Furthermore, the Finnish rendering Qientin Trimble Quentin Tytina is clearly
based ontytina ‘trembling’; however, the German versiduirin Sumois more

opaque. The first name is substituted with an oktn@an one and the surname

® phyllid: the leaf of moss or liverwort (OED).
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derives from the Japanese wrestling — but the reagty the translator has decided
to substitute an English word for the name of aadape sport is not illuminated in
the context. The new name probably is not so muehnmto reflect the semantic
content of the original than simply to amuse thent reader with its strangeness.

Two names that have been changed in the Rinmanslations only ar&lewt
Scamander and Vindictus Viridian The former becomed.isko Scamander
elucidating the wordchewt to the Finnish reader; the surname, although meani
something else, simultaneously resembles the wsathmander (in Finnish
salamanter), hinting at the reptilian connotation of the firmme in both languages.
The latter is changed completelyKosto Onsuloingna nonsense name, created for
readers’ enjoyment, made up from the phiassto on suloinefrevenge is sweet'.
The suffix nhenis typical of Finnish surnames, making the nonsecsmpound
resemble a normal surname. Even though such a canid not exist in Finnish
anthroponymy, this is one of the most finnicisedhea in the books. Nevertheless,
the name also semantically echoes the English nadigVindictus derives from
vindictive the meaning of which is reflected Kosta Thus, the names’ semantic
allusions are open also for Finnish readers.

All'in all, the above names exemplify how sdmes the aesthetic functions of a
literary name can be essential and therefore aleewther functions — if there even
are any other functions in addition to the aesthetie. The names in their original
English form have been created for reading pleashet they also refer to certain
fictive personae seems to be subsidiary. Alsorduestators have recognised that the
aesthetic function is of priority and the namesehbgen accordingly rendered either
partly or completely anew in the translations, Isat the reading pleasure of the TT

readership would not be any lesser than that afeleading in the original language.

8.5 Summary

The names examined in the present chapter aresradéarly similar to each other as
those of Hogwarts students on the one hand and bitgwersonnel on the other
hand, as we have seen in previous two chaptergealhspart of the names here
resemble or stem from the real-world (English-laagg) anthroponymy, just like
most names of Hogwarts students, whereas othersnareemore magical, invented

and/or semantically loaded, in the same vein asesaoh Hogwarts professors and
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staff. The names that are taken from normal Engimmenclature suggest that their
referents are more connected to the British corftaxtthere”, outside the borders of
Hogwarts (and the books), in comparison with namesh asLucius Malfoy or
Rowena Ravenclawhat evidently emphasise the fantastical and twmect the
referents more with the magical world (cf. Bert®803: 175). In this way the names
also manifest the juxtaposition of the “real” amddgical” worlds in the books.

As a result of this dichotomy, in comparisoithwthe material discussed in
Chapters 6 and 7, the names analysed here formnifiedu“namescape”, even
though all are names of adult wizards. Instead, thmes here fit into the two
namescapes discussed in said chapters, namely thiogealistic names (as
exemplified by students’ names in Chapter 6) andemrmagical ones (Chapter 7).
The more magical names in this group, such as Gosneudge, are in many ways
quite similar to the names of Hogwarts personray tcontain meaningful elements
in connotative, lexical or semantic levels. Non&tkg, many of the magical names
here do not describe their referents in the same aga for instance, the names of
Hogwarts professors do: the name of Herbology teaPhofessor Sproutlearly
connects the person with the profession, wheraamee such addalbert Waffling
does not arouse any such immediate connection., Téue though many names
here show similarities with the names examined ager 7, we also find certain
differences in their level of expressiveness amhectedness with their referents.

The great variety of invented, imaginary andrequite normal names that form
this data illustrates how the names are intendddrtction in different ways in the
text. Some names have transparent semantic coatehtare meant to inspire
impressions and to contribute to the plot, whessase are more realistic and help in
upholding the cultural context of the story; cert@ames are designed simply to
entertain (cf. Kapari-Jatta 2008: 71-72). Moreo\es, Bertills (2003a: 10) writes,
names in literature are “strongly dependent on iafldenced by the nature of the
name-bearer in the literary context”. Thus, chanacthat show clearer connections
to the “real world’needmore realistic names, whereas the more fantastisopae
require names that foreground their magicality. Barmnd naming in literature is an
intricate interplay where two aspects, namely hibg/rtames function in the text and
what kind of influence the name-bearers exert enntlime-selection, play a role and

intertwine. These aspects also affect how the nareegeated in translation.
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All in all, in the first three Harry Potter bks | collected 47 names of such
wizards who do not have connections with Hogwatgsi(i the Finnish translation).
From this group 18 names remained in their Endiain in both translations, 24
were translated or modified in the Finnish tranetet and 11 names were changed in
the German versions. Furthermore, nine names vitker @artly or fully remodelled
in both translations. A majority of the names thave been in some way changed
have been modified only partly; typically the chaea’s illustrative surname has
been translated to illuminate the semantic levdlthe name to the TT reader.
However, there are nine names in the data that beee fully modified, so that both
the first and last names have been crafted andwereih the Finnish or German
translation; moreover, two of these nine names weamged irboth translations.

In previous chapters we discovered that irhBohnish and German translations
names that are more or less directly taken fromig&imgomenclature have been kept
in their original form, and the same applies fag ttames examined in this chapter.
The likely reason for this has been mentioned earhe books’ cultural context that
those names contribute to and uphold is not toiseirtbed by non-English name
material. Moreover, the names do not have “anyharrsignificance” (Jentsch 2002:
286), in other words, they primarily “name” moreaththey “mean”. However, as
concerns invented and illustrative names that Bo#me” and “mean”, we saw in
Chapter 7 that many have been rendered into Finnidfereas the German
translation in the main retains names in theirinabform, with few exceptions. This
relatively strict division between translation (Fish) and non-translation (German)
strategies is slightly moderated based on thealamined in the present chapter.

Those names examined here that have semanmtient are variously treated in
the translations. As shown above, the Finnish lasios renders the names more
often, in most cases retaining somewhat similarasgim content in the translated
name as was present in the original, such as ircdse wherCornelius Fudgds
renamedCornelius ToffeeEven though the name is changed, it retainauitstions
in the translation: the translated name illustrat@se important character trait and in
this way the name functions in a similar mannemathe original. The situation is
different with the German translation, where thmaetically loaded names are not
translated. Therefore it can be argued that theesafunction differently in the
German TT because the readers do not have acctss éapressive function that is

quite central for such transparent names. In obwds, in the German translation
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the non-translated names only fulfil their primadgntifying function, by naming
their referent, whereas in the English originakth@ames fulfil both the identifying
(name their referent) and expressive (describe tafgrent) functions.

In contrast to semantically loaded names emachin Chapter 7, quite a few of
the illustrative names here are such that mostfy finly divertive functions in the
ST, for various reasons: either the character imisor one that there is no room (or
need) for a fuller characterisation of the fictigerson, or the name-bearer never
appears as an actual character but merely remaiasma. An example of the former
would be Ernie Prang instances of the latter kind are almost all namakshe
Hogwarts schoolbook authors, suchfaialbert Wafflingor Phyllida Spore In such
cases the link between the name and the referenimntically not very clear; the
name, although expressive, is not necessarily raietilv by its referent. A part of
these names have been rendered in the translatoas to highlight the entertaining
aspects to the TT reader — and the divertive fanatif these names is thus upheld —
whereas others have been left in their originahfor

In sum, based on the analysis of the nameshef wizards in the present chapter,
it seems that the pattern of translation that hesnbdiscernable in the material
examined in earlier chapters is maintained alse.hEne tendency in how the two
translations treat names seems clear: the Gerraasldtion retains a majority of the
names in the same form as they appear in the EBngliginal, regardless of their
semantic content and level of transparency, whatea&innish translation changes
more, but not all of the names for target readeeiefit. These results will be

considered in further detail below.

9 DISCUSSION

The present chapter contains an examination ofititiings of the previous three
chapters in more detail and discussion on how narhdésee groups of wizards have
been treated in the Finnish and German translawérike three first Harry Potter
books. Names are probably never totally void of mragin any type of literature, as
shown in Chapter 3, but especially in literaturmed at children names can have
various and meaningful functions. Fernandes (2@®j: claims that in children’s

literature names have a “prominent role” in thatyth
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usually have their meaning potential activatedribeo to describe a certain quality of a
particular narrative element and/or create someicaffects. The former situation is

typically found in the allegorical tradition wher®y instance, a character’'s personality
is summed up by their name, where characters ane &g “personifications of either

vices [or] virtues or of general qualities relevemhuman life” (Manini 1996: 165).

In Chapters 6—-8 we have seen plenty of examplesaaies with their meaning
potential activated and how they in many differaratys function to describe their
referents, to inform about their referent’'s chagastics or to amuse the readership.
These kinds of literary names present specific lehges when they appear in
literature to be translated. How those above maeatdfunctions are manifested in
the translated target text largely depends onrdneskator’'s choices, in other words,
whether or not the names (and their meaningfulerghtre translated or not.

In the data for the present study we disctivatr characters’ first names are rarely
rendered in the translations: only in 13 instartbescharacter’s original English first
name has been changed in the translation. In masgsche first name has not been
replaced with a fully new one but rather adaptedaiwespond with TL orthography
(and phonetic) conventions; to illustra@assandra VablatskipgecomesKassandra
in both Finnish and German translations. The firasine ofNewt Scamanderin
contrast, is replaced with a Finnikisko. Characters’ surnames are rewritten more
often, especially in Finnish. The surnames thatd@nged in the translations are
semantically expressive, and their meaning (oeastl some levels of the meaningful
content) is typically reproduced in the TL rendgri€ornelius Fudgeas Cornelius
Toffeein Finnish;Emeric Switctbecome&meric Wendein German.

The examples quoted above already show thatt mab the names that are
somehow translated, rendered or modified in thestedions have been changed only
partly. In other words, merely one name elememamme part has been substituted
for — which typically in this data has been thensume. Only a handful of names
have been rendered in both parts. One such c&¥edmlus Diggle which has been
phonetically adapted in the German translatiorDadalus Diggelit is better suited
to match TL conventions — yet still continues sangdilien to TT readers. Further
examples ar€elestina WarbeckecomingSelestina Taigom Finnish andQuentin
Trimble being renamedQuirin  Sumo in the German translation. In these
transformations a name part has been replacedantibmpletely different one that
does not show immediate similarity or connectiothwhe original.
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The above findings are in sharp contrast Wi Coillie’s (2006: 130) statement,
according to which characters’ first names are moften substituted for TL
renderings than surnames in translated childretésature. In the present data the
situation is almost the opposite: if a name pachianged in the translation at all, it is
more likely to be the surname than the first naiménoth cases, i.e. whether the first
name is replaced and surname is not or vice vénsaresulting new name can be
“remarkably incongruent” (ibid.) in its combinatioof, for instance, Finnish and
English name-elements; an apposite example is dngeArgus Voro However, it
would seem that such combinations do not distuebrétading experience too much,
as most names in the translated texts appear ehgas mixtures of two languages.

Moreover, Van Coillie (2006: 130) further ctes that “[n]James from the real
world are more often replaced than those from fgnteorlds”, whereas Ainiala et al.
(2008: 341-342; cf. also Bertills 2003a: 195) batiehe opposite, asserting that
realistic but unauthentic namgse. names from the real world used to refer to
fictive persons; cf. Chapter 3.2.1) are often lgftranslated because they express the
name-bearer’s social or cultural background. Ashaee seen above, in the case of
these Harry Potter translations, the latter oftthe claims applies: names from the
real world are almost never changed, whereas #alglfantastical ones are more
likely to be rendered anew. Names (first or las&) tare taken directly from English-
language nomenclature are left as is in both tadiesls; thus Harry remains Harry.
Among the few exceptions, one example of an Engietme that has been changed
in the translations islermione renamedierminein the German versions.

The student characters, regardless if parihasds or “pure-bloods”, are more
connected to the “real” Britain, the world outsitl®gwarts’ borders — and their
names reflect that: a great majority are, in Blefti{2003a: 10-11) terminology,
conventional namestemming from real English-language anthroponyhmerefore
the students’ names have been left untouchedaaslating would distort the names’
British connection. As Manlove (2002: 188) seestht student characters in the
story are ‘normal’, in contrast with “a large rangé peculiar adult characters”,
teachers and other adult witches and wizards. Wighexception of Weasley family
and James and Lily Potter, many of these charabters names that clearly connect
them to the magical world by being more magicalaniegful, illustrative names.
The fantastic names of the more fantastic chama@ez also more open to being

translated — it is the translator’s choice whethremot to exploit this opening.
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The role of the readership should not be igdavhen examining the translatorial
choices and their effects on the reading experieAsediscussed in Chapter 3, the
age of the intended target group is a factor imftiieg the translator's work. When
we consider literature aimed at children, the yaunthe intended or presumed
readers are expected to be, the more carefullyréimslator needs to deliberate how
much exotic and unfamiliar elements — such as nawhdereign origin — can or
should be preserved in the translation and how nsiculd be modified to target
readers’ benefit. In this the translator's personalv of children and understanding
of how much strange elements young readers canéhafal/s an important role —
and can lead to highly differing outcomes, as briekplained below.

On the one hand, as one possible outcomdrdhslator can choose to preserve
foreign elements — in this case, names — and al@atranslation to function as a
cultural bridge: the readers are brought into ottnteith cultures other than their
own, giving them the possibility to discover simiy and difference between the
familiar and “the Other”. In this way translatedefiature can be “an act of
intercultural education” (Pascua 2003, cited in \Gwillie 2006: 134). Maintaining
foreign names in texts aimed for young readerseemxs the children’s knowledge
about names (Ainiala et al. 2008: 343); thus ti@ngy is not always the “right”
choice, if the translator (or the commissionerha translation) wishes to use the text
for educative and internationalisation purposes.

On the other hand, the translator may premitieader identification to possible
interculturally informative functions of the texnhé therefore opt for modifying
foreign names or replacing them with familiar omsed in the target culture. The
underlying assumption is that a character withrailfar-sounding name is easier to
like and identify with than one with a foreign-salimg name. It can make a great
difference for the child’s reading experience wieethe or she is invited to discover
the exiting adventures of José, Josh or JoonasnWhaslators take this strategy as
their guideline in translation, the resulting TTcieser to the domesticating end in
the scale of translation outcomes.

Based on the data and the analysis, it woeddnsthat the Finnish and German
translators have been addressing their translatansslightly different target
readership. As the German translation leaves & grapority of the names intact in
their original form — on the one hand preserving t®therness” of the material, on

the other hand not expressing (i.e., translatingnoother ways explaining) the
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names’ semantic content, where present, to thettaegqdership — we can conclude
that the intended target audience is presumed tdoand experienced enough to be
able to deal with such challenges in the readirnggss. In comparison the Finnish
translation seems to be aimed at somewhat youegeers, if we base the claim on
the extent of translated material in the booksse &earing in mind, as mentioned
earlier, the variation in translation strategy @by differing target languages.

Indeed, the target language may impact onr#reslation strategy in many ways.
Reasons for changing a character’'s name in tramslatay be related to the name’s
phonetic form. In Van Coillie’s (2006: 130) viewames that are particularly
foreign-sounding are more often changed, especifiltheir pronunciation would
pose problems in the target language. In the datdind examples to support this
claim: Professor Quirrebecome®raveandGodric GryffindorbecomedRkohkelikko
in Finnish, albeit not merely because of reasolseae to the names’ pronunciation.
Then again, names that pose no particular prontumiciproblems may be rendered,
too; for exampleMafalda Hopkirkis changed télopfkirchin German. However, as
we saw in Chapter 8, the reasons for modifying tizene do not lie in its
pronunciation. Also factors such as “resonancethrhyand puns” (Van Coillie 2006:
131) can be of importance in deciding about trdimsigstrategy).

Whether or not a foreign name is changed taimed in the target text also
depends on the target cultural values as well agyémeral trend of how names are

treated in translated children’s literature. Acaogdto Pascua-Febles (2006: 116),

If the current trend towards internationalizatisnréspected, most of the proper names
used in the source text would be retained in thaslation. (...) However, there is
another tendency that is particularly evident anglating for children, whereby names
that tend to enrich the text with a particular amtation or whose meaning is relevant for
the narration process are to be translated or edagt that the readers of the translation
can access their semantic content (Pascua 1998).

As shown in the present study, and as argued &iamge by Jentsch (2002), the
names in Harry Potter are a case in point of wiaat®a-Febles describes as names
enriching the text or providing particular connaas or meaning. Offering the
chance to understand such names is thus an argdonananslating them. | agree
with Jentsch (2002: 286) that the translatorialiodaf how much and how to
translate from such meaningful name material iseaisibn that “will affect the
overall success of the translation.”

When we compare the two translations, it sethratsthe German translator Klaus

Fritz translated or rendered a character's namg iornduch cases where the name is
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semantically most transparent, leaving those natimais have less self-evident or
obvious semantic meaning intact — even in case® wrexisely the obscure meaning
would offer important information for the readerorFexample, the meaning of
Professor Kettleburns quite evident in English, and it has been rdpoed as
Professor KesselbrandHowever, as concerns the storyline, the charastemly
mentioned in passing; therefore it is interestimgt the name of such an insignificant
character has been changed, whereas at leastdentyimeaningful surnames of
more central charactersGernelius Fudger Sirius Black— have not been translated.
In general, fictive names coined by the autlrerquite often translated, especially
when they are semantically transparent and impbftanthe interpretation of the
story (Ainiala et al. 2008: 342). Furthermore, amaerns literary names with

specific connotations,

it is common practice to reproduce that connotatiothe target language (...) In such
cases, the functions are preserved: in principendimes retain the same denotation and
connotation; they evoke the same image and aimrdduce the same humorous or
emotional effect. (Van Coillie 2996: 127-128)

In the German translations this objective is alnoositstantly ignored: a vast majority
of the semantically transparent names appearserotiginal English form in the
translated books. As a result, the names functifferently in the source and target
texts: their identifying function of course is nead, but additional divertive and
informative functions may not be as evident for TE reader. This translatorial
decision also conflicts with Bertills’ (2003a: 19dgmand that proper names in
literature should have same functions in both soara target texts.

The Finnish translator Kapari-Jatta, in costirgdeems to have tried to keep not
only the names’ functions but also their meaningfgpects in her translations. The
data offers several such cas8sverus SnapeecomesSeverus KalkarqCornelius
Fudgebecome<ornelius ToffeeandArgus FilchbecomesArgus Voro In all these
cases at least some semantically meaningful lexfelee original names appear in
the translations. As it would be impossible to neim all possible semantic
connotations anyway, due to decidedly dissimilaurse and target languages,
Kapari-Jatta has brought those meanings to the tf@ein her interpretationare
most important for the TT reader. In this way tlanes retain (some levels of) their
meaning, effects and illustrative functions in Eienish translation.

On top of various identifying, descriptive adivertive functions of individual

character’'s names, one fundamental function ofnlmmes as a whole in the Harry
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Potter books is to point out and maintain the “@pdsition of magical and Muggle
worlds” (Jentsch 2002: 286). The world of wizargsalthough contained within the
borders of our Muggle world, separated from oufityeaot only by magic, but also
by the names of its inhabitants. As Ainiala et(2008: 29) point out, a proper name
presupposes a particular category; for instancamaenlikeHenry presupposes that
the referent is male. Similarly, in the materiahahd, literary names function in the
same way: an imaginative, unconventional name Dkenbledore presupposes an
unconventional character, such as a wizard insdéadviuggle. The fantastic names
thus guide the readers and indicate when they asding with more magical
characters; realistic names in turn remind theeeatout the real world “out there”.

The names’ duality — and the two worlds’ jypdaition — has been retained in
both Finnish and German translations: the non-kated English names connect to
the British context, and the (non-)translated malgitames point to the fantastic
features of their referents and surroundings. Whhenfantastic name is translated,
the contrast between the real world and the magigalis further intensified by the
contrast in language. This central function woubivén been altered, had all the
names of both students and other wizards beenstently translated and replaced
with TL realistic and invented names; the functadrduality would have remained,
but the original cultural context lost.

Also individual names in the books functiorfiguratively drawing borders: they
can serve to point out similarity and differencawssen particular characters. An
apposite illustration is the name pHliarry Potter-Draco Malfoy The two names are
strikingly different from each other — one is quéenormal English name, another
highly unusual and desrciptive — and thus implyt thigo their referents differ in
many ways. For example, both are students at Hagwaut at different houses; both
have wizard parents, but Harry is orphaned; bothtwa be successful Quidditch
players, but Malfoy is ready to play dirty to acheethat aim. How names indicate
similarity, then, is illustrated by sisteBadmaand Parvati Patil their structurally
and phonetically similar names show both theirandand familial origins.

The data also contains examples of how namésxts with dual readerships can
be ambiguous and are open to several possiblgietations, depending on who is
reading: young readers may interpret and underdtamanore self-evident surface-
level meanings whereas older and more experieneaders with more extensive

language skills, vocabulary and knowledge of theldvare better able to — and are
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meant to — construe also vaguer connotations (seeBertills 2003a: 395). For
instance, young readers may associate the Zoneelius Fudganore readily with
the creamy sweet, whereas for older readershipgMinester of Magic's name may
stir ideas about, for example, fudging facts — el when we remember the
various political scandals in our Muggle world ecent years. The names can be
read and interpreted on different levels; eachlleffers different kind of humour
and joy of discovery, for instance caused by urtdading of a pun contained in a
name, for those reading it.

Ainiala et al. (2008: 226) remind us that eaders we can never be totally sure
that semantically transparent names in a workabiofn actually areneant toconvey
particular messages and impart important infornmatimless the author explicitly
has said so — and even then the author-intendedingsacan be quite different from
those that individual readers glean from the tibevertheless, it would seem, based
on the discussion in earlier chapters, that mamgesaRowling has picked for her
fictive characters do carry some sorts of intendesksages. For translation, this
presents certain challenges: the translator ne@edsognise in the first place that the
name contains meaningful semantic or connotatiemehts; this largely depends on
the translator’s level of source language proficieas well as cultural understanding
(Van Caoillie 2006: 132). With this in mind we cals@understand why names with
less transparent semantic meaning have on manionsabeen left untranslated;
perhaps their meaningful content has been (deemyethé translator to be) too
obscure so that it could (or should) be made avigléor the TT readership.

As regards the meaningful names, in the Gertraarslator Fritz’'s view, readers
attach too much importance to analysing and unaedstg them. For Fritz, the
characters behind the names stay the same bedailnst @ctions, gestures and way
of speaking; the form and content of the name isafiomost importance. (Welt
Online 2005.) This statement partly explains whyngnaames are left intact in the
German translations: out of the total 99 names ajpe in the German books, only
16 have been in some way modified, compared withn&mes rendered in the
Finnish translations. In contrast, Kapari-Jattadieconsiders the meaningful names
to be significant, also for the Finnish reader;was have seen, she has translated
names with apparent meanings that have a rolevianaihg the story or that create a
particular atmosphere so that the target readensbipld have access to roughly

similar nuances as were available for the ST resaddevertheless, as the numbers
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quoted above indicate, in both translations a nitgjof the names have been left as
Is; however, a great part of these untranslatedesaare conventional English names
that, as shown above, would not need translati@myncase.

We can speculate whether the two translathifigring professional backgrounds
play a role in their translation decisions. Kaphaita, having translated for children
before, surely knows that names in children’s dtere are more readily modified
than in texts for adults, not only because of negqdind pronunciation fluency, but
also because the names tend to be semanticallyessipe and meant to be
interpreted (Ainiala et al. 2008: 342). Fritz, iontrast, had not previously translated
for young readerships. This can be an advantagenstance for Osberghaus (2003)
it was important that Fritz was not corrupted wiltie typical idiom of children’s
literature. However, being less experienced ine&dfas sensitive as translating for
children can also mean being less aware of thesnefethe target audience.

Moreover, Fritz’'s history in translating noistion might lead him to consider the
informative or educative functions of translatext$eo be of greater importance than
adjusting the TT to the target audience. This migkplain the extensive non-
translation: by retaining the strangeness of thecsculture in the TT, for instance
by keeping the English-language names, the readeformed of the presence of
“the Other” in the text. The reading experience decomes more challenging and
the readers are given an active role: if they war@omprehend, for instance, strange
fictive names, they have to work them out indepetigieThe risk is, of course, that
something essential is not understood; moreovegbaimdance of foreign names or
unusual spellings may become a linguistic obstaxlgoungest readers (Puurtinen
1995, cited in Fernandes 2006: 48).

In sum, we can argue that Fritz’s translatatecisions have been guided by the
idea of “non-intervention”; his approach is closerforeignising than domesticating
translation strategy (cf. Chapter 2.3). In contr&stpari-Jatta’s method seems more
related to functionalist views on translation (Chapter 2.2); she has clearly taken
the target addressees, the intended audience dfTtheto account, “specifically its
culture-specific world knowledge, expectations, aminmunicative needs” (Nord
2006: 663). Kapari-Jatta’'s translation seems marget audience oriented than
Fritz’s work — possibly because of her experiensetranslating for children.

Naturally, as already mentioned earlier, the rdlthe TL cannot be underestimated.
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The analysis in this and previous chaptebigously made from an adult point
of view, and from a linguistic one at that. In atheords, some levels of meaning
contained in the semantically loaded fictive name@mined above (such as
etymological origins of the names) probably remapaque, incomprehensible or
inaccessible to young English-speaking readersamm may not necessarily be
evident to every adult reader either. For this @easny interpretation of the names
and their characterising functions and similarlgoalmy understanding of the
characters may differ radically from the averagadeg’s interpretation and reading
experience. However, as Oittinen (2006: 38) poos texts are read for different
purposes, and the way we read the text dependéepurpose; my reading and
interpretation of the texts here has been for rebegurposes and therefore
inevitably differs from those occasions where ttarys(and the names therein) is

read for recreation and thrill of the tale.

10 CONCLUSION

The present study, situated at the crossroadsuadlaition, onomastics and children’s
literature, has made an attempt to paint a piotiirdne various ways the names of
fictive personae can be treated in translation. $&out to find answers to three
questions concerning the names of witch and wizdwaracters in the first three
Harry Potter books and their Finnish and Germanstedions: firstly, if the names
have been translated or rendered in the targetiages or not, and to speculate why;
secondly, what kinds of names have been transttddow; thirdly, if and how the
levels of meaning in semantically loaded namesapeessed in each translation.
Before conducting the analysis | postulateat tinguistic reasons would be a
factor leading to more names being translatederFinnish books than in German; |
also assumed that names with transparent semaoritert would be more readily
rendered in each TL than names with not so obvinaanings. These hypotheses
turned out to be partly correct and partly not,walé be shortly reviewed below.
Moreover, | expected that the professional backgtoof the two translators might
be an influence in their translation decisions;alisady discussed in the previous
chapter, we can say that the personal history deem to have played a role in

determining each translator’s approach to the kaéins or non-translation of names.
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Whether the names were translated or not adiggkegreatly on the type of the
name in question: “real British” names, actual aoponyms of the English language
were left in the original form with one exceptioHefmione rewritten Hermine,
whereas the magically meaningful names were mdes oéndered, but by no means
all of them. The former type, as ‘cultural connestohelp uphold the story’s British
context, and therefore are ‘unmotivated’ for tratish. The latter type, in contrast,
refer more to the characters’ magicality and exoept nature, often expressing
attributes of their referent; at times these desee functions have been considered
important enough to necessitate a translationehtime into the target language(s).

Here the linguistic reasons play a part, asimed: due to Finnish being decidedly
different from English, the meaningful names ard frmeaningful” to Finnish
readers in their original form: the sense of a ndikeeSeverus Snaper Cornelius
Fudgewill remain opaque without some clarification, e premise that the reader
of the translation is not fluent enough in Englisibe able to conclude the meaning.
Making the meaningful names comprehensible by meénglehem into Finnish not
only impacts on the reading pleasure of the traiesiabut also retains the various
functions — such as to identify and to described&racter, possibly also to amuse
the reader — incorporated in the original name.

Thus, in addition to overcoming the linguidbarrier caused by greatly differing
source and target languages, other potential rea®orrendering names in the TT
are, among others, to transfer the names’ contehtteereby make their meaning(s)
available for TL readers (particularly in Finnishy well as to have the names
function similarly as in the ST. The German tratistg in contrast to the Finnish
one, leaves a majority of the characters’ nameheir original form; we may argue
that especially as concerns the semantically loadades, some of the meanings and
functions are inevitably lost in non-translatiorowkver, as German and English are
related languages, some names, incomprehensilileein English form to Finnish
readers, may be understandable to the German sbggleven when untranslated.

My hypothesis that semantically more expressi@mes would be translated more
often than names with less clear meaning seemply @artly: the German books
leave many names with clear semantic content —randgover, with significance to
understanding of the character or of the storytewshed, but at times render names
with more obscure meanings and with less importaocthe story. The Finnish

translation changes more, but not all of the trarsptly meaningful names, but also
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renders some names with opaque semantic contems, Ttie answer to the research
question if and how the names’ meaningful levetsteansferred in the translations is
twofold: first, the content is more often, but mbways, considered in Finnish than in
German; second, when transferred, the name isalypiceplaced by a TL word
expressing comparable content or arousing analoggscciations as the SL original.

As concernsow the character’s names, when translated, werediastlianew in
the translations, a majority wepartly translated meaning that only one name part,
typically the surname, was rendered in the TL, e/l first remained in its original
form; on few occasions the both the first and som@avere replaced. Some names
werephonetically adaptetb better fit the TL orthography and phonetic cemions:
for example,Cassandra Vablatskis rewrittenKassandra Vablatskin the Finnish
and Kassandra Wablatschkn the German translation. The great majority lod t
names aréorrowed or taken in their English form.

The study has examined the treatment of nambsin three books in each TL,
which is why the conclusions above might not bé/faktendable to the translations
of further Harry Potter volumes; however, as tlamstators in both target languages
remain the same throughout, we may presume thddrdsel translational tendencies,
as far as names are concerned, would remain rouklysame. Extending this
research to cover not only the treatment of narhesalso of other invented and
meaningful expressions found in the books — woikks Muggles or Puffskeins, or
magic spells, such ggriori incantatemor serpensortia— might give a different
picture on the extent of translation or non-tratnstainto each TL.

Previous studies (for instance Fernandes 20@6nen 2008) have often analysed
the translations of Harry Potter, and the treatneémames in them, with focus only
on one target language. Jentsch (2002) and Ga2&¥3), in turn, compare the
English originals with translations into more thane language — the former into
French, German and Spanish, the latter into Catdfaench, German, Italian,
Portuguese and Spanish — but neither examines sexely how names have been
dealt with in each TL, but explore several othgregss, too. Thus, there seems to be
a lack of comparative research between Harry Poteslations into more than one
language and with specific focus on how names baea treated in them. Moreover,
as we can see above, the TL in the previous stindies typically been Romance or
Germanic languages; examining translations outdidee language families would

provide fruitful material for contrasting and comigans.
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The present study has explicitly comparedréeslation of names in Harry Potter
into more than one TL, and into two structurallghiy different languages at that,
the one being linguistically related to Englishe tither unrelated. To the knowledge
of the present author, such a pair of Harry Pdtterslations has not been examined
earlier to this extent. This study fills that gamacontributes to the research on this
popular series from a new perspective. In conteastsearch comparing translations
into, for instance, two or more Romance languaties present study, by means of
having two dissimilar target languages, can pount flow linguistic reasons may
require different translation methods and solutions

Although the Harry Potter books have beenistudth quite much detail already,
the possible scope of research topics has by nosnes been fully (dis)covered or
exhausted; merely from the point of view of tratiska studies there are several
themes deserving attention. As shown in the prestmly, many characters in the
series have meaningful names, and the volumesnthide many more examples —
Mad-Eye MoodyDolores Umbridgeor Rita Skeeterto name a few. Further studies
could conduct a comparative analysis about theskaion of such names into one or
more languages in further parts of the series. Bergpossibility would be to contrast
how the names are treated in translations into G@omanic languages, such as
German and Swedish; the results might prove afdifyoint of comparison to the
present study, where one TL was the non-Germamigi$h. Also issues of address
and politeness in Harry Potter translations mightob interest for future research:
since the English language does not distinguistvdzt second person singular and
plural, or informal and formal ‘you’, the Hogwantsofessors, for instance, address
their students with ‘you’ and vice versa. Compariranslations into languages that
make the distinction, such as German wdin'Sie or Finnish withsind/te might
reveal diverse translation solutions and also ghhldifferences in how the target
cultures use the available forms of address irec#fit situations.

This study has established that the challenfiéanslation of literary names are
varied, especially in fantasy and children’s litara, where names can be of central
importance to the story in many ways. Hopefullystbiudy has also encouraged its
reader to fall under the spell of the Harry Potferies — and of the magical names

therein.
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APPENDIX 1: HOGWARTS STUDENTS

English Finnish German
Hannah Abbott (H) Hannah Abbott (H) Hannah Abbbl} (
Katie Bell (G) Katie Bell (G) Katie Bell (G)
Lavender Brown (G) Lavender Brown (G) Lavender Bndie)
Millicent Bulstrode (S) Millicent Bulstrode (S) Mitent Bulstrode (S)
Cho Chang (R) Cho Chang (R) Cho Chang (R)
Penelope Clearwater (R) Penelope Clearwater (R) elBga Clearwater (R)
Colin Creevey (G) Colin Creevey (G) Colin Creeve) (
Cedric Diggory (H) Cedric Diggory (H) Cedric DiggofH)
Justin Finch-Fletchley (H) | Justin Finch-Fletchlét) ( |Justin Finch-Fletchley (H)
Seamus Finnigan (G) Seamus Finnigan (G) SeamuggBimG)
Marcus Flint (S) Marcus Flint (S) Marcus Flint (S)
Gregory Goyle (S) Gregory Goyle (S) Gregory Goge (
Vincent Grabbe (S) Vincent Grabbe (S) Vincent Gea(fh)
Hermione Granger (G) Hermione Granger (G) |Hermine Granger (G)
Terence Higgs (S) Terence Higgs (S) Terence Higys (
Angelina Johnson (G) Angelina Johnson (G) Angeliolanson (G)
Lee Jordan (G) Lee Jordan (G) Lee Jordan (G)
Neville Longbottom (G) Neville Longbottom (G) NelglLongbottom (G)
Ernie Macmillan / Ernie Macmillan / Ernie Macmillan /
McMillan (H) McMillan (H) McMillan (H)
Draco Malfoy (S) Draco Malfoy (S) Draco Malfoys)
Pansy Parkinson (S) Pansy Parkinson (S) PansyrBarki(S)
Parvati Patil (G) Parvati Patil (G) Parvati PaBl)(
Padma Patil (R) Padma Patil (R) Padma Patil (R)
Harry Potter (G) Harry Potter (G) Harry Potter (G)
Adrian Pucey (S) Adrian Pucey (S) Adrian Pucey (S)
Alicia Spinnet (G) Alicia Spinnet (G) Alicia Spinhés)
Dean Thomas (G) Dean Thomas (G) Dean Thomas (G)
Fred Weasley (G) Fred Weasley (G) Fred Weasley (G)
George Weasley (G) George Weasley (G) George WegSke
Ginny Weasley (G) Ginny Weasley (G) Ginny Weaslgy (
Percy Weasley (G) Percy Weasley (G) Percy Wea&gy (
Ron (Ronald) Weasley (G)| Ron (Ronald) Weasley (G)on RRonald) Weasley (G)
Oliver Wood (G) Oliver Wood (G) Oliver Wood (G)
Notes:

This list includes only names of such characteas dne mentioned more than once. Letters in
brackets after each name indicate the Hogwartsehothe student:

G Gryffindor (Rohkelikko)
H Hufflepuff (Puuskupuh)
R Ravenclaw (Korpinkynsi)
S Slytherin (Luihuinen)

Bold print indicates that the particular name has in someheay changed in the translation.
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APPENDIX 2: HOGWARTS PROFESSORS AND STAFF

English

Finnish

German

Albus Dumbledore

Albus Dumbledore

Albus Dumbledore

(Headmaster) (rehtori) (Direktor)
Argus Filch ArgusVoro Mr. Argus Filch
(Caretaker) (vahtimestari) (Hausmeister)

Rubeus Hagrid
(Keeper of the Keys)

Rubeus Hagrid
(avainten ja tilusten vahti)

Rubeus Hagrid (Huter der
Schlissel und Landereien

Madam Hooch
(Quidditch)

matamiHuiski
(huispaus)

Madam Hooch
(Quidditch-lehrerin)

Gilderoy Lockhart
(Defence against the Dark

Gilderoy Lockhart
(suojautuminen pimeyden

Gilderoy Lockhart
(Verteidigung gegen die

Arts) voimilta) dunklen Kinste)
Minerva McGonagall MinervaMcGarmiwa Minerva McGonagall
(Transfiguration) (muodonmuutokset) (Verwandlung)
Severus Snape SeveruKalkaros Severus Snape
(Potions) (taikajuomat) (Zaubertranke)

Madam Pince matamiPrilli Madam Pince
(Librarian) (kirjastonhoitaja) (Bibliothekarin)

Madam Poppy Pomfrey | matami Poppy Pomfrey | Madam Poppy Pomfrey
(nurse) (ylihoitaja)

Professor Binns
(History of magic)

professori Binns
(taikuuden historia)

Professor Binns
(Geschichte der Zauberei

Professor Armando Dippe
(Ex-headmaster)

1 professori Armando Dippe
(entinen rehtori)

t Professor Armando Dippe

Professor Flitwick
(Charms)

professoriipetit
(loitsut)

Professor Flitwick
(Zauberkunst)

Professor Kettleburn
(Care of Magical
Creatures)

professoriPatapalc
(taikaolentojen hoito)

ProfessoKesselbranc
(Pflege magischer
Geschopfe)

Professor R.J. Remus
Lupin (Defense against thg
Dark Arts)

professori R.J. Remus
2 Lupin (suojautuminen
pimeyden voimilta)

Professor R.J. Remus
Lupin (Verteidigung gegen
die dunklen Kinste)

Professor Quirrel
(Defence against the Dark

professoriOrave
(suojautuminen pimeyden

Professor Quirrell
(Verteidigung gegen die

Arts) voimilta) dunklen Kinste)
Professor Sinistra professori Sinistra Professor Sinistra
(Astronomy) (t&htitiede) (Fachbereich Astronomie)
Professor Sprout professoriVersa Professdn Sprout
(Herbology) (yrttitieto) (Kréauterkunde)

Professor Sybill Trelawney professoriSibylla Professo Sibyll Trelawney
(Divination) Punurmio (ennustaminen)| (Wahrsagen)

Professor Vector professoriVektori Professoivektor
(Arithmancy) (numerologia) (Arithmantik)
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English Finnish German

Bathilda Bagshot ° Bathilda Bagshot Bathilda Bagsho
Sirius Black SiriugMusta Sirius Black

Mr. Borgin herra Borgin Mr. Borgin

Doris Crockford* DorisRojumo Doris Crockford

Dedalus Diggle *

Dedalus Diggle

Dé&dalus Diggel

Nicolas Flamel

Nicolas Flamel

Nicolas Flamel

Mundungus Fletcher

Mundungus Fletcher

Mundungusirée

Florean Fortescue *

Qaino Vahvahqgo

FloreanFortescue

Cornelius Fudge
(Minister of Magic)

CorneliusToffee
(taikaministeri)

Cornelius Fudge
(Minister flr Zauberei)

Miranda Goshawk °

Miranddanahaukka

MirandaHabicht

Godric Gryffindor °

GodridRohkelikko

Godric Gryffindor

Gladys Gudgeon * Gladys Gudgeon Gladys Gudgeon
Helga Hufflepuff ° Helg&Puuskupuh Helga Hufflepuff
Mafalda Hopkirk Mafalda Hopkirk Mafaldelopfkirch

Arsenius Jigger °

Arsenildittalasis

ArseniusBunser

Walden Macnair

Walden Macnair

Walden Macnair

Mr. Lucius Malfoy

Lucius Malfoy

Mr. Lucius Malfoy

Madam Malkin matami Malkin Madam Malkin
Madam Marsh * mataniWarskimaa Madam Marsh

Mr Ollivander herra Ollivander Mr. Ollivander
Peter Pettigrew Pet&iskuilan Peter Pettigrew
James Potter James Potter James Potter
Lily Potter Lily Potter Lily Potter

Ernie “Ern” Prang Ernie “ErnRysky Ernie “Ern” Prang
Rowena Ravenclaw ° RoweKarpinkynsi Rowena Ravenclaw

Madam Rosmerta

matami Rosmerta

Madam Rosmerta

Newt Scamander °

Lisko Scamander

Newt Scamander

Stan Shunpike

Starikitie

Stan Shunpike

Salazar Slytherin °

Salazhuihui nen

Salazar Slytherin

Veronica Smethley *

Veronica Smethley

Veronica Sriest

Phyllida Spore ° Phyllid&io PhyllidaSpore
Emeric Switch ° EmeriKytkin EmericWendel
Quentin Trimble ° Quentifytina Quirin Sumo

Cassandra Vablatsky °

Kassandra Vablatski

Kassandra Wablatschki

Vindictus Viridian °

Kosto Onsuloinen

Vindictus Viridian

Voldemort, You-Know-
Who, He-Who-Must-Not-

Marvolo Riddle

Voldemort, tiedat-kai-kuka,
han-kenen-nimea-ei-pida-

Be-Named, Dark Lord, Tommainita, pimeyden ruhtinas

Lordi Voldemort, han-joka-
jaédkodon-nimeamatta, Tom
Lomen Valedro

Voldemort, Du-weif3t-
schon-wer, Jener, der nicht
genannt werden darf, der
Schwarze Lord, Tom
Vorlost Riddle

Adalbert Waffling ° Adalberfaaritellen AdalbertSchwahfe
Celestina Warbeck * SelestinaTaigor Celestina Warbeck
Arthur Weasley Arthur Weasley Arthur Weasley
Bill Weasley Bill Weasley Bill Weasley

Charlie Weasley

Charlie Weasley

Charlie Weasley
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Molly Weasley Molly Weasley Molly Weasley
Wendelin the Weird * Olivia Outo Wendeline die Ulkige
Notes:

Names marked with * are only mentioned in passimg ¢haracters not substantial to the story; may

appear only once)
Names marked with ° belong to authors of Hogwart®elbooks and Hogwarts founders (do not

appear as actual characters in the story)



