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INTRODUCTION

Drama discourse is a complicated phenomenon with its own specifics. The
study of the translation of dramatic works occupies an important place in modern
translation studies. The issue of translating a drama work is determined by its genre
and stylistic features. One of drama discourse major constituent parts is dialogues. In
drama works dialogues are of primary importance as they perform multiple functions,
therefore translation of dialogues in dramatic works is an important component of the
process of creating a high-quality translation. This is why they should be studied
when dealing with translation of drama works.

The term paper is focused on the peculiar features of translating dialogues in
drama works into the Ukrainian language. We analyzed drama dialogues with
accordance to their role in drama works and paid attention to those characteristics and
functions of dialogues that should be preserved in the translation.

The theoretical background of the term paper is based on the works of
reasearchers who studied translation studies, drama discourse or dialogues as a
language phenomenon such as: S. Bassnett, C. Arifin, K. V. Prishchenko and many
others.

The rationale for the study is based on the importance of translation drama
works. The topic of translation of dialogues in dramatic works is quite relevant, since
dramatic works have a great importance in culture and art. They are not only the
source of entertainment, but also a means of conveying social, political and ethical
ideas. For the most part, it is dialogues that make up the greater part of a dramatic
work. So the study of the topic of translation of dialogues in dramatic works is of
great importance for the development of cultural and artistic communication between
different countries and peoples, and also contributes to the improvement of the
quality of the translation of the whole drama work and theatrical productions.

The aim of the term paper is to establish and analyze the main peculiarities of
translating dialogues in drama works into the Ukrainial language.

The main objectives of the research are:



- to study the notion of drama discourse;

- to describe the notion of drama dialogues as a language phenomenon;

- to find solutions to the problems that occur in the process of translation drama
dialogues into Ukrainian;

- to distinguish the methods of translation of drama dialogues;

- to analyze a text of drama discourse;

- to analyze lexical, grammatical and lexical and grammatical transformations in
the translation of drama dialogues;

The subject of the research is transformatons in the process of translating

dialogues in drama works into the Ukrainian language.

The object of the investigation is dialogues in drama work.

Data sources are 50 dialogues taken from English drama works “Pigmalion”,
“Exiles” and their Ukrainian translation.

The methods used in the research: comparative method in the practical part,
deductive method to describe transformations, analysis and statistical method in order
make conclusions based on the analyzed material.

The theoretical value of the research is based on the analysis of the specifics
of drama dialogues and investigation of the specifics of their rendering into
Ukrainian. The theoretical part can be used in the process of the study of the
translation of drama works or as a theoretical background for further research on the
related topic or as a theoretical material on the lectures of theory and practice of
translation.

The practical value of the research is based on the practical analysis of the
ways of translating drama dialogues from English into Ukrainian. The results of the
research can be used as additional information for further research or as a practical
material on the lectures of theory and practice of translation.

The structure of the term paper is the following: Introduction, Chapter 1
(theoretical), Chapter 2 (practical), Conclusions, Bibliography, List of Reference

Sources, List of Data Sources, Annex (A, B), Pe3tome.



CHAPTER 1

DRAMA DIALOGUES AS A LANGUAGE PHENOMENON AND
TRANSLATION CHALLENGE

1.1 Drama dialogues as a language phenomenon

In order to dwell on the topic of dialogues, firstly we need to determine the
appropriate term to characterize dialogues in theatrical works: drama dialogues or
theatrical dialogues. To differentiate these terms it is necessary to explain their
meanings. H. Abrams introduces the following definition of the term drama: ‘Drama is
the form of composition designed for performance in the theater, in which actors take
the roles of the characters, perform the indicated action, and utter the written dialogue’
[34: 69]. Collins Dictionary explains the analyzed term as ‘referring to plays in general
or to work that is connected with plays and the theatre, such as acting or producing’
[36]. On the contrary, the meaning of theatrical is given in Merriam Webster
Dictionary as ‘relating to the theater or the presentation of plays’ [38]. Having
considered given definitions, it follows the conclusion that drama is a suitable word
to describe dialogues in the context of works written for performance in the theater.
Whereas theatrical does not convey needed meaning since it is more connected to the
staging itself then to the written text. Thus we will use the term drama dialogues.

In many works devoted to the topic of drama, researchers paid a lot of attention
to dialogues, which are of great importance in dramatic works. In the above-mentioned
definition of the term drama by H. Abrams, the concept of dialogue also appears,
which emphasizes the role of this linguistic unit in the context of a drama work
[34: 69]. This can also be confirmed by the statement of the linguist H. O. Oleinikova,
who in her scientific work claims that dialogue, as a form of development of dramatic
action, is the basis of theatrical art [13: 49].

In addition, H. O. Oleinikova [13: 49] defines the main function of dialogues in
drama as the main way of depicting characters and plot development. It differs from
dialogue in prose by its obligatory effectiveness, purposefulness to reveal the

conflicting relationships of the characters and orientation to oral, stage reproduction.
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Dramatic dialogue assumes the descriptive and explanatory functions of the author's
language. In the course of the historical development of the drama, the dialogue takes
precedence over the monologue and significantly changes the structure: from the
dialogized monologue of the heroes of classical plays to greater naturalness and
saturation of the subtext that drives the action.

Furthermore, according to E. Keir [27: 137], dialogues do not only create the
inner world of plays, which is termed as exophoric function, but along with this they
form an internal co-textual structure that is compulsory in complex drama works. They
are of the main interest in dramas. Semantic patterns of a dialogue, all present forms of
word-play along with fundamental dialogic dynamic, where every utterance gives rise
or produces another, severely depend on inner factors.

The similar idea about role of dialogues is expressed by the researcher
M. M. Horiunova [6: 134]. She states that taking into consideration that drama is an
action; the drama dialogue also performs an ‘action’ function. So, the dialogue in
drama is a means of developing the action. By action, is understood not only the
development of conflict, but also other layers of information. Dialogue is the main
form of the embodiment of the author's idea in the stage action, the form of the
development of the storyline and conflict, which in turn are the leading means of
character development [6: 135].

Dialogue has been studied by many researchers as a dramatic means of
expression (M. M. Horiunova [6: 134], J. Levy [28: 130], P. Newmark [30: 172],
C. Arifin [21: 40]). As M. M. Horiunova observed [6: 135], playwrights tried to put in
the words of the actors as much significance as possible for the development of events
and the development of their literary characters. Therefore, in dramatic works, we can
observe certain features that are characteristic of dialogues. The dialogue is structured
according to the classic pattern: the actors' lines are short, intense, and expressive. This
is achieved with the help of simple, exclamatory, interrogative, elliptical sentences,
which give the dialogue dynamism. The lines of the characters form a single
meaningful artistic series, because the actors listen to each other and respond

adequately to the lines [6: 136].



Professor of English Drama at the University of Florence E. Keir in his research
introduces some peculiar characteristics of drama dialogues [27: 137]. He describes
this linguistic unit not as a reference to or representation of action but as an immediate
spoken action. So that it makes it possible to develop on the conflict and the
oppositions of the drama which form it, such as personal, moral or political, at the
moment of speaking in communication exchange and not out of it boundary [27: 137].

Drama dialogues are as a rule restrained by the importance to preserve a certain
amount of levels of textual coherence. According to E. Keir, these levels can be
divided into: proairetic or in other words action coherence, referential, discourse,
rhetorical, stylistic and logical coherence [27: 37].

E. Keir explains in his work that proairetic coherence states that the dialogue
bears the primary responsibility for revealing and developing the action dynamic of
the drama [27:38]. In this case the dialogue can be expressed in the form both of
speech-acts that take place through it and the extra-linguistic actions it refers to. This
imposes a kind of temporal order and simple action structure on the speech-acts,
which is usually present only in dramatic texts [27:38]. That is why dialogues in
drama can be characterized with the following qualities: dynamism; conciseness,
naturalness, realism and accessibility of the speech act [22: 15].

Next level of coherence that is vivid in drama dialogues is the so-called logical
coherence. E. Keir states that logical coherence is responsible for the ability of drama
characters to create smaller ‘sub-words’ with their own conflicts during the play in
addition to the consistency of dialogue content based on the meaning of a simple
statement in relation to the dramatic world as a whole unit [27: 37].

According to the researcher [27: 37], upon the referential coherence is meant
that in dramatic text there is a need of creating and full maintenance of coherent and
consistent world of discourse with its certain and stable quantity of dramatic referents
whose properties and features are preserved. That is why while performing ‘world-
creating’ function dialogue is subject to more referential and co-referential control

than spontaneous texts.
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Other levels of coherence also play important role in establishing the whole
textual coherence within the drama text. For example, discourse coherence is
responsible for preserving the topic of the discourse clear changes in which will be
plainly signaled. In its turn, stylistic coherence is responsible for the correspondence
of the dialogue to the general style of the work [27: 37].

While analyzing drama dialogues it should be considered that the author of the
drama text writes it for the play without the audience. This problem is raised by the
researcher C. N Arrifin [21: 34]. The writer tries to compose the dialogue he created
in order to depict his feelings and ideas. The process of creating a dialogue cannot be
separated from the process of creating certain patterns. Patterns relate to the order of
who will speak first, how interaction patterns are created, and how dialogue patterns
can drive the flow, even as the author formulates dialogue that can lead to conflict
[20: 34]. Moreover, taking into consideration, that the dialogues are not associated
with the author but with the actor, the real meaning of the dialogue is ensured by two
sources. The first is unintentional change and addition in meaning. The second is the
expressed with the help of the text itself by the original author’s intention.

In accordance with Arrifin’s research, dialogues in drama texts have their own
model that is a form of a dialogue pattern with its representative speech act [21: 34].
A dialogue consists of speaker’s lines and speaker partner’s lines that constantly
swap their roles. A speaker becomes a listener, while a former listener becomes a
speaker without any changes of place, action or scenery. This leads to conclusion that
dialogue model can be made of speech acts. This can be explained in the following
way: the dialogue in the drama text performs action function, which means that these
texts contain action of the characters with ability to influence the storyline. The
action here is expressed with the help of speech. So we can make a conclusion that
speech is the same as doing the action.

The dialogue model is defined in five categories [21: 38]. The first category
deals with dialogue model analyzed in relation to the topic of conversation including
real and imaginative topic patterns. The second investigates the dialogue from the

point of the principle of cooperation. The third category sees the dialogue model from
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the principle of politeness. The next two categories characterize the dialogue model
according to the speech acts and speech sequence.

Furthermore, drama dialogue is completely different from everyday
conversations in real life. This point has been studied by A. J. Eman. He believes that
every line in drama dialogues is written with some specific purpose and all the text is
carefully composed [25: 565]. Although drama text depicts a picture of the life of a
society with typical for it dialogues of characters, dialogues here are created in such a
way to bear literary value. That is why while analyzing them we can rarely notice
incomplete submissions, repetitions, unintentional mistakes or unclear references.
This 1s what distinguishes written dramatic dialogue from real dialogue. Even if the
author uses some of these means, it is done in order to obtain certain effects. For
instance, repetition is often used on purpose to give creditability to the dialogue of the
text.

Considering drama dialogue as a kind of linguistic unit, we can distinguish
literary and stylistics features. According to O. Iwuchukwu, drama dialogues show
interplay of ideas and personalities in the course of characters conversations and put
on these conversations some kind of power [26: 41]. A dialogue lays out a
conversational technique not just an exchange of remarks by speakers. In addition,
dialogue necessarily embodies specifics of the character such as his or her manner of
speaking, taking into account nationalities for instance, outlook on the life and what
character is interested in. Also it helps to create the sense of naturalness without
being in a fact a verbatim record of real conversation since fiction literature deals not
with reality itself but with the likeness of reality.

To sum up, dialogue, as a form of development of dramatic action is the basis
of drama texts. In addition, dialogue, as a type of presentation of an artistic prose
work, is considered to be truly multifunctional. Although the drama dialogue has
certain features that resemble the usual real-life conversation of the characters, it is
always a well-thought-out element of the dramatic text by the playwright. Its main

purpose is to create a character's self-characteristics. After the analysis of drama



dialogue as a language phenomenon it is worth considering its peculiarities in

translation.

1.2 Theoretical background of translating drama dialogues

To begin with, as it has been already analyzed, drama dialogue is a complex
linguistic phenomenon that is of great importance in drama texts as it is the main
form of the embodiment of the author's idea in the stage action. It performs many
significant functions including development of the conflict, moving the plot and as a
result characters’ development. So the translation of dialogues in drama works has to
be done carefully in order to fully preserve their functionality.

According to N.P. Bidnenko [2: 13], translation of drama dialogues is a
complicated task that requires from the translator besides proficiency in both the
target language and the source language also imagination and ability to properly
analyze the text in order to understand and convey the author’s ideas. Furthermore,
every drama dialogue is significant for the drama text, so it is important to properly
convey its purpose in the target text.

In addition, S. Bassnet [24: 87] believes that a translator of drama does not
have to forget about potential audience. In her opinion, every line of dialogues has to
sound natural for the readers or spectators. Unlike while translating fiction, there is
no possibility to explain puns, culturally biased lexis or any other unit that is difficult
or impossible to translate. As S. Bassnet [24: 87] writes, the translator has to try
where it 1s possible to replace cultural metaphors and allusions with such that would
be close to the target language culture.

The scholar [24: 87] adds that adequate transmission in translation of these
components of the national and cultural content of the source text is an important and
necessary condition for achieving the overall communicative and pragmatic effect of
the translated play and recreating its national specificity. No wonder P. Newmark
[30: 172] believes that translation of a drama becomes no longer a translation but

rather an adaptation. According to him [30: 172], the translator has to bear in mind
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that drama stresses mainly on dramatic action that is expressed often by verbs rather
than on its descriptive or explanatory part.

T. Y. Nekriach states [10] that the content and form of the play is determined
by the playwright. In her work [10], it is said that when translating a drama, it is
important for the translator to be able to feel and recognize both the individual style
of the author and the peculiarities of the style of the play itself. In her work, it is said
that when translating a drama, it is important for the translator to be able to feel and
recognize both the individual style of the author and the peculiarities of the style of
the play itself. In the researcher’s opinion [11: 191], after analyzing the style of the
play the translator has reproduce it so that it is organically transformed into the
language of the stage. T. Y. Nekriach says: ‘This is where the differences in the work
of a translator of literary prose and a translator of a drama work begin. The latter
simply does not have the right not to take into account the staging version of his
translation, where the text is perceived through an additional, auditory dimension’
[10].

However, some of the researchers disagree on the topic of what has to be of the
primary concern while translating drama text. For example S. Bassnett began to
emphasize the need for the translator to focus on the language parameters of the text
itself, and not on its staging version [23: 106]. While P Patrice [32: 25] insists that
the true translation takes place at the level of the mise-en-scene as a whole. If a
translator of prose may not care about the easy pronunciation of his text, a translator
of drama must necessarily pay attention to how the translated lines sound, take care
of the naturalness of the words spoken by the actors and the perception of speech by
the audience by ear, without visual reliance on the text [19: 30].

This problem is also covered by Jifi Levy [28: 136]. According to him, when
translating at the sound level, it is necessary to avoid the accumulation of consonants,
which are more difficult to pronounce and which are easily missed during perception.
In addition, the translator needs to know the basics of psycholinguistics, which
studies semantic intelligibility or the difficulty of perceiving a coherent text [28:

136].
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Despite the fact that some plays can be translated not just for one purpose but
for example for scholarly study and at the same time for reading its written version as
well as for staging, P. A. Newmark. [30: 172] states that the most important purpose
to take into account should be its future performance on stage. Therefore, the reading
version and acting version have to be similar.

Furthermore, N. V. Nechai [12: 57] writes in her work that the transfer of
expressive elements and components that make up the general style of speech of the
characters of a dramatic work is the primary task of the translator. An important
element is the emotional and expressive function of the dialogues, which lies both in
the application of neutralization of values and in increasing the expressiveness of
speech of the source text. Sometimes the neutral equivalent does not convey an
emotional assessment of the importance of the dialogues of the dramatic text, which
reduces the functional and pragmatic effect of the target text on the recipient.

It is important to determine the role played by the expressive coloring of the
source text units and how the preservation of expressiveness affects the achievement
of translation adequacy. A significant part of expression in dialogic speech is
conveyed by emphasis. Emphatic models not only emphasize individual statements of
characters in dramatic works, but also give expressive and emotional coloring to the
entire dialogue in general. Emphatic expressiveness is achieved by means of different
language levels and expresses the author's attitude to the events described in the text
[12: 57]. The dialogic speech of the characters of the dramatic text is expressed
thanks to the introduction into the original text of reinforcing means used to
emphasize attention. It is worth noting that the author of the dramatic work uses
expressive vocabulary in the dialogues of the characters, in the description of their
appearance and behavior. On N. V. Nechai’s opinion [12: 58], the translator must
take into account the individual and authorial features of the realization of the
emphatic potential of the target text and adequately reproduce the expressive tonality.

The speech of the characters of the dramatic text is a way of their
representation; therefore, it affects the translation process. The character's speech

characteristics can reveal his emotional state, determine the psychological type of
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personality, and form an image of the target audience about the character and the
features of his character. Moreover, the peculiarities of speech indicate the social
position of the characters and the nature of the relationship between them [22: 11].
Therefore, a dramatic dialogue designed for auditory perception is always built
according to the laws of oral speech, taking into account its intonation, orthographic
and phonetic features of the language. It is these factors that are decisive in the
process of translation of dramatic works, because preservation of the stage and
naturalness of the language in the translation is the main task of the translator of a
dramatic work [22: 11].

N. V. Nechai believes [12: 58] that translators of dramatic works have not only
to translate dialogue, looking for the most accurate meanings of lexical units, but also
to create an appropriate pragmatic effect that helps to reveal the essence of the
character of a particular character. Failure to preserve the essential characteristics of
the characters of a dramatic work can lead to a misunderstanding of the very image of
the character and, accordingly, its incorrect interpretation by the target audience.

In a dramatic text, dialogue is also a linguistic characteristic of the characters:
when a certain character speaks, it is characterized not only by the content, but also
by the linguistic stylistic features of the utterance. N. V. Nechai [12: 57] states that it
is from these features that the actor pushes back when building an image and entering
the role. However, it is not always possible to reproduce this linguistic characteristic
in translation due to the asymmetry in linguistic means and cultural realities between
the original and translation languages (for example, the absence of a certain sociolect,
dialect, slang, etc. in the translation language) [12: 57]. In order to get closer to its
reproduction, J. Levy [28: 130] suggests relying on the perspective set by the author-
playwright - his idea about how the character of a certain character should develop, as
well as the relationship of this character with other characters of the play.

In addition, T. T. Nekriach [11: 191] believes that the translator of a work for
the theater must to a certain extent ‘play’ all the roles, make sure of the authenticity
of the intonation pattern, check the organicity of the verbal action of each character.

At the same time, he has no right to deviate from the author's idea. It is axiomatic that
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any translation requires numerous transformations, which are caused by significant
differences in language systems. These discrepancies are caused by systemic
asymmetry — when the mismatch of linguistic elements, regardless of the genre and
type of text, is transmitted by the same, fixed variant. In the translation of dramatic
works more often than in other texts, one has to resort to other types of asymmetry,
which are called by T. T. Nekriach situational asymmetry and explicative asymmetry
[11:192].

As T. O. Shlihar [20: 392] has observed, the drama as a whole is characterized
by deep conflict, its primary basis is the intense and effective experience of people of
socio-historical or eternal, all-human contradictions. Dramaticism, found in all forms
of art, certainly dominates drama. Conflicts filled with drama find their embodiment
in actions - in the behavior of the heroes, in their actions. Since the action in a
dramatic dialogue is determined by speech acts and their impact on the addressee, it
is important from the point of view of translation to preserve the communicative
impact of the speech act, especially when it comes to directives - implicit and
explicit. The translation of a dramatic dialogue in general must meet the requirements
of the stage and naturalness of the translated language, as well as preserve the power
and way of influencing the addressee [20: 392].

According to T. O. Shlihar [20: 393], the main communicative and intentional
content of directive statements is to encourage the addressee to the desired action.
The range of variability of these statements is very large: from an order to a plea. The
main thing that the translator should take into account when reproducing directive
speech acts 1s the interpersonal relations of the speakers, their status and
psychological characteristics. The translator can influence the perception of the image
of the characters by changing the intentional structure of the utterances, for example,
due to insufficient understanding of the nature of the relationship between the
speakers and the contextual situation [20: 393].

In order to achieve translation equivalence despite the differences in the
grammatical and lexical structure of the target and source language as well as the

differences between the cultures the translator may resort to transformations in
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translation [8: 127]. Many researchers considered the transformations in their works
(I. V. Korunets [8: 361 — 367], K. V. Prishchenko [16 — 75], S. Y. Maximov [9: 126 —
132], I. M. Dumchak, S. V. Shemerliuk [5: 156 — 159]). According to S. Y. Maximov
[9: 130], the transformations can be divided into lexical transformations, grammatical
transformations and lexical and grammatical transformations.

O. S. Bogaychuk [1: 143] believes that lexical transformations are used when
dictionary equivalents are not suitable for the translation due to inconsistencies in
terms of meaning and context. Grammatical transformations are mainly used because
language systems differ in grammar [14: 201]. In its turn, translators use grammatical
and lexical transformations, as S. Y. Maximov states [9: 130], when it is necessary to
adapt meaning to the grammatical features of the target language.

To sum up, the translation of dialogic speech is one of the most difficult elements
of dramatic translation, because it is important to convey not only the meaning of
what is said, its style, but also to do it in such a way that this dialogue sounds
naturally in the translation. Therefore, dialogue is a reflection of real fictional
communication, taking into account its special functional nature, and speech acts
convey not only the peculiarities of speech, the character and goals of
communication, but also act as a means of depicting characters' peculiarities and plot
development. Considering the dramatic text in this aspect, it is possible to analyze the
general situation of the speech, the images of the characters, the intention of the
author taking into account the situation simulated by him. Another feature of
dramatic texts is the focus on the audience's presence and sound perception which
also explains the peculiarities of the characters' speech. A translator of dramatic text
compulsory has to pay attention to all of the features of drama dialogues. For the
successful translation it is important to make the pre-translation analysis, therefore

this topic will be considered in the next section.

1.3 Specifics of drama discourse text analysis
First of all, it is worth mentioning that the term discourse has a lot of variants

of definition. The reason of this is that discourse as a linguistic category is a complex
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object of research. This complexity arises, obviously, from the multiplicity of
existing concepts of discourse - philosophical-historical, literary, linguistic. For
example, The Concise Oxford Dictionary of Literary Terms explains discourse as:
‘any extended use of speech or writing; or a formal exposition or dissertation and as
the name given to units of language longer than a single sentence’ [24: 68]. While
linguist Teun Adrianus Van Dijk gives the definition to the analyzed term as: ‘a
speech flow, a language in its constant movement, absorbing all the diversity of the
historical era, individual and social characteristics of both the communicant and the
communicative situation in which communication takes place. The discourse reflects
the mentality and culture, both national, universal, and individual, private’ [33: 47].

Therefore, it leads to conclusion that discourse is a verbalized activity of
linguistic thinking that includes not only linguistic, but also extralinguistic
components (cognitive structures, the addressee's goal, non-verbal elements that
accompany a verbal message). The very role of the text in the discourse varies
depending on the type of discourse: artistic, journalistic, scientific, etc., the textual
features of which play an important role in the analysis.

According to M. Manoliu [29: 25], dramatic discourse is based on the dramatic
text that is written with the purpose to be represented on stage. It is presented in the
speech of the characters in the drama, but also various paralinguistic factors that are
necessary for understanding the text and which are embedded in the author's remarks.
Dramatic texts are rich in dialogues, verbal or non-verbal means, intralinguistic and
extralinguistic means; participants, these include the author, actor, director,
screenwriter, etc.; situations, plays, productions, this, first of all, allows for a plurality
of interpretations both in the process of creating a play and during its staging, as well
as in the process of spectator perception [29: 25]. One more distinctive feature of the
dramatic text is that if the author in the lyric genre is hidden behind the poetic self, in
the epic genre behind the narrator, in the dramatic genre the author communicates
with the help of the characters. In addition its aim is creating the illusion of a real
communication using interrogative, exclamatory, presumptive and assertive

statements, which belong to the rhetoric of the dramatic language.
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Before translating a work, an important stage is pre-translational analysis.
Translation expert Ch. Nord singled out linguistic and extralinguistic criteria,
according to which it is necessary to carry out pre-translational analysis [31: 274].
Pre-extralinguistic parameters include such parameters as the author of the original
text and the recipient of the translation; author's intention; place, time, reason for
creating the original text; communicative purpose. Linguistic aspects that are taken
into account when performing pre-translational analysis: content and structure of the
text; lexical, syntactic, stylistic, pragmatic features of the original text; non-verbal
text elements in relation to verbal ones [31: 274].

As Ch. Nord [31: 184] observed, linguistic analysis of a dramatic work is
aimed at taking into account its multifunction and various aspects, which include the
interaction of the author and the reader/spectator, the author and the character, the
character and the reader/spectator, as well as the characters themselves. Accordingly,
four lines of analysis appear at the same time, each of which can be considered both
separately and in close relationship with the others. On the other hand, the analysis of
the drama cannot fail to take into account the canons of the dramatic genre, which
impose certain restrictions on the author's and character's speech, and therefore
require special cognitive efforts of the author to express a certain idea [3]. At the
same time, the same research methodology can be applied to dramatic works as for
the analysis of real, everyday communication, because in the process of creating
character speech, the playwrights apply their own linguistic experience, rely on their
linguistic and communicative competence. As a result, the expressions of the
characters reflect the ideas that exist in the linguistic and cultural communities
[12: 185].

According to L.I Syniavska [17:49], the non-verbal components of
communication include a set of non-verbal means that the character produces as a
result of physical activity during communication and uses together with verbal means
as a result of a carrying the significant role in the process of communication. In
addition, the semiotic properties of gestures and facial expressions are realized not

only in the theatrical version of the dramatic work, but also in the written version,
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where the author's scenarios of movements, gestures, facial expressions are presented
in the remarks [17: 50].

M. Weber claims [34: 101] that communication in a dramatic text, like any
other, has a dynamic character and evaluative value both from an aesthetic and social
point of view, it realizes the general intention of the addressee (author). It is the
intention of the author, that determines the choice of a communicative strategy that
ensures the optimal implementation of these intentions to achieve a specific goal. The
communicative strategy involves the selection and control of effective ways of
constructing a dramatic text, its transformation, modification in a certain situation.

Having considered the above information concerning dramatic discourse and
dramatic discourse text analysis we can continue with the practical appliance of it.
The extract for the analysis was taken from the play ‘Autumn’ written by modern
playwright Peter Quilter that can be seen in Annex B. The text type belongs to
mentafact. It is of artistic dramatic discourse. The text is aimed at the reader who is
interested in fictional literature and at those who will work with the stage version of
this work. The communicative aim of the textual information is to persuade the
addressee to change his/her mind and believe the author thus influencing his/her
cultural, aesthetic and ideological benchmarks in the way the author has planned
[9: 56]. This aim is accomplished by reference to fictional, imaginary worlds created
by the author’s artistic ‘ego’ through the artistic images, by the extensive use of
tropes and figures of speech (stylistic devices and expressive means) typical of
fictional texts.

There are some non-verbal means in the text such as the word now in italics
and remarks in uppercase. The author uses words in italics in order to put stress on it.
This also helps an actor to read this line with appropriate intonation.

Structural level of the text is ensured by lexical and semantic cohesion.
Accordingly, lexical cohesion is implemented by repetition links, such as: complex
lexical repetition romantic — romance, substitution Imogen — she; Kathryn — she; co-
reference Choccy-Flakeys —Chocolate cornflake confections; complex paraphrase

chilled — hot, late — in time.
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Grammatical cohesion and syntactical structure is ensured by sequence of
tenses. In the analyzed extract are mostly used Present Simple, Present Perfect,
Present Continuous and Past Simple. In addition, compound and complex sentences If
he’s not here in time for the ceremony, I'm using it to marry the gardener. — I'm
under a lot of pressure — and we’re running out of time as well as the use of
conjunctions and , as, but and prepositions, ensure grammatical cohesion. However
mostly in the text are used simple sentences as in dramatic works, preference is given
to simple sentences, even when expressing a complex thought, which contributes to
the creation of the illusion of spontaneity of communicative interaction, close to the
life situation, which in this case is stylized [27: 1].

Semantic level establishes the macroproposition of the text: We (Kathryn and
Rose) — hereby — inform you( the reader) about the process of our preparation for the
wedding.

In the subtitle the author mentions that this work belongs to the comedy genre.
That is why, while analyzing given text special attention should be paid to its stylistic
devices and expressive means as this genre is supposed to have a lot of irony, puns
and other means of creating humorous effect. In the analyzed extract there are several
exclamations such as No! Ha! They are used with the purpose to make the dialogue
more realistic as if it is a real conversation between two people. Furthermore, the
author uses the metaphor I need some moral support. Preferably chilled. This creates
this above mentioned humorous effect. Also this is an example of ellipsis that is the
deliberate omission of one or more members of the sentence. In this case this means
1s used to give speech characteristics and imitate spontaneity of oral speech.

Another metaphor I could teach you a thing or two about hot flushes! I could
have fried an egg on mine! emphasizes the huge amount of life experience Kathryn
has. Besides it, there are plenty of epithets like nervous, big, hot intense, different,
quick that is one of peculiarities of artistic literature. However, it is worth mentioning
that epithets and other stylistic devices and expressive means are seen only in the
characters’ lines, while author remarks are rather of neutral style and perform only

informative function.
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Although the passage is not large, it also plays an important role in shaping the
description of the characters and delving into the conflicts of the drama. From the
analyzed text it can be seen that Kathryn has problems in her relationship with her
daughter and she is worried about it. In addition, it can be concluded that Kathryn is
somewhat carefree, does not like commotion and tries to avoid it. While Rose
behaves more sensibly and acts as an older sister.

In conclusion, it is worth noting that drama occupies a special place among
literary genres. Therefore, when analyzing a text belonging to a dramatic discourse, it
is important to take into account its features. The main features of the dramatic genre
are that the text is written for the purpose of future staging. Moreover, special
attention should be paid to dialogues, as they are the main driving force in revealing
character traits and highlighting the conflicts of the work. The specifics of speech and
speech style of the characters should be analyzed, as this also affects the general
perception of the character by the recipient. In addition, it is necessary to pay
attention to the presence of various expressive means and stylistic devices, which the
author uses for a certain purpose. During the analysis, it is important to determine the
communicative purpose of the work and the main idea, so that in the future, when
translating, the idea that the author laid down in the analyzed work can be fully

reproduced.
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CHAPTER 2

THEATRICAL DISCOURSE: TRANSLATION OPTIONS

2.1 Lexical transformations in the translation of dialogues of theatrical
discourse

In the previous chapter we looked at the theory concerning of drama dialogue
peculiarities, points to pay attention to in the pre-translation analysis and its
translation. Now it is time to look at the practical solutions in the translation of drama
dialogues.

As it was previously mentioned, in the process of rendering text from the
source language into the target language, translators resort to various transformations.

Firstly, it is worth considering lexical transformations which have been found
in the process of analyzing drama dialogues. Overall, 61 examples of lexical
transformations have been found in 50 examples of drama dialogues, which include
concretization (26%), generalization (8%), differentiation of meaning (30%) and
modulation (36%).

1) Modulation

We are going to look at several examples of drama dialogues where lexical
transformations are used in translation in order to fully convey the content and idea of

the original.

HIGGINS: [stupent] WELL!!! What do
you expect me to say to you?

THE FLOWER GIRL: Well, if you was a
gentleman, you might ask me to sit down,
I think. Don’t I tell you I'm bringing you
business? (SP: URL)

liceinc (oweneweno).: Hy!!! I wo oc s,
nomeoemMy, noguHen mobi gionosicmu?
Keimxapxa: A oymar cobi, koau 6 6u
OYIU OHCUTLMMEHOM, MO CKA3ANU O MeHi
cicmu. Yu oc s He ckasana, wjo npuHecia

eam 3apooimox? (LLII1: URL)

In the above extract the translator uses modulation to translate business as

3apobimok. We can see that the process business is replaced with its effect

3apobimox that is also a part of the content.

HIGGINS: Well, I think that’s the whole

liceinc:  Hy, 30aemwvcs, Oinvuie U
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show.

PICKERING: It’s really amazing. [
haven'’t taken half of it in, you know.
(SP: URL)

noKasysamu Hi4o2o.

llikepine: Lle npocmo epadicae! 3uaeme,
5 U nonosunu He 3aceois. (LII1: URL)

In this dialogue modulation can be seen in the first sentence. The phrase in the

source text is replaced with the phrase that is logically connected with it. The

translator substitutes the cause by its effect. As a result, the translation preserves the

stylistic characteristics and situational attachment to the context.

RICHARD (Gently.): Does nothing then

in life give you peace? Surely it exists for

you somewhere.

BEATRICE: If there were convents in our
religion perhaps there. (JE: URL)

PIYAP]] (m'axo): Hesoice Hiwo 6

acummi  He Modxce nozbasumi  8ac

mpusozu? S nesen, Oe-nebyO0b € UWOCH,
WO 3MOHce 6aM OONOMO2MU,
BEATPIC: Axbu mos penicis npunyckana

iCHy6aHH}1 MOHacmupie, MOIHCIUBO, UYe

snatwnocs 6 mam (/[B: 19)

This 1s one more example of modulation taken from another drama work. Here
the translator has successfully conveyed the meaning of the phrase give you peace by
substituiting the cause by its effect. This way the transformation helped to preserve

the idea and the meaning of the dialogue.

BEATRICE: Were you disappointed that I | BEATPIC: Tu 0y8 oyoice

did not come last Friday for the lesson?
ARCHIE: No. (JE: URL)

po30pamosanuii, Koau si He Nputiuiia Ha

VPOK MUHYLOI nAmMHUYi?

APYI: Hi. (]IB: 29)

This translation of the dialogue contains another example of modulation. With
the logical development and replacing the cause disappointed by its effect

posopamosanuil the translator emphasizes the mood of the character in the given

situation.
BERTHA: But she must be exhausted. BEPTA: Ane oc 60Ha cmpauieHHO
BEATRICE (Quickly.): Not in the least. I | émomunacs.
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was thinking of the lesson in the train.
(JE: URL)

BEATPIC:  (weuoko) Auimpoxu. A

cnianysana ypox we 6 nomssi. ([B: 33)

This dialogue shows an example of modulation where the process is

substituted by its effect. This transformation helped to perform one of the functions

of the drama dialogues — plot development and recreated pragmatic meaning.

ARCHIE: That? Giu. (Pointing down and
up.) That is giu and this is su. Do you
want to speak to my pappie?

ROBERT: Yes.
(JE: URL)

I came to see him.

APYI: l]e? Giu (éxa3zyrouu 6HU3 i 820py).
Ile — giii, a me — su. Bu xoueme
nobayumucs 3 mamom?

POBEPT: Tak, s nputiuios, wob 3 HUM
sycmpimucs. ([B: 30)

In this example the logical development is used in the translation of the word
speak by substituiting the effect by its cause. The transformation is used here in order
to make the character words sound more natural in the target language.

2) Differentiation of meaning

Differentiation of meaning is another method of lexical transformation that
helps to fulfill adequate translation of drama dialogues. In the analyzed dialogues this
transformation was mainly applied as the consequence that words in English
language often have broader meanings. Therefore in order to recreate the content of

the target text in full, translators used differentiation of meaning. It i1s worth

considering the following dialogues:

BEATRICE (Softly.): And does death not
move you, Mr Rowan? It is an end.
Everything else is so uncertain.

RICHARD: While she lived she turned
aside from me and from mine. That is

certain. (JE: URL)

BEATPIC (m'ako): Heeowce cmepmuv He
xeunoe eac, micmepe Poyen? Aooce ye -
Kineyv. A 6ce inule — maxe HegU3HAYeEHe.

PI4AP][: Konu e6oHa

HCUNA, 6OHA

gioeepHyaacs 610 mene i 6i0 moix... Ocw

ye € euznavuenum. (/I{B: 22)

Here we can see two examples of differentiation. The translator substitutes the

primary meaning of move and turn with one of their secondary meanings that fit

better in the given context, since they carry the same idea as was given by the author.
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LIZA: You must have touched a |Jlatiza: [{um pazom, mamy mu 0ibpascs,

millionaire this time, dad.

DOOLITTLE: I have. But I'm dressed

JUOOHB, 00 MiNbUOHEDA.

Iynumn: Taxu max. Ane cvocooui s

something special today. I'm going to St. | 66paeca ons ocobaugoi nazoou. Moy 0o

George’s, Hanover Square. (SP: URL) yepkeu ceamoeo Ieopeis, na I'annosep-

ckeep. (LLI1: URL)

As it was previously mentioned many English words are broad in their
meanings. Here is the case of this problem: the word time has several dictionary
meanings such as: 1. yac; 2. gac, nopa; 3. momenrt; 4. Pa3z [38: URL]. But from the
context of the dialogue it becomes clear that none of the first three translations are
suitable here. So the translator made the right choice and used the fourth dictionary

meaning of the word, since here time does not refer to any physical value, but rather

to an occasion. Thus the translator successfully transferred the semantic meaning.

ROBERT (Diffidently, but bravely.): Do
you think you have rights over her-- over
her heart?

RICHARD: None. (JE: URL)

POFEPT (nesnesneno, ane cminueo): Tu
oyMacut, wo mu 80A00I€UL NPABAMU HA
Hei - Ha il cepye?

PIYAP/]: Anicxinoxu. ([[B: 94)

Here the translator uses another vocabulary meaning of the word to have as the

word sonodimu suits here better because of its stylistic colouring.

RICHARD (Calmly.): You are trying to
put that idea into my head but I warn you
that I don't take my ideas from other

people.
BERTHA (Hotly.): It is, it is! (JE: URL)

PIYAP/]  (muxo):. Tu Hamaecaewics
3QUIMOBXHYMU 8 MO0 207108y Y0 OYMK),
ane s nonepeddicaro mebe - s He Oepy 8
[HWUX CBOIX QYMOK.

BEPTA (3ananvno): lle mak, came max!

(/IB: 79)

This extract contains one more example of the use of differentiation of

meaning while translating the drama dialogue. Here, the problem was to correctly
understand the semantic meaning of the word from the context in order to

successfully choose the corresponding word from a dictionary. The translator used in
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the translation dymox that means opinion and this choice helped to preserve the
content of the utterance and perform the plot development function.

3) Concretization

Next lexical transformation that is going to be analyzed is concretization of
meaning. While analyzing drama dialogues a lot of cases when the units of more
general meaning were replaced by units of more specific meaning have been found.
Mostly (in 75%) this transformation was applied to verbs, especially to verbs of

movement. The examples of this transformation in drama dialogues are:

RICHARD: Letters? PIYAPJI: Jlucmie nemae?
BRIGID: No, sir. Only them lItalian | BPI/DKUT: Hi, cep. Tinbku imanivcoki

newspapers. eazemu.
RICHARD: Leave them on my desk, will | PIYAP/]: I[loknadime ix meni na cmir,
you? (JE: URL) ooope? (/[B: 11)

The given dialogue represents the practical use of the analyzed transformation.
The general meaning of the verb fo leave is 3aruwumu but as in the utterance the
character mentioned the word desk the translator decided to use more specific

meaning.

RICHARD: I had begun to think you | PIYAP/]: A exce nouas oymamu, wjo 6u

would never come back. It is twelve days | nikonu He nosepnemecs. 3 uyacy 6auio2o

since you were here. OCMAHHBLO2O npuizoy MUHYTLO
BEATRICE: I thought of that too. But I | 0oeéanaoyams onis.
have come. (JE: URL) BEATPIC: A meoxc max oymana. OoHak

5 npuixana. (/[B: 11)

Although here the verb come appears two times, it is translated with the help of
two verbs nogepuymucsa and npuixamu. The first word cares general meaning while
the second one is translated using concretization. This is done with the purpose of

avoiding unnecessary repetition.

ARCHIE: Can I go? APYI: Yu moorcna meni noixamu?
RICHARD: Yes. (JE: URL) PIYAPJ]: Taxk. (B: 40)
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The similar example can be seen here when translating the verb of movement
concretization is used. The verb go is polysemantic and in order to render in full the
pragmatic meaning of the utterance and contribute to the previously mentioned plot
development function, thr translator used in Ukrainian the verb with more specific
meaning.

However, translators resort to concretization not always while dealing with
verbs. The following example demonstrates the case when the translator uses this

kind of lexical transformation with a noun:

HIGGINS: And I have grown accustomed
to your voice and appearance. I like
them, rather.
LIZA: Well, you have both of them on
your gramophone and in your book of

photographs. (SP: URL)

liceinc: A we s 36ux 00 6auioeo 2010cy

8U2TIAOY. Bonu  wmeni, AK-He-5IK,
nooobaromucs

Jlatiza: Hy, nepwe € y 6ac Ha ¢oonoepadi,
a opyee — 8 anvbomi 3 gpomozpagiamu.

(LLIT: URL)

In this case the translator did not just translate book with its dictionary meaning

kuuoicka, but paid attention to the context and presence of the word photographs in
the utterance and used a more specific word azv6om. As it was said in the theory part,
drama dialogues should sound natural for the target audience. Since in Ukrainian

usually the word anv6om i1s used while talking about photographs, this word was

chosen for the translation.

ROBERT: Let us have the piano by all
means. I know what is in Beatty's ears at
this moment. (To Beatrice.) Shall I tell?
BEATRICE: If you know. (JE: URL)

POFBEPT: Tax, oasatime

NOCIYXAEMO
gopmeniano 3a 6y0b-aKkux oocmagun. bo
A 3Hal0, WO came 3apa3z JIYHAE 8
bemminux syxax. ([{lo beampic.) Xoueme,
A cxaowey?

BEATPIC: Axwo 6cadacut. ([B: 35)

Here we can see two examples of concretization of meaning: 1) have —

nocnyxaemo, 2) is — aynae. Words to have and to be are polysemantic and convey a

lot of meanings. That is why translators tend to use concretization while dealing with




25

these verbs in order to fully convey the meaning of the utterance. In addition, as it has
been mentioned in the theory part, drama dialogues mainly perform action function
and here verbs are of great importance, so translators should pay a lot of attention to
their translation to create an appropriate pragmatic effect.

4) Generalization

Opposite to the already analyzed concretization is generalization of meaning.
This is the substitution of units with narrow meaning by the units of broader meaning.
On the contrary to concretization, in the process of drama dialogues analysis fewer
examples of generalization have been found — 5 cases. Moreover this transformation
was generally applied to nouns and adjectives.

The examples of this transformation found im drama dialogues are the

following:

HIGGINS: Oh, by the way, Eliza, order a
ham and a Stilton cheese, will you? And
buy me a pair of reindeer gloves, number
eights, and a tie to match that new suit of

mine, at Eale & Binman'’s.

LIZA: Buy them yourself. (SP: URL)

liceinc: Ou, 0o peui, Enauizo, 3amoeme
WUHKU MA CMUIMOHCbKO20 cupy, 00ope?
Ta «xynimbv MmeHni napy  WKIDAHUX
PYKABUYOK, HOMED BICIM, | Wje Kpasamky
00 M020 MO20 HOB020 KOCMIOMA.

Jlatiza: Homep esicim 3amanuii ons eac.

(LT URL)

Here the word reindeer is substituted in the translation with the general word

wrxipsnux. The transformation here is fully justified since it does not affect the
pragmatic meaning of the utterance. Furthermore, it does not attract unnecessary
attention to this word as for the target audience it is not common to mention the type

of leather.

RICHARD (Coldly): Continue.
ROBERT: Even I at times thought of her

PIYAPJ[: (npoxonoono) Kaowcu oOani.

POFBEPT: [no0i Hasimb s esadxcas ii

as a victim. (Smoothly.) And of course,
Richard, 1 felt and knew all the time that

you were a man of great talent — of

arcepmeoro. (llionecnuso.) Ane, 36uuatino,
Puuapo, s 3a6scou 3nae i siouyeas, wjo

mu — JAI00UHA BelUYe3HO020 mananny,
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something more than talent. (JE: URL)

HABIMb 4020Cb OLILUIO20, HINC MAIAHM.

(IB: 103)

Having analyzed the extract above, one more example of generalization of

meaning has been found. The word man cares gender meaning while its translation

moouna 1s broader and does not refer to any gender but at the same time it

successfully reproduces the meaning and main idea of the utterance.

THE MOTHER: Please allow me, Clara.
Have you any pennies?

THE DAUGHTER: No. [’ve nothing
smaller than sixpence. (SP: URL)

Mamu: IIpowy mebe, Knapo, ne 6oponu

MmeHi. Maew mu Opibui 2powii?

Jlouka: Hi — Hivoco Opibniwoco 3a

wecmunencosuxa He maro. (LLII1: URL)

Here the translator resorts to generalization of meaning in the translation of the
word pennies which refers to the currency that is used in the region the drama takes
place in. Although, an important component of the word which includes realia was
sacrificed, the sentence became more understandable. Moreover in the next sentence
this realia is preserved.

So we have analyzed lexical transformations which are used in the translation
of drama dialogues. Due to these transformations, the translation preserves the
communicative function of the original and reproduces the main idea of the author. In
addition, lexical transformations are used to adequately convey the semantic and

stylistic characteristics of the text.

2.2 Grammatical transformations in the translation of dialogues of
theatrical discourse

Besides lexical transformations it 1s worth mentioning grammatical
transformations as they are an important means of reaching an adequate translation of
drama dialogues as well. While analyzing drama dialogues 82 cases of grammatical
transformations have been found, including addition — 25%, omission — 16%,
transposition — 28% and grammatical replacement (morphological replacement — 12%,
syntactical replacement — 19%) .

1) Addition
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To begin with, we will pay attention to addition. This transformation was
generally used in the analyzed drama dialogues with the purpose to reproduce the idea
of the dialogue in full or to make the dialogue sound natural for the target audience.

Now it 1s worth looking at several examples of drama dialogues with this

transformation:
RICHARD: Have you thought over what I | PIYAP/]: Yu oymanu eéu npo me, wo
told you when you were here last? 8amM 2080pus, KoOAU 68U mMym Oyau
BEATRICE: Very much. (JE: URL) 0CManHb020 pasy?
BEATPIC: [Hymana, i Oyaxce 6bazcamo.
({AB: 12)

We can see here two instances of addition: pa3zy and dymana. In the first case it
would be difficult to translate Richard’s line without this transformation as it would
sound uncompleted in TL. In the second case the translator used the analyzed
transformation to make the utterance of more typical form for TL because in the

Ukrainian language, verbs, affirmative or negative particles are used to answer

questions of this kind.

ROBERT: You knew? From her?
(Richard nods.). You were watching us
all the time?
RICHARD:

(JE: URL)

I was watching you.

POBEPT: Tu sce 3nas? Bio nei? (Piuapo
kusae.) Tu cnocmepicas 3a Hamu )eechb
yeu yac?

PIYAPJ[: A cnocmepicas 3a moboi0.
(1B: 90)

Here the word sce has been added in order to put same dramatic effect as can

be seen in the original on the character’s words.

RICHARD (Coldly.): She did not. She
died alone, not having forgiven me, and
fortified by the rites of holy church.
BEATRICE: Mr Rowan, why did you
speak to me in such a way? (JE: URL)

PIYAP/] (xonoono): Hi, yvoco 6ona ue
podbuna. Bona nomepna na camomi, max i
He npobavyuuiy Mene, CHUpaducy auue
HA 00NOMO2Y pUmyais cesamoi yepKau.

BEATPIC: Micmepe Poyen, ane uomy 6u

maxk 3apaz 31 MHOIO po3mosiicme?
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(1B: 21)

This drama dialogue contains one more example of addition expressed by

words siuwe na oonomocy. This is done with the purpose to make the meaning of the

sentence clear and to avoid misinterpretation of the word cnuparouucey which could be

understood in literal meaning by the target audience.

RICHARD: You will set these rumours
afloat?
ROBERT: I will. God help me. (JE: URL)

PIYAP/]: Tu nycmuwt yi wvymxu?
POBEPT: Tax, s. I nexait oonomoorce

MmeHni 6 ypomy boe. (/[B: 52)

Here addition is present in Robert’s line. The words nexau and B yvomy were
added by the translator with the aim to make the sentence sound more native in the
target language since in Ukrainian nexaui donomooice meni 6 ybomy boe is a kind of
set expressions .

2) Omission

Next type of grammatical transformations that was found in the process of the
drama dialogues analysis is omission. This transformation was mostly applied
because of the difference in grammatical pacularities between the source and target

languages. The examples of the dialogues with this transformation are the following:

DOOLITTLE: I feel uncommon nervous Ilonkosnuxky,  uwococo A

Jynuma:

about the ceremony, Colonel. [ wish | nepgylocsi  AK  HIKOIU — uepe3  Yio

you’d come and see me through it.
PICKERING: But you’ve been through it
before, man. (SP: URL)

yepemonito. Yu ne moenu 6 eu npuimu i
niompumamu meHe 8 yiu sunpooi?

Ilixepine: Ane o, uonosiue, xioa eu eoice

He Npoxoounu KOAuUcb yiei eunpoodbu?

(LT URL)

In this example we can see the omission of the phrase / wish in translation
since the literal translation of it would not express the effect of politeness that is
present in the original version. So taking into account that one of the main tasks in the

process of translating drama dialogue is to preserve all its functions, the translator
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missed the phrase / wish and instead of it translated the sentence with the help of the

question. Thus the action function of the dialogue is preserved.

BEATRICE: Is Mr Rowan in? BEATPIC: A wmicmep Poyen ydoma?

BRIGID (Points): He is in his study. He | BPIIDKUT (sxazyrouu): YV cebe, y
is wearing himself out about something | kabinemi. = Bmomaioe  cebe  c8oim

nucauusam. I oce mak axc 0o nizHbOI HOU.

(Hoyuu) A noxnuuy iiozo. (IB: 10)

he is writing. Up half the night he does
be. (Going.) I'll call him. (JE: URL)

The translator missed here two words: se and something. Speaking about the
first word, it is missed since in Ukrainian in conversations people tend to use
sentences without a subject. And as for something, this word is used in the source text
due to grammatical features of the language. Taking into consediraton that this word
does not contribute to the content of the dialogue, the sentence is translated in such
way so that it fully renders the meaning even without this word. Moreover, redundant
repetition is not common for Ukrainian, therefore with the omission of the word the

form of the sentence becomes more native.

POBEPT Ckaorcu

ROBERT (Smiling.): Tell me what did
you Ssee that night - your very first
impression?

BERTHA You were standing with your

back to the gangway, talking to two
ladies. (JE: URL)

(nocmixaroqucs).:
MeHi, wo came mu nobaquia mici Houi -
sIKe 0V10 MBOE nepuie 8PadceHHs?

BEPTA: Tu cmossé cnunoto 0o mpany,

po3mosnadu 3 0eoma oamamu. (/{B: 40)

While analyzing the above extract,

one more example of omission has been

found. The word very is not typically used in such phrases in the Ukrainian language,

that is why it was not preserved in the translation. Furthermore, this transformation

did not affect the meaning of the sentence.

3) Grammatical replacement

As it was previously mentioned, grammatical replacement includes replacement

on two levels: morphological replacement (replacement on the word level) and

syntactical replacement (replacement on the sentence level). In the analysed dialogues
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20 examples of morphological replacement and 30 examples of syntactical
replacement have been found.

3.1 Morphological replacement

This type of transformation deals with the changing of part of speech. In the
analysed dialogues replacing verb with the noun was the most frequent case of this
transformation (47%). Although, replacing an adjective with a noun (27%) or with a

verb (26%) have alse been found. We are going to analyze several examples of the

drama dialogues with this transformation:

ROBERT: And what did you do?
RICHARD (As before.): I remember the
first time. I came home. It was night. My
house was silent. My little son was
sleeping in his cot. She, too, was asleep. |
wakened her from sleep and told her

(JE: URL)

POBEPT: I wo oc mu pobug nicas
Ub020?
PIYAP]  (mum  camum  moHOM):
llpueaoyro nepwuti pasz. A npuiiwios
oooomy. byna wuiv. YV mene 6doma
nanyeana muwa. Miu manenvkuu cuH
cnag y cebe 6 ximuami. I eona makodic

cnana. A po36yous ii i po3nosieé npo éce.

(1B: 101)

The above extract contains two examples of morphological replacement. The

first case is the replacement of the adjective silent with corresponding noun muwa.
The second case can be seen in the translation the adjective asleep with the verb
cnana. In both cases the transformations positively influenced the translation, since

the chosen options for the translation sound natural in the target language and at the

same time reproduce the content of the dialogue.

ROBERT: Richard, you have driven me
up to this point. You yourself have roused
these words in my brain. Shall we?
Freely? Together?

RICHARD: Together no. Fight your part

alone. I will not free you. Leave me to

POBEPT: Piuapoe, mu cam 008i6 meHe
0o yiei mouku. Tu po36youe yi crosa 6
Mmoiti eonogi. Hy max wo - mu 6yodemo
oumucsa? Binvno i pazom?

PIYAPJ]: Pazom - ni. Buiics 3a cebe cam.

Tu ne ompumacuwi 8i0 mene c80600u. A
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fight mine. (JE: URL)

MeHI

(IB: 109)

3ajauut Mo

61ACHY  Oumey.

In the last two sentences there are two examples of the analyzed grammatical

transformation. The first example is the translation of the verb free with the help of

the noun ceo600u. And the second lies in the the translation of the verb to fight with

the noun 6umay.

BEATRICE: Everything was changed.
His life, his mind, even, seemed to change
after that.

RICHARD (Musing.): Yes. I saw that you
had changed when I received your first
letter after a year, after your illness, too.

(JE: URL)

BEATPIC: lIlicna eawoco 6i0i30y 6ce

SMIHUNOCA. 30A€EmMbCA, HAGIMb U020
ACUMMS MA CROCIO MUCTICHH —
PIYAP/]  (3amucauswiucw): Tax. A

NOMIMUB y 8ac 3MIHY, KOIU OMPUMAas 6i0

eac nepuioco aucma nicis

POKY

MO8YaHHA 1 nicaa  8auloi  Xeopoou.

(IB: 19)

Here 1s one more example of substitution of the verb in the source text (had

changed) by the noun in the target text (3miny). Taking into consideration that the

translator used omission and did not preserve the word to change in the second

sentence, it leads to conclusion that he tried to avoid repetition. For this purpose

morphological replacement was used.

3.2 Syntactic replacement

Several types of syntactic replacement have been found in the analyzed drama

dialogues:

- replacement of a syntactic construction (8 cases);

- replacement of the structural type of the sentence (6 cases);

- replacement of the communicative type of sentence (2 cases).

Now we will consider examples of each of the syntactic replacement types:

BEATRICE: Good afternoon, Mr Rowan.
1 did not want Brigid to disturb you.
RICHARD: Disturb me? My goodness!

BEATPIC:  Jlobpuii  Oenv, micmepe

Poyen! A ne xomina, wo6 bpioocum sac

mypoysana.
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(JE: URL)

PIYAPJ]: Typbysara mene? I[ocnoos 3
eamu! (IB: 11)

Here we can see that the simple sentence in the source text is translated with

the help of the complex sentence in the target text. This is a common case when

English structures with non-finite verbal forms are rendered by means of subordinate

clauses, since for Ukrainian this is typical structure of a sentence.

ROBERT: Your face is a flower too-- but

more beautiful. A wild flower blowing in

a _hedge. Why are you smiling? At my
words?

BERTHA: I am wondering if that is what
you say-- to the others. (JE: URL)

POBEPT: Bawe obnuyus - ye medic

Keimka, minvku we kpacusiwa. llorwosa

KGIMKa, AKA PO3KGIMHYAA 8  JHCUBIU
ocopodci. Homy eu nocmixaecmecs?

Yepes me, wo s ckazag?
BEPTA: A Oymar, uu Hne € ye mum
camum, w0 6u 3azeuuau cosopume U

iHwum. (/[B: 38)

This is another example of rendering the simple sentence in the source text

with the complex sentence in the target text. We can see that the absolute participial

construction is translated with the subordinate clause. It improves the translation

using the sentence structure more common for Ukrainian language.

BERTHA (To both.): Did you not come
together?
BEATRICE: No. I came first. Mr Rowan

was going out. He said vou would be

BEPTA: (0o 06ox) Xiba eu npuixaiu He
pazom?
BEATPIC: Hi. A npubynra nepuioro.

Micmep Poyen came suxoous i ckazas,

back any moment. (JE: URL)

uo 8u ocb-ocb nosepremecs. ([B: 31)

This 1s an example of replacement of the structural type of the sentence. As we

can see, in the process of translation two sentences were translated with one complex

sentence.

RICHARD: Tonight?
BERTHA: Every night, he said. Between
eight and nine. (JE: URL)

PIYAPJ]: Cb0200Hi 6geuepi?

BEPTA: Bin ckazas, wWo KOICHO20

geyopa, BIH  CKA3A6: MIJNC 80CbMOI0 U
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oesamoro. (/[B: 74)

This extract contains one more example of sentence integration. Two sentences

in the source text were replaced with one complex sentence in the target text.

Besides, addition of 6ir cxazas was used in order two combine two sentences.

RICHARD (Continuing.): You may then
know in soul and body, in a hundred

forms, and ever restlessly, what some old

PIYAP]] (npooosacyrouu): I modi 6 mu
nizHas oyuiero i minom, b6e3nepepsHo i 8

comHi hopm me, W0 0OUH CMAPOOABHIT

theologian, Duns Scotus, I think, called a | meonoe, Jlane Ckymyc, axwo He

death of the spirit. NOMUISIOCL,  HA36A8  CMepmio  OyX).

ROBERT (Eagerly.): A death. No; its | POBEPT (nemepnnsue): Cmepmiwo? Hi!

affirmation! A death! (JE: URL) Hozo cmeepoicenuim! Cmepmu?!
({IB: 104)

On the contrary to the last three examples this dialogue contains sentence
fragmentation that is one of the forms of replacement of the structural type of the
sentence. It is done in order to put stress on both parts of the sentence. In addition we
can see here an example of replacement of the communicative type of sentence:
declarative sentence is translated with rhetorical exclamatory question.

3) Transposition

The next type of grammatical transformations that was found in the drama
dialogues is transposition (23 cases). It is the changing of the word order and it
belongs to grammatical transformations. In the process of the analysis of drama
dialogues, it was discovered that this transformation is usually accompanied by other
lexical and/or grammatical transformations.

The examples of the drama dialogues with this type of transformation are the

following:

ROBERT (Brooding.): Pitied me, because | POBEPT  (po3miprogyrouu):  Kanina

I am no longer... an ideal lover. Like my
roses. Common, old.

RICHARD: Like all men you have a

MeHe, OCKIIbKU 5 8xce... He € 10eaNbHUM

Koxanyem. A _bananvhuil i cmaputi, K i

MOI MpoOAHOU.
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foolish wandering heart. (JE: URL) PIYAP/]: I ax yci wonosiki, mu macut

be3poscyone u oaykaroue cepye. ([B: 92)

Here transposition within a sentence goes together with previously analyzed
sentence integration which is expressed by replacing two simple sentences with one
complex. Here transposition is used with the aim to reproduce the stylistic features of

the dialogue.

BRIGID: Master Archie BPIIDKUT: Ilan Apui ooepicas sauty

O2na.  Mewni

got
postcard with the views of Youghal

your
JUCMIBKY 3 eudamu
30aembvcs, 86U CMPAUEHHO 8MOMUTUCA.

BEATPIC: Hi, animpoxu. (/[B: 9)

You're tired out, I'm sure.

BEATRICE: O, no.

In this example transposition is used to make the sentence form more common

for the Ukrainian language.

ROBERT: 1 failed. She is yours, as she

was nine years ago, when you met her

first.

POFBEPT: A npoecpas. Boua - meos, k010
U Oyna, 0egimv pPOKI@ MOMY, KOIU MU

3ycmpie ii enepuue.

RICHARD: When we met her first, vou
mean. (JE: URL)

PIYAP][: Tu xouew ckazamu - KOau Mu

3ycmpinu ii enepute. ([B: 175)

In this dialogue beside transposition is used modulation: you mean - Tu xouew
ckazamu.The translator applied this transformation here because of the peculiarities
in the structure of reported speech in the target language.

To sum up, in the process of the analysis of the drama dialogues, many types
of grammatical transformations have been found. The transformations affected target
text on different levels: on the word level, on the sentence level and on the text level.
Most often it was caused by differences in grammatical characteristics of the source
and target languages. In drama dialogues it is important for the text to sound natural
for the target audience. And such transformations helped to reach translation
adequacy since translators applied them mostly to make the grammar structure of the

translated dialogues typical for the target language.
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2.3 Grammatical and lexical transformations in the translation of dialogues
of theatrical discourse

In addition to previously analyzed types of transformations the special type
that combines both lexical and grammatical transformations has been found while
analyzing drama dialogues. The total amount of all found cases of this type of
transformation is 23 cases. This number includes antonymic translation (10 cases),
total reorganization (9 cases) and compensation for the losses (4 cases). We are
going to look at the dialogues where these transformations have been used.

1) Antonymic translation

In the analysed drama dialogues translators sometimes rendered lexical units
with some negative part in the target text with the lexical units without this negative
part and vice versa. The main reason of the antonymic translation was the aim to
render the content and the meaning of dialogues. The examples of the dialogues with

the antonymic translation are the following:

RICHARD (Smoking.): Let me hear the PIYAP/I: Hasait s Oocnyxairo mebe 00
rest. KIHYAL.

ROBERT (Again seriously.): Richard, POPBEPT (3n08y ceptiosno): Piuapoe, mu
you are too suspicious. It is a defect in 3anaomo wuedosgipausuu. ILle - meiil
you. (JE: URL) Heoonik. ([B: 50)

As we can see the adjective suspicious is rendered in TT with the adjective
neoosipausuii. However, on the contrary to the original, the adjective in translation

contains the negative morpheme.

RICHARD: When was this? PIYAPJ]: Konu ye 6yno?
ROBERT: O, not lately. When you were | POBEPT: [lagno - koau mu 0y8 3a
away. (JE: URL) kopoonom. (/{B: 100)

Here not lately is translated with the help of the antonym of the adverb lately.

This transformation made it possible to fully render the meaning of the sentence.

THE DAUGHTER: It’s too tiresome. Do | [{ouka: Lle necmepnno! Yu mu xoueuw,

you expect us to go and get one|wob mu cami niwau nowrykaiu?
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ourselves?

FREDDY: I tell you they’re all engaged.
I've been to Charing Cross one way and
nearly to Ludgate Circus the other, and

they were all engaged. (SP: URL)

@peooi: A oc eam kadxcy: a0oou
posxananu 6ci mawunu. A npobie myou
aoic 0o Yapine-Kpocy i 6 opyeuii 6ik mano
He 00 Jlaoeetimcvkoco yupky — I _Hide

atcoono020 sinvrozo maxci! (L1 URL)

In this dialogue two examples of antonymic translation can be seen. The first

example 1s the translation of the word tiresome with the word necmepnuo which
contains negative prefix ne. The second case is the translation of the words all

engaged with their antonyms orcoonozo ginvnozo. Moreover, in order to preserve the

meaning of the utterance, the negative adverb nioe was added.

THE MOTHER: You -can the

keep
change.
THE FLOWER GIRL: Oh, thank you,

lady. (SP: URL)

Mamu: Mooxceme ne giodasamu pewimu.

Ou,

Ksimxapxa: cnacubonvbkuy, nami!

(LLIT: URL)

Here the verb keep is translated with the help of 6iddasamu, which has

opposite meaning, and negative particle we.

HIGGINS: Nonsense! I know I have no
small talk; but people don’t mind.
MRS. HIGGINS: Oh! don’t they? Small

talk indeed! What about your large talk?.
(SP: URL)

Liceinc:  Hypnuyi! 3naro, He 6edy s
CBIMCHLKOI MOBU, ane HC HIXMO HA Ye He
38a0Cac.

Micic liceinc: QOeo! Taxk-mo eoice U He
3eaxcaromsv? Ceimcvka mosa, Kaxceut? A

Hecsimcvka meosi mosa? (LLIII: URL)

Here is another example of antonymic translation. The translation of the word

Hecsimcvka contains negative prefix, while in the source text this word does not
contain any negative parts and the notion is of the opposite meaning to its translation.
However, this transformation is justified, since the contextual meaning fully
corresponds to the original.

2) Compensation for looses
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In most cases translators resorted to this type of lexical and grammatical
transformations when there were some untranslatable elements in the drama dialogue.
Nevertheless, these elements cannot be omitted since they play an important role in
drama dialogues. After analyzing drama works, several examples of compensation

have been found:

THE FLOWER GIRL. Nah then, Freddy: | Keimxapxa. Hy wo ce mu, Xpedi! Yo’ nu

look wh’ vy’ gowin, deah.

ousuccs, Kyou cmynaiwu, 1oo4uxy?

FREDDY. Sorry.
THE FLOWER GIRL There’s menners f”

yer! Te-oo banches o voylets trod into the

mad. (SP: URL)

@peooi. apyrime!
Keimkapxa Om manipu! /{u-ea nyueuxu
XgisiloK ~ camonmag Y

(LLIIT: URL)

epazoky!

In this dialogue the main task of the translator was to perform one of the main
functions of drama dialogue that is character development. For this purpose it was
necessary to reproduce the flower girl’s socially determined speaking features since it
1s important aspect that gives special characteristic to the character and contributes to
the further plot development. In order to do it the translator used compensation for

loses and recreated the character’s grammatical and pronunciation features with the

help of the dialect typical for some regions in Ukraine.

HIGGINS [loftily]: 1 cannot charge
myself with having ever uttered it, Mrs.
Pearce. Except perhaps in a moment of
extreme and justifiable excitement.

MRS. PEARCE: Only this morning, sir,
you applied it to your boots, to the butter,
and to the brown bread. (SP: URL)

liceinc  (2opoosumo): A He moocy
36UHysamMumu cebe 6 mMomy, wjo xo4 pasz
Koau-Heoyob eumosus tiozco, micic Ilipc!
Hy xiba wo 6 mumb KpauHbo2o U
BUNPABOAHO20 XBUNIOBAHHS.

Micic Iipc: Tinoku yvoco panky, nawe,

6U zacmocyeaiu 11020 00 uaro, 4duku, 6

aKkiu  O0ye mou  yau, ma 4Yepesukis.

(LT URL)

Here can be seen one more prominent example of compensation. Although

each of the words boots, butter, and brown bread have the corresponding equivalent
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in the target language, translator did not use literal translation because the target text
would not have an important for the source text figure of speech — alliteration.
Therefore, the translator decided to recreate alliteration but at the same time the

sematic meaning of the words was not retained.

HIGGINS: I swear! I never swear. I|[liceinc: A — narocw! A nikoau ne naioceo.
detest the habit. What the devil do you | Meni ocyscna ys 36uuxa. Il]o 6 diovka 6u
mean? Mmaeme Ha y8asi?

MRS. PEARCE: That’s what I mean, sir. | Micic Ilipc: Oye o i maro Ha yeasi, naue.
You swear a great deal too much. I don’t | Bu naemecs asxc 3anaomo 6acamo. A ue

!

mind your damning and blasting, and | makx npo eawi "npoxnamms"”, "vwopmu'

what the devil and where the devil and | ma "sxozo diovka"”, ma "oe 6 diovka"”, ma

who the devil...(SP: URL) "xmo 6 diovka"...(LLII1: URL)

Here the analyzed transformation is used in the translation of swear words
damning and blasting. These words do not have full equivalent in the target language,
therefore the translator used other swear words that are present in Ukrainian
language.

3) Total reorganization

In the analyzed drama dialogues total reorganization was generally used in
order to translate set expressions and idioms changing the inner form of the unit and
at the same time preserving its semantic meaning. The examples of the drama

dilogues with this lexical and grammatical transformations are the following:

RICHARD: Excuse me for forgetting. | PIYAP/]: Bubauy MeHe 3a
Will you have some whisky? 3a0yovkysamicms. Hu He xouews mu
ROBERT: All things come to those who | mpoxu sicki?

wait. POBEPT: Yce npuxooums 00 mozo, xmo

RICHARD Will you please_help yourself? | mepnisue uexae.

PIYAP/] Tu cam cebe nouacmyew?

This dialogue contains an example of the analyzed transformation. This case

help yourself is colloquial set expressions and it is translated with corresponding
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expressions in Ukrainian. This transformation helped to render the meaning of the
phrase in the dialogue and at the same time the inner form of the uterrance is changed

so that it sounds native for the target audience.

RICHARD: Or I have killed her. PIYAPJ][: Ab60 5 66us ii.

ROBERT: Killed her? POFEPT: Yous ii?

RICHARD: The virginity of her soul. PIYAPJ]: Ybue nezatimanicmo ii oyuiu.
ROBERT: Well lost! What would she be | POBEPT: I crasa boey! Yum 6u 6ona
without you? (JE: URL) oyna 6e3 mebe? ([B: 103)

Here we can see another colloquial expression that in the translation changes

its inner form but the content is fully preserved.

BERTHA: What are you going to do? BEPTA: I wo mu 36upacuics pooumu?
RICHARD: Follow him. Find him. Tell PIYAP]]: Ilimu 3a num. 3uatimu tioeo.
him. A few words will do.Thief and fool. | Cxazamu tiomy ece. Kinvxox cnie 6yoe

(JE: URL) docmamuwvo. 31001t i dypens ([[B: 175)

In this example the translator used total reorganization to render the set

expression will do that is usually used in informal conversations.

THE NOTE TAKER: Heavens! What a | 3anucyeau: I'ocnoou! ll]o 3a 38yk! Ax-
sound! Ah—ah—ah—ow—ow—ow—oo! | ax-ax-o0-0-o0-y!

THE FLOWER GIRL: Garn! (SP: URL) | Keimxapxa: A xau vomy! (LLII1: URL)

Here can be seen the exclamation garn which in addition characterizes the
character’s manner of speaking. Therefore the translator used here total
reorganization in order to fully convey the content of the utterance and its stylistic
peculiarities.

To sum up, grammatical and lexical transformations are helpful in the process
of translation drama dialogues. It positively influences translation since it gives the
possibility to deal with units in the source text, which are difficult to translate such as
idioms or set expressions. In addition, with the help of this type of transformations

content of the drama dialogue can be successfully preserved.
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We have already analyzed all the major translation transformations that were

be found in the analyzed drama dialogues. Although, mostly we looked at one type of

transformation within one extract of drama dialogue, it is worth noting that usually

translators use several types of transformations simultaneously in order to perform

adequate translation. For instance, the following dialogues are translated with the

help of several transformations:

RICHARD: I think you would try to take
her by violence.

ROBERT: Those are moments of sheer
madness when we feel an intense passion
for a woman. We see nothing. We think of
nothing. Only to possess her. Call it
brutal, bestial, what you will. (JE: URL)

PIYAP/: A oymas, wo mu cnpobycu
3abpamu ii cunor.

POBEPT: Koau mHamu xepye cuia
npucmpacmi 00  JCIHKU, UYe MUumo
CNPasICHL020 00dicesinisl. Mu niuoeo He
bauumo, Hi npo wo He OYMAEMO - MITbKU
0 Heto 3asonodimu. Moowcew nazueamu
ye OpYmManbHuM, MEAPUHHUM, K MOOI

3a6200H0. (/[B: 95)

In this extract the translator used the following grammatical transformations:

- grammatical replacement: moments- mumo (plural — singular), “We see nothing.

We think of nothing. Only to possess her.’

b

— “Mu Hiuozo He bauumo, Hi NPo wWo

He OyMAaeMo - miibKu 6 Hero 3a80100imu.” (Sentence integration), intense — cunia

(morphological replacement)

- transposition: Those are moments of sheer madness when we feel an intense

passion for a woman - Konu namu kepye cuna npucmpacmi 00 JHCiHKU, ye MUmb

CNPABHCHLO20 OOJHCEBINIISL,

- addition: Moorcewu.

Besides, here can be found lexical transformations:

- modulation: take her by violence - 3a6pamu ii cunoro,

- differentiation of meaning: sheer — cnpagoicrubozo.

THE DAUGHTER: Will you please

keep your impertinent remarks to

Houka: Ilpowy eac mpumamu npu co6i

c80i HaxabHi 3aysadicenHs!
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yourself? 3anucyseau: Hesoxce s eumosus ye
THE NOTE TAKER: Did I say that out | 2onoc? Ilpocmo euxonunocs. Illpouty
loud? I didn’t mean to. I beg your|npobauenns. A  eawa  mamiuka,
pardon.  Your  mother’s  Epsom, | 6e3nepeuno, 3 Encoma. (LLI1: URL)

unmistakeably. (SP: URL)

Here in this small dialogue a lot of transformations have been used
simultaneously:

- grammatical replacement (syntactic replacement in the daughter’s line);

- transposition (in the last sentence);

- addition (resorce);

- omission (I beg your pardon - [Ipowy npobauenusi.);

- differentiation of meaning (say — sumosus);

- antonymic translation (impertinent — naxaoui).
Having analyzed examples of 50 drama dialogues 165 transformations of different

types have been found. The frequency of each type is provided on the diagram below:

Figure 2.1

Lexical and
grammatical
14%

Grammatical
52%

~_ Lexical
34%

Accordingly, as it can be seen from the diagram the most frequent type of

transformations were grammatical transformations which are 46% of all
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transformations. The least frequent types of transformation were lexical and
grammatical — only 14%. The reason for this is that translators of the drama dialogues
did not follow the aim to preserve the grammatical structure of the source text, but
they pursued the task to reproduce all the functions of the dialogue and preserve its
content. Moreover, among all found transformations the replacement of the
communicative type of sentence was the least frequent (1 %), while transposition in
its turn was the most frequent transformation which makes up 14% of all
transformations. This is because communicative type of sentences in drama dialogues
are important to be preserved since it helps to recreate communicative function of a
dialogue. As for transposition, we can make the conclusion that this transposition
often occurs in the translation of drama dialogues because of the difference in
grammatical structures of languages and in order to make the dialogue to sound

native in the target language, translators resort to changing the word order.
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CONCLUSIONS

Drama discourse is complicated and consists of a lot of components. In drama
works dialogues are of primary importance, therefore while translating them a lot of
attention should be paid to the translation of dialogues. In the process of our research
we investigated the peculiarities of conveying dialogues in drama works.

In the theoretical part we studied the notion of drama dialogues as a language
phenomenon and specifics of their translation. For this purpose we paid attention to
drama discourse and drama text and mentioned the main features of it. We mentioned
that one of its most distinctive features is that in drama works the author
communicates with the help of the characters, therefore the texts of this genre are
reach in dialogues.

Furthemore, we analysed the functions which dialogues perform in drama
works (action function, plot development, character development and exophoric
function) and the main specifics of dialogues. After that, taking into account the
mentioned information, we studied the transformations in translation that help to render
drama dialogues into the source langue preserving all the functions and specifics.

In the practical part, we analysed 50 examples of drama dialogues and defined
transformations that were used there. All the found transformations (165 cases) were
divided into three groups: lexical, grammatical and lexical and grammatical
transformations. The frequency of all transformation was outlined and commented
upon the reasons for it. In addition, we came to the conclusion that mostly translators
tried to preserve the content and idea of the dialogue not paying much attention to
preserving the grammatical structure.

This term paper may influence further research on the topic and the possible
ideas of potential topics for it are the following: translation of verbs in drama
dialogues, dialogues as a means of action in drama works and other.

In conclusion, translation of drama dialogues is a complicated topic with many

aspects that need to be considered. Dialogues are an important component of drama
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works since they perform multiple functions. Knowledge of main features of the

drama works as well as dialogues is the main prerequisites for successful translation.
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ANNEX A

KATHRYN OK, now I'm worried.

ROSE It*s romantic.

KATHRYN Your idea of romance and mine are completely different — as
we*ve already discovered.

ROSE GETS THE WHITE CLOTH TO COVER THE TABLE This is
becoming a very intense day — maybe [“1l have a quick glass of —

ROSE No! We agreed — no more alcohol until breakfast.

KATHRYN Rose - I“m under a lot of pressure — and we"re running out of
time. [“m sorry, but I need some moral support. Preferably chilled. And I will not
compromise! ROSE You can eat the rest of the “Choccy-Flakeys”.

KATHRYN (AFTER A MOMENT) Agreed! AS ROSE PUTS THE CLOTH
OVER THE TABLE, KATHRYN COLLECTS A TUPPERWARE FROM THE
KITCHEN CONTAINING THE LAST FEW CHOCOLATE CORNFLAKE
CONFECTIONS. SHE CALLS TO IMOGEN IN THE BEDROOM ...Tell him not
to be late! If he™s not here in time for the ceremony, I"m using it to marry the
gardener.

SHE RETURNS TO THE TABLE ...I don"t think she*s talking to me.

KATHRYN STARTS EATING A CHOCCY-FLAKEY ROSE She*s nervous.
It“s a very big day for her. She keeps having hot flushes.

KATHRYN Ha! (CALLING OUT TO IMOGEN) I could teach you a thing or
two about hot flushes! I could have fried an egg on mine! (QA: 197)
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ANNEX B

Dialogue

Translation

HIGGINS [stupent] WELL!!! What do
you expect me to say to you?

THE FLOWER GIRL. Well, if you
was a gentleman, you might ask me to
sit down, I think. Don’t I tell you I’'m
bringing you business? (SP: URL)

I'irrinc (omenemeno). Hy!!! I mo x 4,
MOTBOEMY, TOBUHEH TOOI BIANOBICTH?
KsiTkapka. S nmymato co0i, koau 6 BH
Oynu KWJIBTMEHOM, TO CKa3anu O
MeH1 cicth. UM X g He cKasana, IIo

NpUHECIa

(ILIT: URL)

BaM 3apo0ITOK?

HIGGINS Well, 1 think that’s the
whole show.

PICKERING. It’s really amazing. |
haven’t taken half of it in, you know.

(SP: URL)

I'irrinc Hy, 3pmaerbcs, Ouiblue W
MOKa3yBaTH HI4OTO.
[Tikepinr. Lle mpocto Bpaxkae! 3HaeTe,

s ¥ monoBuHM He 3acBoiB. (IIIIT: URL)

RICHARD (Gently.): Does nothing

then in life give you peace? Surely it

exists for you somewhere.
BEATRICE: If there were convents in
our religion perhaps there. (JE: URL)

PIYAPJ] (m'sko): Hemxe HIimo B

JKUTTI HE MOXE I030aBUTH  BacC

TpuBoru? S meBeH, ne-HeOyIb € MOCH,
10 3MOK€ BaM JIOIIOMOI'TH.

BEATPIC: Sxbu  ™Mos  pemniris
NpUIycKana ICHYBaHHS MOHACTHPIB,

MOXXJIMBO, II¢ 3Haunmpiocss O TaM.

(JIB: 19)

BEATRICE: Were you disappointed
that I did not come last Friday for the
lesson?

ARCHIE: No. (JE: URL)

BEATPIC: Tu OyB Ty Ke

pPO3APATOBAHUM, KOJU A HE IMPUMIILIA
Ha YPOK MUHYJIO1 NSTHULIL?

APUI: Hi. (JIB: 29)

BERTHA: But she must be exhausted.
BEATRICE (Quickly.): Not in the
least. I was thinking of the lesson in

BEPTA: Ane X BOHa CTpaml€HHO
BTOMMUJIACS.

BEATPIC: (mBuako) AmxiTpoxu.
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the train. (JE: URL) CIUIaHyBaJla YpPOK 1€ B MOTS3I.
(IB: 33)

6 ARCHIE: That? Giu. (Pointing down | APUI: I[le? Giu (Bka3yroouud BHH3 1
and up.) That is giu and this 1s su. Do | Bropy). Lle - giii, a Te - su. Bu xouere
you want to speak to my pappie? 00AYUTHUCE 3 TATOM?

ROBERT: Yes. I came to see him. | POBEPT: Tak, g npuiiios, 1106 3 HUM
(JE: URL) syctpitucs. ([IB: 30)

7 BEATRICE (Softly.): And does death | BEATPIC (m'sko): Hesxe cmepTh He
not move you, Mr Rowan? It is an | xBuitoe Bac, mictepe Poyen? Amxke 1e
end. Everything else is so uncertain. - KIHemb. A Bce I1HIIE - Take
RICHARD: While she lived she | HeBu3Hauene.
turned aside from me and from mine. | PIYAP/: Komm BoHa wmna, BOHa
That is certain. (JE: URL) BiJIBepHYyJacs Big MEHE 1 BiJ MOiX...

Ocb 11e € Bu3HaueHum. (/IB: 22)

8 LIZA: You must have touched a |Jlaiiza: [{lum pasom, Taty Tu ai0pascs,
millionaire this time, dad. TU0O0HB, 10 MUIbIIOHEDA.
DOOLITTLE: I have. But I’'m dressed | lynutn: Taku Tak. Alle ChOTOJHI s
something special today. I’'m going to | BGpaBcs s ocoGmuBoi Haromu. My
St.  George’s, Hanover Square.|no uepkBu cBaroro Ileopris, Ha
(SP: URL) ["annosep-cksep. (LUIT: URL)

9 ROBERT (Diffidently, but bravely.): | POBEPT (HeBneBHEHO, ajie CMUIMBO):
Do you think you have rights over her- | Tu qymaeni, 110 Tv BOJOAIEN MpaBaMu
- over her heart? Ha Heil - Ha 11 cepue?

RICHARD: None. (JE: URL) PIYAP/I: Anickinbku. ([IB: 94)
10 | RICHARD (Calmly.): You are trying | PITHAP/] (tuxo): Tu nHamaraeuics

to put that idea into my head but I
warn you that I don't take my ideas
from other people.

BERTHA (Hotly.): It is, it is!

3aIITOBXHYTH B MOI TOJOBY IO
IYMKY, aje sl Monepenkaro Tede - s He
Oepy B IHIIMX CBOiX AYMOK.

BEPTA (3anmanbho): Ile Tak, came Tak!
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(JE: URL)

(IB: 79)

11

RICHARD: Letters?

BRIGID: No, sir. Only them Italian
newspapers.

RICHARD: Leave them on my desk,
will you? (JE: URL)

PIYAP/I: JluctiB HEmae?

BPIJIKUT: Hi, cep. Tinbku 1TamiichbKi
ra3eTu.

PIYAP/: [loknamiTe iX MEHI Ha CTi,
nobpe? (AB: 11)

12

RICHARD: T had begun to think you
would never come back. It 1s twelve
days since you were here.

BEATRICE: I thought of that too. But
I have come. (JE: URL)

PIYAP/: A Bxe nouyas Aymaru, 110 BU

HIKOJIM HE IOBEpHeTecs. 3 dacy

BAIlIOT0 OCTAaHHBOT'O TPHUI3AY MHUHYJO
JIBAHAILATH AHIB.

BEATPIC: 4 Tex Tak mymana. OnHak
s npuixana. (JIB: 11)

13

ARCHIE: Can I go?
RICHARD: Yes. (JE: URL)

APUYI: Yu moxHa MeHI1 moixaTu?

PIYAP/I: Tax. (JIB: 40)

14

HIGGINS: And I have grown
accustomed to your voice and
appearance. [ like them, rather.

LIZA: Well, you have both of them on
your gramophone and in your book of

photographs. (SP: URL)

Iirrinc: A me s 3BUK JI0 Balloro
rojocy  BUrisay. Bouu MeHi, sk-He-
SIK, 110J100aI0ThCS

Jlaiiza: Hy, mepme € y Bac Ha
donorpadi, a npyre — B ajibbomi 3

dotorpadismu. (LLIT: URL)

15

ROBERT: Let us have the piano by all
means. [ know what is in Beatty's ears
at this moment. (To Beatrice.) Shall I
tell?

BEATRICE: If you know. (JE: URL)

POBEPT: Tak, naBaiiTe HOCIyXaeMO
dopreniaHo 3a OyAb-SKHMX OOCTaBUH.
bo s 3nHaro, mo came 3apa3 jiyHae B

(Mo

berrinnx  Byxax. bearpic.)
Xouere, 51 CKaxy?

BEATPIC: Sxmio Bragaem. (/IB: 35)

16

HIGGINS: Oh, by the way, Eliza,
order a ham and a Stilton cheese, will

you? And buy me a pair of reindeer

I'irrinc: O#, o peui, Enaitzo, 3amoBTe
IIMHKA Ta

Ta

CTHJITOHCBKOI'O cupy,

MEHl  mapy

no6pe? KYIITh
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gloves, number eights, and a tie to
match that new suit of mine, at Eale &
Binman’s.

LIZA: Buy them yourself. (SP: URL)

LIKIPSHUX PYKaBUYOK, HOMEpP BICIM, 1
i€ KpaBaTKy N0 TOrO MOTO HOBOIO
KOCTIOMa.

Jlait3a: Homep BiciM 3aManuii 1151 Bac.

(ILIT: URL)

17

RICHARD (Coldly): Continue.

ROBERT: Even I at times thought of
her as a victim. (Smoothly.) And of
course, Richard, I felt and knew all the
time that you were a man of great
talent-- of something more than talent.

(JE: URL)

PIYAP/I: (mpoxonogno) Kaxu npami.
POBEPT: Inoxi HaBiTH s BBaxaB ii
KEPTBOIO. (ITimmecnuBo.) Aue,
3BUYaiiHO, Puuapp, s 3aBxkau 3HaB 1
BiIUyBaB, WO TH - JIIOJIMHA
BEJIMYE3HOTO TalaHTy, HaBITh YOTOCh

Oinpioro, Hixk Tajgant. (IB: 103)

18

THE MOTHER: Please allow me,
Clara. Have you any pennies?

THE DAUGHTER: No. I’ve nothing
smaller than sixpence. (SP: URL)

Matu: Ilpomy TebGe, Kiapo, He

O0oponu MeH1. Maem i ApiOHI rpomti?

Houka: Hi — Hidoro apiOHIIIOTO 3a
IIECTUIIEHCOBUKA HE Maro.
(IOIT: URL)

19

RICHARD: Have you thought over
what I told you when you were here
last?

BEATRICE: Very much. (JE: URL)

PIYAP/I: Uu mymanu BU IIpo Te, IO 5
BaM TOBOpHMB, KOJIM BHU TYT Oyiu
OCTaHHBOT'O pazy?

BEATPIC: Hdymana, 1 ayxe Oarato.
(IB: 12)

20

ROBERT: You knew? From her?
(Richard nods.). You were watching
us all the time?

RICHARD:
(JE: URL)

I was watching you.

POBEPT: Tu Bce 3HaB? Big Hei?
(Piuapn xuBae.) Tu cnocrtepiraB 3a
HaMU yBECh 1Iel yac?

PIYAP/: S cnoctepiraB 3a TOOOIO.
(IB: 90)

21

RICHARD (Coldly.): She did not. She

died alone, not having forgiven me,

PIYAPJl (xomomno): Hi, mporo BoHa

He poOuna. Bona momepna Ha camori,
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and fortified by the rites of holy
church.

BEATRICE: Mr Rowan, why did you
speak to me in such a way? (JE: URL)

Tak 1 He mnpoOayuBIIM  MEHE,

CIIMparo4YrucCh JHIIC HA JOIIOMOrYy

PUTYaJIIB CBATOI LIEPKBHU.
BEATPIC: Micrepe PoyeHn, ane yomy

BU TakK 3apa3 31 MHOIO PO3MOBISIETE?

(IB: 21)

22 |RICHARD: You will set these|PIHAP/: Tu nmycTum i 4yTKu?
rumours afloat? POBEPT: Tak, 5. 1 Hexali gomoMoxe
ROBERT: 1 will. God help me. | meni B ubomy bor. (JIB: 52)

(JE: URL)

23 |DOOLITTLE: I feel uncommon |/lynutn: IlonkoBHUKY, dYoroch s

nervous about the ceremony, Colonel. | HepBylOCsST sIK  HIKOJIM 4epe3  IIt0

I wish you’d come and see me through
it.

PICKERING: But you’ve
through it before, man. (SP: URL)

been

epemMoHito. Yu He Morau 0 BU NPUNTH
W miITpUMAaTH MEHE B 11K BUTIPOO1?

[Tikepinr: Aze », 4donoBiue, Xi0a BU
BXKE HE

Bunpo6u? (LIT: URL)

MPOXOJUIN KOJHUChH  INE€T

24

BEATRICE: Is Mr Rowan in?
BRIGID (Points): He is in his study.
He 1is wearing himself out about
something he is writing. Up half the
night he does be. (Going.) I'll call him.
(JE: URL)

BEATPIC: A wmictep Poyen ynoma?
BPIJDKUT (Bkazyroum): Y cebe, y
kabiHeti. Btommioe cebe  cBOIM
nucaHHsM. | och Tak ax 10 Mi3HbOI
woui. (Muoyun) $I noknudy ioro.

(IB: 10)

25

ROBERT (Smiling.): Tell me what did
you see that night-- your very first
impression.

BERTHA: You were standing with
your back to the gangway, talking to
two ladies. (JE: URL)

POBEPT (mocwmixatounch): Ckaxu
MEHI, 110 caMe TH ITo0auunia Ti€i HOYl -
siKe OYyJIO TBOE TIepIlie BpaKEHHS?

BEPTA: Twu cTOSIB CIMHOKO 0 Tpamy,
JIBOMa

pPO3MOBJIAIOYN 3 JaMaMH.

(1B: 40)
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26

ROBERT: And what did you do?
RICHARD (As before.): 1 remember
the first time. I came home. It was
night. My house was silent. My little
son was sleeping in his cot. She, too,
was asleep. I wakened her from sleep
and told her. I cried beside her bed;
and I pierced her heart. (JE: URL)

POBEPT: I mo »x Tu poOuB micis
bOro?

PIYAPI (TumMm camMuM  TOHOM):
[Ipuranyro nepmmit pas. S npunos
nonoMmy. byna Hiu. YV MeHe BIoma
naHyBajia Tuia. Miii ManeHbKUN CUH
craB y cebe B KiMHaTi. | BoHa Takox
crnana. S po3OyauB ii 1 po3MOBIB MPO
Bce. S mnakaB OIS Kparo ii JiKKa; 1 5

po30uB M ii cepue. ([IB: 101)

27

ROBERT: Richard, you have driven
me up to this point. You yourself have
roused these words in my brain. Shall
we? Freely? Together?

RICHARD: Together no. Fight your
part alone. I will not free you. Leave

me to fight mine. (JE: URL)

POBEPT: Piuapne, Tu cam 10BIB MEHE
10 uiei Touku. Tu po30ynuB 111 clioBa B
Moill rosoBi. Hy Tak mo - mu Oyaemo
outucs? BiibHo 1 pazom?

PIYAPJI: Pazom - Hi. buiicsa 3a cebe
caMm. Tu He oTpumaem Big MeHE

CBOOOM. A MEH1 3aJMIl MOIO BJIACHY

outny. ([IB: 109)

28

BEATRICE: Everything was changed.
His life, his mind, even, seemed to
change after that.

RICHARD (Musing.): Yes. I saw that
you had changed when I received your
first letter after a year; after your

illness, too. (JE: URL)

BEATPIC: Ilicns Bamoro Bimi3ay Bce

3MIHHJIOCSA. 3Ja€ThbCd, HAaBITh WOT0
KUTTS Ta CIOCIO0 MUCTICHHS —

PIYAP/] (3amucmuBmuch): Tak. A
MOMITUB Yy Bac 3MiHY, KOJIM OTpUMaB
Bl Bac MEPIIOrO JHUCTa MICIS POKY

MOBYAHHS 1 TICIs BalIoi XBOPOOH.

(IB: 19)

29

BEATRICE: Good afternoon, Mr

Rowan. I did not want Brigid to

disturb you.

BEATPIC: [obOpuii neHb, MicTepe

Poyen! A He xorina, o0 BpiukuT Bac

TypOyBasa.




57

RICHARD:
goodness! (JE: URL)

Disturb me? My

PIYAP/I: TypOysana mene? ['ocnioas 3
Bamu! (JIB: 11)

30 | ROBERT: Your face is a flower too-- | POBEPT: Bame o0muuus - 1me Tex
but more beautiful. A wild flower | kBiTka, TUIBKM 1€  KpacHUBILIA.
blowing in a hedge. Why are you | [lonboBa KBiTKa, Sika PO3KBITHYJIa B
smiling? At my words? KUBIN OrOPOXKi. Yomy BU
BERTHA: I am wondering if that is | mocmixaerecs? Uepes Te, 110 s ckazan?
what you say-- to the others.| BEPTA: fI nymato, uu He € 1Lile TUM
(JE: URL) caMuUM, 110 BU 3a3BUYail ToBopuUTe M

iHmmMm. (IB: 38)

31 | BERTHA (To both.): Did you not | BEPTA: (no o6ox) Xiba Bu mpuixanu

come together? HE pa3oM?
BEATRICE: No. I came first. Mr | BEATPIC: Hi. S npubyna mnepiioro.
Rowan was going out. He said you | Mictep PoyeH camMe BUXOZIUB 1 cKa3as,
would be back any moment. | o BU 0ck-0Cch oBepHeTecs. ([B: 31)
(JE: URL)

32 | RICHARD: Tonight? PIYAP/I: Croroani BBeuepi?
BERTHA: Every night, he said. | BEPTA: Bin cka3aB, 110 KOXHOTO
Between eight and nine. (JE: URL) BEYOpa, BiH CKa3aB: MK BOCBMOIO M

nepsaTor. (IB: 74)
33 | RICHARD (Continuing.): You may | PITHAPJI (npoxosxytoun): I Toai 6 tu

then know in soul and body, in a
hundred forms, and ever restlessly,
what some old theologian, Duns
Scotus, I think, called a death of the
spirit.

ROBERT (Eagerly.): A death. No; its

affirmation! A death! (JE: URL)

Mi3HAB AYIIEI0 U TUIOM, O€3MepePBHO 1

B COTHI Te,

1o OAHH

hopm
craponaBHid Teoisor, Jlane Ckytyc,
SKIIO HE MOMMJIISIOCH, HAa3BaB CMEPTIO
OyXY.

POBEPT (nerepmisaue): Cmeptio? Hi!

Horo CTBEPHKEHHIM ! CmepTh?!

(1IB: 104)
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34 | ROBERT (Brooding.): Pitied me, | POBEPT (po3mipkoBytoun): XKamina
because I am no longer... an ideal | MeHe, OCKIIBKM SI BXeE... HE €
lover. Like my roses. Common, old. 171eaTbHUM KoXaHileM. S OGaHaabHUM 1
RICHARD: Like all men you have a | crapuii, siK i MO TPOSIHIN.
foolish wandering heart. (JE: URL) PIYAP/I: I six yci 4oJOBIKi, TH Ma€ll

O0e3po3cynHe ¥ Onykawoue — ceplie.
(IB: 92)

35 | BRIGID: Master Archie got your | BPIJUKUT: [lan Apui oxepxaB Bauy
postcard with the views of Youghal. | nuctiBky 3 Buagamu HOrma. Meni
You're tired out, I'm sure. 3/1a€ThCS, BU CTPAIIEHHO BTOMUJIMUCS.
BEATRICE: O, no. (JE: URL) BEATPIC: Hi, anitpoxu. ([IB: 9)

36 | ROBERT: I failed. She is yours, as | POBEPT: A mnporpas. Bona - TBo4,
she was nine years ago, when you met | skoro i OyJsia, JA€BSATH POKIB TOMY,
her first. KOJIM TH 3YCTPIB 1i BIIEpIIIE.
RICHARD: When we met her first, | PIHAP: Tu xodem cka3aTu - KOJH
you mean. (JE: URL) MuU 3ycTpinu ii Brepiie. (JIB: 175)

37 | RICHARD (Smoking.): Let me hear PIYAP/I: JlaBaii s nmociayxawo Tede 10
the rest. KIHIIS.

ROBERT (Again seriously.): Richard, | POBEPT (3HOBY cepiio3no): Piuapne,
you are too suspicious. It is a defect in | Tu 3aHanro HemoBipauBuii. lle - TBIif
you. (JE: URL) Henomik. (JIB: 50)

38 | RICHARD: When was this? PIYAP/I: Konu 1ie Oyno?

ROBERT: O, not lately. When you POBEPT: JlaBHO - kxomu T OyB 3a
were away. (JE: URL) kopaoHoM. ([IB: 100)
39 | THE DAUGHTER: It’s too tiresome. | Jlouka: Ile Hectepnno! Uu T xouer,

Do you expect us to go and get one
ourselves?
FREDDY: 1 tell you they’re all

engaged. I’ve been to Charing Cross

1100 MU caMi MIIUIH MOITyKanu?

Openai: A X BaM  Kaxy: JIOIU
po3xanaiu Bci MamumHU. S 1mpoOir

Tyau ax 1o Yapinr-Kpocy 1 B apyruii
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one way and nearly to Ludgate Circus
the other; and they were all engaged.
(SP: URL)

01k Mano He 10 JlaareWTchbKoro HUpKyY
— 1 _HiAge JXOAHOTO BUILHOTO Takci!

(ILIT: URL)

40

THE MOTHER: You can keep the
change.

THE FLOWER GIRL: Oh, thank you,
lady. (SP: URL)

Martu: MosxeTte He BIIZIaBaTH PEIITH.

KsiTkapka: O#, cnacubOoHbKH, MaHi!

(ILIT: URL)

41

HIGGINS: Nonsense! I know I have
no small talk; but people don’t mind.
MRS. HIGGINS: Oh! don’t they?
Small talk indeed! What about your
large talk. (SP: URL)

I'irrinc: Jdypuuni! 3Haro, HE Beny s
CBITCBKOI MOBH, aJI¢ K HIXTO Ha II€ HE
3BaXKae.

Micic I'irriac: Oro! Tak-To Bxke U He
3BakaroTh? CBITChKa MOBa, Kaxkem? A

HecBiTchbka TBOst MoBa? (IIIIT: URL)

42

THE FLOWER GIRL. Nah then,
Freddy: look wh’ y’ gowin, deah.
FREDDY. Sorry.

THE FLOWER GIRL There’s

menners f” yer! Te-oo banches o

voylets trod into the mad. (SP: URL)

KsiTkapka. Hy mo ce tu, Xpeni! Yo’

HU JIMBUCCS, KYJIM CTYMAIlll, TI00YUKY?

Openni. Hapyiite!
KsiTkapka Ot manipu! Jlu-Ba myueuku

XBISUIOK ~ CaTONTaB Y

(ILLIT: URL)

IPSI3IOKY!

43

HIGGINS [loftily]: I cannot charge
myself with having ever uttered it,
Mrs. Pearce. Except perhaps in a
moment of extreme and justifiable
excitement.

MRS. PEARCE: Only this morning,

sir, you applied it to your boots, to the

I'irrinc  (ropaoButo): S HE MOXY
3BUHYBAaTUTH ce0e B TOMY, IO X0Y pa3
KOJU-HEOYyJb BHUMOBHUB #Oro, Micic
[Tipc! Hy xi10a 1110 B MUTh KpailHbOTO i
BUIIPAB/IAHOTO XBUJIFOBAHHS.

Micic Ilipc: Tinbku 1BOTO paHKYy,

[aHe, BU 3aCTOCYBAJIM MOTO N0 4Yalo,

butter, and to the brown bread.|yamku, B gkiii OyB TOH 4Yail, Ta
(SP: URL) yepeBukiB. (IIIIT: URL)

44

HIGGINS: I swear! I never swear. [

I'irriac: I — mnarocs! S Hikonu He
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detest the habit. What the devil do you
mean?

MRS. PEARCE: That’s what I mean,
sir. You swear a great deal too much. I

don’t mind your damning and blasting,

and what the devil and where the devil

narock. MeHi ocyxHa 114 3Buuka. [1{o B
JiJIbKa BU Ma€Te HA yBa3i?

Micic Ilipc: Oue x 1 maro Ha yBasi,
naHe. Bu nmaerecs ax 3aHanro 6arato.
S He Tak mpo Baml "OpPOKAATTA",

"yoptu" Ta "skoro miapka", Ta "me B

n

and who the devil... (SP: URL) migeka", Ta "XTO B Jiabka"...
(ILIT: URL)

45 | RICHARD: Excuse me for forgetting. | PIHAP/: Bubau MEHE 3a
Will you have some whisky? 3a0yAbKyBaTicTh. Yu He Xodem Tu
ROBERT: All things come to those | Tpoxu Bicki?
who wait. POBEPT: VYce npuxoauts 10 TOrO,
RICHARD Will you please help | xTo Teprisue yekae.
yourself? PIYAP/I Tu cam cebe mmoyacryern?

46 | RICHARD: Or I have killed her. PIYAP/I: AGo s BOUB Ti.

ROBERT: Killed her? POBEPT: Y6us 1i?

RICHARD: The virginity of her soul. | PIHAP/I: YOus He3aliMaHICTb ii TyIIH.
ROBERT: Well lost! What would she | POBEPT: I ciaBa bory! Uum 61 BoHa
be without you? (JE: URL) Oyna 6e3 Tebe? ([IB: 103)

47 | BERTHA: What are you going to do? | BEPTA: I mo T 30upaemcs pooutu?
RICHARD: Follow him. Find him. PIYAP/: Ilitm 3a HUM. 3HAWTH #OTO.
Tell him. A few words will do.Thief | Ckazatu itomy Bce. Kisibkox ciiB Oyne
and fool. (JE: URL) IOCTaTHBO. 3710/1# 1 1ypeHs (IB: 175)

48 | THE NOTE TAKER: Heavens! What | 3anucyBau: T'ocmoau! Illo 3a 3Byk!
a sound! Ah—ah—ah—ow—ow— | Ax-ax-ax-0-0-0-y!
ow—o00! Kgitkapka: A xaii itomy! (IIIT: URL)
THE FLOWER GIRL: Garn!

(SP: URL)
49 | RICHARD: I think you would try to | PIHAP: S nymas, mo Ty cripoOyern
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take her by violence.

ROBERT: Those are moments of
sheer madness when we feel an
intense passion for a woman. We see
nothing. We think of nothing. Only to
possess her. Call it brutal, bestial,

what you will. (JE: URL)

3abpatu ii cuIiIo10.

POBEPT: Kommu Hamu Kepye cuia
MPUCTPACTI O OKIHKH, I1I€ MHUTh
CIIPaBXXKHBHOTO O0XeBULIL. MU HIUOTO
He 0aunMo, Hi MPO IO HE TyMAEMO -
TUIbKK O HEI 3aBOJIOMITH. Moxker
Ha3UBAaTH 11€¢ OpyTaJIbHUM, TBAPUHHUM,

sk ToO1 3aBroaHo. ([IB: 95)

50

THE DAUGHTER: Will you please
keep your impertinent remarks to
yourself?

THE NOTE TAKER: Did I say that
out loud? I didn’t mean to. I beg your
mother’s

pardon. Your

unmistakeably. (SP: URL)

Epsom,

Houka: Ilpomry Bac Tpumatu npu coOi
CBO1 HaxaOH1 3ayBakKeHH:!

3anucyBau: HeBxe s BHUMOBHUB L€
Broyioc? Ilpocro Buxonuiuocs. IIpomry
MaTiHKa,

npobadeHHs. A Bamia

6esnepeuno, 3 Encoma. (ILI1: URL)
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PE3IOME

KypcoBa poboTta npucBsiueHa BUBUEHHIO OCOOJIMBOCTEN MEpEKIIaay AiajioriB y
TeaTpaJbHUX TBOPAX YKPAiHCHKOIO MOBOIO. Y XOJ/i POOOTH BHUCBITICHO MOHSTTS
opamamuyHuti meip Ta Oianoe, PO3TIASTHYTO OCHOBHI OCOOJMBOCTI MiaJioTy Yy
TeaTpaJbHUX TBOPAaX Ta CHOcOoOM iX BIATBOPEHHS 3a JOMOMOTOI0 TepeKIadanbKux
TpaHchopmariiii. Takox OyJ10 BUKOHAHO JONEPEKIaJalbKUil aHa13 11aJIoTy, B3STOrO
3 TeaTpajJbHOI0 TEKCTYy. Y MPaKTUYHOMY pO3aill poboTH OyJio mpoaHanizoBaHo 50
TeaTpajdbHUX JiajioTiB, 3BEPTAOUM YBary Ha BHUKOPHUCTAHHA TNepeKIaganbKux
TpaHchopmalliil pi3HUX THUITIB IPH MEPEKIIal A1al0riB HA YKPATHCHKY MOBY.

KirouoBi cnoBa: mnepekiaj, TeaTpajlbHUM TEKCT, Jiajnor, TpaHcopMmarisd,

TeaTpaJIbHUU JUCKYPC.



