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INTRODUCTION
The term paper is dedicated to the study the peculiarities of reproduction in

the Ukrainian language of units of the lexical-semantic field "HATERED" in the
American film discourse (based on the material of the film “The Boy in Striped
Pajamas”).

Theoretical background. Language, as a social phenomenon, is directly
related to the realities and even traditions of the people of its native speaker. We
can say without a doubt that all cultural and everyday actions in the life of the
world, without exception, are reflected in the language. One of the most interesting
nuances of language science is the lexical-semantic field.

The study of this topic always attracts the attention of scientists, since they
are used in almost all areas of modern life. They can be found in the original works
of classics and contemporary writers, in the media, in professional communication,
and in everyday speech.

The development of linguistic science is accompanied by an intensive search
for the theoretical foundations of the study of the lexical-semantic level, the
establishment of its system-structural elements, relations between them. The
research of this topic was carried out by countless translators and linguists, among
them E. Ermolenko, A. Potebnya, M. Pokrovsky, R. Meyer, G. Eisen, L. A.
Lisichenko, Zh. P. Sokolovskaya, L. M. Vasilyeva, L. A. Novikova etc.

The topicality of the research is conditioned to the fact that the interest in
studying the peculiarities of reproduction in the Ukrainian language of units of the
lexical-semantic field "HATERED" in the American film discourse concept is due
to their importance not only for English and Ukrainian philology, but also among
the most pressing problems of general linguistics, because in the linguistic picture
of the world the concept of lexical-semantic field "HATERED" occupies a special
place as one of the most important phenomena of national consciousness.

The aim of the research is to analyse the peculiarities of reproduction in the
Ukrainian language of units of the lexical-semantic field "HATERED", to study the

history of its emergence and main characteristics, to determine the place of the



concept in the modern English-language film discourse.

The following research objectives have been set for achieving its aim:

1. Define the term discourse and justify such a concept as "film discourse";

2. To investigate the history of the emergence of the "film discourse"
phenomenon, the study and place of the HATERED concept in the linguistic picture
of the world;

3. Analyze the concept of of units of the lexical-semantic field "HATERED"
and establish the main ways of its creation;

4. To reveal the influence of foreign languages on the ways of creating
verbalization and concept.

5. To study the main methods and specifics of translation of means of
HARTED concept.

The object of research is the variety of modern English and Ukrainian
languages presented by the authors of the historical drama film “The Boy in Striped
Pajamas”.

The subject of research is English and Ukrainian lexical-semantic
characteristics of the HATERED concept, their translation and typological
characteristics.

The data sources of the research are 50 sentences of English film discourse.
The basis of the research is the 2008 historical drama film “The Boy in Striped
Pajamas”.

The following methods were used in the research: the composite
approach that involves descriptive, comparative, historical and chronological
methods, methods of analysis, such as classification, semantic and structural
analysis.

The theoretical value of the study is that its results are a contribution to
linguistic research, as they highlight the diversity and rich history of languages.

The practical value of the study is that the results of the study can be used in
the teaching of cultural studies, linguistics, and translation studies. The results of the

study can also be useful for anyone interested in the topic of concept and discourse.
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Research paper structure: the term paper consists of Introduction, two
Chapters, Bibliography, List of Reference Sources, List of Data Sources, Annex A,

Annex B and Summary.



CHAPTER 1
PHILOLOGICAL, TRANSLATIONAL AND DISCURSIVE MEANS OF
VERBALIZATION OF THE CONCEPT
1.1 The definition of discourse and film discourse, its main characteristics and

ways of translation

The term "discourse' has long been established in science, and there is
no need, it would seem, to justify the legality of its use. The use in areas with
fundamentally different subjects of research has led to different interpretations
of this term. Undoubtedly, the frequency of its use led to the fashion for discourse
as a collective imitation of novelties, and they began to replace concepts and
terms that had long been registered in linguistics. However, it should be noted
that the discourse quite legitimately occupied a niche formed in terminology,
received its own definition, and most importantly, allowed to expand the
possibilities of linguistic analysis.

In modern linguistics, discourse is traditionally associated with such
concepts as utterance, language, language activity, text, communicative situation,
monologue, dialogue, which leads, on the one hand, to an understanding of what
series of phenomena discourse belongs to, and on the other hand, creates a false
impression of the identity of these phenomena.

Currently, the functional-communicative approach examines discourse as
a fundamental form of everyday human practice and characterizes it as a complex
communicative phenomenon that includes, in addition to the text, extralinguistic
factors (knowledge of the world, thoughts, attitudes, goals of the addressee)
necessary for understanding the text.

The definition of the term *"discourse™ causes significant difficulties due
to the fact that it is in demand within a number of scientific disciplines, such as
linguistics, anthropology, literary studies, ethnography, sociology,
sociolinguistics, philosophy, psycholinguistics, cognitive psychology and some

others. And quite directly, the ambiguity of the term "discourse™" and its use in
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various fields of humanitarian knowledge form different approaches to the
interpretation of the meaning and essence of this concept.

From the very beginning, within the framework of studies that study the
organization of the text of connected speech, there was a controversy related to
the terminological definition of the object of research, as well as the field of
linguistics itself, which studies the text. Initially, the term "text linguistics"
appeared to many scientists, it seems not entirely successful, and in some
linguistic works, the text of coherent speech is called a discourse. The polysemic
nature of the term "discourse" is recorded in the "Short Dictionary of Text
Linguistic Terms" by T.M. Nikolayeva: "Discourse is a multi-meaning term of
text linguistics, which is used by a large number of authors in meanings that are
almost homonymous. The most important of them are: 1) coherent text; 2) oral-
conversational form of the text; 3) dialogue; 4) a group of statements related to
each other in terms of content; 5) a speech work as a given - written or oral.

The emergence of discourse theory marked a qualitative leap in the
development of the science of language and set researchers a very difficult task
- to provide a linguistic description of discourse. Having arisen within the
framework of the linguistics of the text, the theory of discourse never lost its
connection with it, but consistently went to the differentiation of the subject of
its research, to the distinction between the concepts of "text" and "discourse". For
example, according to the definition of V.G. Borbotko, discourse is a text, but
one that consists of communicative units of language - sentences and their
combinations into larger units that are in a continuous semantic connection,
which allows us to perceive it as a whole entity [12:187]. Borbotko emphasizes
the fact that the text as linguistic material is not always a coherent language, that
IS, adiscourse. Text is a more general concept than discourse. Discourse is always
a text. Not every text is a discourse. Discourse is a special case of text.

In modern linguistics, discourse is treated ambiguously. Several

approaches to the definition of discourse can be distinguished.
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Communicative (functional) approach: discourse as verbal communication
(language, use, functioning of language), or as a dialogue, or as a conversation,
that is, a type of dialogical statement, or as speech from the speaker's position, as
opposed to a story that does not take such a position into account. Within the
framework of the communicative approach, the term "discourse" is interpreted
as "some symbolic structure, which is made a discourse by its subject, object,
place, time, circumstances of creation (production)”.

Structural-syntactic approach: discourse as a text fragment, that is,
education above the level of a sentence (supraphrase unity, complex syntactic
whole, paragraph). Discourse is understood as two or more propositions that are
in a semantic connection with each other, while the connection is considered as
one of the main features of the discourse.

Structural-stylistic approach: discourse as a non-textual organization of
spoken language, characterized by a vague division into parts, the dominance of
associative connections, spontaneity, situationality, high contextuality, and
stylistic specificity.

Socio-pragmatic approach: discourse as a text immersed in a
communication situation, in life, or as a socially or ideologically limited type of
utterances, or as a "language within a language", but presented as a special social
given that has its own texts.

This classification makes it possible to understand that the nature of the
discourse is threefold: one side of it is addressed to pragmatics, to typical
situations of communication, the other to the processes occurring in the
consciousness of the participants of communication and to the characteristics of
their consciousness, the third to the text itself.

The concept of ""discourse™ is understood in an inextricable connection
with the concepts of speech and text. Discourse as a communicative phenomenon
is an intermediate link between speech as verbal communication, as an activity,
on the one hand, and a specific text recorded in the course of communication, on

the other. In a simpler contrast, the discourse should be understood as a cognitive
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process, with knowledge of the speech product, and the text - as the final result
of the process of linguistic activity, which flows into a certain finished form. This
opposition of real speech to its result leads to the realization that the text can be
interpreted as a discourse only when it is actually perceived and enters the current
consciousness of its individual. H. Vidousen made an attempt to differentiate the
concepts of "text" and "discourse"” by including the category "situation” in this
pair. Thus, discourse is considered by them as "text™" + "situation™.

Film discourse combines features of monologic and dialogic speech, can
reflect communication both personal and at the level of different social groups,
and present signs of cooperative and confrontational interaction.

Film discourse also became a mass form of communication in the 20th
century. Cinematography has a lot in common with ordinary language
communication. And here and there we have signs. Syntagmatics plays an
important role both in ordinary language and in film language (that is, the linear
arrangement of signs, when one comes only after the other, and not all together).
But there are also significant differences related to the fact that we are now
dealing with the language of art. The signs of film discourse become familiar to
us only during film discourse. That is, we know the signs of language before we
hear any statement, instead, the signs of cinema must be created during the
discourse. Hence the problem of the creative nature of cinema - it is necessary to
create not only the text, as we have in the case of literature, but also the language
itself. In ordinary communication, we go from speech to text, and in cinema -
from text to speech. As P. Pasolini noted, the activity of a writer is purely artistic
creativity, on the other hand, the activity of a director is different - first linguistic
creativity, and only then artistic creativity. Accordingly, the behavior of the
viewer becomes creative, he himself tries to find what the director and actors
wanted to tell him.

Film discourse gives an opportunity to see the interests of society, to trace
changes in the mentality of people in different periods. Although the audience

does not have the opportunity to intervene in the action of the film, and can only
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be passive participants, the film discourse is considered a psychologically
plausible tool that reveals what exactly the audience gravitates towards in a
particular period. Due to its massiveness, cinema is quite dependent on the
financial support of a specific person, so the director is always trying to find
suitable topics that will resonate with the viewer. There are interesting studies
(Z. Krakauer) of German cinema during the period of totalitarianism, carried out
precisely in this aspect. Let us also recall the totalitarian cinema of the USSR,
where an optimistic image of the country was persistently created.

Film discourse enriched the human mentality with a new type of semiotic
unit, which was built according to the laws of inconsistency (montage). When
two frames pass in front of the eyes, the viewer automatically tries to find a
connection between them, even if he wants to, there may not be one. Frames
located next to each other are psychologically considered as cause and effect.
This is montage: the convergence of shots that in reality may not have been
converged. Montage enriched film discourse, and from there it began to be used
in other arts, for example, in literature. [3:103].

A.N. Zaretska defines film discourse as a coherent text, which is a verbal
component of the film, in combination with non-verbal components - the
audiovisual series of this film and other extralinguistic factors significant for the
semantic completeness of the film, that is, a creolized formation that has the
properties of integrity, coherence, informativeness, communicative-pragmatic
orientation, medianess and created collectively by a differentiated author for
viewing by the recipient of the message (cinema viewer).

Film discourse is intensively studied in psychology, philosophy,
sociology, semiotics, pedagogy, theory and practice of translation. In linguistics,
the complex language of a film is considered as a special type of text. In scientific
literature, the relative terms "film discourse”, "film text", "film narrative", "film
dialogue™ are used. In our opinion, film discourse is the most comprehensive

concept in this series. [7:250].
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I.N. Lavrynenko understands film discourse as a polycode cognitive-
communicative formation, a combination of various semiotic units in their
inseparable unity, which is characterized by coherence, integrity, completeness,
addressability. Film discourse is expressed with the help of verbal, non-verbal
(including cinematographic) signs in accordance with the collective author's
intention; it is recorded on a material medium and is intended for reproduction
on the screen and audiovisual perception by moviegoers.

Thus, the growing interest of linguists in the study of film discourse in
connection with the great influence of cinema on the features of modern man's
perception of the world has become an indisputable fact. Cinema discourse is a
polyparadigmatic object of study, and its systematic description requires data
from a number of sciences.

Constituent elements of film discourse are film scripts, which are
understood as the literary basis for the production of a film. Film scripts are
transformed dramatic texts combined with a video sequence as a basis for
conveying emotions.

Thus, we can conclude that the discourse of the film is an autonomous
category, the produced component of which will be the film dialogue. Possessing
a dual nature, the discourse of a movie combines a set of characteristics inherent
in both living language (spontaneity, ephemeral structure, presence of
communicative intent) and stage dialogue (staticity, preparedness, lack of
communicative intent in the speaker). At the same time, the discourse of the
film reflects the linguistic communicative patterns of a modern native speaker, is
built on the principles and conditions of spontaneous communication, and also
has a unique ability to penetrate into the discourse of everyday language.
Compared to the discourse of living speech, it is characterized by great clarity,
completeness of the information transmitted, a high degree of saturation with

various linguistic elements, depending on the genre of the film.
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1.2 The concept of "HATERED" in the American film discourse

The notion of a concept arose in the Middle Ages within the framework
of philosophy in the works of philosophers - supporters of P. Abelard, who
initiated a new direction of scientific research - conceptualism and gave the
following definition of a concept: "a concept is a meaningful core, a commonality
of things in their cognitive meaning in the surrounding world."

The rapid development and integration of linguistic and philosophical
studies led to the emergence of many definitions and interpretations of the
concept as a complex mental formation. In the theory of information, the concept
Is understood as "information condensation”, thanks to which the thinking
process is carried out and functions consciousness. Concepts are considered as
informational mental-linguistic integrity and qualify as informemes. In
psycholinguistics, a concept is a basic perceptual-cognitive-affective entity. The
connection between concept and meaning begins in British linguistics, where
"concept” is defined as a cognitive category and marked as meaning (R. Keller).

In a broad sense, the concept is today understood as an informative essence
in consciousness, which is manifested in language, pictures, and artistic images.
At the same time, in linguistics, two approaches to the nature of the concept are
distinguished: linguistic-cognitive and linguistic-cultural, where the main
difference between them is perception of the concept as one language unit or a
certain number of language units [3:5;3]. Proponents of the first approach
consider each word as a separate concept, and of the second - a concept as an
abstract concept, an idea. In the dichotomy "language - speech", speech is
perceived as a means of existence of language. Concepts, emerging in
consciousness, are reflected in language and objectified in speech, representing
a dialectical unity of perception of the same phenomenon presented in different
aspects of analysis.

A concept is a basic mental formation that is the embodiment of personal
experience and national consciousness at the language level and is objectified in

speech.
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Language should be a means of harmonious communication. However, it
can be used negatively for its intended purpose. Hate speech is language directed
against other people. This is motivated by differences in some personal
characteristics such as race, class, nationality, gender, or religion. It was caused
by films, especially American ones.

The next step is the analysis of the definitions of the concept of
"HATERED" in modern English explanatory dictionaries. [22,23,25,26].

In encyclopedic dictionaries of the English language, "hate" is interpreted
as:

e verb (used with object), hat-ed, hat-ing.

to dislike intensely or passionately; feel extreme aversion for or extreme
hostility toward; detest:to hate the enemy;to hate bigotry.

to be unwilling; dislike:I hate to do it.

verb (used without object), hat-ed, hat-ing.

to feel intense dislike, or extreme aversion or hostility.

e [Nnoun

intense dislike; extreme aversion or hostility.
the object of extreme aversion or hostility.
e (in a video game) the focus or targeting of an enemy on a player
character; enmity; aggro:The Black Mage got hate, but it’s really his
own fault for casting those level-four spells back to back.As a tank,

pretty much your number-one priority is getting and holding hate.

e Synonyms
e animosity e disgust
e antagonism e execration
o dislike o frost
e enmity e (Qrievance
e hatred e gripe
e horror e irritant



https://www.dictionary.com/browse/player-character
https://www.dictionary.com/browse/player-character
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hostility malevolence
loathing malignity
pain nuisance
rancor objection
resentment odium
revenge rankling
venom repugnance
abhorrence repulsion
abomination revulsion
anathema scorn
animus spite
antipathy trouble
aversion black beast
bother béte noire
bugbear il will
detestation mislike

no love lost nasty look

Hate speech is the use of language to express negative ideas and beliefs
about others. It is a form of speech aimed at dehumanizing individuals belonging
to certain groups [15:26]. Thus, it creates numerous consequences that can lead
to disorder and disharmony in society. HS expresses hatred towards others in
order to humiliate or insult members or groups that differ in their race, class,
nationality, gender, or religion. Today, HS has become a burning issue and it is
found in many areas, predominantly on social media platforms, in films and
political speeches. HS is said to be a standout, especially in American cinema
typical images of women, religion and Africans [20:97]. Because HS is
embedded in social, cultural, political and economic settings, it has attracted the

public. The aim of the study is to study the representation of HS in some
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American films within the framework of a critical pragmatic paradigm. The main
purpose of critical research is to highlight a negative social problem so that
people become aware of it.

HS is a negative antisocial phenomenon that has harmful and serious
consequences for its victims. The main objective of HS is to erase or destroy
others, psychologically, socially or physically, with the aim of making the target
people suffer or not [13:311]. HS can lead to emotional reactions such as anger,
denial, mistrust, and feelings of resentment or vulnerability [16:344]. It silences
its targets so that they cannot express their feelings [14:7]. This isolates them
from others ([13:311] and excludes them from society [18]. and Rice, 2003, p.
343-1056). This can contribute to a loss of dignity, identity, self-esteem, and
confidence [14:1]. This violates social norms and undermines the social order,
leading to discrimination and crime. and violence.This can lead to suicide,
murder or even genocide [18]. As a critical social problem, HS is subject to a
critical approach to learning. This research work uses a critical-pragmatic
approach.

1.3Lexical and grammatical transformations of translation the field
"HATERED" component

Original Text Translation
Is Grandma not coming? babycs He mpuiine?
No. Hi.
She's poorly, apparently, Bona, maOyTh, 3axBopiia,
but Grandpa's coming. aye Jiaych Ipuie.
- Did you smell it, Dad? - Taty, T! BiguyB 3amax?
- What? - [o?
That horrid smell from the Toli >kaxTUBHI 3a11ax 3 TUMapsl.
chimneys. A 1o ne?
What is it? I'anaro, BOHH IPOCTO
| think they just burn CHATIOIOTh
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rubbish there sometimes.

Look.

What?

Hey!

Gretel.

Hey, that's not fair!-

Gretel.

- What?

It's only a game.

Ralf, this tutor you brought in,
does he usually teach children
as young as Gretel and Bruno?
| believe so. Why?

Well, do we know what he's
teaching them?

Gretel seems to have

become so-

They're being taught what all
children

are being taught at the moment.
They mustn't get left behind.
"The Jew slandered us and
incited our enemies."

The Jew corrupted us through
bad books.

He mocked our literature and
our music.
Everywhere, influence was

the eventual result of which

CMITTS TaM 1HO/I1 CTTAJTIOFOTh.
[Tornsss.

[o?

AroB!

['perens.

I'eit, Tak HEeuecHO!

I'perens.

- [Io?

Lle nmume rpa.

Panbsde, neit penerurop, sKoro
TH TIPUBIB,

BIH 3a3BHUYall HaBYa€ IITeH
TaKuX FOHUX, fAK Iperenp i
bpyno?

I'agaro, 1o Tak. A mo?

Mu 3HaemMo, dYOro BIH IX
HaBYae?

I'perens, 3maeTnes.

cTaja Takolo...

[x BuaTh TOMy, 4OMy BUaTh yCixX
miTen

HABYaIOTh YCIX JITEH.

BoHu He MOBMHHI 3aJIMIIATUCS
no3afy.

"Xux oOMOBHUB Hac 1
nig0yproBaB HalIMX BOPOriB."
XKun po3decTuB HAC MOTaHUMU
KHWKKaMHU.

Bin BHUCMIiIOBaB Hally

JiTepaTypy 1 Hally My3UKY.
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was our nation's collapse.

A nation's collapse is all

to this one

The Jew here means the entire
Jewish race.

If it had been just one man,

I'm sure something would've
been done about him.

There is such a thing as a nice
Jew,

though, isn't there?

| think, Bruno, if you

ever found a nice Jew,

you would be the best

explorer in the world.
Continue, Gretel.

"The aim of the Jew

IS to become the ruler of
humanity."

The Jew is not . but

He is the enemy of culture.
"Thousands of Germans

have been made poor by the
Jew."

Master Bruno.

What are you doing? You've
just

had your lunch, haven't you?

| was going for a walk,

Ckpi3p i#oro BImMB OyB
pYHHIBHUM,

KIHIICBUM PE3yJIbTATOM SKOTO
OyB Kpax Haioi Hartii.

Kpax namii - 1ie Bce

4yepes Lo JIIOIUHY ?

[lin eBpeeM TYT MaeThcsl Ha
yBa3i BcA €BpeiichKa paca.
AxObu ue Oyna nuiie ojHa
JIFOJTUHA,

s1 BIIEBHCHMH, 1110 3 HUM

3 HUM OU II0Ch 3pOOMIIH.

IcHye Take TOHATTHA, K
XOpOLINH €BpEN,

YU HE TaK?

A nymatro, bpyHo, K10 TH
KOJIU-HEOY b 3HaMIeIn
XOpOILOro €Bpes,

TH OyJenl HallKpaimm
JOCITITHUKOM Yy CBITI.
[Iponosxyit, ['perens.

"Mera eBpes -

CTaTH MPaBUTEJIEM JIFOACTBA."
€Bpell  HE  TBOpUMM, a
pYWHIBHUHA.

Bin Bopor kynbTypH.

"Tucsdl HIMIIB

eBpei 3poounu 61mHIMH".
Mairictep bpyHo.

[ITo Bu pobute? Bu k moiiHo
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and | thought | might get moo0igany, 41 He Tak?

peckish. 51 30upaBcs IPOryJIsATHCS,

But don't make a mess of 1 IOTyMaB, 110 3TOJIOTHIIO.
your satchel. Bring it here. Tinbku He po3KUIai

- I'll wrap it properly for you. B TBOEMY pIOK3aky. [IpuHecu
- No. It's none of your business. 1oro croau.

Bruno, what is it? - 51 TeOe 3aropHy SIK CITiJI.
What are you doing with your - Hi. Ile He TBOs cripasa.
satchel? bpyHo, 1o Take?

Herr Liszt gave us some books. o T pobum 31 CBOIM
I'm going out on the swing to noptdenem?

read. [Tag Jlict maB HaM KUIbKa
- Let me see. KHHKOK.

- What? A nixy Ha TOWIATKY TTOYUTALO.
The books. - Jlaii moquBIIIOCS.

No. - Ilo ue?

Bruno, | just want to see Kamxkkw.

what books Herr Liszt has Hi.

given you. bpyno, g mpocto  Xouy
| told a lie. [IOTUBUTHCH.

What? SIK1 KHIDKKH JaB ToO1 naH JIicT.
I've just got... 1 30pexas.
adventure books. A 36pexas. [1po mo?

51 orpumas nuie...
MIPUTOTHUIbKI KHIDKKH.

Analysis

1. The text under analysis headlined «The Boy in the Striped Pajamas»

belongs to artefact type. It is of media and film discourse.
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2. The text was taken from

https://subslikescript.com/movie/The Boy in the Striped Pajamas-914798

The text is aimed at the reader interested in the film «The Boy in the Striped
Pajamas» . The purpose of the text information is to convey to the reader all the
necessary information and conversations in the movie.

3. 1) Structural level of the text is ensured by lexical and semantic cohesion.

A. Lexical cohesion is implemented by repetition links, which are:

- simple lexical repetition : smell -smell , Gretel-Gretel, children-children,
Jew-Jew, nation's collapse-nation's collapse, Bruno-Bruno, books-books, coming-
coming

- complex lexical repetition : nation-nations, Jew-Jews

- simple paraphrase : teach-teaching, Jew-Jewish,

-complex paraphrase : creative-destructive ,

- substitution : children-them, Jaw-his, him, man

B. Grammatical cohesion and syntactical structure is ensured by sequence of
tenses.

C. Compound and complex sentences, as well as the use of conjunctions and
prepositions, ensure grammatical cohesion.

4. Stylistic characteristics of the text are:

1) Strong positions of the text are the first sentences in paragraphs on which
the following sentences depend, for example:

Is Grandma not coming? Ralf, this tutor you brought in, does he usually teach
children as young as Gretel and Bruno? | believe so. Why? What are you doing?
You've just had your lunch, haven't you? | was going for a walk, and | thought |
might get peckish.

2) Weak positions are sentences that depend on strong positions in the text:
No. She's poorly, apparently, but Grandpa's coming. Well, do we know what he's
teaching them?But don't make a mess of
your satchel. Bring it here.

3) Tropes: It's none of your business


https://subslikescript.com/movie/The_Boy_in_the_Striped_Pajamas-914798
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Epithets- horrid, eventual, nice, best, poor , properly, adventure
5. Basic transformations:
Transliteration-
e Ralf, this tutor you brought in, does he usually teach children as young as
Gretel and Bruno? | believe so. Why?-Panbsde, 1ieit perneTurop, sIKOro Tu

IpHBiB, BiH 3a3BUYail HABUA€E JiTEH TaKUX IOHMX, K [perens i Bpyno?

Transposition:

e Everywhere, his influence was destructive, the eventual result of which
was our nation's collapse.-Ckpi3b #oro BIUIMB OyB pYHHIBHHM,
KIHI[EBUM PE3YJIBTATOM AKOT0 OyB Kpax HalllOi Hallli.

e |[f it had been just one man, I'm sure something would've been done
about him.-5Ik0u 11e Oyna uie oHa JTIOUHA, 1 BICBHCHHH, 1110 3 HUM
3 HUM O 1I0Ch 3pOOMIIH.

e Well, do we know what he's teaching them?-Mwu 3Haemo, 4oro BiH iX

HaByae?

Addition-
e The Jew here means the entire Jewish race.-ITix eBpeeM TyT Ma€eTbcs Ha

yBa3l BCs €BpeEiiChKa paca.

Modulation-
e The Jew here means the entire Jewish race.-Ilix eBpeem TyT MaeThbes Ha

yBa3l Bcs €BpElChbKa paca.

Literal translation-
¢ Ralf, this tutor you brought in, does he usually teach children as young
as Gretel and Bruno? | believe so. Why?-Pansde, 1eit pemerurop,
KOO TU NPHBIB, BiH 3a3BMYail HaBUA€ JAiTEN TaKUX IOHUX, K [peTenn
1 bpyHo?
e He mocked our literature and our music.-Bin BucwmiroBaB Hary

JTEpaTypy 1 Hallly MY3HKY.
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Omission:
e There is such a thing as a nice Jew, though, isn't there?-Icaye take

MOHSATTS, SIK XOPOIIMI €BpE, Y1 HE TaK?

CONCLUSIONS

In the first chapter we have found that in modern linguistics, discourse is
treated ambiguously. Several approaches to the definition of discourse can be
distinguished.

Communicative (functional) approach: discourse as verbal communication
(language, use, functioning of language), or as a dialogue, or as a conversation, that
IS, a type of dialogical statement, or as speech from the speaker's position, as opposed
to a story that does not take such a position into account. Within the framework of
the communicative approach, the term "discourse" is interpreted as "some symbolic
structure, which is made a discourse by its subject, object, place, time, circumstances
of creation (production)”.

Film discourse combines features of monologic and dialogic speech, can
reflect communication both personal and at the level of different social groups, and
present signs of cooperative and confrontational interaction.

The discourse of the film is an autonomous category, the produced component
of which will be the film dialogue. Possessing a dual nature, the discourse of a movie
combines a set of characteristics inherent in both living language (spontaneity,
ephemeral structure, presence of communicative intent) and stage dialogue (staticity,
preparedness, lack of communicative intent in the speaker). At the same time, the
discourse of the film reflects the linguistic communicative patterns of a modern
native speaker, is built on the principles and conditions of spontaneous
communication, and also has a unique ability to penetrate into the discourse of
everyday language. Compared to the discourse of living speech, it is characterized
by great clarity, completeness of the information transmitted, a high degree of
saturation with various linguistic elements, depending on the genre of the film.

A concept is a basic mental formation that is the embodiment of personal

experience and national consciousness at the language level and is objectified in
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speech.

Language should be a means of harmonious communication. However, it can
be used negatively for its intended purpose. Hate speech is language directed against
other people. This is motivated by differences in some personal characteristics such
as race, class, nationality, gender, or religion. It was caused by films, especially
American ones.

HS is a negative antisocial phenomenon that has harmful and serious
consequences for its victims. The main objective of HS is to erase or destroy others,
psychologically, socially or physically, with the aim of making the target people

suffer or not.
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CHAPTER 2
PECULIARITIES OF REPRODUCTION IN THE UKRAINIAN
LANGUAGE OF UNITS OF THE LEXICAL-SEMANTIC FIELD
"HARTED" IN THE AMERICAN FILM DISCOURSE BASED ON THE
MATERIAL OF THE FILM "THE BOY IN STRIPED PIJAMAS"

2.1. Ways of translation units of “HARTED” component in the American film
lexical and semantic field with the discourse

Until the end of the 90s of the 20th century, the "language of cinema" was not the
subject of linguistic research, but mainly concerned the interests of art critics. The
beginning of the scientific coverage of the "language of cinema" was laid by the
teachers of the department of film dramaturgy of VDIK (1963-1967), and after 1997
a number of philological dissertations devoted to the study of this phenomenon
appeared. Dialogue is the most important component of a film script, which, in
addition to unfolding the plot, performs a number of functions in the discourse of
the film. First of all, it builds the image of the heroes and the relationship between
them, and also serves as a means of revealing characters. According to D. Lakoff,
an American specialist in the field of socio-gender linguistics, language is an integral
component of individuality. A lot can be understood about a person by the way he
speaks [20].

Until the end of the 90s of the 20th century, the "language of cinema" was not the
subject of linguistic research, but mainly concerned the interests of art critics. The
beginning of the scientific coverage of the "language of cinema" was laid by the
teachers. The written sources of the "language of cinema”, which can be used in
linguistic analysis, include subtitles, along with the script and recordings of the film.
These inscriptions in the lower part of the frame coexist in tandem with the spoken
dialogue, inseparable from the sounds and images on the screen. Subtitles, along
with film dialogue and other varieties of printed word on screen, are considered a
verbal component of film discourse that plays a crucial role in the creation of
meaning. However, in linguistics, subtitles remain the most understudied written

source of film language.
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In view of the above, we can conclude that film discourse is created by the means of
film language on the basis of the film script, taking into account the literary works,
according to which the script was written and / or the film was shot. The structural
elements of film discourse form the following hierarchical sequence: "film text" (the
linguistic system of the film plus narrow extra-linguistic factors), "film discourse"
(the linguistic component combined with the means of non-verbal communication),
"film dialogue™ / "film language" (the verbal component of the film is the core the
position of film discourse) and a private form of implementation of film language in
written form — "subtitles”. In addition, the elements of film discourse participate in
the formation of a film image, a unit of non-verbal communication, the main
building material for which is the language of film. Department of Film Dramaturgy
of VDIK (1963-1967), and after 1997 a number of philological dissertations devoted
to the study of this appeared phenomenon Dialogue is the most important component
of a film script, which, in addition to unfolding the plot, performs a number of
functions in the discourse of the film. First of all, it builds the image of the heroes
and the relationship between them, and also serves as a means of revealing
characters. According to D. Lakoff, an American specialist in the field of socio-
gender linguistics, language is an integral component of individuality. A lot can be

understood about a person by the way he speaks.
e The core of the lexical-semantic field “HATERED” includes the
following subclasses: hate, trouble, animosity, antagonism,dislike,

enmity, hatred, horror, hostility, loathing, pain.

The core of the lexical-semantic field “HATERED” includes the following
subclasses:lady.miss, girl, wife, mother, she, female etc.

Translation and contrast comparison of the LSP “HATERED

” in English in a synchronous cross-section gives grounds to distinguish three
types of pairs-lexical correlates. The first category includes couples whose
constituents have a similar Phonographic design, as well as the same etymology

(mainly borrowing from Latin or Greek).
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The first group of this type includes tokens whose set of LFs completely
coincides. The second group includes polysemantic lexemes with an identical set of
LF only in some lexical-semantic variants.

The second type includes couples whose constituents have different verbal
design, and their seven are partially similar.

The third type consists of tokens that do not have a match for the following
reasons:

A. the absence of a reference in the target language;

B.  the absence of a concise verbal design to indicate the existing reference.

Experience, good knowledge of the language, detailed explanations given by
translation studios to phraseological units, jokes and original expressions, allow us
to fully reveal what the directors intended. The translator's task is to convey the
original meaning of the action, for which additional explanations are required. But
there are some points worth dwelling on in more detail.

A good translation requires a specialist to understand the specifics and facts
related to what is happening on the screen. To do this, the filmmakers or producers
leave comments when sending material, or edit the received text. When working
urgently, it is not always possible to study the material and understand the context,
so competent distributors and large companies take this into account and allocate
enough time for translation.

A literal translation is a mechanical translation of the words of a foreign text
in the order in which they appear in the text, without taking into account syntactical
logical connections. A literal translation leads to a change of opinion of the original
or to a violation of the norms of the native language.

A free translation is a translation that conveys the general content of what
was said (written) in another language in the way the translator understood it,
without taking into account the shades of thought expressed by the linguistic means
of the source language.

Generalization is the replacement of a word (phrase) with a broader (specific)

meaning in the original by a word (phrase) with a narrower meaning in the target
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text.

Transcription is the reproduction of the sound of a foreign word, and
transliteration is the reproduction of the literal composition of a foreign word in the
target language. In translation, a certain symbiosis of transcription and
transliteration is most common.

Calque, or tracing, in linguistics - borrowing foreign words, expressions,
phrases with a literal translation of the corresponding language unit, as well as the
result of these borrowings: words, expressions and phrases.

Modulation is a lexico-semantic replacement of a word or phrase of the
source language by a unit of the target language, the value of which is a logical

consequence of the value of the source unit.

2.2 Lexical transformations in the translation of American film discourse

Translation is a two-stage process of interlingual and intercultural
communication when on the basis of analysed and transformed text in the SL a
translator creates another text in the TL which substitutes the source text in the target
language and culture [6: 20].

When transmitting the meaning of a word in translation, you usually have to
choose between several translation options.

There are three most characteristic cases that lead to this:

o in the translation language, there is no verbal correspondence to a
particular word of the original (in general or in this sense).

o the Match is incomplete, i.e. it only partially covers the meaning of the
word in the original language.

. different meanings of the polysemous word of the original correspond
to different words in the translation language.

Formal lexical transformations provide for changing the form of the source
language unit by using devices of the target language. Here belong transformations
at the phonetic and graphic levels (sometimes called "transcoding™) such as:

Transcoding helps to achieve maximum equivalence in the text. There are
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transliteration, transcription, calque and zero transcoding.

Transliteration involves changing the script used to write words in one
language to the script of another; taking the letters or characters from a word and
changing them into the equivalent characters in another language. This process is
concerned with the spelling and not the sound. For example:

e Ralf, this tutor you brought in, does he usually teach children as young as
Gretel and Bruno? | believe so. Why?-Panbsde, 1ieit perneTurop, sIKOro Tu
IpUBiB, BiH 3a3BMYail HaBUae JiTel TAKKUX IOHMX, K [perens i Bpyno?

o Well, they're different. They're the enemy, Bruno. Evil, dangerous
vermin.(A1:4)- Hy, Bouu pi3Hi. Bonu Boporu, bpyHo. 3mwii, HeOe3neuHmii
Imapa3ur.

e What?

When will Pavel be back?

- Mum?- Never, stupid.

It's Father. They've been bombed.(A1:33)- Ll{o?

Komu I[TaBno noBepHeTbes?

- Mamo? - Hikomnu, gypHe.

Ie 6aTbKo. IX po3doMOMIH.

e Evil, dangerous vermin. They're the reason we lost the Great
War.(A1:26)3nuii, HeOe3neunuii napazuT. BoHH € IpUYMHOIO HAIIOI TOPa3Ku
y Ilepuuiii cBITOBIN BiifHI.

Modulation

e The Jew here means the entire Jewish race.-Ilix eBpeem TyT MaeThes Ha
yBa3i BCS €BpeEiiChKa paca.

e The aim of the new is to become the ruler of humanity. The new is not
creative, but destructive He is the enemy of culture. Thousands of
germans have been made poor by the new.- Mera HOBOrO — cTaTH
npaButesieM JrofcTBa. HoBe He TBopue, a pyiHiBHe. BiH Bopor

KyJAbTypH. TUCSY1 HIMIIB CTajal O1THUMHU 3aBASKA HOBOMY.(A1:2)
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e Well, they're different. They're the enemy, Bruno. Evil, dangerous
vermin.- Hy, Bouu He Taki, sk Mu. Bonu Boporu, bpyHo. 3mi,
HeOe3meuHi Hemoau.(Al:4)

e One thing's for sure, sitting around being miserable won't make things
any happier. (A1:10 )OnHe MOKHA CKa3aTH TOYHO: JIFOJU HE CTaHYTh
HIacauBiiie, 0e3rTy310 CUASYA Ha OJTHOMY MICII.

e Evil, dangerous vermin. They're the reason we lost the Great
War.(A1:26)3mui, HeOe3neunuii napa3utr. BoHU € NpUYMHOIO HAIol

nopa3ku y Ileprriii cBITOBIM BiifHI.

2.3 Grammatical transformations in the translation of American film discourse

Transformations are caused by differences in the grammar and vocabulary of
the source language (SL) and target language (TL). In order to avoid an inadequate,
word-for-word translation (grammatical “over-literal rendering”) it is necessary to
apply basic translating transformations. As a result a literal translation is adapted to
the standards of the language of translation and becomes adequate. Under
transformation one envisages a change of the grammatical characteristics of a word
or word replacement in general, word combination or a sentence in a translation.

When comparing grammatical categories and forms of English and Russian ,
the following phenomena are usually found:

1) the absence of a particular category in one of the languages;

2) partial coincidence;

3) complete coincidence.

The need for grammatical transformations naturally arises only in the first and
second cases. In Russian, in comparison with English, there are no grammatical
categories such as the article or gerund, as well as infinitive and participial
complexes and an absolute nominative construction. Partial coincidence or
discrepancy in the meaning and use of the corresponding forms and constructions

also requires grammatical transformations. This may include such phenomena as a
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partial mismatch of the number category, a partial mismatch in the forms of the

passive construction, an incomplete coincidence of the forms of the infinitive and

participle, some differences in the expression of modality, etc.

Transposition:

e Everywhere, his influence was destructive, the eventual result of which

was our nation's collapse. (A2)--Ckpi3p 1oro BIUTUB OyB pyHHIBHHM,
KIHIIEBUM PE3yJIbTAaTOM SIKOTO OYB Kpax HaIloi Hafli.

If it had been just one man, I'm sure something would've been done
about him(A2)--.-Ax6wu 1ie OyJia JiMIe o/THa JIFOIMHA, ST BIIEBHEHUH, 110
3 HUM 3 HUM OH 110Ch 3pOOUIIH.

Well, do we know what he's teaching them? (A2)---Mu 3HaeMo, 4oro
BiH iX HaBYae?

Airing your views so publicly could land you in trouble. You know that.
Hacrinpku myOsiuHe BUCBITIICHHS BAIllMX TMOTJISIIB MOXE MPU3BECTH

1o npoo6aem. Tu ne 3Haemr. (A1:9)

Addition

e The Jew here means the entire Jewish race. (A2) -Ilix eBpeem TyT

Ma€ThCS Ha yBa3l BCsS €BpEChKa paca.

Its struggles and its sorrows, its joys and its miseries are
mine.(A1:11)Horo 6opoTsba Ta #oro mewani, oro pamocTi Ta ioro
CTpakJIaHHS HaJIeXKaTh MEHI.

They're the enemy. The enemy? But | thought we were fighting-
They're evil, Bruno. (A1:25) Bouu Boporu. Bopor? Ase s qymaB, 1o
MH CBapuMocs... BoHu-roraneHe 310, bpyHo.

Evil, dangerous vermin. They're the reason we lost the Great
War.(A1:26)3nuii, Hebe3neunuii napazut. BoHn € npuunHOI0 Hamoi

nopazku y Ileprriii cBITOBIN BiifHI.

Literal translation
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Ralf, this tutor you brought in, does he usually teach children as young
as Gretel and Bruno? | believe so. Why? (A2) -Panbde, 1eii peretutop,
SKOTO TH [IPUBIB, BiH 3a3BUYail HaBYA€ JiTel TaKuX IOHMX, K [peTesnb
1 bpyno?
He mocked our literature and our music. (A2) -Bin BucwmiroBaB Harry

JiTepaTypy 1 Hally My3HUKY.

Omission

There is such a thing as a nice Jew, though, isn't there? (A2) - Icuye
TaKe MOHATTS, SIK XOPOIIUi €Bpeid, uu He Tak?

Did you smell that horrible smell the other day? Coming from the
chimneys. The day I fell off the swing. Did you smell it, mum? ... Is
grandma not coming? (A1:8)- Bu BiguyBanu Iel »KaxXJIMBHH 3arax
nHAMU? SIkui BHXOAWB 3 AUMOXOJIB. Toro gHS, KOJH s BIaB 3

roiianok. Tu Bigdymna 3anax, Mamo? ... baOycs mpuiine?

Antonymic tranlation

Did you smell that horrible smell the other day? Coming from the
chimneys. The day I fell off the swing. Did you smell it, mum? ... Is
grandma not coming? (A1:8)- Bu BiguyBamu Iieil >KaxJIMBHIA 3amax
nHsaMu? Skuii BUXOOUMB 3 AUMOXOXIB. Toro AHsS, KOJU s BIaB 3

roiimanok. Tu Biguyna 3anax, mamo? ... baOycs mpuiine?
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Lexical and grammatical transformations

= Modulation = Addition = Omission
Literal translation = Antonymic translation = Translitration

= Transposition

Conclusions

In this chapter during our investigation of 50 examples of peculiarities of
reproduction in the Ukrainian language of units of the lexical-semantic field
"HATERED" in the American film discourse (based on the material of the film «The
Boy in Striped Pajamas») regarding grammatical and lexical transformations in the
examples, we have found 4 examples of transliteration, 4-transposition, 4-addition,
2-omission, l-antonymic translation, 5-modulation, 2-literal translation.
Transliteration-2%, transposition-2%, addition-2%, omission-1%, antonymic
translation-0.5%, modulation-2;5%. Transpositon, transliteration and modulation
are more commonly used when reproduction in the Ukrainian language of units of
the lexical-semantic field "HATERED" in the American film discourse (based on

the material of the film «The Boy in Striped Pajamasy).
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CONCLUSIONS

In this term work we were discovering the peculiarities of reproduction in the
Ukrainian language of units of the lexical-semantic field "HATERED" in the
American film discourse (based on the material of the film «The Boy in Striped
Pajamasy)

In the first chapter we have found that in modern linguistics, discourse is
treated ambiguously. Several approaches to the definition of discourse can be
distinguished.

Communicative (functional) approach: discourse as verbal communication
(language, use, functioning of language), or as a dialogue, or as a conversation, that
IS, a type of dialogical statement, or as speech from the speaker's position, as opposed
to a story that does not take such a position into account. Within the framework of
the communicative approach, the term "discourse" is interpreted as "some symbolic
structure, which is made a discourse by its subject, object, place, time, circumstances
of creation (production)”.

Film discourse combines features of monologic and dialogic speech, can
reflect communication both personal and at the level of different social groups, and
present signs of cooperative and confrontational interaction.

The discourse of the film is an autonomous category, the produced component
of which will be the film dialogue. Possessing a dual nature, the discourse of a movie
combines a set of characteristics inherent in both living language (spontaneity,
ephemeral structure, presence of communicative intent) and stage dialogue (staticity,
preparedness, lack of communicative intent in the speaker). At the same time, the
discourse of the film reflects the linguistic communicative patterns of a modern
native speaker, is built on the principles and conditions of spontaneous
communication, and also has a unique ability to penetrate into the discourse of
everyday language. Compared to the discourse of living speech, it is characterized
by great clarity, completeness of the information transmitted, a high degree of
saturation with various linguistic elements, depending on the genre of the film.

A concept is a basic mental formation that is the embodiment of personal
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experience and national consciousness at the language level and is objectified in
speech.

Language should be a means of harmonious communication. However, it can
be used negatively for its intended purpose. Hate speech is language directed against
other people. This is motivated by differences in some personal characteristics such
as race, class, nationality, gender, or religion. It was caused by films, especially
American ones.

HS is a negative antisocial phenomenon that has harmful and serious
consequences for its victims. The main objective of HS is to erase or destroy others,
psychologically, socially or physically, with the aim of making the target people
suffer or not.

In the second chapter we have found that transformations are caused by
differences in the grammar and vocabulary of the source language (SL) and target
language (TL). In order to avoid an inadequate, word-for-word translation
(grammatical “over-literal rendering”) it is necessary to apply basic translating
transformations. As a result a literal translation is adapted to the standards of the
language of translation and becomes adequate. Under transformation one envisages
a change of the grammatical characteristics of a word or word replacement in
general, word combination or a sentence in a translation.

In our analysis during our investigation of 50 examples of peculiarities of
reproduction in the Ukrainian language of units of the lexical-semantic field
"HATERED" in the American film discourse (based on the material of the film «The
Boy in Striped Pajamas») regarding grammatical and lexical transformations in the
examples, we have found 4 examples of transliteration, 4-transposition, 4-addition,
2-omission, l-antonymic translation, 5-modulation, 2-literal translation.
Transliteration-2%, transposition-2%, addition-2%, omission-1%, antonymic
translation-0.5%, modulation-2;5%. Transpositon, transliteration and modulation
are more commonly used when reproduction in the Ukrainian language of units of
the lexical-semantic field "HATERED" in the American film discourse (based on

the material of the film «The Boy in Striped Pajamasy).
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ANNEX A
Original Text Translation

1. The new slandered us and 1. Hoswuii Hac 0OMOBUB Ta
invited our enemies. The new 3aIpOCUB HAIIMX BOPOTiB.
corrupted us through bad boss. Hogwuii po36ecTuB Hac uepes

rmoraHoro 6oca.

2. The aim of the new is to become 2. Meta HOBOTO — CTaTH
the ruler of humanity. The new npaBHTENEM JitoicTBa. HoBe He
IS not creative, but destructive TBOpUE, a pylHiBHE. BiH Bopor
He is the enemy of culture. KyJIbTypH. TUCSYI HIMIIB cTamn
Thousands of germans have been O1THUMU 3aBJISIKF HOBOMY.
made poor by the new.

3. "The Jew slandered us and 3. «EBpelt 0OMOBUB Hac i iAOypUB
incited our enemies." HAIIIMX BOPOTiBY.

4. Well, they're different. They're 4. Hy, BOoHU He TaKi, 5K M. BoHun
the enemy, Bruno. Evil, Boporu, bpyno. 371, HeGe3neuHi
dangerous vermin. HEJTFO/IH.

5. We're meant to be enemies. Did 5. Mu npu3HaueHi OyTH BOPOTaMH.
you know that? Bu 3namu nie?

6. Mama says it's old clothes. Well, 6. Mama kaxe, 1110 11e CTapui OIST.
whatever it is, it smells horrid. Hy, o 6 1e e OyIo, maxHe

KaxXJIUBO.




35

7. Right. Just ignore it. Ignore it.
Ignore the fact that the man |

married is a monster!

7. IlpaBunbHo. I[Ipocto irnopyiite

ue. Iraopyire ne. Irnopyire Ton

(akT, 110 YOJIOBIK, 3a SKOTO S

BHUMIILIA 3aMDXK, - YYJIOBUCHKO!

8. Did you smell that horrible smell
the other day? Coming from the
chimneys. The day | fell off the
swing. Did you smell it, mum?

... Is grandma not coming?

8. Bu BiguyBanm 1ei xaxJIuBUn
3arax JaaMu’? SIKkui BUXOIUB 3
IUMoxoaiB. Toro aHs, KOJIH s
BIaB 3 roiganok. Tu Biguyna
3amax, Mmamo? ... babycs

npuiige?

9. Airing your views so publicly
could land you in trouble. You

know that.

9. Hacrinbku myOmiuHe
BUCBITJIEHHS BaIllIUX HOTJISAIIB
MO€ TTPU3BECTH JI0 MPOOIIEM.

Tu 1e 3Haem.

10.0ne thing's for sure, sitting
around being miserable won't

make things any happier.

10.0O1He MOKHA CKa3aTH TOYHO:
JIIOJIA HE CTaHYTh IAC/IMBIIIE,
0€31Ty3/10 CUASYN HA OJTHOMY

MICII.

11.1ts struggles and its sorrows, its

joys and its miseries are mine.

11.Moro 6opotnba Ta ioro neyvaii,
HOTro pasiocTi Ta Moro

CTpaXX1aHHs HAJIC)KATDh MEHI.

12.That horrid smell from the
chimneys. What is it? | think
they just burn rubbish there

sometimes.

12.Toii xaxiuBuii 3amax i3
numapiB. 1o nie? Meni
3/1a€ThCS, TaM 1HOII TTPOCTO

CITAJIFOKOTHh CMITTS.

13.Hey, that's not fair!
14.- Gretel.

13. I'eii, 11e He yecHO!

14.- T'peterns.
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15.- What?

16.1t's only a game.

15.- o?
16.11e numre rpa.

17.The Jew corrupted us through
bad books.

17.€Bpeii 3inicyBaB HAC TOTAHUMHU

KHUTaMH.

18.He mocked our literature and our

music

18.BiH 3Hy1IaBCs HaJl HAILIOO
JITepaTyporo 1 HAIIOK0

MY3HKOIO.

19.Everywhere, his influence was
destructive, the eventual result of
which was our nation's collapse,
and then-

20.Yes, Bruno?

19.Cxkpi3b Horo BB OyB
pPYWHIBHUM, KIHIIEBUI pe3yJIbTaT
aKoro OyB Kpax HaIloi Hallii, a
MOTIM...

20.«Taxk, bpyHno?

21.A nation's collapse is all down to

this one man?

21.Po3naj Hamil 1oB’ 13aHui JINIIE

3 OJTHIECIO JTIOTUHOIO?

22 .Disturbed, most of them, or just

plain cowards.

22 .IlopymieHi, 61TBIIICTH 3 HUX, 200

POCTO OOATY3H.

23.Even so, all of them traitors.

Absolutely right.

23.He3Baxkarouu Ha 11e, BC1 BOHH

3palHUKU. AOCOITIOTHO BIPHO.

24.They're not in there because
they're good, silly. They're no
good at anything. They're in

there because they're evil.

24.BoHM TaM HE TOMY, III0 BOHH
xoporiii, gypHe. Bonu Hidoro He
BMiIOTh. BoHU Tam, TOMy 1110

BOHH 3J11.

25.They're the enemy. The enemy?
But I thought we were fighting-

They're evil, Bruno.

25.Bonu Boporu. Bopor? Ase s
JlyMaB, 1110 MU CBapUMOCH...

Bonu 3711, bpyHo.
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26.Evil, dangerous vermin. They're
the reason we lost the Great
War.

26.31mi1, HeOe3NeYHHIA TapasuT.
Bonu € mpuunHOI0 Haol
nopazku y Ilepiiii cBiTOBIM

BIMHI.

27.Dad's not horrible, is he? He's a
good man. Of course, he is. But
he's in charge of a horrible place.
It's only horrible for them,

Bruno.

27.Tato He )XKaxJIUBHI, YA HE TaK?
Bin xopomma moauHa. 3BU4aiiHo,
BiH €. AJe BiH KepYy€ JKaxXJIUBUM
MicieM. e mpocTo kaxauBo

IUIsl HUX, bpyHo.

28.1s it really horrible in the camp?
How dare you talk to people in

the house.

28.Hesxe B Tabopi xaxiauBo? Sk
TH CMI€EI PO3MOBIISITH 3 JIFOJIEMU

B Oy/IMHKY.

29.Gretel and everyone were saying
all these things, and that soldiers

SO scary.

29.I'petenb 1 BC1 TOBOPHUIIH BCI 111

pedi, 1 111 COJIIATH TaKl CTPAIIHI.

30.1In actual fact, Gretel, he was sent
there...

31.because he failed to inform the
authorities... of his father's lack

of loyalty to the Party.

30.Hacnpasni, ['perens, itoro
BIJIIPABUIIU TY]IH. ..

31. Tomy 1110 BiH HE TIOB1JOMMUB
BJIA/1... PO HEBIAIAHICTH CBOTO

Oarbka [lapTii.

32.Well, bad luck that it was his
father who was disloyal, and not

his mother.

32.Hy, Hemacts, 1110 HeBipHHiA OyB

0aTbKO, a HE MaTH.

33.What?

34.When will Pavel be back?

35.- Mum?- Never, stupid.

36.It's Father. They've been
bombed.

33.1110?
34.Konu I1aBiio moBepHeThCs ?
35.- Mamo? - Hikomu, nypHe.

36.11e 6artbko. Ix po36oMOuM.
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37.The important thing is your
mother does not feel...that this is
an appropriate place for you to
be spending your childhood, and
the more I think about it, the
more | realize she's very

probably right.

37.BaxxymBo Te, 1110 Ballla MaTH HE
BIUYBAE... IO 1€ 11caIbHE
MiCII€ JJIs BaIlloro JUTHHCTBA, 1
quM O1JIBIIIE 51 JyMaro TMpo IIe,
THUM O1JIbIIIE PO3YMIO, III0 BOHA,

MalyTb, MpaBa.

38.Mum says this is no place for

children, which is just stupid.

38.Mama kaxe, 1o TyT HE MICIIe

TUTSL TITEH, a 1€ POCTO Ty PHUIIS.

39.1'll wait a little bit, just to see
what they're like, because they
look a bit strange. The children
do? Well, and the farmers.
What sort of strange? I'm sorry.

Vegetables.

39.51 Tpoxu movexaro, IpocTo 00
M0Oa4YUTH, K1 BOHU, TOMY 11O
BOHHU BUTJISIAIOTH TPOXU JIUBHO.
Hitu? Hy 1 pepmepu.

YoMy TH BBaXKAEI iX TUBHUMH ?
MEHI IIIKo/1a. BoHM BHTIISIAIOTE.

Sk oBOUl.

40.- | told you they were strange.
- Who?
-The farmers. They wear

pajamas.

40.— 4 x ka3aB, 1110 BOHYU JUBHI.
— XT10?
-Oepmepu. Bonu HOCATH

MIKAMU.

41.Why do the farmers wear
pajamas?

42.1 can see them from my window.

43.The thing is, Bruno, those
people-

44 . Well, you see, they're not really

people at all.

41.Yomy epmepu HOCITH Mi>kamMu?

42.51 Gagy ixX 31 CBOTO BiKHA.

43.CmpaBa B Tomy, bpyno, 110 111
JIOAM. .

44 Hy, 6aunTte, BOHH 30BCIM HE

JIFOAH.

45.You know, knights in shining

armor, exploring strange lands

45.Bu 3Haete, nuiapi B OJIUCKYyYHX

o0naxyHKax, JOCTIIKYIOTh
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and stuff, and silly princesses

always getting in the way.

JUBHI 3eMJTI 1 TaKe 1HIIe, 1 JypHI
MIPUHIIECHU 3aBXKIN CTAIOTh Ha

HUISXY .

46.Dolls are for little girls. It's not
right to be playing with silly
toys... while people are away
risking their lives for the
Fatherland.

46.JIsnpKH 171 MAJICHBKHAX
niBuatok. He roguthest rpatucs
JTYPHUMU ITPAIIKaMH... TIOKH
JOJIA UTYTh JAJIEKO, PU3UKYIOUN

KUTTAM 3a baTbKiBITUHY.

47.Which was his bad luck.

48.-Bad luck?

49.-Well, bad luck that it was his
father who was disloyal, and not

his mother.

47.36. 11lo OyJio loro HemacTIMm.
48.-Hemaua?
49.-Hy, Hemactsi, 1o 3pajauB

0aThbKO, a HE MaTH.

50.1've got some horrible news, too.

I'm going away.

50.V MmeHe Tex nmoradi HOBUHU. S

Wy TE€Th.

ANNEX B

Original Text

Translation

Is Grandma not coming?
No.

She's poorly, apparently,
but Grandpa's coming.

- Did you smell it, Dad?
- What?

That horrid smell from the
chimneys.

What is it?

| think they just burn

babycs e npuiine?

Hi.

Bona, MaOyTh, 3axBOpiia,
aje Aiaych npuie.

- Tary, T BiquyB 3anax?

- [lo?

Tou xkaxjauBuUM 3amax 3
JTMaps.

A 1o 11e?
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rubbish there sometimes.
Look.

What?

Hey!

Gretel.

Hey, that's not fair!-

Gretel.

- What?

It's only a game.

Ralf, this tutor you brought in,
does he usually teach children
as young as Gretel and Bruno?
| believe so. Why?

Well, do we know what he's
teaching them?

Gretel seems to have

become so-

They're being taught what all
children

are being taught at the
moment.

They mustn't get left behind.
"The Jew slandered us and
incited our enemies."

The Jew corrupted us through
bad books.

I"'anaro, BOHU IIPOCTO
CIIAJIIOIOTh

CMITTS Tam 1HO 11
CITAJIIOIOTh.

ITornsgue.

[1o?

Aros!

['perens.

I'eit, Tak HEeuecHO!
I'perens.

- [lo?

[le mume rpa.

Pansde, meit pemeruTop,
SIKOT'O TH MPUBIB,

BIH 3a3BWYail HaBUYa€ IITEU
TaKMX IOHMX, K [pereins i
bpyno?

I"agaro, mo Tak. A mo?

Mu 3HaemMo, 4oro BIH iX
HaB4Yae?

['perenb, 3ma€THCA.

cTajia TaKoIo...

[x B4aTH TOMY, YOMY BUaTh
yCIX giTen

HABYAIOTh YCIX JITEH.




41

He mocked our literature and
our music.

Everywhere, his influence was
destructive,

the eventual result of which
was our nation's collapse.

A nation's collapse is all

to this one man?

The Jew here means the entire
Jewish race.

If it had been just one man,
I'm sure something would've
been done about him.

There is such a thing as a nice
Jew,

though, isn't there?

| think, Bruno, if you

ever found a nice Jew,

you would be the best
explorer in the world.
Continue, Gretel.

"The aim of the Jew

IS to become the ruler of
humanity."

The Jew is not creative, but

destructive.

Bonu HE MTOBUHHI
3UIMIIUTUCS M03a]1y.

"Y1 oOMOBUB HacC 1
nig0yproBaB HaIIUX
BOpOTiB."

XKun  po3bectuB  Hac
MOTaHUMH KHIKKAMU.

Bin  BuCMilOBaB  Hamny
JITEpaTypy 1 HAlly MY3HKY.
Ckpizp ioro BmauB OyB
pYHHIBHUM,
KIHI[EBUM pe3yJIbTaTOM
SIKOTO

OyB Kpax HalllOi HaIlii.
Kpax Hariii - 11e Bce

qyepes 10 JI0IUHY ?

[1ix eBpeem TyT Ma€eThCs Ha
yBa3l BCsS €BpENChKa paca.
AxOu 1e Oyna yiuiie oaHa
JTI0JIUHA,

sl BIEBHECHUH, 1110 3 HUM

3 HUM OH IIOCh 3pOOUJIH.
IcHye Take mOHATTA, SK
XOPOILUH €BPEM,

Yy HE TaK?

A nymaro, bpyHo, K110 1
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He is the enemy of culture.
"Thousands of Germans

have been made poor by the
Jew."

Master Bruno.

What are you doing? You've
just

had your lunch, haven't you?

| was going for a walk,

and | thought | might get
peckish.

But don't make a mess of
your satchel. Bring it here.

- I'll wrap it properly for you.
- No. It's none of your
business.

Bruno, what is it?

What are you doing with your
satchel?

Herr Liszt gave us some
books.

I'm going out on the swing to
read.

- Let me see.

- What?

The books.

KOJIN-HEOY b 3HAKNIEI
XOpOIIOTO €BpeEs,

TH OyAer HalKpaIum
JIOCJIITHUKOM Y CBITI.
[Iponosxyw, I perens.
"Merta eBpes -

CTaTu paBUTEIEM
mroxacTBa.”

CBpeld HE TBOpUYHMM, a
pYyHIBHHUIA.

Bin Bopor kyneTypH.
"Tucsa4l HIMIIB

eBpei 3poousiu O1THUMU".
Maricrep bpyHno.

[Ilo Bu pobute? Bu x
UIOMHO

110001 1aJIH, YK He Tak?

S 30upaBcs MpOTyJIATHCS,

1 TOyMaB, 1110 3TOJIOAHIIO.
Tinpku HE po3KuIal

B TBOEMY PIOK3aKYy.
[IpuHecu Woro croamu.

- 51 TeGe 3aropHy sK CHiI.

- Hi. e He TBO# crpaBa.

bpyHo, 1m0 take?
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No.

Bruno, | just want to see

what books Herr Liszt has
given you.

| told a lie.

What?

I've just got...

adventure books.

[Ilo T™@ pobOum 31 CBOIM
noptdenem?

[Tag JlicT maB HaM KlJIbKa
KHUKOK.

A maoy Ha TOWTAIKY
MOYHTALO.

- Jlail o AUBIIIOCS.

- [o ue?

KHmxku.

Hi.

bpyHo, # mnpocto Xxouy
TIOJUBHUTHCH.

SIK1 KHW)KKH JaB TOO1 IaH
Jicr.

S 30pexas.

S 36pexas. [1po mo?

4 orpumas muie...

MIPUTOTHUIbKI KHUXKKH.




44
PE3IOME

KypcoBy po60Ty mpHCBAYEHO BHBUEHHIO Ta aHalizy OCOOJIMBOCTEM
BIATBOPEHHS YKPaiHCHKOIO MOBOIO OJMHHUIb JIEKCUKO- CEMaHTUYHOTO TOJIs
“HATERED” y amepukancbkoMy KIHOIUCKYpCi (Ha Matepiaii kiHodinemy The Boy
in Striped Pyjamas ‘Xnomuuk y cMyractiii mxami’).

B xoxl nmocmimkeHHS MpoaHaTi30BaHO OCHOBHI 3ajadi, MOCTaBJICHI Ha
Mo4yaTKy poOOTH, IO PO3MISAAIOTECS B Macc-Mefia JUCKYPCl Ta KIHO- JHUCKYPCi.
Busnaueno nonsatts koHuenty HEARTED Ta OCHOBHHX HOro XapakTE€pUCTHK.
Hapeneno mpuxiaau mepekiaaay aHrjaoMOBHUX TpukiaaiB koHuenty HEARTED
matepiaii kinodineMy The Boy in Striped Pyjamas.

3niiicHeHO aHai3 (aKTUYHOTO Marepiajiy, IO BKJIIOYaB B ceO€ TEMAaTHKY,
XapaKTEPUCTHUKY Ta CTpYKTypy KoHuenty HEARTED.

KirouoBi cnoBa: koHienT, GuibM- JUCKYPC, Macc-Meia TUCKYpC, IHTEPHET

JTUCKYPC, IEKCUKO-CEMaHTHYHI 0COOJIMBOCTI, Mepekiaa (piibMiB, aHaTi3.



