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INTRODUCTION
LITERATURE, TRANSLATION AND UKRAINIAN
NATIONAL IDENTITY

The rationale and the stimulus for the present study are reflected in
important observations by the leading Ukrainian translation studies
scholar Professor Roksolana Zorivchak (1934—2018) of Ivan Franko
National University, Lviv. In her article surveying the history of English
translations of Lesia Ukrainka’s works, she wrote (3opisaax 2008: 60)’
that these publications had not been adequately studied, mainly because
in Soviet times the work of Percival Cundy, Vera Rich and others was
ignored, silenced or subjected to unreasonably harsh criticism. In the
author’s view, one of the most urgent projects for translation studies

! Original text: Jlopobox anrmomMoBHuX nepexiagadis TBopis Jleci Ykpaiuku B
KOHTEKCTi yKPalHChKO-aHIJIOMOBHUX JIITEPATYPHUX 3B’SI3KiB TOTENEP BUBYEHO
HEJIOCTATHBO, 30KPEMA TOMY, ILIO MPOTATOM JIECATHPIY odiniriHa KPUTHKA B YKpa'l'Hi
HeoOIPyHTOBAHO 3aMOBYYBaNa epeKnagarpkui gopobox I1. Kawni, B. Pig, K.
Anppycumuna, B. Kipkonena abo » gaBajna HoMy HeljaHO HEraTUBHY, $piIoI0riaHO
HIYUM He OOIPYHTOBAHY XapaKTepUCTHKY. ToMy-TO OfiHE 3 HalHeBiAKIagHIMX
3aBJJaHb HAIIOTO MEPEK/IA/IO3HABCTBA — Ha HATIEKHOMY (paxoBOMY piBHI BcebidHO
pocmigutu penenniio Teopuocti Jleci YkpalHKu aHITTOMOBHMMH JIiTEPaTyPaMHU AK
CKJIAZOBY YaCTHUHY IPOOIEMH ,, YKpalHCBKa JIiTepaTypa B aHITTOMOBHOMY cBiTi”. I e
Ty’Ke BKITMBO, KOJIK BPaXyBaTH, IO TENepP aHIIiHAChKa MOBA (nonymam Tineku: 400
POKIB TOMY HElo pO3MOBIISIO Jiuile 7 MiIbMOHIB Ha BpuTaHCHKIX OCTpOBax) —
HaMPO3MOBCIOMPKEHIIIA B CBITi: K MEPIIOI0, PYTOI0 YU TPETHOIO MOBOIO HEIO
PO3MOBJIsI€ T TUIIE TIOHAJ MiTbAPY HACETEHHA 3eMIi, UL OfHieT TPEeTHHM
(mpubsmsno 350 MminbitoHiB) aHITifCEKa MOBa — pifHa, y 60 KpalHax CBIiTY BOHA

yHKIOHYE 5K AeprkaBHA 200 OfHA 3 IEPIKABHUX MOB.
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specialists in her country to undertake was a thorough investigation of
the reception of Lesia Ukrainka’s work in the context of Ukrainian-
English literary relations.

One academic who subsequently undertook such a study is Hanna
Kosiv, the author of a valuable monograph on the life and work of the
translator Vera Rich (Kocis 2011). In her preface to Hanna Kosiv’s
work, Professor Zorivchak expounded further (Kocis 2011: 7):

In contemporary academic circles it is a generally accepted axiom that the era of
national histories of literature, focusing exclusively on internal developments
without reference to the international literary scene, belongs irrevocably to the past.
It follows that the outstanding writers of every nation belong to world literature,
indeed to humanity. For writers working in less widely spoken languages,
translation is virtually essential, indeed it should be translation at the highest artistic
level. Since English is now the most widely spoken language in the world, English-
language translations of Ukrainian literary works are one of the most important
factors contributing to our recognition as a nation in the world literary arena.?

The present study investigates the respective contributions of five
English translations of Lesia Ukrainka’s JIicosa nicns [The Song of the
Forest] to cognition in the anglophone world of the ideo-aesthetic
content of this classic masterpiece of modern Ukrainian literature, a
literature which has grown out of the nineteenth-century revival of a rich
national and cultural tradition reaching back to Kyivan times, that is to
say to the times of the first Eastern Slavonic state, known as Kyivan Rus,

2 Original text: Y cydyacHill HayIi yTBepAUIACA JyMKa, IO YaC HAI[IOHAJIbHUX iCTOPIH
JiTEpaTyp, AKi ONEPYIOTh JAHUMHU JIMIIE BHYTPIITHOTO PO3BUTKY, 6e3 BUXOJly Ha
CBITOBUH JIUTEPATYPHUIL TPOLIEC, YIKE MUHYB 6€3HOB0p0THO. TOMy—To BHUJIATHI
IMMCMEHHUKHU KOXKHOTO HAPO/y HAJIEXXAaTh BOJHOYAC CBIiTOBiM JliTepaTypi Ta MOACTBY.
JL1st MICMEHHUKUB, 1O UIIYTh MOBAMH OOMEKEHOTO KOPUCTYBAHH, MaFKe €IUHUI
IIAX — MEPEKIaj, A0 TOTO 5K, HA HANBHUIOMY XyA0XHbOMY piBHi. Ockinbku Temep
aHIJIIAChKAa MOBA — HAMPOSHOBCIOIKEHIIA B CBITi, arJIOMOBHI NEPEKIAN
YKPaiHChKOTO XyZIO’KHBOTO CJIOBA — OfMH 3 HAMBATOMIIINX YMHHUKIB HAIOTO

YTBEPIKIEHMSA SAK HaLil y CBITOBOMY JIiITEPATyPHOMY KOHTEKCTI.
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from the year 879, the beginnings of written literature following
Christianisation in the Greek Orthodox tradition in the tenth century
and to earlier, ancient oral traditions.

The eminent Slavist Professor W K Matthews (1901—1958), in his
posthumous Russian Historical Grammar (Matthews 1960: 66),
identifies an early stage of the development of the Belarusian and
Ukrainian written languages:

Since the time of Peter the Great Russian was inevitably accepted, occasionally
perhaps under protest, all over the East Slavonic area till the emergence of
nineteenth-century nationalism in the wake of the French revolution and the
Napoleonic wars; and even in the nineteenth century its prestige was so great that
it enabled historians of the language to conjure up and perpetuate the myth that
White Russian and Ukrainian were dialects of Russian. Today, a volte-face in
Russian scholarship justly accounts them independent languages, each with a
literature of its own and a literary tradition ascending to the eleventh and twelfth
centuries. We shall therefore not consider the writs or charters originating, say, in
Smolensk and Polock in the thirteenth century or the literary remains directly
associated with Kiev, Cernigov and Gali¢, as material for the study of the history of
Russian, but rather as material which helps to define the carly stages of White
Russian and Ukrainian respectively.

Following the sack of Kyiv by Batu Khan in 1240 and the dispersion of
the Eastern Slavs in the wake of the incursions of the Golden Horde,
their separate political, cultural and linguistic development began,
leading to the formation of distinct ethnic identities, forged by their
differing geopolitical experiences—Russian, Ukrainian and Belarusian,
the forerunners of the Ukrainians and Belarusians falling under the rule
of the Grand Duchy of Lithuania,® later the Polish-Lithuanian

? See Internet Encyclopedia of Ukraine: LITHUANIAN-RUTHENIAN STATE. A
feudal state of the 13th to 16th centuries that included Lithuanian, Belarusian, and
Ukrainian lands. Each of its constituent principalities enjoyed a wide-ranging
autonomy. The ruler was the grand duke, who was assisted by a boyars' council. From
1323 the capital was Vilnius. Lithuania began to encroach on Ukrainian and

13



Commonwealth, while the Russians formed a state called Muscovy,
which gradually took under its control all the remaining lands of the
former Kyivan Rus and subsequently greatly expanded eastwards.* In
later centuries, the lands of today’s Ukraine and Belarus were subjected
to growing Russian power and influence, and their independence was
lost. Ultimately, that independence was not regained until the collapse
of the Soviet Union, but meanwhile a revival of Ukrainian language and
national awareness had taken place in those Ukrainian lands which were
then under the rule of the Austro-Hungarian Empire, enjoying relative
freedom from Russian cultural and political domination, which sought
to ban the publication of literary works in Ukrainian.’

Belarusian territories during the reign of its founder, Mindaugas (1236-63).
Gediminas (1316-41) and his son, Algirdas (1345-77), annexed the Pynsk region,
Berestia land and the lands of the Chernihiv principality, Siversk principality, Podilia,
Pereiaslav principality, and Kyiv principality. Political and cultural life in the
Lithuanian-Ruthenian state was based on the traditions of the Kyivan Rus’ and
Galician-Volhynian states. An official Ruthenian language evolved from the language
used in Rus'. The legal system was based on the legal traditions of Kyivan Rus'
(Ruskaia pravda and later the Lithuanian Statute). Dynastic ties between the princes
of Rus' and Lithuania helped to maintain the Ruthenian influence. The Ruthenian
princes belonged to the duke's councils and were part of the ruling class. The
Orthodox church was allowed to develop freely, and it played an important role in the
country's cultural and educational life. Manufacturing and trade developed rapidly in
the cities and towns. The situation changed abruptly after 1385, when Jagiello (1377-
1392) concluded the Union of Krevo and assumed the Polish crown.
http://www.encyclopediaofukraine.com/History.asp# Topic_8
*htep://www.encyclopediaofukraine.com/display.asp?linkpath=pages%SCR%SCU%5
CRussia.htm

3In 1875, M. Tuzefovych, a Ukrainian cultural and public figure, wrote a report to St.
Petersburg warning the authorities of the danger of the Ukrainian national movement
for the unity of the Russian Empire. As a result of the report, the government formed
a special commission (Iuzefovych became a member of that commission) with the
aim to work out necessary measures to weaken the Ukrainian movement. The
commission produced a report signed by the Emperor Alexander IT on May 18, 1876.
This report came down into history as the Decree of Ems (it was signed in a small

14



The beginnings of Ukrainian book publishing in Austrian-ruled Galicia
date from the 1830s with the activity of publishing houses established
by political parties and educational bodies, notably the Shevchenko
Scientific Society, established in Lviv in 1873 to promote the
development of Ukrainian literature.® In the introduction to his
translation of poems by Ivan Franko (who, according to the editor,
Clarence A. Manning (Franko 1948: ix), was “the voice of Western
Ukraine”), Percival Cundy (Franko 1948: 1) wrote:

During the last three decades of the nineteenth century, there was a great revival of
Ukrainian life and culture in the province of Galicia, Western Ukraine, which was
then a part of the Austro-Hungarian Empire. In Great Ukraine, then a part of
Russia, dominated by the absolutist Tsarist regime, the Ukrainian people had seen
their language and national aspirations strangled, but at an opportune moment,
new life and cultural aspirations emerged again in that part of Ukraine which had
been separated from the larger entity for long centuries. From early times the
smaller portion had been a field of contention between Poles, Muscovites, and
Ukrainians, but from 1382 to 1772 it remained under the sway of the Polish state.
The Ukrainian inhabitants called their country Rus and themselves Rusins and

German resort town called Ems). The Decree of Ems of 1876 totally banned the
import and publication of Ukrainian books, prohibited the use of Ukrainian on the
stage (even the lyrics of Ukrainian songs that were sung in the theater were translated
into other languages). The decree also banned all public lectures and concerts in
Ukrainian. The Ministry of Education was instructed to prohibit the teaching of any
subject in Ukrainian in schools, to remove from school libraries books in Ukrainian
or by Ukrainophiles, and to replace Ukrainophile teachers with Russian patriots
(many educated Ukrainians considered themselves Russian patriots at the time).
Dozens of Ukrainian activists lost their jobs and were exiled from Ukraine. Many
Russian intellectuals considered the hromada movement as an Austrian conspiracy to
split Ukrainians and Russians and in such a way to weaken the Russian Empire. In
1881, however, the government modified the Decree of Ems to allow the publication
of dictionaries and music lyrics in Ukrainian, as well as the staging of Ukrainian plays
with permission from local authorities. (Jmurpuit Humxeboper, Ukraine in the
nineteenth century: Political Developments in Russian-Ruled Ukraine at the
Beginning of the 19th century.)

https://www.academia.edu/8951653/SEMINAR _4_History_of_Ukraine

¢ hetp://www.encyclopediaofukraine.com/Culture.asp
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were designated officially by the name “Ruthenian” as the name Ukraine with its
ancient associations was taboo to both Pole and Austrian alike.

This late nineteenth century Ukrainian national revival is considered to
a great extent the achievement of Ivan Franko. Percival Cundy described
him as “The principal hero who helped to bring about this change in his
fellow-countrymen.”” As a philosopher-politician as well as a poet, he
exerted a powerful influence promoting cultural revival and social
progress among Galician Ukrainians in the late 19th and early 20th
centuries. “He was one of the founders of the first Ukrainian political
party in Galicia to emerge with a program demanding social changes and
the uplift of the masses.”®

At that time, awareness of Ukrainian culture in the anglophone
world was notably beginning to develop in Canada, where indeed
national self-awareness, not to mention self-esteem, still lay dormant
amongst the Ukrainian immigrants who had come there in great
numbers, especially between 1896 and 1914.° They were mostly poor
peasants from the western regions of Ukraine which were at that time
under Austrian domination'® and where the growth of population and
lack of industries made economic life unbearable. This forced
emigration from the country. The more educated among them such as
former teachers or students of gymnasia used the old name Ruthenian,
the designation approved by the Austro-Hungarian government, as their
nationality. Most immigrants referred to themselves as Austrians,
Galicians or Bukovinians. The term Ukrainian was known at that time
to only a very few intellectuals.”” A group of Ukrainian socialists in
Canada were among the first to use the name Ukrainian and they

7 Franko 1948: 5

8 Franko 1948: 6

% “At least two hundred thousand,” according to O Wojcenko, The Ukrainians in Canada.
Ottawa-Winnipeg, Trident Press, 1967, p. 107 (quoted by Loeb 1976: 11, fn. 2)

1% C. Davidson. The Ukrainians in Canada. Montreal, 1947, p. 1 (quoted by Loeb
1976: 11, fn 3)

1 Loeb 1976: 11.
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strongly popularised Ukrainian literature on the pages of their
newspaper Ukrainian Voice."

The flourishing activity of English-language translators of Ukrainian
literature today, and the extent of publication of translations and
critiques, is reflected in the extensive annotated bibliography published
online by Marta Tarnawsky."* North American learned bodies, as well as
many university departments of Ukrainian Studies around the world,
play an important role in the dissemination of Ukrainian culture
amongst English-speaking readers.

Ukrainian Literature, a Journal of Translations,"* edited by Professor
Maxim Tarnawsky of the University of Toronto, has been appearing
regularly, both online and in print form, since 2004. In his introduction
to the inaugural issue of the Journal, the editor wrote (pp. 5-6):

Translations of Ukrainian literature into English have a brief and uneven history.
Aside from a few works by some of Ukraine’s classic authors, before the mid-
twentieth century hardly any Ukrainian literature appeared in English. Then the
Cold War and the presence of a generation of Ukrainian refugees in North America
created circumstances in which translating literature was part of an effort to
promote Ukrainian identity. In Soviet Ukraine, translators presented politically
correct versions of ideologically compliant works, mostly by classic authors and
usually with an ethnographic focus. Outside Ukraine, literary translation was
largely a labor of love for a number of dedicated individuals, among them Mary
Skrypnyk, Marco Carynnyk, and the late George S. N. Luckyj, to name a few of the
most productive. Here too, the selection of works was somewhat eclectic, with a
strong leaning toward the classics, particularly works whose authors were ignored
in Soviet Ukraine. Institutional involvement was minimal. The two major centers
of Ukrainian scholarship in North America, at Harvard University and at the
University of Alberta, showed little interest in translating literature. Until recently,

2 Loeb 1976: 21

" http://sites.utoronto.ca/elul/English/ULE/

' Its stated role and particulars are given on the website as follows: Ukrainian
Literature is a journal of translations. It publishes English translations of the finest
works of Ukrainian literature. Ukrainian Literature appears on the internet in
cooperation with our partner sites: the Electronic Library of Ukrainian Literature
and Ukrainian Studies at the University of Toronto.

17



there were hardly any translation projects that originated outside the Ukrainian
community or individual Ukrainians. [...] Ironically, the collapse of the Soviet
Union and the emergence of an independent Ukraine was not a fortuitous
development for Ukrainian literature in English translation. Soviet institutions that
supported literary translations were not replaced by equivalents in Ukraine. In
North America, the model of Ukrainian ethnic identity subtly changed from that
of a diaspora, a refugee community with a shared cultural heritage in need of
protection, to that of an expatriate fraternity with political, economic, social, and
family ties to the motherland. In the earlier model, culture was a central component
of the community’s active concerns. In the latter model, culture is a product of the
motherland that émigrés receive passively. Many Ukrainians in North America see
themselves as conduits of western culture to Ukraine rather than the reverse. In this
context, the establishment of a forum for translations of Ukrainian literature into
English is an important development reversing the pattern of neglect.

In his editor’s introduction to Volume 4 (2014: 6-7), at a time when
Ukraine had come under military attack in the East—a renewed threat
to its identity—Maxim Tarnawsky wrote these proud, stimulating
words:

Ukrainian culture has outlived the cultural genocide of the Tsarist government,
including its attempts to stifle the Ukrainian language. Ukrainian identity has
outlived Communist totalitarianism, including the physical destruction of millions
of Ukrainians in targeted campaigns against the peasants and against the cultural
intelligentsia. Ukrainian culture has survived the ravages of post-Soviet corrupt
governments in Ukraine. It will survive the current challenges as well, in part
because the enemies who wish to destroy it don’t have the power or support they
think they command. The fate of this journal is not commensurate with the fate of
Ukrainian culture, of course. But Ukrainian Literature is performing a unique
service in that sphere. It allows a broad and worldly audience access to the variety,
the richness, the exuberance, the insights, and the achievements of Ukrainian
writing in the past and in our own time.
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CHAPTER 1
TRANSLATORS OF NICOBA NICHA
[THE SONG OF THE FOREST]
1950—2008

To place the five translations of Lesia Ukrainka’s /licosa nicna [The Song
of the Forest] published between 1950 and 2008" in their cultural
context, this chapter introduces the translators as literary personalities,
with outlines of their biographical backgrounds and their broader
contributions to the translation into English of Ukrainian literary works
and of The Song of the Forest in particular. Extracts from earlier studies
of the respective translators’ achievements are included for comparison
with the findings of the present study.'¢

Percival Cundy (1881—1947)

The earliest of the five published translations into English of The Song of
the Forest which I have found appeared in Spirit of Flame (Cundy 1950),

> My own translation, The Song of the Forest, in a scholarly edition with an
introduction and footnotes, was published by Canadian Institute of Ukrainian
Studies Press (Ukrainka 2021).

' Full details of the numerous translations of Ukrainian literature by previous
translators of The Song of the Forest, and their other publications on Ukrainian
literature, can be found in Marta Tarnawsky’s comprehensive online bibliography of
Ukrainian literature in English, which includes bibliographical commentaries:
http://sites.utoronto.ca/elul/English/ULE/
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a collection of Lesia Ukrainka’s works in English from the pen of Percival
Cundy, an Englishman born in 1881 who emigrated to Canada and
came into contact with the Ukrainian diaspora. It was published
posthumously; Percival Cundy died in 1947.

Percival Cundy translated and interpreted works by major Ukrainian
literary figures such as Taras Shevchenko (1814-1861), Marko Vovchok
(pseud., i.e. Maria Vilinska) (1833—1907 )", Ivan Franko (1856—
1916)'%, Olha Kobylianska (1863—1942) and Lesia Ukrainka (1871—
1913).”” He sought, in his words, to “interpret to his English-speaking
tellow-Canadians something of the rich literary treasures that are to be
found in the Ukrainian language.”*

In a biographical note introducing Percival Cundy’s above-mentioned
translation of selected poems by Ivan Franko, the editor, Clarence A.
Manning, wrote (Franko 1948: vii-viii):

In the death of the Rev. Percival Cundy,* all Ukrainians and friends of Ukrainian
culture felt a deep and personal loss. Dr Cundy was one of those quiet and
unassuming gentlemen who in their modest way work for international friendship
and understanding and who by their sincerity and industry leave a deep mark upon
all with whom they come into contact.

7 Cundy 1964

' Translations of poetry and biographical studies of Ivan Franko, a leading Ukrainian
writer, literary and social critic, philosopher and political activist—notably Ivan
Franko: the Poet of Western Ukraine. Selected poems (Franko 1968 [1948]); Moses
(Franko 1973)

' The best-known publication is his translated anthology of Ukrainka’s works, Spirit
of Flame (Cundy,1950), which includes Forest Song (pp. 169-260).

* Quoted in an obituary by The Ukrainian Weekly Vol LV No. 121, 26th May 1947,
p- 1, from Percival Cundy’s foreword to A Voice from Ukrainia, his translation of
poems by Ivan Franko, published in 1932. The article mentions that Cundy was a
regular contributor to this Canadian-Ukrainian newspaper, describing him as “one of
the finest translators and interpreters of the life and works of [...] leading Ukrainian
poets and writers, particularly of the famous Lesya Ukrainka.”

*! Percival Cundy died in the United States in 1947 at the age of 67.
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Dr Cundy was born in Manchester, England, in 1881. As a boy he was brought to
Canada and received his education in the University of Manitoba. Then as a
Presbyterian minister and travelling superintendent for religious and educational
work among the New Canadians, to use his official title, he travelled extensively
through the prairie provinces. This brought him into those regions which were
being settled by the Ukrainians, largely from Western Ukraine, and he came to
know them, to appreciate them and to understand their culture, their hopes, and
their difficulties. When he commenced his work, he found among these new
immigrants much of the same confusion with which Ivan Franko had to contend.
They were entered on the records as Galicians, Ruthenians, Austrians and
Russians. During the ensuing years, the consciousness of their unity developed so
that they became fully aware that they were Ukrainians and underwent the same
transformation as their relatives in Europe.

This made a great impression on Dr Cundy. He easily learned the language and
began to publish scattered translations of their poems. Of all the authors, Franko
made the greatest impression on him because of his intellect, his humanitarian
interests, and his steady perseverance in his task as national leader, even under
hardships and difficulties. He felt a natural and spiritual kinship with Franko and
used him as the key to all his studies.

In 1937, Dr Cundy came to the United Sates and lived in West Collingwood, New
Jersey, where he planned an extensive program of translations of the Ukrainian
masterpieces, so as to familiarize the English-speaking world with the achievements
of Ukrainian literature. The completion of this program was cut short by his
sudden death in 1947.

Writings on translations by Percival Cundy

Roksolana Zorivchak

In her survey of English translations of the works of Lesia Ukrainka,
Roksolana Zorivchak (3opisyax 2008: 50) begins by mentioning
Percival Cundy’s translations of Lesia Ukrainka’s poetry, published in
his anthology Spirit of Flame, and Clarence Manning’s introduction,
discussed above. She adds that, in general, Percival Cundy “adequately
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reproduced the spirit of Lesia’s works, the modernism of expression, the
power and intensity of civic lyrics, the touching femininity of intimate

moods,”??

and that he correctly reproduced Lesia Ukrainka’s
characteristic final maxims, e.g. the words of the prophetess Tirtsa from

the dramatic poem On the Ruins:

Brnarocnosennuii Toit, xto xib gae!
JlexxaunM Kpaio piHOro HeMae,

Yuit x1i6 i iparys — Toro i semisa
To him who sows and reaps — to him the land!

Blessed is he whoever gives us bread!
He hath no native land who lies supine.”

or the words of the Man from the same dramatic poem, spoken in

despair:
Pyini ne moTpibua obopona

A shattered ruin needeth no defence.

Mykola Zharkykh

Mykola Zharkykh’s article Aurmiiicexmit mepexnag «Jlicosoi micui» [An
English translation of The Song of the Forest] (Mapxux 2013) offers a
critical study of Percival Cundy’s translation. The author notes that to
mark the centenary of the appearance of Lesia Ukrainka’s The Song of the

**In the light of archaisms found in Percival Cundy’s translation Forest Song, and his
failure to convey the functional-stylistic tone of the extensive diminutive/endearing
lexis in the source text, these observations regarding his treatment of Lesia Ukrainka’s
modernism, lyrical intensity and intimate moods are surprising. No supporting
examples are given by Professor Zorivchak; the reader may consider her views
alongside my analysis in Chapters 3—6 in this volume.

» Cundy 1950, p.79,1.18-120

* Cundy 1950, p. 79,1. 8
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Forest in 1911 a fine Ukrainian/English edition of the work was
published by the Lesya Ukrainka Eastern European National University
in Lutsk, Volhynia, in 2011, and republished in 2018, pointing out that
the foreword to the volume mentions the existence of three* English
translations of the work, namely by Vera Rich, Gladys Evans and Percival
Cundy, described as “three excellent translations” (Yxpaiuka 2018: 7).
The author selects for examination the translation by Percival Cundy,
originally written in 1950 and reproduced in the centenary volume, to
ascertain “how excellent it actually is,” exploring how key aspects of the
drama are rendered in translation. As the author mentions that he lacks
relevant expertise in foreign languages, his assessment of the translation
as apt (Bgammit) overall cannot be considered, but he usefully notes a
striking example of an actual error in translation—the representation of
xaauna [guelder-rose (scientific term: viburnum)] as cranberry or
cranberry tree. He makes an important point here; Percival Cundy’s
erroneous translation of ka.uuwna as cranberry was also found in Florence
Randal Livesay’s version (alternately with the transcription kalina).
This is a significant shortcoming.” Percival Cundy, and others
subsequently perpetuating his error, failed to convey an important
cultural connotation of xauuna, familiar to Slavs generally, not only
Ukrainians. This error was corrected by Gladys Evans and Vera Rich, but
Virlana Tkacz and Wanda Phipps (for purposes of their dramatic
adaptation) translate xa.suna with the vague, generalised terms berry tree
or red berries. The original error is perpetuated in the edition of Percival

% Vkpainxka, 2018.

*¢ It is surprising that the editor of the centenary publication does not mention the
translation by Florence Randal Livesay (Ukrainka 1981) or that by Virlana Tkacz
with Wanda Phipps (Ukrainka 2008). In the light of my comparative study below, I
also find it surprising that the somewhat archaic and in places inaccurate translation
by Percival Cundy was selected in preference to the far more sophisticated and
accurate version by Vera Rich, or the very competent and attractive translation by
Gladys Evans.

7 The cultural significance of xasu#a is discussed in Chapter 6: Botanical
Terminology
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Cundy’s translation re-published in 2011/2018.** A factual error is
pointed out by Mykola Zharkykh in the line spoken by Kylyna:

Koposa B MCHE TyPChKOTO 3aBOIY

which Percival Cundy translates as:

My cow is one of Turkish breed

The expression comes from the words of a folk song amongst the many
such lyrics recorded by Lesia Ukrainka: Oz puxuysa xoposuys mypcviozo
3a600y [ There bellowed a fine-looking cow, a wild ox breed she was]. One
dictionary definition of mypcoxudi is as an archaism for Turkish, but
Mykola Zharkykh believes that mypcoxuii refers to the small town of
Typiitck [Turiysk], 20 kilometres south-west of Kovel. However, the
finding of my own research on this point is that the expression is a
deliberate hyperbole, boasting of the quality of Kylyna’s cow as
belonging to a wild ox breed (2yp means aurochs, symbolising fertility,
abundance)®, the folk-song allusion being an important stylistic
component.

* This publication contains a borrowing from the translation by Gladys Evans at the
end of Act II: (Ukrainka 1985:105) —”Mavka (tears off her festive clothing) Take me
away! I wish now to forget... Mavka’s words and the accompanying stage direction
here—Masxa: (3puBac 3 cebe barpanuyo) bepu mene! A xouy 3abyrra!—are omitted
in Percival Cundy’s translation (Ukrainka 1950: 237)

» Camka Typa 3a nepiog axranii gasana 500—700 xr mosoxa [The aurochs cow in
lactation yielded 500-700 kg of milk]. (ITigmana T. B. CkorapcTBo Ta TexHOMOrIN
BUPOOHUIITBA MOTOKA i stmoBudnuy: Hasu. mocibuuk, — Muxomnais: Bugasauammit
Bigain MJIAY, 2007 [Pidpala T V. Livestock and milk and beef production
technology: a manual for students. Mykolaiv, MDAU Press]. ISBN 978-966-8205-40-
8¢.22-25
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Jennifer Hodges

In 2018, The Lesser Known Players* staged a production of Forest Song,
adopting the translation by Virlana Tkacz and Wanda Phipps, although
the Director, Jennifer Hodges, told me she regretted the lack of rhyme in
that version; she attempted to compensate by adding a specially
composed musical accompaniment.® Percival Cundy’s translation was
rejected for its “stilted and clunky” style. It is not clear whether the
Director was aware of the existence of the other translations. She writes:

"Forest Song” is without doubt one of the most-beloved works of Ukrainian
literature—but it’s virtually unknown in the West, in part because of the challenge
of translating the original Ukrainian verse to English. A prior effort in 1950 by
Percival Cundy nobly tried to retain the rhyme and rhythm of the original, but the
result is so stilted and clunky it’s not surprising to me that it’s rarely produced.®

Olena Dubenko

Olena Dubenko ([Jybenxo 2019) discusses semantic shifts in poetry
translation. She writes that an original poetic text is not simply created
by the inspiration of an individual, but formulated under the influence
of the author’s native culture and national picture of the world. The
translated text must therefore be adapted to anticipate certain
expectations of its readership, conditioned by the perceptions of the
target culture, eliminating barriers to comprehension. However, as
translators are not always impartial observers, they may, as

Shttps://www.lesserknownplayers.org/about- us#:~:text=The%20Lesser%2DKnown
9%20Players%2C%20a,audience%20we%20feel%20they%20deserve.

*'In her email to me dated 18/10/2018 (Hodges 2018), Jennifer Hodges wrote: “Our
production featured an original score by Seattle composer Jon Brenner [...] His
beautiful score helped us re-capture some of the magic that was lost in abandoning
Ukrainka’s verse, I think.” PJC

%2 Jennifer Hodges, Director, The Lesser-Known Players https://img.pr.com/release-
file/1807/758286/ForestSongPressBackgrounder.docx
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representatives of a different culture, misinterpret important semantic
features of the source text. The author refers to such shifts in the
semantics of the source text as aberrations. In the article, examples are
given of aberrations which may occur through inertia, under the
subconscious influence of conceptual patterns and poetic pictures of the
world associated with the translator’s native culture.

As an example of such aberrations, where translators impose patterns
of their own historical and cultural tradition, the author (dy6erxo
2019: 12) goes on to discuss Percival Cundy’s translation of Ivan
Franko's poem Jusysa.ace suma [Spring Song],* in which personified
Winter is the central image. She points out that in the original poem,
Winter is grammatically and conceptually feminine, whereas in the
translation this image becomes masculine (Old Winter wondered why /
He felt no more so stout), representing a very different interpretation:
“The translator gives the poem a new title, Spring Song, removing
mention of surprise, and he also removes the element of uncertainty,
replacing all interrogative structures of the first four stanzas of the
original with affirmative sentences.” (JIy6erxo 2019: 12). The change of
gender is said to characterise the image of winter in what the author calls
the English poetic picture of the world: an authoritarian, dominant
figure (And with a pall of snow / He tried to hold them fast), actualised
through the addition of the verb prevail (Old Winter marvelled more
/That he could not prevail). The author adds ([Iy6erxo 2019: 12) that,
similarly, aggression—a characteristic of personified masculine
entities—is highlighted in the target text by the addition of the adverb
frercely (Old Winter fiercely blew).

Florence Randal Livesay (1874—1953)

Percival Cundy’s Forest Song was the only English translation of the fairy
drama to have been published until the manuscripts of Florence Randal

3 Franko 1948: 107-108
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Livesay (1874-1953)* were discovered by Louisa Loeb, who had
investigated her contribution to awareness of Ukrainian literature and
culture among Canadians for a doctoral dissertation on The Ukrainian
translations and interests of Florence Randal Livesay (Loeb 1976). In this
dissertation, Louisa Loeb (1976: 7-8) wrote:

Ms. Livesay was one of the first and most influential translators and interpreters of
Ukrainian folklore, poetry, and prose into English. Her first published translation
appeared in December, 1916 in the book Songs of Ukraina. Her translation of
Kvitka’s Marusia appeared in 1940. Many more translations by Mrs Livesay
including those of such literary giants of Ukrainian literature as Shevchenko,
Franko and Ukrainka have never been published. [...] Fortunately, her daughter,
Dorothy Livesay, a prominent Canadian poet, writer and speaker had preserved the
complete collection of her mother’s writings. Especially important in this collection
are the unpublished translations by Mrs. Livesay of many Ukrainian literary works,
among them, works as significant as “Lisowa Pisna” (Song of the Forest) by Lesia

Ukrainka and a collection of “dumy” (historical ballads).**

Song of the Forest was published in 1981 in a collection of Florence
Randal Livesay’s translations in Louisa Loeb’s volume Down Singing
Centuries: Folk Literature of the Ukraine (Loeb 1981), which included
translations of the dumy and a biographical study of the translator.
Louisa Loeb wrote:3¢

This book is the outcome of my extensive research—both across Canada and in
Eastern and Western Europe—about Florence Randal Livesay and her work. I
talked to people who had known her and influenced her observations and
appreciations of Ukrainian culture. Through this research some of Florence
Randal Livesay’s exquisite translations of Ukrainian folk literature are available to
the public. FRL was one of the first English-speaking Canadians to appreciate
Ukrainian culture and she made every effort to make others aware of the “treasure-
trove” of experience her translations of this literature had unearthed. Although
Ms. Livesay was not a scholar and her work has some errors of translation and of

% See https://www.poeticous.com/florence-randal-livesay
% hteps://digital.library.upenn.edu/women/livesay/ukraina/ukraina.html
3¢ On the back of the dust cover of Down Singing Centuries (Loeb 1981)
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fact, this does not detract from the “spirit of Ukraina” that she managed to convey
to the written page. Hers was a poet’s rendition of an élan vital. The shortcomings
are the result of the biases of the people who interpreted for her and her own
imperfect knowledge of the Ukrainian language. Nevertheless we have all benefited
from her work and we are grateful for her perseverance at a time when interest in
“foreign” literature and customs was not popular.

Florence Randal Livesay was born in 1874 in Compton, Quebec. She
began her career as a journalist in Ottawa, as a society reporter,” moving
in 1903 to Winnipeg, where she met her future husband, J F B Livesay,
a reporter colleague. Louisa Loeb writes that “the years in Winnipeg
were probably the most eventful of Florence Randal Livesay’s life.”*
Her interest in Ukrainian culture was perhaps first aroused when she
heard folk songs sung by immigrant Ukrainian girls working in the

family home in Winnipeg. Her daughter Dorothy Livesay recalls:

She was so charmed with the folk songs they sang whilst they did their ironing or
tidying up thatin the course of teaching them English words she sought to ascertain
the meaning of the Ukrainian words in the ballads. When searching for Ukrainian
sheet music [...] she was referred to the reverend Paul Crath, a Ukrainian émigré
and baptist minister who was himself a writer and a linguist. [...] She persevered,
soon learning to read Ukrainian, although she never spoke it. She accepted Crath’s
guidance in interpreting the essential meaning of the ballads.®

In 1920, ] F B Livesay gained a new position with the Canadian Press in
Toronto, and the family moved to Clarkson, Ontario. Florence Randal
Livesay continued to translate and to undertake lecture tours and radio
broadcasts, speaking about her Ukrainian as well as other interests. In
later years, after the death of her husband, her most consuming task was
her translation of the works of Lesia Ukrainka, Ivan Franko and Taras
Shevchenko. The remaining years of her life were dedicated to these
translations and her desire to have her writings published. She believed

3 Loeb 1981: 172-173
3 Loeb 1981: 175
3 Loeb 1981: 11
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they were important contributions to understanding the complexity of
Canadian culture.®

Florence Randal Livesay died accidentally in 1953, at the age of
seventy-nine.*’ Despite her enthusiasm and her love of Ukrainian
literature, Florence Randal Livesay had been unable to persuade
publishers to adopt all her major translations during her lifetime, and it
is thanks to a similar enthusiasm on the part of the scholar Louisa Loeb
that readers have the opportunity to be acquainted with further
important works, including her Song of the Forest, in the attractive
volume Down Singing Centuries (Loeb 1981), which includes, besides
Florence Randal Livesay’s translation of Jlicosa nicns [Song of the
Forest], ten Dumy (songs to be accompanied by the kobza or lyre) and a
prose work: The Devil Fallen in Love: a Zaporogian Cossack legend. In
Down Singing Centuries Louisa Loeb (1981: 179) writes:

Florence Randal Livesay was a champion of Ukrainian culture in Canada. She was
interested in Ukrainian people and their traditions and she wanted to make other
Canadians aware of the rich heritage of folk art and literature Ukrainians had
brought with them to Canada. Although she worked tirelessly throughout her life
to have her translations of Ukrainian folk literature published she was not
altogether successful. For one thing Ukrainians and their ways were not a popular
subject with English-speaking Canadians who at the beginning of this century had
little interest in the contribution of “foreign” cultures to the Canadian scene.
Ukrainians themselves, accustomed to struggling for their existence, and still having
a difficult time establishing themselves and making a life in a new land, were for a
long time passive about recognition for their unique heritage. **

“ Loeb 1981: 177
1 Loeb 1981: 177
2 Loeb 1981: 179
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Writings on translations by Florence Randal Livesay

Louisa Loeb

In her Preface to Down Singing Centuries, Louisa Loeb writes:

Regarding her mother’s linguistic skills, Dorothy Livesay noted that:

F.R.L. was neither a scholarly linguist nor a historian of comparative literature. [...]
Thus, though not a scholar and likely to make mistakes, F.R.L. approached oral
Ukrainian literature with a poet’s delight. These folk songs fired her enthusiasm.
Why, she would be asking, should such a beautiful literature be unknown in
Canada?®

Nevertheless, of Florence Randal Livesay’s version of Jlicosa nicns,
Louisa Loeb considered that “The translation is contained in 75 pages

of exquisite imagery and moving prose.”*

Gladys Evans*

A few years after the publication of Louisa Loeb’s (1981) Down Singing
Centuries, including Florence Randal Livesay’s translation Song of the
Forest, Gladys Evans’s translation Forest Song appeared in Kyiv, in a
bilingual edition published by Dnipro Publishers (Ukrainka 1985).
Whereas the earliest translators, Percival Cundy and Florence Randal
Livesay, having been inspired by the culture of the numerous Ukrainian
diaspora in Canada, sought to promote awareness of Ukrainian
literature to English-speaking readers, especially in that country, Gladys
Evans published in the Soviet Union of the 1970s and 1980,
contributing to the translation programme of the Dnipro publishing

3 Loeb 1981: 11

#“ Loeb 1976: 136

* Only limited biographical information about Gladys Evans is available, as discussed
below.
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house in Kyiv, which was designed to promote international awareness
of classics of Ukrainian literature.*® Apart from the occasional
translations appearing in Ukrainian Canadian, her work was published
in Kyiv or in Moscow. She was also employed by the English-language
newspaper News from Ukraine, published in Kyiv and addressed to the
Ukrainian diaspora.*”  Some articles have appeared in Ukrainian
academic journals, and those I have found are discussed below. However,
by comparison with the other translators included in the present study,
lictle information is available about Gladys Evans as a personality.
Incidentally, on the evidence of her occasional characteristic Welsh
expressions such as look you!** and boy-0,* she appears to have been of
that origin. Information obtained informally from former colleagues of
Gladys Evans at the Dnipro publishing house shows that she apparently

“ Information supplied by Eugenia Kononenko

¥ Information supplied by Eugenia Kononenko

“ Came the hiss of barbed wire and clanking of iron [...] Oh, how I'd like to have two
hearts... Look you. Vasil Bondar: The first from the left in the line (Trans. Gladys
Evans). Quoted in: Tarnawsky, Marta. Ukrainian Literature in English, 1980-1989.
Books and Pamphlets. [...] B002. Anthology of Soviet Ukrainian Poetry / Compiled
by Zakhar Honcharuk. Translated from the Ukrainian. Kyiv: Dnipro, 1982. 462 p.
ports. Contents: [...] Vasil Bondar: [...] The first from the left in the line (Came the
hiss of barbed wire and clanking of iron).*** (Oh, how I'd like to have two hearts...
Look you). [http://sites.utoronto.ca/elul/English/ULE/RR 62/rr62-b.htm] Look
you, just see how yonder all the grass grows greener. (Ukrainka 1985: 1007) Oh, look
you! You talk just like the ash tree, with your nodding. (Ukrainka 1985: 1083) Oh,
last summer, look you, long ago was over! (Ukrainka 1985: 1130) Look you, my night
of love! Till now, I've never known such a time of joy and blessing as you, dear night,
have brought (Ukrainka 1985: 1254) But, look you... Mother scolds me over you..!
(Ukrainka 1985: 2053)

# Ivan boy-o (=Ivanchyku-bilodanchyku). In: Turbovsky 1981: Come Out, Come
Out, Sun-Beaming. Ukrainian folk songs for children. Tr. from the Ukrainian by
Gladys Evans. Kiev: Muzychna Ukraina. Quoted in Tarnawsky, Marta. Ukrainian
Literature in English, 1980-1989. Books and Pamphlets [...] BO19
http://sites.utoronto.ca/elul/English/ULE/RR62/rr62-b.htm
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lived in Kyiv in the 1970s and 1980s. Her husband (whose name is
unknown) died during this time; they had two sons.*

Previously to her Forest Somg (Ukrainka 1985), Gladys Evans
published translations of poetry by Lesia Ukrainka (Ukrainka 1975),
poetry by Taras Shevchenko (contributing to the Selected Poetry of Taras
Shevchenko, Dnipro Publishers, Kyiv, 1977) and of poetry by Pavlo
Tychyna published in an Anthology of Soviet Ukrainian Literature by
Dnipro Publishers in Kyiv in 1982, and in the journal Soviet Literature
in Moscow. She also published the following poetry translations in the
Ukrainian Canadian journal in the 1970s:

Hanna Chubach. The rose (Barbed wire still cuts the fields in early morn).
Ukrainian Canadian. 27.579 (72) (May 1975)

Svitlana Iovenko. Woman (I never have felt envious of men). Ukrainian Canadian.
25.567 (60) (March 1974)

Volodymyr Ivasiuk. Oh, my darling (I'm away to far oft mountains) Ukrainian
Canadian. 25.565 (58) (January 1974): [24-25]

Volodymyr Ivasiuk. Magic red rue. Ukrainian Canadian. 24.249 (42) (July-August
1972): 24-25.

Borys Oliinyk. Song about mother (She sowed fields of life) Ukrainian Canadian.
30.611 (105) (May 1978)

Lesia Ukrainka. I do not love you and I do not dream of becoming your wife.
Ukrainian Canadian. 24.544 (37) (February 1972): [25].

Gladys Evans also translated some titles in an anthology of short stories
edited by Arthur Bernhard: Stories by Soviet Ukrainian Writers About
the Great Patriotic War of 1941—1945. Kyiv, Dnipro, 1975.>' Her
translations of folk poems and folk songs were published in Kyiv:
Spring gales of nightingales: Ukrainian folk rbymes for children. Kyiv,
Veselka Publishers (1979)> and Come Out, Come Out, Sun-Beaminyg.

** Information supplied by Eugenia Kononenko

5! Details of the above publications are taken from Tarnawsky, Marta. Ukrainian
literature in English: an annotated

bibliography. http://sites.utoronto.ca/elul/English/ULE/

52 Details from Worldcat.org
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Ukrainian folk songs for children (Muzychna Ukraina [Musical
Ukraine] (1981).

Writings on translations by Gladys Evans

Anatolii Savenets

Anatolii Savenets (Casenens 2001) views Gladys Evans’s approach to
translation as somewhat idiosyncratic, leading her to commit errors
avoided by other translators. For example, he mentions that in the Seven
Strings cycle, unlike Vera Rich, she fails to preserve the correspondence
between the names of musical notes as the titles of the stanzas and as the
initial syllables of the verse.>> Gladys Evans’s translation of Forest Song,
published in 1985 by the Dnipro Publishing House, is said by Anatolii
Savenets to have drawn comments on her rendering of the realia of the
forested regions of Volhynia and on her style, and it is noted by the
author that there are also some misunderstandings of the grammatical
structure of the original. These perceived shortcomings are not specified,
however. It is suggested that the images of folk mythology apparently
remained a mystery for the translator, a native speaker of another
language with a different cultural background. Nevertheless, the author
does emphasise that Gladys Evans displayed considerable skill as a
translator, clearly inspired by Lesia Ukrainka’s work. He notes
approvingly that Gladys Evans generally matches the metre of the
original, and that she effectively employs the technique of alliteration,
finding, however, that in the poem Hadiz [Hope], certain Ukrainian
realia are not correctly conveyed, for example secranxu as spring songs
of maidens and o634 transliterated as kobza. He claims that guelder-rose

3 DO/ Io tebe, Yrpaino, RE/Pese-ryae verogonska, MI/Micsiup scHeceHbKuUIA.
FA/®anrasie! tu cumno gapisaa, SOL/Conoseitkouit crii nasecui LA/Jlaripmi
BecHsHiT Houi sopucTi! SI/Cim cTpyH s TopKaio,
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belongs to the context of botanical terminology, lacking the required
folk-style tone of xauuna, and the snowball-tree is proposed here.>*

The author considers Gladys Evans’s  treatment  of
diminutive/endearing lexis, a very significant stylistic feature of Lesia
Ukrainka’s poetics, less successful.

Viktoria Prykhodko

Reviewing the treatment of colour terms in the translation of Forest Song
by Gladys Evans (Ukrainka 1985), Viktoria Prykhodko (ITpuxomsxo
2008: 511) notes that in some cases the translator interprets the colour
term 6iau according to the context and the style of Ukrainian folklore:
6ixe miao (i.e. beautiful, young)—pretty body; 6ina 204is0nvxa—Dblond
head; 6ine auuxo—shining face; 6ina earssuna—snowy glade, but that
in the phrases 6247 epyou and 6744 nocmams the colour term is omitted
[...] She correctly concludes (ITpuxomsxo 2008: 513) that where the
translation fails to take into account the folkloric connotations of colour
terms this entails a loss of aesthetic, stylistic and sometimes even
semantic content present in the context of the original, and she points
out that English translations of the achromatic terms 67.4u4 and wopnui
in The Song of the Forest must therefore take into account the respective
contexts, referents and folkloric associations.

The referents mentioned by Viktoria Prykhodko can be identified as
falling into the following categories: articles of clothing or details of
these, artefacts—e.g. the walls of the cottage, flora, fauna, the elements,

5* The translation of xa4u#a is an important issue in English translations of The Song
of the Forest, and it is discussed in detail elsewhere in the present work (see Chapter 6
in this volume: Botanical Terminology). The important cultural significance of
xaauna has been lost in some translations of The Song of the Forest, incorrectly
translated as cranberry. Snowball tree might be an appropriate counterpart, but only
in certain contexts. Guelder-rose is a correct poetical rendering; its counterpart in a
scientific, botanical, context is viburnum.
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abstract concepts, proper names and the (mythological or human) body
and its parts.

Roksolana Zorivchak

Roksolana Zorivchak (3opisuax 2008: 57) gave a brief assessment of
Gladys Evans’s translation of Forest Song:

The translator quite successfully recreated the form of the drama and its images,
the life of the Volhynian village in the late nineteenth century, producing an
interesting, creative translation. The English-speaking reader will be greatly
impressed by the sharp, irreconcilable conflict between personified nature,
touchingly dreamy, tender and beautiful, and the sad life of the people. In the
English text, blank verse is preserved where it is found in the original, and the
rhyming lines also mostly correspond to the rhyming ones.*

Some illustrative examples would have been useful here, without which
the commentary is not very meaningful, giving the reader no
opportunity to assess its validity; the impression is rather of a
characterisation of Lesia Ukrainka’s original work than of a comment on
Gladys Evans’s translation.

Olena Dubenko

As a quite striking example of a translator following by inertia the
conceptual image of the target culture, Olena Dubenko ([Ty6enko 2019:
11) cites Gladys Evans’s translation of a poem by Lesia Ukrainka,

55 Original text: ITepexnagadka gocuts BAao Bigrsopuia ¢opmy gpamu 14 ii 06pasu,
o6yt BonuHcpKoro cea Kinng XIX cropidds, CTBOPHUBIIY I[iKABHII TepeKIaf, 3i
CIIPaB>XHIMH TBOPYMMHU 3HaxifKamu. Ha aHrimoMoBHOro unTada ynMase BpayKeHH
CIIPaBUTh TOCTPUI, HEIPUMHUPEHHUI KOHPIIKT MK IEPCOHIPIKOBAHOIO IIPUPOJOIO,
3BOPYLLIMBO MPifHOIO, HXXHOIO Ta IPEKPACHOI0, I CYMHUM >KUTTAM Jiofeil. B
AHTJIACBKOMY TEKCTI 36€pC>KCHO 6iumit BipIIl TaM, i€ BiH € B OPUTiHai, PUMOBAHUM
PANKaM TaKOXX B OCHOBHOMY BifITOBial0Th PUMOBAHi.
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3abyma mins [The Forgotten Shadow], devoted to Dante’s wife
Gemma. I summarise her critique as follows:

The poem, on an eternal theme of world literature, concerns the internal conflict
between the demands of earthly existence and imperatives of artistic creativity. The
reckless devotion and self-sacrifice of Dante’s wife, supporting him in hardship and
in the worst days of exile, does not elicit an appropriate response from the poet, for
whom there existed, throughout his life, only one woman. That was his muse,
Beatrice Portinari. He only ever saw her three times. On the first occasion she gave
him a smile; on the second occasion she passed by without noticing him; and on
the third occasion Ha Hef Bin gusysas / Konu Bona B TpyHi siexxana nepyxoma [He
looked upon her / When in her coffin she lay motionless]. It is her name that
remains in posterity, thanks to the genius of Dante, whereas memories of Dante’s
wife, celebrated by no artist, lie buried na gni icropii [in the depths of history]. The
poem is read as a protest against the injustice of the oblivion to which Dante’s ever-
faithful earthly shadow was consigned by posterity. This statement by its author,
Lesia Ukrainka, is highlighted by two stylistically powerful features in the text—the
title, and the lines mentioning the tears of Dante’s wife shed for him during
sleepless nights and her anxious waiting (typborHe yexaHHs):

T1o mux cavosax, mos no poci nepaucmit, Ilpotimia 6 xpairy crasu — beampive!
[Through those tears, like pearly dew, Beatrice attained the realm of glory!]

This excerpt from the poem, in which Lesia Ukrainka characterises Dante’s

relationship with Beatrice, is of exceptional significance:

Bowua 6yu1a 7151 HBOTO Haye COHIIE,

o cBitno, Paziomi ¥ >KUTTA 1€,

He 3naioun, xomy gae i papu.

I xo4 satmIo Te COHIIE MPOMEHICTE,
Bin ne sa6yB HOTo Hi B TEMPABI MOHYPiH,
Amni IIPYU XaTHbOMY Gararri IIPHUBITHOMY,
Hi na semi, Hi B mexti, Hi B paio

Bin e 320yB cBoei bearpiue.

Bowna opna B micHsx fioro mauye,

bo B Tiit kpaiHi, e BiH >xuB jymero,

Bin inmoi JPY>KUHU HE 3HAMIIOB.

Bin 3axsiTuas 11 BiHIIEM TaKo]1 C1aBH,
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Sxo10 Hi 0gHAa 3 )KIHOK 1Ije He ITUIIAIACh.
bescmeprha napa Jlante it Bearpiue,
IToTy>xHa cMepTh He po3TyymIIa IX.

Lesia Ukrainka here refers to Beatrice as Dante’s wife and she describes them as an
“immortal couple.” This is an artistic decision of great significance, yet it is
“demonstrably ignored” by the translator:

For Dante, she was like the sun that shines

And gives forth light and joy and life,

All unaware of who received its gifts;

And though that radiant sun had set,

He never could forget the orb in gloomy darkness
Nor by the warm hearth-fire of an inviting house.
O not on earth, in hades, nor in heaven

Could he forget his lovely Beatrice!

He never found another love like this,

Not even in that land where dwelt his soul,

For she alone reigned in his every song.

He crowned her with a coronet of glory

That not one other woman could ever boast of.
For Dante and his Beatrice are immortal,

And death, all-powerful, could never part them.

Gladys Evans strips the image of Beatrice of its semantic component of intimacy.>
This is all the more significant in that there are no prosodic grounds preventing the
adoption of wife instead of love. The change represents a substantial departure
from the artistic semantics representing Beatrice as Dante’s love. The idolisation of
Beatrice in the sensitive soul of the great artist is relegated to the role of the poet’s
platonic love. These semantic shifts undoubtedly obscure, or at least considerably
simplify, the conflict skilfully incorporated in the original poem; a more trenchant,
stricter formulation is demanded. The drama of Gemma’s whole life was that
Dante’s faithful, but then forever forgotten, earthly shadow was unable to compete
in the battle for Dante’s heart with Beatrice Portinari, chosen by the poet as his wife

3¢ Here, Olena Dubenko uses the term cimesinocms. Its dictionary definition is: 1.
craH cimerinoro [family status, family relationship]; 2. Intumuicrs; gymesnicts
[intimacy; sincerity] 3. nepen. ITopounuit cTums ao6opy Kafapis, posnopiay pO6OTI/I
[nepotism]. http://ukrdlit.org/slovnyk/cimeitrocTs
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on the existential level to which his heart belonged. It was Beatrice who was his true,
only wife.

Despite all its semantic significance, self-evident to any representative of the
source culture, Gladys Evans decided to abandon the image suggesting intimacy
(mpy>xuHa, mapa [wife, couple]) for the concept of love. This translational decision
was conditioned by conceptual norms of the target culture, in which intimacy has
a more restricted definition than is the case in the Ukrainian historical-cultural
tradition, limiting the range of its poetical expression.

Vera Rich (1936—2009)

The fourth translation of Jicosa nicns, by Vera Rich, was serialised in
the journal Ukrainian Review, the journal of the Association of
Ukrainians in Great Britain (Ukrainka 1994).5

Vera Rich was a British poet and journalist who devoted much of her
life to translating Ukrainian and Belarusian literature into English,
writing literary essays and commenting on Eastern European cultural
and political affairs. She translated literary works by fifty Ukrainian
writers in all.>® She also translated from Belarusian. Her Lzke Water, Like
Fire published in 1971 became the world’s first anthology of translations
of Belarusian poetry into a western European language.>

Her translations were published mainly in the London-based
Ukrainian Review, as well as in other periodicals, including her own
journal of poetry, Manifold: The Magazine of New Poetry, which she
founded in 1962.% There are also many unpublished manuscripts, some

57 htep://ounuis.info/library/journals/595/the-ukrainian-review.html

58 A full bibliographical listing of the published and unpublished translations is found
in the excellent monograph by Hanna Kosiv (Kocis 2011: 206-233). For details and
commentaries, see Marta Tarnawsky’s online bibliography at
http://sites.utoronto.ca/elul/English/ULE/

52 Like Water, Like Fire: An Anthology of Byelorussian Poetry from 1828 to the Present
Day. Translated by Vera Rich. UNESCO Collection of Representative Works,
European Series. London: George Allen & Unwin, 1971.

0 Kocis 2011:14
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of which are held in the M Drahomanov Library at Ivan Franko
National University, Lviv. They include poetry by Taras Shevchenko,
Ivan Franko, Mikhail Orest and others. There are plans to transfer the
library of Vera Rich to the Drahomanov Library, in accordance with her
last will and testament.®® The majority of Vera Rich’s translations are
from Ukrainian and Belarusian, but she translated from Croatian,
Czech, Polish, Russian, Slovak, Spanish, Romanian and Old Norse as
well. She was also a poet in her own right, having begun writing poems
at the age of ten.®> Her poetry written in English appeared in Manifold.
Itincluded poems incorporating images and themes found in the poetry
of Taras Shevchenko and Mikhail Orest.®® Judith Vidal-Hall wrote in
Index on Censorship, 8 January 2010:

Poetry was Vera’s first and abiding love: her first two collections, Outlines and
Portents and Images were published in 1960 and 1963 respectively and in 1962 she
launched the “magazine for new poetry” Manifold. In 1969 it went to earth and
was not resurrected until 1998 when Vera re-launched it with huge enthusiasm to
a receptive audience.

Having a wide range of interests, Vera Rich contributed hundreds of
articles on Ukraine and neighbouring countries formerly belonging to
the Soviet sphere of influence,® writing in The Economist, the Times
Higher Education Supplement, Nature (working for 20 years as Soviet
and East European correspondent for this scientific weekly), The Lancet,
New Scientist, Physics World, and Index on Censorship.

! Kocis 2011: 20

©2 Kocis 2011: 28

¢ Kocis 2011: 31-32

¢ https://www.indexoncensorship.org/2010/01/obituary-vera-rich/
% Kocis 2011: 4
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Vera Rich’s first translation from Ukrainian® was the Prologue to
Ivan Franko’s Moses, published in the Spring 1957 issue of the
Ukrainian Review (Vol 4, 1957, No. 1: 7-8). Her first major translation
project was an anthology of 30 poems by Taras Shevchenko, Song out of
Darkness. Following initial scepticism in some quarters occasioned by
the translator’s youth (she was 20 years of age), this publication was soon
greeted with wide acclaim.®”

Some of Vera Rich’s earliest translations of works by Lesia Ukrainka
appeared in a volume of selected works published by Toronto University
Press in 1968 (Bida 1968): The Stone Host [Kamixnuit rocniogap] pp. 87-
142; The Orgy [Opris] pp. 143-180; Cassandra [Kaccanppa] pp.181-
239). This volume also contained her translation of the dramatic poem
Robert Bruce, King of Scotland [Pobept Bpioc, xoponb moTmanzceumii]
pp- 240-251, Seven strings [Cim crpys] pp. 252-255,% and three shorter
poems: Contra spem spero [Contra spem spero] p. 256, ¢ Untitled (And
thou, like Israel once fought great battles) [1 ta, xomcs 6opomace, MOB
Ispains] pp. 257-258,” and Epilogue [Eminor] p. 259.

Vera Rich’s published translations of poems by Lesia Ukrainka were:
Rhbythms Part I [Purmu I]. London, The Ukrainian Review, Vol. X,
1963, p. 88; In memory of Serbiy Merzhynsky: [Ycra roBopsrs],
London, The Ukrainian Review, Vol. 45, 1998, No. 3, p. 88; He who
dwelt not among tempests [ Xro e »xus mocepep, 6ypi], in: Luchuk, O &

¢ 3 nepexuany «IIposnory», sxuit 6y10 HafpyKOBaHO B IEPLIOMY HOMEP]
nougoHcrKoro keapranbauka « The Ukrainian Review» 3a 1957 p., it mogasncs
aHrJIOMOBHaA yKpainiana Bipu Piu, sxa mocTifiHo monosHoBaaca HOBUMU
nepexagamu [The translation of the Prologue, published in the Spring 1957 issue of
the London quarterly The Ukrainian Review, initiated Vera Rich’s portfolio of
English translations from Ukrainian, which would be continuously expanded].

¢ Kocis 2011:15

¢ Previously published in The Ukrainian Review in 1963: Vol. X, No. 4, p.73-77

¢ Previously published in The Ukrainian Review in 1963: Vol. X, No. 4, p. 87

70 Later published in The Ukrainian Review in 1971: Vol. XVIII, No. 1, pp. 2-3
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Naydan, M, ed. 2000. 4 hundred years of youth: A bilingual anthology of
20th century Ukrainian poetry. Lviv, Litopis.”

From 1993 to 1995, Vera Rich was Research Editor, and from 1995
to 1999 Deputy Editor, of The Ukrainian Review,”> published in
London. The purpose of this journal, stated in the inaugural issue in
1954, was to improve communication between the Ukrainian and
English-speaking worlds for the deepening of friendship and mutual
understanding, something Ukrainians living in Britain in particular
perceived to be lacking. They found a lack of awareness of Ukraine not
only amongst the general public but also in many political and academic
circles in the West:

The Association of Ukrainians in Great Britain has pleasure in presenting a journal
which should serve as a link between the Ukrainian and the English-speaking
worlds. The lack of such a medium for deepening mutual understanding and
friendship between the two has been felt for some time by many people, and
particularly by the Ukrainian community in Great Britain, who had to face the fact
that their native country was practically terra incognita not only to the general
public but also to many of the political and academic circles of the West. Thus the
idea of publishing The Ukrainian Review grew out of a need for reliable
information about an important part of the world and about the nation that
inhabits it—Ukraine. The decision to take this step was further prompted by the
fact that available information about Ukrainian problems has often been
incomplete and liable to distortion by people and groups who, for one reason or
another, are biased against the aim of Ukrainian national independence. (The
Ukrainian Review, Vol. I, 1954, No. 1, p. 3)

The Ukrainian Review published Vera Rich’s translations of three
turther dramas by Lesia Ukrainka: Iphigenia in Tauris [Iirenia B
Taspugi] Vol. XVIII, 1971, No. 2: 45-50; Her Excellency [bospuns] Act
I, II Vol. X1, 1992, No. 1: 28-54, Act III, IV Vol. XL, 1992, No. 2: 23-

1 Kocis 2011:216-217
7> The Ukrainian Review was published in London from 1954 to 1999. It is now
archived online at http://ounuis.info/library/journals/595/the-ukrainian-review.html
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37, Act V Vol XL 1992, No.3: 37-44; Babylonian Captivity
[Basumboncekumit nmonon| Vol. XL, 1993, No. 3: 45-60. Her translation
of Jicosa nicns did not appear until much later, in The Ukrainian
Review (Ukrainka 1994). Regrettably, it was never published in book
form.

In many cases, Vera Rich’s translations were accompanied by her
introduction on the life and work of the Ukrainian writer, and a
commentary, sometimes including notes on the translation. She also
contributed various critical articles to the Ukrainian Review.”

As a human rights activist, Vera Rich was subject to censorship and
more or less unknown in Ukraine in Soviet times. Her first visit to the
country was in 1991, when—digressing from the academic theme of her
address—she spoke in favour of Ukrainian independence In 1997, she
was awarded the Ivan Franko Literary Prize; in 2005 she was elected a
full member of the Shevchenko Scientific Society of New York, and in
2006 she was invested with the Order of Princess Olha, third class
(awarded for “Personal merits of women in state, scientific, educational,
cultural and other social areas”)” by decree of the President of Ukraine,
V. Iushchenko.”®

73 “The Caucasus” of Shevchenko (Vol VI, 1959, No. 1: 49-53); T. Shevchenko and
W. Shakespeare (1964); Ivan Franko and the English poets (1966); Ivan Kotlyarevsky:
an appreciation (1969); Why Shevchenko? (1979); Thinking aloud or You don’t have
to be a woman to love Lesya (1980); “Song out of darkness” revisited (2005); Franko’s
“Moses”: a translator’s view (2006); Accuracy and artistry in H Kochur’s translation
of “Hamlet” (2009). Kocis 2011:35

74 Kocis 2011: 24

753, OpueHOM xuarudi Oneru HAarOPOJKYBATH >KIHOK 32 BUSHAYHI ocobucri 3aCJyTU B
JeprKaBHilt, BUPOOHIUIM, IPOMAChKi, HAYKOBIH, OCBITAHCBKIM, Ky/IbTypHIl,
GuraropiftHULIBKIM Ta iHIMX cdepax cycninbHol gisubHocTi [Women are awarded the
Order of Princess Olga 3rd Class for outstanding personal merits in national,
industrial, scientific, educational, cultural, charitable and other spheres of public
activity]. https://www.president.gov.ua/documents/82797-20207

76 Kocis 2011: 24
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Vera Rich had many unfulfilled plans. At the time of her death in
2009, she was continuing to work on translations of Shevchenko and
Franko and she had plans for the celebration of the centenary of the
death of Lesia Ukrainka in 2013.”7

Vera Rich’s approach to translation

According to Hanna Kosiv (Kocis 2011: 49), Vera Rich’s principles of
translation were formed under the influence of Ukrainian researchers
such as M Rylskii, Viktor Swoboda, P Zaitsev, Roksolana Zorivchak and
others.” However, no evidence is given, and it seems likely that what she
gained from Viktor Swoboda and Roksolana Zorivchak (whom she met
at London University School of Slavonic and East European Studies
where she attended their courses in Ukrainian) was mainly a better
knowledge of Ukrainian language and literature.

Vera Rich considered herself chiefly a follower of the methodology of
Dorothy Sayers, a British writer and translator, best known in the latter
role for her translation of Dante’s Divine Comedy and Old French
poetry.” In the Translator’s Preface to her translations of works by Lesia
Ukrainka (Bida 1968: vi-vii), Vera Rich declares:

My thanks are also due to the illustrious dead—to Lesya Ukrainka herself, for
gracing the world with the originals of these works, and to Dorothy L. Sayers,
whose ideal of fidelity to form and rhyme, rhythm and alliteration it has been my
constant aim to follow. For, if I may interpose a word of comment into this
expression of gratitude, as a poet myself I am only too aware that the form of a
poem has a vital part to play in the conveying of the message of that poem: if the
meaning is the soul of a poem and the words are its body, then surely the form, in

77 Kocis 2011: 28

78 Original text: [Tepexnpanpki npunnunu Bipu Pl cpopmyBanuce sk mif BIutMBoM
YKPATHCBKUX JOCIIFHUKIB, TakuX, sk M Punscekuit, B Ceobopa, IT 3aiines, P
3opiBuak, Tax i 3apyODKHUX BICHHUX.

7 Kocis 2011: 49
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all its ramifications of rhythm, rhyme, and the like, is the skeleton without which
the flesh would collapse into an amorphous, amoeboid mass.

Dorothy Sayers also writes (Dante Alighieri 1949: 65-66) in favour of
adding critical apparatus or other accompanying commentary where
necessary, to convey implicit meaning that is contained in the source text
and understood by readers in the source culture but that is not so self-
evident to readers of the target culture. In the Introduction to her
translation of Dante’s Divine Comedy, (Dante Alighieri 1949: 9) she

writes:

The ideal way of reading The Divine Comedy would be to start at the first line and
go straight through to the end, surrendering to the vigour of the story-telling and
the swift movement of the verse, and not bothering about any historical allusions
or theological explanations which do not occur in the text itself. [...] Yet the
twentieth-century reader who starts out on this tremendous journey without any
critical apparatus to assist him is liable to get bogged half-way unless he knows
something of Dante’s theological, political, and personal background. For not only
is the poem a religious and political allegory—it is an allegory of a rather special
kind. If we know how to read it, we shall find that it has an enormous relevance
both to us as individuals and to the world situation of to-day.®

Hanna Kosiv (Kocis 2011: 49) notes that this practice of adding
endnotes is found in Vera Rich’s translations and that Vera Rich also
followed the approach of Dorothy Sayers in the use of all available
resources of modern English, referring to Dorothy Sayers’s statement of
principles (Dante Alighieri 1949: 60):

As regards diction and syntax, I have interpreted liberally the phrase “in modern
English” which applies to the present series of translations. The vocabulary and the
sentence-rhythms of verse are not, and can never be, exactly the same as those of
contemporary prose. I have considered the whole range of intelligible English
speech to be open to me, excluding, however, at the one end of the scale, words and

80T also quote this excerpt in Ukrainka 2021: 27f
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forms so archaic as to be incomprehensible, and, at the other, “nonce-words” and
up-to-the-minute slang.

However, the actual translation of The Divine Comedy by Dorothy L.
Sayers has been authoritatively criticised by Susan Bassnett (Bassnett &
Bush 2006: 177) for failing to convey the aesthetics of Dante’s original
work:

The English translations I read all seemed defective in that they were so difficult to
read, compared to the fluency of the works in their original languages. Dorothy
Sayers’ forced terza rima that bent Dante’s syntax into extraordinary shapes was a
tour de force, but was also pretty ugly. I found myself asking questions about the
value of translations that seemed to remove the poetry from the poem, and
wondering whether I could do any better.

A remark by Henrik Ibsen is apt here:

I am very much in doubt whether Molbech in his translation of the Divina
Commedia has done wisely to use only feminine rhymes. If the Italian language had
contained masculine rhymes, Dante would naturally have made use of them; and I
do not see any sense when translating the work into Danish to burden the
translation with a defect from which the Danish language does not suffer. (Henrik
Ibsen, letter to Frederik Gjersten, 21 March1872%)

Vera Rich frequently mentioned the contrast of her method with the
traditional approach in anglophone culture (Kocis 2011: 50-51).% She
was a consummate artist, but also a mathematician and scientist. Her
scrupulous approach to the task of translation could involve quasi-
mathematical accuracy,” and in the Translator’s Preface to Constantine
Bida’s anthology of her translations of works by Lesia Ukrainka (Bida
1968: vii), she uses a scientific metaphor:

81 Quoted by Raffel 1988: 1
82 Manifold, A Magazine of New Poetry, 1963 No 5, p. 16.
8 Kocir 2011: 33
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Itis the custom, in presenting a work of translations to the public, for the translator
to acknowledge his or her indebtedness to those many people without whom the
said work might never have appeared. In this case, such an acknowledgement is far
from being a literary convention, since if, to use an electrical metaphor, the
translator is the conductor carrying the current of the literary work from the
generator of the original to the glowing lamp it will (it is hoped) kindle in the
imagination of its audience, there are, indeed, many who have played the parts of
switches, shunts and condensers, though not (if the pun be permitted) of
resistances or impedances.

However, amongst documents found on Vera Rich’s computer after her
death, there is one that reflects her view of her approach to translating
and her reluctance to engage in scientific analysis of her work. It was
mentioned by Jim Dingley in a paper delivered at the Congress of the
International Association of Belarusianists (MixnapogHas acanpiansis
6enapycicray), held in Minsk in May 2015. Extracts from the paper are
quoted below as published on the website of the Francis Skaryna
Belarusian Library and Museum:

There is just one document to which I would like to draw attention, because—as it
seems to me—it offers considerable insight into not only how a translator perceives
the act of translation, but also how that act of translation can itself become an
object of academic study. The document—11 pages long—is untitled and undated,
although from information stored on the computer we know that the document
was last accessed by Vera on 5 December 2007. It is well thought out, with footnote
references, and written in Vera’s own inimitable, self-deprecating style. The
opening sentence reads “I have been asked to write a personal memoir of my work
on translating Taras on Parnassus.”

Vera states that writing such a memoir is not an easy task because “I am not an
expert in this new academic discipline of translation studies, I am simply a poet and
translator.” She continues:

Certainly, my work has been the subject of—to my knowledge—one Master’s and
two Candidate’s dissertations. However, I found being interviewed by the authors
of those dissertations extremely difficult. Their questions were loaded with—to my

$ https://skaryna.org/vera-rich-and-guy-picarda/
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mind—unnecessary technical terms and jargon, and at the same time possessed a
certain naivety, indeed, banality, that made them unanswerable—except at an
equally banal level. For how can one answer the question: “Why did you use word
A here and not word B2’ —except by saying: ‘Because A seemed to me the most
appropriate word in this context!” After such discussions, I felt like the centipede
of the fable [...] being interrogated on how it managed so many legs:

A centipede was happy—quite!

Until a toad in fun

Said, “Pray, which leg comes after which?”
Which threw her mind in such a pitch,
She lay bewildered in the ditch

Considering how to run

In other words, as soon as a translator is asked how she translates, she becomes
incapable of translating. Of course, this is said partially as a ‘dig’ at the academic
pretensions of those who study translation, but may not necessarily themselves
actually practise translation as an art. In fact, however, Vera goes a long way to
answering the question of how she translates in this ‘personal memoir,” devoting a
lot of space to the intricacies of rendering the passage where Taras disputes with
Zeus.

We can now turn to two of the three postgraduate students mentioned by Vera.
The first is a Ukrainian, Hanna Kosiw, who turned her research into a book.*
Naturally, Kosiw focuses her attention on Vera’s translations from Ukrainian, but
does include one example of her translations from Belarusian, — a poem by
Viacaslai Rahoj$a (O, Benapycs,/ Kaxanka wsabéc, saranka, magouna!). The
importance of Kosiw’s work undoubtedly lies in the detailed study of the way in
which Vera approached problematic issues of translation, such as archaisms, place-
and personal names, syntactic devices, and prosody.

The other scholar to whom I wish to refer is Sviatlana Skamarochava. She
completed her PhD thesis—an extensive survey of as many translations from
Belarusian into English as she could find—at the University of Warwick in England
in 2012.% Her detailed study of Vera Rich’s translations is also available in Polis.*”

8 Kocis 2011
8¢ Skomorokhova 2012
87 Skomorokhova 2008
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One of the important aspects of Skamarochava’s dissertation is her ‘re-discovery’ of
the work of the translator Walter May, and a valuable contrastive study of the
output of the two translators. May’s translations may not always be of the same
standard as Rich’s, but—as Skamarochava suggests—his work is now largely
forgotten not for reasons of poetry, but because of May’s alignment with the Soviet
Union. There is, of course, another reason—Vera Rich was deeply engaged with
questions of human rights, and especially of censorship, in ways that May probably
never considered. This engagement—coupled with her intense personal feeling for
Belarusian culture and history—makes her, as someone says in a response to the
obituary mentioned in footnote 9,% ‘well nigh irreplacable’. In fact no one has
replaced her as a translator of Belarusian poetry. What Vera achieved as a translator
required no artifice—it was part of her nature. This makes it imperative that we
ensure the record of her translations and writings about Belarusian literature is as
complete as possible.

Writings on translations by Vera Rich

In Soviet times, given Vera Rich’s journalistic activity treating topics
such as human rights, there was little opportunity for objective critiques
of Vera Rich’s translations from Ukrainian. Nevertheless, two
translation studies experts presented dissertations on this theme: O
Zhomnir, Questions of T' G Shevchenko’s poetics and style in English
translations (1971)¥ and Roksolana Zorivchak, The author’s phraseology
as a translation problem: English translations of poetic works by T G
Shevchenko (1976).7°

In 1998, The Ukrainian Review published an article by Roksolana
Zorivchak expressing admiration for the work of Vera Rich in the
context of Ukrainian-British literary relations (Zorivchak 1998).

8 Vidal-Hall 2010

8 Q. YKomsip. ITuranns noertnxu i crwmo T T IlleBaeHKo B aHITTOMOBHEX
nepexiagax. puc. kaug. ¢umnon. Hayk, KI'V nm. T Ilesuenxo, Kuis, 1971.

”° P. 3opisaak. Ppaseonoris nucbMeHHuKa SIK TpobieMa nepexiany (Ha MaTepiaii

nepexiagis noetuarux tBopis T I' IlleByenKo aHIiChKO0 MOBOIO. )
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An article signed by a number of prominent Ukrainian academics,
writers and journalists and dedicated to the memory of Vera Rich
appeared in the Kyiv daily ZJexns [Today] on 20 March 2012, concluding
with the declaration that “Ukraine haslost not just a like-minded person,
but its Ambassador Extraordinary to the world of English-speaking
culture ...”

Notable writings on Vera Rich’s career as a translator are Hanna
Kosiv’s article (Kocis 2010) and her subsequent monograph (Kocis
2011), articles by Roksolana Zorivchak,” and Svetlana Skomorokhova’s
(2012) PhD thesis, which concerns Vera Rich’s translations of
Belarusian literature, a further major achievement.” The thesis gives
useful insights into Vera Rich’s technique as a translator of poetry
(Skomorokhova 2012: 243-257).

Hanna Kosiv

In her article on Vera Rich’s achievements, Hanna Kosiv (Kocis 2010:
235) found that she was:

“[...] without doubt the most talented, gifted translator, an active researcher and
promoter of Ukrainian culture abroad. She translated hundreds of works by
Ukrainian writers of various styles and periods and she contributed dozens of
articles on Ukraine in the fields of history, politics, social and religious affairs and

’! Professor of Translation Studies at Ivan Franko National University, Lviv

?2 The 1960s are also associated with the beginning of the career of probably the most
famous translator of Belarusian poetry, Vera Rich, who became, rather than “a voice
of Belarusian poetry”, the voice of that literature in English and “the Ambassador of
Belarusian culture in the Anglophone world” Zaika (2010): 3aiixa, B. (2010) ‘Css.
mam. Bepa PBIY (24.04.1936 -20.12.2009)’, The Newsletter of the North American
Association for Belarusian Studies (NAABS), Winter 2009-2010, Volume 5, Issue 2,
4. (Quoted by Skomorokhova 2012: 243)
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art. She promoted cultural evenings devoted to Ukrainian literature and art in the

West and gave lectures on Ukrainian themes all over the world.”**

Some drawbacks in Vera Rich’s output are noted, and Hanna Kosiv
notices an evolution in the translation method employed, comparing
three versions of the Prologue to the poem by Ivan Franko AMoses (1956,
1973, 2006):

The earlier stages of this evolution are characterised by a strong uncompromising
tendency to convey every nuance of meaning and form of the original, to the extent
of violating English syntax and introducing rare or archaic lexis. Over time, this
tendency becomes less marked, and Vera Rich’s translations begin to conform more
closely to the norms of English poetics; at the same time her translation technique
is enhanced on various levels and her attention to every detail of the original
becomes even more accomplished.” Creative and accomplished as Vera Rich’s
translation activity was, however, one cannot overlook certain deficiencies. Firstly,
the chief criterion for the selection of works for translation was their political,
patriotic content, rather than their artistic value. Works commissioned from Vera
Rich were not always among the best of her creative achievements. This was

9 Original text: B icropii anrmomosHoi ykpainiku B. Piy, 6es cymuisy,
Ha¥TaJlaHOBHUTIIIA i Haﬁo6uapOBaHima TepPeKJIafadKa, aKTUBHUM JOCTITHUK i
MOMYJIAPUZATOP YKPATHCHKOI KYJIBTYPHU y cBiTi. B if TBOPYOMY nopoGKy — CcOTHI
HepPeKJIafliB TBOPiB yKPaiHChKMX MMChbMEHHUKIB PISHUX CTUJIIB Ta €TOX, ECATKH
craTeit npo YkpaiHy Ha icTopuyHi, HomiTHYHI, COliabHi, peniriiai, MUCTELIbKi TeMH,
MOCTaHOBKA YKPATHCHKUX JITEPATYPHO-MHUCTELILKUX BEYOPIB 32 KOPIOHOM, JIEKILii Ha
YKPaiHChKY TEMAaTHKY IO BCbOMY CBiTy.

% TlixaBo IPOCTEXXUTH 3MiHH B mepekazanbKomy MeToni B. Piu, mopisrasmu Hosi 1
nepexyagy si spobienumu paniure. 3icraBusmu Tpu Bepcii “TIpomory” go moemn I.
Dpanka “Moriceir” (1956, 1973, 2006 ) Mos>kHa 3pOOUTH IIEBHI BICHOBKH PO
esosmoniio TBopyoro meroxy B. Piu. Ha panapomy erami 1f nepexaganpkoi AismsHOCTI
MOMITHO IIPOCTEXYETbCA HACTAHOBA Ha 6e3K0an0MiCHH1>1 nepexnan, 3 6aKAHHAM
MOBHOI Iepeziavi a0COJTIOTHO BCiX HIOAHCIB CMMCITY Ta q)OpMI/I OpuriHay, K 10
HOPYIIEHHA HOPM aHIJIiMCbKOTO CHHTAKCUCY Ta BYXUBAHHAM CUJIBHO MapPKOBaHUX
nepu¢epifHUX KOHCTPYKILIM Ta 3aCTAPiIMX JIEKCEM. 3 4acoM 14 TeHEeHIiA HOCTYIIOBO
BHIDKYeThC, neperuan B. Piu gepasi 6ibie Bigmosisae HopMam aHriicbKOl
MIOETUKH, TIPY LILOMY TaKOXK 36iJ‘IbLHy€TbCH piBEHD MAUCTEPHOCTI EPEKIaly Ha Pi3HUX

PiBHAX, @ yBara MaicTpa Jo ycCix ieTanel nepuioTBOpy e 6inbie 3pPOCTaE.
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mentioned on numerous occasions by Vera Rich, for whom the priority was the
artistic value of the works, on which their political, patriotic or other message
depended. The translator herself also noted that she favoured the semantic and
formal cohesion of more complex works, because it was easier to accept them for
what they were, and to comprehend their deep inner essence. Secondly, often
because of lack of time, or negligence on the part of the publisher, some translations
were inadequately edited. Third, Vera Rich’s translations did not become widely
known, since her anthologies—translations of works by Shevchenko (1961), Lesya
Ukrainka (1968) and Ivan Franko (1973)—which were published in the West have
long been bibliographical rarities, available only to a narrow circle of readers (Kocis
2010: 237)%

Nevertheless, the author concludes (Kocis 2010: 238) that Vera Rich

‘was:

quite unique as a translator from Ukrainian to English. She possessed the creative
talent combined with a dedication to research, broad erudition, and even a certain
degree of self-denial, that is demanded of a translator. Such a combination is
extremely rare in the field of Ukrainian-English translation. Vera Rich was a highly

? Original text: ITpote npu Beiit po3maiTocTi TBOpYOro KOPOOKY Ta BUCOKIi
MarictepHocTi nepexanis B. Piu He Mo>xHa He momituTH i fesxux Hegomikis. ITo-
TepIie, HEPiIKO OCHOBHUM KPUTEPiEM Bi,u6opy TBOPIB [/14 nepeKany 3 601<y
3aMOBHMKA CYTYBaB MOITUIHUM, TATPIOTUYHMIA 3MICT, 2 HE Xy OXKHSA BAPTiCTb.
‘TakuM 9HMHOM, 9aCTO TBOPH, SKi 3aMoBysutH y B. Piu, He 3apxau Oy HafKpamuMu y
TBOPYOMY JOpobKy aBropa. ITpo e HeogHOpasoBo sragysaia i B. Piu, oy sxoi
IPIOPUTETHOIO 3aBXKAHU OyJIa MECTELbKA CTOPOHA TBOPIB, SIKA CAME | TBOPHUTD CMUCI:
9 TO MOJIITUYHUM, YU NATPiOTUYHUH, 91 LI€ AKUICh IHIIUMA. Cama HepeKJagadKa
TaKOYK 3ayBaXKyBaJIa, IO iif JIETIIE AABAMTUCA CKJIAIHIII, JOBEPIIEHIII TBOPH y CBOTi
CMUCIIOBO-(QOPMAIbHIl €JHOCT], OCKIIBKY IX JIeriie MPUNHHATH, AK 6essanepequ naHe,
a TAKOXK OCATHYTH IXHIO BHYTPilIHIO FJH/I6I/IHHY CYTHICTb. Ho-npyre, YacTo 32 6pa1<0M
qacy abo depes HEOITIA/, BUAABLIB JESsKi IIEPEKIafii BUXO[MIIM HEJOCTATHBO
Bippenarosanumu. ITo-tpere, nepexnagu B. Piu He Habymu mupoxoro posromocy,
ockineku 1i 36ipku (nepexnagu tBopis lesuenxa 1961 p., Jeci Yrpainku 1968 p. a
L @paH}(a 1973 p.), BuyiaHi Ha 3aX0fi, BXKe JABHO € PAPUTETHUMU BUJAHHAMU,

AOCTYITHHUMH JIMIIC AYIKE BY3bKOMY KOJIY YHTAYiB.
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talented poet, literary critic, publisher and editor, with a deep knowledge of world

history, culture and literature.”

The most thorough study of the life and work of Vera Rich to date is
Hanna Kosiv’s monograph published in the following year (Kocis
2011), based on her doctoral thesis. The author characterises Vera Rich’s
approach to translation as traditionalist, noting that this school
considered it appropriate to draw on linguistic registers beyond the
purely contemporary, received standard English. In her translations, she
had recourse to the traditional language of the King James Bible,
Shakespeare and other poets, as well as dialect forms. The use of
archaisms to reflect similar usage in the source text is found in Vera
Rich’s translations of Shevchenko and other earlier writers.” She
adopted the principle of compensation, introducing archaisms,
poetisms or dialect forms not as direct word-for-word counterparts, but
introducing them to a comparable overall extent when re-stylising the
text, e.g.

ITcanom nosuit I'ocnogosi

I moByio cnasy

Bocmoem gectanM cobopom,
Cepuem HeyKaBIM;

Bo ncanrupi i tummani
Bocnoem 6maras,

Axo bor xapa Henpasux,
ITpaBum nomarae.

% Original text: [...] moxHa cxasaru, mo B. Pia — abcomoTHO yHiKambHII HepeKnagad
y IJTOWKHI YKPaTHCHKO-aHITIHCHKOTO IIepeKIagy. [...] ToBOpHIIOCs PO BUCOKI BUMOTH
10 IepeKJIajiaJa, HeoOXifiHICTh MOeAHAHHA TaJaHTy 3 HAA3BUYAMHO KJIOMITKOIO
Iparero JOCTiIHUKA i TBOPIIA, BUCOKY €PYIOBAHICTD Y PisHUX cepax, HABITH IIEBHUM
piBeHb caMO3pedeHHS 1 MOCBATH Wit Hesterkiit mpani. [...] ¥ cdepi yxpainceko-
AHIVIIICBKOTO TIEPEKIafy — Lie BeIrKa pigkicts. [...] B. Pid noegnana y cobi pisnobiuni
TaJIaHTH T4 BCECTOPOHHIO €PYOBAHICTD: TOET, JITEPATYPHUN KPUTHUK, BUJIABELID,
pemaxrop, ruOO0KUI 3HaBEIb CBITOBOL icTopii, KynbTypHu, niTEpaTypU [...]

7 Kocis 2011: 64
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IpenogobHii Bo crasi

I Ha TuXMX MOMKAX
Papyrorncs, craBocoBATS,
XBanats im’sa Boxe,

I meui B pyxax ix gobpi,
Ocrpi obomogy,

Ha orMmienie asuxam

I B Hayxy mopsam.
[{IeBuenxo . 2, c. 225-226]

A new psalm unto the Lord,

New praise let us proclaim.

In righteous chorus with a heart
Free from guile and blame.

On tympanum and psaltery

Let us sing forth His praises;

How God smiteth the unrighteous,
And the righteous aideth.

The blessed ones in glory on

Quiet couches speak the fame

And praise of God, for aye rejoicing,
Laud his holy name,

In their hands good swords they hold,
Whetted and two-edged,

For instructions to the people,

And to the gentiles, vengeance

[Shevchenko 2008: 435-437]%

In the style of Lesia Ukrainka, by contrast with that of Shevchenko, for
example, archaisms and dialect forms are not widely prevalent.”” In her
translation of Jlzcosa nicna (Forest Song), archaic forms are introduced

% Kocis 2011: 69 (bold font is by Kocis)
?? Yet Vera Rich has a penchant for such expressions, lending a stylistic tone to her
translations which is at odds with the source texts. PJC
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(in the words of the translator as reported by Hanna Kosiv) “to help
create a sense of other-worldliness.”'® They are adduced in the speech of
mythical forest beings, especially in the discourse of magic incantations
and vilification:

Jles:

Tinne-pisune,
Iponacuune-Tpscasune!
Inu i cobi Ha Kyr'si, Ha 60mmOTa,
7ie JIIOIY He XOIATh,

1€ KypH HE MiloTh,

Jie MiM IJ1aC HE 3aXOIUTh.
Tyr Tobi He xoaUTH,
6inoro Tina He B’AMMTH,
>KOBTOT KOCTi HE MJIOITH,
4OPHOI KPOBI He CrIMBaTH,
BiKy HE BKOPOYATH.

Ocsb TOb6i monuHP—

3THHb, MapO, 3THHb!

Lev:

Evil creature!

Ague seizure, raging fever!

Betake ye back to the swamp, to the marshes,
Where man doth not wander,

where fowl singeth never,

Where voice comes not ever.

Not for thee to come hither,

The white flesh to make wither,

The yellow bones to set a-quiver,

The black blood for to drink and slake ye,
Nor years from my life to take ye!

Here’s wormwood — anoint ye, fly!
Derish, wraith, for ay!'®!

199 [...] apxaiamMu ZOIOMOraiOTh [epefaTH BpOKeHHs TOTOMOIMHOCTY, 3a3Havae cama
nepexnagauka (Kocis 2011: 75)
11 Kocis 2011: 75
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Roksolana Zorivchak

In her introduction to Hanna Kosiv’s monograph, a portrait of Vera
Rich as a translator, Roksolana Zorivchak (3opisaax 2011: 9) wrote of
Vera Rich’s painstaking, principled approach, which sought to render
the ideo-aesthetic content of the source:

Vera Rich always held the view that the translator’s supreme obligation was to
render using the means of the target language not only the content of the original
but also its poetic characteristics—rhyme, rhythm, alliteration. By contrast with
tendencies prevalent at the time in the anglophone world, she strove to reproduce
in her translations the prosody of the original texts. Analysis of Vera Rich’s
translations and comparison with the originals show that Vera Rich is confident in
her role as a translator-intellectual with her, so to speak, professional bilingual and
dual-culture status. She never allows herself any haste or negligence, any superficial
glossing over the material. In her translations there are almost no cases of excessive
influence of the recipient culture or, conversely, the dominance of the source
culture. Her translations are characterised by poetic discipline, precise selection of
words, subtle poetics, erudition, perfect poetic technique and sophisticated
aesthetic criteria.!%?

1% Original text: Bipa Piu samxpmu foTpuMyBanacs nomuzis, mjo HaACBATIMNI
000B'A30K NepeKIafiada -- IepefaBaTh 3acobaMH [iIbOBOT MOBH HE TiIbKH 3MiCT
opuriHaiy, a i Horo moeTHyHi CBOEPIAHOCTI -- puMy, pUTM, anirepaniio. Beynepeu
Cy4aCHUM TIaHiBHUM TEHJEHILIAM B aHIJIOMOBHOMY CBiTi, BOHA HaMaraaacs
BiITBOPIOBATH B IEPEKJIAfAX IPOCOJI0 OPUTiHATBHUX TEKCTiB. AHATI3 mepeKnazin
Bipu Piu Ta sicraieHHs 3 opuriHanamu 3acBindyoTh, wo Bipa Pia gobpe nouysaerses
B PO epeKIafiada-inTeNaeKTyas icra 3 if, Tak 61 MOBUTH, npo¢eciiHUM [JBOMOBHUM
Ta JIBOKYJIBTYPHUM CTaTyCOM. Bona Hixonu He go3Bosae cobi 6yub-;u<o‘1' MOCIIIIHOCTI
gy Hep0anoCTi, MIOBEPXHEBOTO KOB3aHHA IO MaTepiari. Bii nepeKIafiax MakKe HEMA€E
BUIIAJIKiB HAIMiPHOTO BIJIUBY KyJIBTYPHU-PELUITieHTa Y4, HABIIAKH, 34CH/I/I KyJIBTYPU
opuriHary. Ti nepeKIaiaM BIaCcTUBA JUCUUILIIHA BipIla, BiITOYEHICTh CJIOBA, BUCOKA
HOETUYHA KYJIBTYPa, EPYAHLLis, JOCKOHANIA TEXHIKA BiPIIYBAHHA, BUINIYKAHICTh

CCTCTUYHHUX KpI/ITCpi'I'B.
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This is a very strong, but generalised statement without supporting
examples. Readers are no doubt expected to consider it in the light of
treatment of the topic in Hanna Kosiv’s book which it introduces.

Svetlana Skomorokhova

Vera Rich was also the leading translator of Belarusian literature in the
post 1991 era. In her PhD thesis investigating English translations of
Belarusian literature, Svetlana Skomorokhova (2012: 243) wrote:

“[...] her major translation work [...], Like Water, Like Fire: An Anthology of
Byelorussian Poetry from 1828 to the Present Day, printed in London in 1971
under the auspices of UNESCO. The anthology comprises a major collection of
Belarusian poems in English and was the result of the translator’s eighteen-year-
long work. It was not only the first and largest volume representing Belarusian
literature in the West, but also the first actempt at its Anglophone history, compiled
from the translated texts, with “numerous, often witty, notes to the poems, with
explanations of the historical background where necessary” (Dingley 1972, 404).
The anthology includes two hundred and eight translated works, from smaller
poems to the longer epics, including the full text of Gravemound by Kupala,
extracts from The New Land by Kolas and Flag of the Brigade by Arkadz
Kuliashou.

The translator’s main goal—bringing Belarusian literature to the English-speaking
world—is stated in the introduction, where her pioneering enthusiasm recalls the
adventurous spirit of the Age of Discovery:

The discovery of a new and ‘different’ writer is undoubtedly one of the most
exciting events in the life of any lover of reading. The discovery of a whole new
literature is incomparably more so. ... The concept of a new and undiscovered, and,
furthermore, a written literature, right on our literary doorsteps so to speak, in
Europe itself, seems to lie quite beyond the realms of fact. Yet such lands, and such

literatures exist. 1%

1% Rich 1971: 13
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Vera Rich’s approach to translating poetry, which naturally also applied to her work
in Ukrainian, is described as follows (Skomorokhova 2012: 249-250):

Rich’s style of poetic translation is focused on the ST, where she adopts the
generally impossible goal of rendering all of the original words and their
connotations. Defending her strategies, she stated:

A poet myself, I would feel a betrayal of my task in producing any version that did
not reproduce the poetic form of the original. If a poet expresses his thoughts in a
poem, the form, as much as the content, gives shape and meaning to those
thoughts. A sonnet, for example, ‘says’ something by the very arrangement of its
rhymes that fourteen lines of unrhymed verse cannot hope to convey. The rhymes
of the original are preserved therefore—if not always as ‘perfect’ rhymes, at least in
the form of an assonance, dissonance, half-rhyme or eye-rthyme. Moreover, in
almost every case, the differences between ‘masculine’ (monosyllabic) and
‘feminine’ (disyllabic) rhymes have been preserved.'*

Rich’s translation makes her poetic variants sometimes too literal or formal. [...]

Rich’s misunderstanding of the aesthetic shifts happening as a result of such
translation choices makes the translated poems uneven in quality, and while “in
many cases she succeeds in producing real English poetry (particularly Vasil Vitka’s
Miracle and Ryhor Baradulin’s The Ward of the Sappers) rather than merely
accurate translations [...] at other times the English becomes, perhaps, unavoidably,

> »

‘quaint’ ” (Dingley 1972, 405). Examples of such quaint language are especially
evident in her usage of thou, thee and -st, although the originals do not prompt it.
It may again be explained by her inclination towards archaic poetic diction, very

often quite contrary to the twentieth century Belarusian originals. [...]

This raises the inevitable question of why the translator, whose main material
comes from a literature with strong ties to folklore, which is oral and rustic, rather
than stilted and elaborate in its ST, chooses to rewrite it in literary language in the
TT, and, moreover, makes it deliberately archaic. When interviewed in 2005'®
Rich offered very little explanation, other than “thee and thou” being forms of
endearment in northern English dialects (Rich 2005). Her long-time advisor and

1% Rich, V. (1996) ‘Belarus: A Nation in Search of a History: 1991 and all that’. Index
on Censorship, January.
15 Rich, V. (2005) Interview on 15.05.2005. Private archive.
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friend, Fr Nadson, also claimed to have challenged her several times, but concluded

it was her style.!*

Svetlana Skomorokhova quotes an important statement made by Vera
Rich'” regarding the importance of conveying connotative meaning in
translation:

...the rendering of penumbral and subliminal connotations is as important in the
translation of a work of literature as is the accurate rendering of the basic sense; a
good translation should present the readers not only with words corresponding to

those of the original but should evoke in them the same emotional and imaginative

‘atmosphere’ as that experienced by readers of the original. '

Here, Vera Rich echoes the view of Jiti Levy that:

We will not insist that what readers experience through their perception of the
original must be identical with what readers experience through their perception of
the translation; rather we will insist on functional identity in terms of the respective
overall cultural-historical frameworks to which the readers belong.'”

Virlana Tkacz (*1952) and Wanda Phipps (*1960)

A fifth English version of Jicosa nicns was published in 2007 in Lviv, in
a substantial anthology of Ukrainian literature translated by Virlana
Tkacz and Wanda Phipps, who have translated numerous Ukrainian
literary works into English, including Yara’s Forest Song, described by the
translators as “a re-telling of Lesia Ukrainka’s classic drama.” In an

10¢ Skomorokhova 2012: 251-252

197 In Makavik, A. (2004) Poems on Liberty: Reflections for Belarus. Translated by
Vera Rich. Radio Free Europe/Radio Liberty’s “bi6nistaxa Csabogpr. XXI
craropssgse” . Library of Liberty, 21st Century, p. S.

108 Makavik 2004, S

109 Tigf Levy 2011: 20
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Interview on UATV,'° available on YouTube,'! Virlana Tkacz
describes her approach to translation for the stage, explaining the
necessity to ensure speakability and immediate comprehension by the
audience:

...our translations are different from everybody else’s because we not only translate
as a team together with Wanda Phipps but also, we test it out on our actors, you
know, so that’s why they get to be so very crystalline clear, because anything that’s
not clear on stage is obviously not the right thing to do.

Up-to-date information on their translation work is available online
from their Yara Arts Group in New York.'* Virlana Tkacz wrote about
Yarain 1994:

Yara was founded to create a new culture that is not limited by geography. The
future of our community lies in working together, therefore, we constantly travel

to Ukraine, share skills and artists to create works that speak as powerfully and

clearly to our audiences in the United States, as in Ukraine. 13

Portfolios of Virlana Tkacz and Wanda Phipps

The following biographical portfolios were kindly sent to me by

Virlana Tkacz for inclusion in the present monograph:'**

"0 “UA|TV is a 24/7 international broadcaster that targets broad audiences around
the globe. Our goal is to deliver objective, relevant and interesting information about
Ukraine. UA|TV brings you the latest news in five languages (Ukrainian, English,
Russian, Arabic and Crimean Tatar). UA|TV’s non-news content highlights the
latest developments in Ukraine,|[...]” https://eng.uatv.ua/about

" https://www.youtube.com/watch?v=iZpR OckfqzU 6.26-6.48

"2 hteps://www.yaraartsgroup.net/ukrainian-to-english

'3 https://groups.google.com/forum/#!topic/soc.culture.ukrainian/gOIZHP99fKA
!1* Sent by email to Patrick John Corness, 13th September 2020
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VIRLANA TKACZ AND WANDA PHIPPS have been translating Ukrainian
literature as a team since 1989. They were awarded the Translation Prize given by
Agni Review and the National Theatre Translation Fund Award for their
translation of Lesia Ukrainka's verse drama The Forest Song, written in 1911. They
are also recipients of translation grants from the New York State Council on the
Arts and a Poetry Translation Fellowship from the National Endowment for the
Arts for their work with Ukrainian poetry.

Over the years Tkacz and Phipps have translated Ukrainian poetry by Taras
Shevchenko (1814-61), Volodymyr Svidzinsky (1885-1941), Edvard Strikha-
Bureviy (1888-1934), Pavlo Tychyna (1891-1967), Mykhail Semenko (1892-1937),
Mike Iohansen (1895-1937), Valerian Polishchuk (1897-1942), Bohdan Ihor
Antonych (1909-1937), Marta Tarnawsky (b 1930), Oksana Senatovych (1941-
1997), Mykola Vorobiov, Iryna Zhylenko (1941-2013), Vasyl Holoborodko (b
1945), Mykola Miroshnychenko (1947-2009), Oleh Lysheha (1949-2014), Yuri
Kovaliv (b 1949), Yuriy Vynnychuk (b 1952), Mykola Riabchuk (b 1953), Natalka
Bilotserkivets, Ludmyla Taran (b 1954), Yurko Gudz (1956-2002), Antonina Tsvit
(b 1956), Oleksander Hrycenko (b 1957), Yurko Poziak (b 1958), Ihor Rymaruk
(1958-2008), Yuri Andrukhovych, Maria Rewakowicz, Oksana Zabuzhko (b
1960), Victor Neborak (b 1961), Taras Luchuk (b 1962), Attila Mohylny (1963-
2008), Serhiy Lavreniuk, Vasyl Makhno (b 1964), Larysa Nedin (b 1965), Victoria
Stakh (b 1969), Nazar Honchar (1964-2009), Anka Sereda (b 1970), Neda
Nezhdana (b 1971), Oksana Batiuk (b 1972) Mariana Savka (b 1973), Andriy
Bondar, Oksana Lutsyshyna, Serhiy Zhadan (b 1974), Halyna Kruk (b 1982),
Kateryna Babkina (b 1985), Iryna Shuvalova (b. 1986) and Grigory Semenchuk (b.
1991). They have translated prose by Vasyl Stefanyk (1871-1936), Les Kurbas
(1887-1937), Vasyl Yeroshenko (1890-1952), Yuri Shcherbak (b 1934) Oleh
Lysheha (b 1949) and Serhiy Zhadan (b. 1974)

Translations by Tkacz and Phipps have been published in the following journals:
Absinthe: New European Writing, Agni Review, Beacons, Circumference,
Consequence, deKadentsya, Index on Censorship, International Poetry Review,
Inventory, Kenyon Review, Leviathan Quarterly, Loch Raven Review, Luna,
Mantis, Nimrod, Our Life, Subtropics, Two Lines, Visions International and The
Wolf Magazine. Their work has also appeared in the anthologies: New European
Poets, published by Graywolf Press, Words for War: New Poems from Ukraine
published by Ukrainian Research Institute Harvard University, The White Chalk
of Days: Contemporary Ukrainian Literature published by Academic Studies
Press, 2017, From Three Worlds: New Writing From Ukraine, A Kingdom of
Fallen Statues: Poems and Essays by Oksana Zabuzhko, Leading Contemporary
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Poets published by Poetry International, Quiet Conversations with Eternity:
Bilingual Collection of Marta Tarnawsky's Poetry, India Ink: Poems by Ludmyla
Taran, and Flying Head and Other Poems by Victor Neborak. Their work was
featured in three issues of Columbia’s Contemporary Ukrainian Literature Series
and three publications published by the Poetry International Festival in
Rotterdam: Natalka Bilotserkivets, Andriy Bondar and Serhiy Zhadan. Their
version of “War” by Pavlo Tychyna appeared in September 11, 2001 Reflections,
published by the Global Commitment Foundation.

What We Live For/What We Die For: Selected Poems by Serhiy Zhadan with fifty
translations by Virlana Tkacz and Wanda Phipps was published by Yale University
Press in 2019 and was nominated for the PEN Translation Award. Thirty Tkacz
and Phipps translations appeared in the book Mesopotamia by Serhiy Zhadan
published by Yale University Press, 2018. Twenty Tkacz and Phipps translations
appeared in the book Ten Years of Poetry from the Yara Theatre Workshops at
Harvard, thirty translations are included in the award-winning book A Hundred
Years of Youth: A Bilingual Anthology of 20th Century Ukrainian Poetry
published by Litopys Press (Lviv, 2000) and eight in Modernism in Kyiv: Jubilant
Experimentation published by University of Toronto Press (2010). The Ukrainian
domain of Poetry International Web, sponsored by the Royal Netherlands
Embassy, features eight translations by Tkacz and Phipps. The official Welcome to
Ukraine magazine distributed at the Olympics in Athens featured their translations
of Serhiy Zhadan. The US National Endowment for the Arts Annual Report for
2005 highlighted their translation of a Serhiy Zhadan poem. In 2008 their work
was collected in a 792-page book, In A Different Light: A Bilingual Anthology of
Ukrainian Literature Translated by Virlana Tkacz and Wanda Phipps as Performed
by Yara Arts Group.

Since 1995, Tkacz and Phipps have also devoted themselves to translating
traditional material that was originally created to be presented orally, including folk
tales, pre-Christian incantations and dumas (epic and historical songs performed
by blind minstrels). They are particularly interested in translating folk songs that
can be sung to the original music. They have translated numerous folk songs sung
by the legendary singer Nina Matvienko from Kiev, as well as songs sung by
Mariana Sadovska from the Poltava and Polissia Regions, Yaryna and Lesia
Turyanska who collect songs in the Carpathian Region and Alexis Kochan, who
finds her material among the old settlers from Ukraine in Canada. These artists
have included translations by Tkacz and Phipps in the booklets that accompanied
their discs. In 2014 Yara Arts Group published Still the River Flows: Winter Solstice
and Christmas Rituals in a Carpathian Village, by Virlana Tkacz with translations
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by Virlana Tkacz and Wanda Phipps, photography by Alexander Khantaev. A
reviewer from Bard College referred to the translations as “crystalline” and the book
as “an object to covet.”

An interest in Siberian folk materials led Tkacz and Phipps to collaborate with
Sayan Zhambalov on Buryat Mongolian translations. With Zhambalov, they have
translated Buryat folk songs and tales that have been published in Terra Nova, Agni
Review, Two Lines Journal and featured in The Grantmakers in the Arts Reader.
In 2000 Shaman's Drum presented their translation of a Buryat shaman chant.
Their translations of shaman chants won the Witter Bynner Poetry Foundation
Award and were published in the book Shanar: Dedication Ritual of a Buryat
Shaman (Parabola Books, 2002), a winner of the Benjamin Franklin Award. In
2005 they started translating Central Asian epics with Kyrgyz poet Roza
Mukasheva. Excerpts from two epics were included in Kyrgyz Epic Theatre in New
York, published by University of Central Asia, 2008.

Translations by Tkacz and Phipps have been integral to theater pieces created by
Yara Arts Group, a resident company at La MaMa Experimental Theatre. The
poems of Taras Shevchenko and Pavlo Tychyna were used in A Light from the East
at La MaMa (Nov 90). In 1991 Tkacz and Phipps translated Ukrainian poems
about Chornobyl for Yara's production of Explosions. This piece was presented as
a reading at the Poetry Project at St. Mark's Church (Nov 91) and opened at La
MaMa (Jan 92). Agni Review published their translation of Natalka Bilotserkivets’s
“May” from this show. Their translations of Vasyl Yeroshenko, a blind Ukrainian
poet who traveled to Japan in 1914 and wrote in Japanese, became the basis of Blind
Sight. The play opened at the Berezil International Theatre Festival in Kharkiv and
was performed in Kiev and in New York (spring 93). Next, they translated one of
the best-known Ukrainian dramas, Lesia Ukrainka's verse play, The Forest Song.
Yara's Forest Song was based on this work and also included a number of their
translations of contemporary poetry. The piece opened in Lviv (May 94) and at La
MaMa in New York (June 94) to excellent notice. Yara's next piece,
Waterfall/Reflections, incorporated ancient Ukrainian songs and incantations, as
well as contemporary poetry by Ukrainian women in translations by Tkacz and
Phipps. Waterfall/Reflections premiered at La MaMa (Jan 95) and played at the
festival of experimental theatre in Kiev (April 95). The New York Times called it “a
theatrical enchantment.” Yara's projects Virtual Souls (96-97) and Flight of the
White Bird (97-99) were inspired by Oleh Lysheha's long poem “Swan,” and
included translated sections of the poem. These projects were performed at La
MaMa, the Buryat National Theatre in Ulan Ude and the Experimental Theatre
Festival in Kiev. Yara also performed the complete poem in a new theatre piece

62



entitled Swan, which played at La MaMa and Harvard in the summer of 2003. Yara
also performed Lysheha’s long poems Raven (11) and Dream Bridge (12).
Reviewing our production of Raven based on Oleh Lysheha’s poem, Roksoliana
Sviato wrote: “Perhaps the most amazing thing about Raven is the magical and
masterful way the poetry has been transformed into stage reality. If I had to provide
examples of the most organic translations from one form of art into another,
Virlana Tkacz’s theatrical “re-readings” of modern poetry would certainly be on
that list.”

Recently, Yara has created a series of theatre productions with the poetry of Serhiy
Zhadan. These include: Underground Dreams (14), Hitting Bedrock (15) and
Home=Ev (15-16). The company premiered their newest piece 1917-2017:
Tychyna Zhadan & the Dogs, based on Pavlo Tychyna’s work and Serhiy Zhadan’s
poetry and songs at La MaMa in June 2017. Opera GAZ, included several
translations they did of poetry by Pavlo Tychyna.

Yara's Song Tree, (01) and Fire Water Night (13) were based on Tkacz and Phipps’
translations of traditional songs from Poltava, Polissa and Pokuttia. Koliada: Twelve
Dishes, Still the River Flows, Winter Sun Midwinter Sun, Winter Light and Winter
Songs on Mars at La MaMa included translations of ancient winter solstice songs.
Scythian Stones (spring 10) included both Ukrainian and Kyrgyz women’s
wedding songs and laments in their translations.

Contemporary Ukrainian poetry in the original language and in translations by
Tkacz and Phipps served as the base for the Poetry in Performance workshops Yara
conducted at Harvard Summer School for eleven years. Every summer Ms. Tkacz
directed students in an evening of performances created using contemporary
Ukrainian poetry as texts. Yara has also produced twenty major poetry and art
events at the Ukrainian Institute of America on East 79th St. in Manhattan. For
instance, in 1999 twenty translations by Tkacz and Phipps were interpreted as
installations by visual artists for the festival Poetry Installations and Performances.
The installations included an experimental film by Joel Schlemowitz inspired by
Atilla Mohylny's “Bridge Crosses the Pond” and a series of striking black and white
photographs by Margaret Morton that responded to Oksana Zabuzhko's poetry.
Tkacz and Phipps’ translations have been read at St. Mark's Poetry Project, Bowery
Poetry Club, the Poetry Society of America, the New York Public Library, and the
Ukrainian Consulate in New York. A segment of Yara's poetry event, Silver
Threads, was broadcast on WNYC. Yara has also performed poetry at events and
conferences on the East Coast, in Kerkonkson, NY, at the Music and Art Center of
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Greene County in Hunter, NY, and at the Spring Street Gallery in Saratoga
Springs.

WANDA PHIPPS’ poems have appeared in over a hundred publications, including
Exquisite Corpse, The World, Hanging Loose, Long Shot, Agni, A Gathering of
the Tribes and in the webzines Salon, How2, and The East Village. She is the author
of the books Field of Wanting: Poems of Desire (BlazeVOX[books]), Wake-Up
Calls: 66 Morning Poems (Soft Skull Press), Lunch Poems (BOOG Literature),
Your Last Illusion or Break Up Sonnets (Situations), Silent Pictures Recognize the
World (Dusie Press), Rose Window or Prosettes (Dusie Press) and Zither Mood (a
Faux Press CD-Rom). Wanda has performed her work live all over the U.S., as well
as on the CDs State of the Union (EMF) produced by Elliott Sharp, and Poemfone
Vol. 1: New Word Order (Tomato Records). Her work can currently be found in
the anthologies The Portable Boog Reader (BOOG Literature), Oblek: Writing
From the New Coast (Oblek Editions), The Unbearables and The Unbearables
Present The Worst Book I Ever Read (Autonomedia), as well as Verses That Hurt:
Pleasure And Pain From The Poemfone Poets (St. Martin's Press). She was a co-
recipient of a Meet the Composer/International Creative Collaborations Program
Grant and has received awards from the New York Foundation for the Arts, Agni,
the National Theatre Translation Fund and the New York State Council on the
Arts. Wanda coordinated several reading and performance series at The Poetry
Project at St. Mark's Church in NYC. As a founding member of Yara Arts Group
she has collaborated on numerous theatrical productions presented in Ukraine and
Siberia, as well as in New York City at La MaMa, E.T.C. She has also written about
experimental theater and performance for Time Out New York, High
Performance, Paper Magazine, The Poetry Project Newsletter and About.com.

VIRLANA TKACZ was born in Newark, NJ, and educated at Bennington
College and Columbia University. She is the artistic director of Yara Arts Group, a
resident company at La MaMa Experimental Theatre in New York. With Yara, she
created 32 original theatre pieces that have premiered at La MaMa. She has worked
in Ukraine 24 times, directing Yara and local actors in bilingual versions of her
shows. Since 1996 she has also worked Buryat actors from Siberia to create 6
bilingual theatre pieces performed at La MaMa, the Buryat National Theatre, and
the Festival of Mongolian Language Theatres in Ulaanbaatar. Since 2006 she has
worked with Yara in Kyrgyzstan. With Wanda Phipps, Ms. Tkacz co-wrote and
staged Pandora: A Re/Considered Masque for the Women's Project. She formed
and directed the script for Return of the Native, featuring video artist Kit Fitzgerald
and composer Peter Gordon, at BAM's Next Wave Festival in Rio de Janeiro and
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Amsterdam. She staged Sekou Sundiata's Mystery of Love Etc at Aaron Davis Hall,
worked on Theatre Row and in Coney Island.

Ms. Tkacz co-curated award-winning museum exhibitions on theatre director Les
Kurbas at the Museum of Theatre Music and Cinema in Kyiv, the Yermilov Center
in Kharkiv and the Art Arsenal in Kyiv, writing the catalog Kurbas: New Worlds
(2019).

For eleven years Ms. Tkacz conducted theatre workshops for Harvard Summer
School on poetry. She lectured and taught master classes at Penn State, NYU - Tisch
School of the Arts, Yale School of the Arts, Bucknell, Rutgers, University of
Manitoba, York University, the Kiev-Mohyla Academy, Eastern Siberian Institute
of Arts, University of Arts and Culture of Ulaanbaatar in Mongolia. She was a
Fulbright Senior Scholar at Theatre Institutes both in Kiev and Bishkek and
recently completed her third Fulbright at the Les Kurbas Theatre Center in Kyiv.
She has worked with directors Ping Chong, George Ferencz, Wilford Leach, Andrei
Belgrader, Michael Bogdanov, Andrei Serban and Sir Peter Hall. Ms. Tkacz has
published articles on theatre history in Theatre History Studies, Journal of
Ukrainian Studies, Canadian Slavonic Papers and Canadian-American Slavic
Studies. She translated the entry on Ukrainian theatre for the World Encyclopedia
of Contemporary Theatre, published by York University. In 2010 University of
Toronto Press published Modernism in Kyiv, which she co-edited with Irena
Makaryk, recently released in paperback.

With Oksana Batiuk, Ms Tkacz has translated the following poets into Ukrainian:
Mary Oliver, David Wagoner, Wendell Berry, Thomas McGrath, Ray A. Young
Bear, Barbara Henning, Wanda Phipps and Denise Levertov and published them
in Ukraine’s literary journals. Virlana's own poetry was published in Ukraine and
in Agni Review. She has read her poetry at St. Mark's Poetry Project, the Bowery
Poetry Project, the Bushwick Book Club, the Ukrainian Institute of America, the
Ukrainian Museum in New York and on national television in Ukraine.

Writings on translations by Virlana Tkacz and Wanda Phipps

Ukrainian Institute in London
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The Ukrainian Institute in London posted the following appraisal of
Virlana Tkacz:'?

Virlana Tkacz. A true celebrity among Ukrainians of New York. A cultural
historian, poet, translator and tireless enthusiast of what’s best in Ukrainian
culture. Her work alone is worth of what entire cultural institutes could have
done.'* What she’s done to promote the work of Serhiy Zhadan is the US is beyond
wildest dreams. One of the brightest gems in her crown is her work on Les Kurbas,
a man of dashing looks, finesse and education, who elevated Ukrainian theatre to
incredible heights, nearly a hundred years ago. A legacy unfairly forgotten, as
Kurbas and a number of his followers were killed by Stalin’s henchmen, his work
destroyed and cast into oblivion for generations. Virlana curated two major
exhibitions on Kurbas in Kyiv and Kharkiv, a major milestone to fill a gaping void
around Kurbas’s legacy. She will speak in London next Wednesday, 8 May. An
absolute rare opportunity to hear a unique speaker [talking] about a unique man
in Ukraine’s cultural history! Promoting Ukrainian culture worldwide is as crucial
for the future of the country as making reforms and developing economy.
Sometimes an artist can deliver a message about Ukraine better than any politician
or diplomat. Virlana Tkacz has dedicated years of her life to pursue this noble goal.
She is a poet, a translator, and US theater director of Ukrainian origin..'"”

Roksolana Zorivchak

Roksolana Zorivchak (3opisaax 2008: 58) wrote this brief review:

1994 saw the fifth English-language version of The Forest Song. It is not a
translation, but rather a kind of reworking, as V. Tkacz (Director of the New York
Spring Theater Troupe) and W. Phipps excluded a number of episodes from the
play and added excerpts from the poetry of various nations. Their goal was to create
a stage production for an audience, reflecting on the contrast between primitive

15 Facebook post 1st May 2019

!¢ Sic. What is meant, presumably, is: “Her work alone is [no less than] what entire
cultural institutes could have [achieved].”

"7 https://www.facebook.com/UkrainianInstitute. London/posts/virlana-tkacz-a-
true-celebrity-among-ukrainians-of-new-york-a-cultural-
historian/2271490946227314/
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existence and modern civilization. The play was first staged in the English-speaking
world at New York's La Ma-Ma Theater in June 1994.'

In December 2020, the Modern Language Association announced'”’
that Virlana Tkacz and Wanda Phipps had won an honorable mention
under the Lois Roth Award for a Translation of a Literary Work, as
follows: Honorable mention: Virlana Tkacz, Yara Arts Group, and
Wanda Phipps, Yara Arts Group, for What We Live For, What We Die
For, by Serhiy Zhadan (Yale Univ. Press, 2019).

"8 Original text: 1994 pokoM JaTyeTbCs IT'sITe aHIIOMOBHE BiITBOPeHH: ,,JIicoBoi
nmicui”. Le pagume He nepexsaj, a cBoepigHuil nepeciis, ockinbku B. Tkau (aupexrop
HBIO-HOPKCBKOI ,,AIpoi TeaTpanpHOl prrm”) ta B. Qunc, TIEPEKTIANIAI0YHY, BUTYIUIIH 3
mecu PAn €Ni3ofiB Ta JONATKOBO BKIIOYUIM YPUBKHM MOE3ii pisHUX HAPOAiB. Ixupo10
METOIO 6y110 CTBOPUTH CUEHIYHMI TBIp IJIS IJIA71a4d, IO 3alyMYyEThCA HaJl KOHTPACTOM
Mi>X IPUMITHBHUM 6yTT}IM i cy9acHOI0 UUBiTizali€m. Ynepme B aHIJIOMOBHOMY CBIiTi
IIOCTABHJIH IT €Cy BHBIO-FIOPKChKOMY Teatpi ,,JIs Ma-Ma” y uepsri 1994.

"2 heeps://www.mla.org/Resources/Career/MLA-Grants-and-Awards/Winners-of-
MULA-Prizes/Biennial-Prize-and-Award-Winners/Lois-R oth-Award-for-a-
Translation-of-a-Literary-Work-Winners
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CHAPTER 2
PURPOSE AND DESIGN
OF THE COMPARATIVE STUDY

Scope

In 2020, there were five published English translations of Lesia
Ukrainka’s /licosa nicna [ The Song of the Forest].'*

Percival Cundy (1950)'*!

Florence Randal Livesay (1981)

Gladys Evans (1985)

Vera Rich (1994)'**

Virlana Tkacz and Wanda Phipps (2008)

12 Although none of them is readily available in print today, fortunately all those
published in book form could be obtained from antiquarian booksellers for purposes
of the present study. Vera Rich’s translation was obtained from the archive of The
Ukrainian Review.

12! Percival Cundy’s translation has been made accessible online by the Electronic
Library of Ukrainian Literature at the University of Toronto and it has also recently
been republished, with (unacknowledged) insertions from the translation by Gladys
Evans, by the Lesia Ukrainka Eastern European University in Lutsk, but that edition
is not distributed internationally.

122 The translation by Vera Rich was obtained from the online archives of the
Ukrainian Review at http://ounuis.info/library/journals/595/the-ukrainian-
review.html
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Each of the five versions makes its own contribution to international
awareness of Lesia Ukrainka’s Jlicosa nicua and its ideo-aesthetic
content; the present study is intended to form a basis for informed
comparison of them.

Research into translations of a literary text, an extremely complex
phenomenon, must in practice select specific aspects for analysis,
focusing on topics that seem particularly prominent in a given work. In
the present study, the focus is on features of the source text perceived as
particularly significant in terms of cultural identity. The five English
translations of The Song of the Forest are investigated with a focus on the
treatment of names of mythological and human characters, colour
terms, diminutive/endearing lexis and botanical terms, features which
are perceived as significant in respect of cultural transfer and/or dramatic
purpose.

The translations published between 1950 and 2008 may be seen as a
major contribution to the international dissemination of a classic work
of Ukrainian literature. In the present study, the treatment of the ideo-
aesthetic content of Lesia Ukrainka’s fairy drama and the cultural
cognition facilitated by the respective English versions is investigated,
bearing in mind the stricture of Roksolana Zorivchak that the

translation should be “at the highest artistic level.”'*

Theoretical underpinnings

The attainment of a translation at this “highest artistic level” entails
creating a translated text that elicits in the target culture perceptions
which are at least comparable, if not precisely identical, with those
elicited in the target culture by a highly artistic source text. The German
philosopher Wilhelm von Humboldt (1769-1859) saw each human
language as the spirit of a particular nation (Volksgeist), determining its
perception of reality. The idea of language as incorporating the historical

123 Kocis 2011:7
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experience of a particular community or nation and reflecting key
concepts of the local culture, postulated by von Humboldt, is
commonly attributed to the American anthropologists Edward Sapir
and Benjamin Lee Whorf, and often referred to as the so-called “Sapir-
Whort hypothesis,” which was never actually formulated by them. The
theories of Wilhelm von Humboldt regarding this topic are expounded
in Stocking 1996: 32-33 as follows:

Apart from the empirical investigation of individual languages, Humboldt’s main
concern was the psychological processes associated with them: the relation between
language and Nationalcharakter and between language and thought. Humboldt
believed that the national character of a people, driven by its inner forces, or
Volksgeist, determined and was manifested in a variety of its cultural aspects,
including its customs and morals. Most important, however, Nationalcharakter
decisively affected the language of each individual tribe (Volkerstimme), which was
the direct product of its spiritual peculiarity (Geisteseigenthtimlichkeit) (VII:18):
Language is the external representation of the genius of peoples (die dussere
Erscheinung des Geistes der Volker) (VII:42) Since the national character was so
thoroughly imprinted on the language, the two terms became virtually
synonymous, so closely related that one could not, at any given moment, determine
decisively which affected which (VII: 42, 44) [...] Since various languages originated
in various Volksgeister, Humboldt held that they each contained the respective
truths of the Geister, which were revealed unconsciously to the speaker through the
use of language—which explained why each language afforded its speakers a
distinct world view (Weltansicht) (IV: 28) Because human consciousness was
inseparable from human language, the thinking of an individual depended to a
certain degree on the particular language (IV: 15-16, 22)

The predominant approach to literary translation in the Anglo-
American cultural and publishing sphere at the end of the twentieth
century has been identified by Lawrence Venuti (2018) as designed to
give an illusion of transparency, meaning the concealment of crucial
aspects of the meaning of the source text, its foreignness, under a veil of
apparent fluency of expression in terms entirely self-evident to the
anglophone reader:
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A translated text, whether prose or poetry, fiction or nonfiction, is judged
acceptable by most publishers, reviewers, and readers when it reads fluently, when
the absence of any linguistic or stylistic peculiarities makes it seem transparent,
giving the appearance that it reflects the foreign writer’s personality or intention or
the essential meaning of the foreign text—the appearance, in other words, that the
translation is not in fact a translation, but the “original.” The illusion of
transparency is an effect of fluent discourse, of the translator’s effort to insure easy
readability by adhering to current usage, maintaining continuous syntax, fixing a
precise meaning. What is so remarkable here is that this illusory effect conceals the
numerous conditions under which the translation is made, starting with the
translator’s crucial intervention in the foreign text. The more fluent the translation,
the more invisible the translator, and, presumably, the more visible the writer or

meaning of the foreign text.'**

The approach to comparison in the present study is based on the
following premises. Given that the objective of a translation is to act as a
mirror to the cultural features represented in the source text, it should
convey all those features, highlighting rather than concealing what is
different about the foreign culture as presented in the foreign text. It is
no less than a betrayal of the translator’s mission to erase the source
culture by attempting to replace it by an anglicised version that is a
distortion and/or a dilution of it. Venuti (1995: 306) remarks:

Translation is a process that involves looking for similarities between languages and
cultures—particularly similar messages and formal techniques—but it does this
only because it is constantly confronting dissimilarities. It can never and should
never aim to remove these dissimilarities entirely. A translated text should be the
site where a different culture emerges, where a reader gets a glimpse of a
cultural other,'” and resistancy, a translation strategy based on an aesthetic of
discontinuity, can best preserve that difference, that otherness, by reminding the
reader of the gains and losses in the translation process and the unbridgeable gaps
between cultures. In contrast, the notion of simpatico, by placing a premium on
transparency and demanding a fluent strategy, can be viewed as a cultural
narcissism: it seeks an identity, a self-recognition, and finds only the same culture
in foreign setting, only the same self in the cultural other. For the translator

124 Venuti 1995: 1-2
1 My emphasis. PJC
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becomes aware of his intimate sympathy with the foreign writer only when he
recognized his own voice in the foreign text. Unfortunately, the irreducible cultural
differences mean that this is always a mis-recognition as well, yet fluency ensures
that this point gets lost in the translating. Now more than ever, when transparency
continues to dominate Anglo-American culture, ensuring that simpatico will
remain a compelling goal for English-language translators, it seems important to

reconsider what we do when we translate. ¢

Inherent systemic incommensurability between languages means that
translation is also a process that involves compromises designed to
achieve the best overall outcome. This is a complex decision-making
process. Jit{ Levy (2011:14) writes:

The principles of translation can now be specified as decisions to be made between
contradictory statements [...]. Like all unilateral relationships, these dichotomies
may occasionally result in a stereotyped over-simplification of the whole issue,
which is why the analysis of translations has been such a rewarding dissertation
topic.

Chantal Wright (2016:168) points out that:

Domestication and foreignization are often seen as an either/or scenario, when in
fact each of the two methods encompasses a range of possible strategies and may in
fact coexist within a given text.

Jitf Levy, reflecting Roman Ingarden’s theories in his treatise titled The
Cognition of the Literary Work of Art, especially the phenomenon of
places of indeterminacy which he identifies, posits three stages of the
translation process, namely apprehension of the source, interpretation
of the source and re-stylisation of the source (Levy 2011: 31). Within the

12¢ The practice of explicitation in the translated text, or the inclusion of footnotes or
endnotes—rendering implicit content in the source text explicit for readers of the
target culture—may be controversial. One could add that the translated text may be
supplemented by informative illustrations, as for example in Gladys Evans’s
translation: Forest Song (Ukrainka 1985).
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overall framework of the premises regarding the goal of cultural transfer
stated above, the present comparison of five translations of The Song of
the Forest will take into account these three stages. Regarding the first
stage, apprehension, Levy (2011: 32) elaborates:

A true treading of the text mediates to the reader its ideo-aesthetic values, i.e. its
emotional tone, ironic or tragic undertone, aggressive attitude towards the reader
or pure statement of fact etc. The ordinary reader is not expected to be aware of
these attributes, but the translator ought to be capable of rationally identifying the
means used by the author to achieve these effects. Over and above the
understanding of a work that is derived from a straightforward reading, translation
requires not only a more in-depth understanding, but above all a more conscious
understanding.

On the second stage, interpretation, Levy (2011: 38) continues:

A further reason why apprehension of artistic reality is a pre-condition for an
artistically valid outcome is that unless the verbal material of one language is
commensurable with that of the other there cannot be a complete semantic
correspondence between the source and the translation; consequently, a
linguistically correct translation is inadequate and an interpretation is required. It
is frequently the case that the target language does not have at its disposal an
expression that is as semantically broad or ambivalent as an expression found in the
original. The translator must then specify the meaning, selecting a narrower
concept, and this demands knowledge of the reality behind the text.

The next stage, re-stylisation, is explained as follows (Levy 2011: 47-52):

From the original author we expect an artistic stylisation of reality, and from the
translator we expect an artistic re-stylisation of the source. [...] The verbal means of
the two languages are not equivalent, so they cannot be converted mechanically.
Meanings and their aesthetic values do not coincide precisely. [...] Apart from
difficulties caused by incommensurability between the two languages and the
influence of the linguistic characteristics of the source on the translation,
translators are at a disadvantage because the translation is not original in its
expression, i.e. because ideas are re-stylised ex post facto, using verbal material by
means of which and for which they were not originally created. Consequently,
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linguistic expression in a translated work is not absolute; it merely represents one
of many possibilities.

Levy identifies certain psychologically induced translational tendencies
which may inhibit the goals of the translation process:

In practice, translators are prone to three types of stylistic impoverishment of the
lexicon: [...] translation errors occur principally as a result of shifts in three
directions: (a) between general and specific denominations; (b) between stylistically
neutral and expressive denominations; (c) between repetition and variation of
vocabulary. (Levy 2011: 108)

It is the psychology inherent in the activity of translating that is behind the
tendency for translators themselves to opt for generalisation, neutralisation and
repetition. [...]

The chief endeavour of the translator is to interpret a literary work to its target
language readers, rendering it intelligible by presenting it in a form intelligible to
them. Details of the work are also frequently obliterated by this overall objective.
Because translators are interpreters of the text, they not only translate it but they
also explain it, i.e. they logicalise it, fill it out and intellectualise it. In doing so they
frequently deprive it of the artistically effective tension between an idea and its
expression. (Levy 2011: 114)

Here it should be noted that whereas repetition in a translated text is a
stylistic impoverishment where it reduces variety of expression in the
source, avoidance of repetition in translation is likely to be artistically
undesirable if that repetition is a deliberate feature of the source text.

Objective and methodology

Lesia Ukrainka’s The Song of the Forest may be seen as fundamentally
concerned with universal human values, such as goodness, beauty and
truth;'” in this context, her dramatic purpose is served by
characterisation drawing on, but adapting (sometimes very radically),

'*"This theme is treated at length in a monograph by Sylwia Wojtowicz (2008).
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Ukrainian folk imaginations regarding the behaviour of supernatural,
mythological beings. Additionally, the source text contains
manifestations of Ukrainian traditional realia and customs, including
superstitions deriving from old folk beliefs.'**

The translator has the task of evoking, through the medium of
English, the perceptions of Ukrainian readers familiar with their
national folklore and folk mythology, and a comparative study of existing
translations has the task of assessing the extent to which they respectively
convey similar cognitive values. However, the thorough critical
assessments of Lesia Ukrainka’s works in English translation that
Roksolana Zorivchak called for (3opisuax 2008: 60) appear to be still
lacking,'” with notable exceptions such as the work of Hanna Kosiv
(Kocis 2011).

The same may be true of literary studies; certainly it is the case where
publications in English are concerned. Summing up her review of
English-language critical writing on Lesia Ukrainka, Maria
Shymchyshyn (Ilumuanumn 1999: 77) wrote:

“As we can see, reviews of Lesia Ukrainka have been written in English by both
Anglo-Saxon and Ukrainian literary critics. No significant difference can be
detected in the interpretations of Lesia Ukrainka's work by Anglo-Saxon critics and
English-speaking critics of Ukrainian origin. Another thing is striking: English-
language critical investigations of Lesia Ukrainka's work are not notable for their
depth. Most authors have focused on ideological aspects of her works, emphasising
the national commitment of the poetry and the dramatic poems. The researchers
have noted the genre and thematic innovation of the writer, but only occasionally.

A detailed analysis of artistic aspects of individual works is lacking.”**°

128 These features of Ukrainian culture and their literary expression are explained in
detail in footnotes in my translation volume (Ukrainka 2021), a scholarly edition.

12 The question arises as to why Professor Zorivchak did not herself undertake such a
task.

1% Original text: Ik 6auumo, aHIOMOBHI KpuTnuHi Biaryku npo Jlecwo YkpaiHky
HAJIEKATh SIK AHIJIO-CAKCOHCBKUM, TAK I YKPaiHCHKUM 33 TIOXOIKECHHAM

JITEPaTypO3HABIAM. TBCpIII/ITI/I IIPO AKYCh BidyTHY BiIMiHHICTb B iHTEpIpETaIiax
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Some Ukrainian commentaries on English translations of The Song of the
Forest are vague, uncritical and lacking in supporting evidence. In the
Compilers’ Foreword to the edition of The Song of the Forest published
in 2011 and re-published in 2018 by Lesia Ukrainka Eastern European
National University in Lutsk, containing the original Ukrainian text
together with Percival Cundy’s translation with the title Forest Song,'!
we read (Ukrainka 2018: 7):

The choice of the English text reflects the international status of this language and
by (sic) the existence of three excellent translations by: Gladys Evans, Vera Rich,
and Percival Kandi (sic!) (1881—1947), who not only had a very good command
of the Ukrainian language, but knew the details of Lesya Ukrainka’s life and literary
activities while investigating her works.

The Compilers offer no evidence in support of their blanket positive
appraisal of the three English translations of Jicosa nicna mentioned.
What is more, they were either unaware of the existence of Florence
Randal Livesay’s (1981) and Virlana Tkacz’s and Wanda Phipps’s (2008)
versions, or they dismissed them as not worthy of comment. In either
case, their statement quoted here is academically unsatisfactory.

The present study seeks to bring added knowledge to the field by

presenting an objective, transparent, evidence-based comparison of the

tBopuocri Jleci YkpaiHKy aHITIO-CaKCOHCHKMMU Ta aHIJIOMOBHUMY KPUTHKAMU
YKPaIHCHKOTO IOXO/PKEHHA MH He MOykeMo. Brrafiae B oko ime: anrnmoMoBHi
KPUTUYHI PO3BiIKM ITPO TBOPYICTh Jleci YKpa’iHKI/I He BifI3Ha4aI0ThCA INTUOUHOIO.
Binpmicte aBTOPIB 30CepeIKYBAIM CBOIO YBary Ha iIe0JIOTiYHMX aCIIEKTAX iITBOPIB,
HAMAaraJuch MAKPECTUTH HALiOHAIbHY 3aaHTaKOBAHICTh 3Ta/[yBaHUX BipIliB Ta
APAMATUYHUX I0oeM. TaK, JOCTITHUKY BiI3HAYAIM XKAHPOBE Td TEMATHYHE
HOBaTOPCTBO MMChbMEHHHUIIi, IPOTE L[iJIKOM TPUHATIHO, 6€e3 IeTaIbHOrO XYyIOXKHbOTO
aHaJIi3y OKPEMUX TBOPIB.

13! Regrettably, not in the usual en face format, which would enable readers to readily
compare the translation with the source text, but entirely separately within the

volume.
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extent to which the respective translations succeed in conveying to
anglophone readers the ideo-aesthetic content of Lesia Ukrainka’s most
acclaimed work, operationalised as functional-stylistic counterparts of
selected key features of the source text: names of mythological
characters, colour terms, diminutive/endearing lexis and botanical
names. To enable the extraction of data for analysis and for purposes of
ready reference, a parallel corpus was established, confronting the
original work and the present author’s new translation (Ukrainka 2021)
with the five earlier versions to be investigated. The seven texts are

aligned by units of translation'*

at the level of dialogue turns and
narratives (stage directions) or parts of them, identified for purposes of
reference by a numerical sequence (Prologue: 0000-0056; Act One:
1000-1255; Act Two: 2000-2238; Act Three: 3000-3190). The complete
source text of Jlicosa micus, including these serial identification
numbers, is added as an appendix to the present volume to facilitate
reference to lines so identified in the chapters.

The complete set of expressions from the source text under each
category chosen for analysis, presented in their contexts, provides the
empirical data for examination, presenting in each case the key
expression in context from the Ukrainian text together with the five
translation counterparts and with a new English translation by the
present author. My new translation does not claim to be an ideal version
(there can be no such thing); its purpose here is to provide a benchmark
for discussion and comparison throughout, in the form of a
commentary attempting to set forth the objective results of the
respective translational decisions, severally and cumulatively.

The analysis focuses on the treatment in the English translations of
cultural features of the source text, including structural-stylistic features
of Ukrainian which are incommensurable with English, consequently

32 A unit of translation is usually a single sentence, the content of which (and that
content only) has as its counterpart a single sentence in the other texts. However,
there can be overlap, meaning that the common unit of translation includes more
than one sentence in the source text and/or in one or more translations.
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lacking self-evident counterparts in the target language. Under each of
the selected topics, a case-by-case comparison of the respective
translations is presented, with accompanying commentaries:

Chapter 3 investigatess how successfully the dramatic
characterisation, and the folk mythology as represented in the play, are
conveyed to anglophone readers by the translated names of the
characters, considering the role of Ukrainian folk beliefs and other
cultural factors in the formation of the author’s dramatic purpose.

Chapter 4 considers the treatment in translation of colour terms,
with reference to their role in the context of the drama and taking
particular note of their connotations in Slavonic folklore.

Chapter 5 considers the stylistic and dramatic role of diminutive/
endearing lexis and its counterparts in translation.

Chapter 6 investigates the treatment of botanical terms, which are
prominentin The Song of the Forest firstly because the entire drama takes
place in a forest setting and secondly because, in this fantasy drama,
mythological and folkloric connotations of certain plants, flowers and
trees come to the fore and have dramatic significance. Their dramatic
relevance is not discussed in detail here, however, as the focus is on the
accuracy of the identification of the botanic terms concerned and the
completeness of their transfer in the translated text, considering
connotative as well as denotative meaning, enabling readers of the latter
to concretise it in a manner compatible with the original author’s
intentions, whatever they may be.

Each thematic chapter concludes with a summary of the translational
decisions taken by the earlier translators in respect of certain identified
criteria. The categorisations of the respective translation counterparts
are operationalised as the respective contrasting extents to which the
ideo-aesthetic content of the source text is conveyed. The diagrams
displaying the findings at the conclusion of each chapter are intended as
a broad summary only, to be considered alongside the case-by-case
analysis within the chapters. The case-by-case analysis alongside overall
quantitative data analysis aims to maximise objectivity and transparency
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in the comparative assessment of the five historical translations,
supported by the evidence of the texts.
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CHAPTER 3
NAMES OF MYTHOLOGICAL
AND HUMAN CHARACTERS

The characters in The Song of the Forest are (in alphabetical order):

Bodsuux [Spirit of the Lake] %

Hoss [Destiny (an apparition)]

Saudni [Starvelings]

Kyys [Imp]

Jlicoeux [Guardian of the Forest]

Masxa [Mavka]

Iepesecrnux [Fiery Charmer]

ITomepuama (aBoe) [Two Lost Babes]

I1ponacuuys (6es mosu) [Fever-Delirium (non-speaking)]
Pycaaxa [Water Nymph]

Pycanxa Iosrvosa [Field Nymph]

Tods, mo 6 cxaai cudums [He Who Sits Within The Rock]
Toii, wo zpebai pse [He Who Bursts The Weirs].

The human characters are:

Ja0vxo Jles [Uncle Lev]
lyxam [Lukash]
Mamu Jlykamesa [Mother of Lukash]

'3 Throughout the present volume, English translations [enclosed in square brackets
thus] are my own, taken from my edition of the play (Ukrainka 2021). PJC
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Kuauna [Kylyna]
Himu Kuaununi (6e3 mosu) [Kylyna’s children (non-speaking)]
Xuonuux [Lad].

As dramatic characters in the play, at least some mythological beings have
characteristics that differ significantly from those of traditional
Ukrainian folk mythology. The characterisation is, of course, the
expression of Lesia Ukrainka’s dramatic and creative genius. The author
was fascinated from early childhood by the folklore of her native Western
Ukraine, but the folk-mythological beliefs and beings in the drama have
an artistic, not an ethnographical, purpose. Whereas forest nympbhs,
water nymphs and other beings are in Ukrainian folk mythology a threat
to young men in particular, luring them to their death, in this play some
of them are positive characters, representing the goodness and beauty of
the natural world as opposed to certain negative traits of human society.

The heroine Mavka is so named by all translators except Virlana
Tkacz and Wanda Phipps, who call her Sylph. There are strong
arguments for avoiding possible confusion by adopting the established
transliterated form Mavka found in previous publications in English.'3*

As a dramatic character in this play, Mavka differs markedly from the
traditional folkloric conceptions of the predatory being of this name
who is, in particular, a threat to young men, tickling them to death; Lesia
Ukrainka’s literary creation Mavka 1is, in strong contrast, a
personification of goodness, beauty and truth. Her association with the
forest also signifies positive values of nature as opposed to corrupt
human society. In my translation, to convey connotations familiar to
Ukrainians but not to anglophone readers, I add an explicitation,
identifying Mavka as Wood Nymph, nymphs being in ancient Greek

13 Regarding translation of the titles of literary works (a comparable case) Jif{ Levy
(2011: 124) writes: “It should [...] be taken into account that translated titles of some
famous works of world literature [...] have their own established translation tradition.
The translator must therefore anticipate that his solution may be rejected, or at any
rate that it may confuse the reader, if it differs from the traditional wording.”
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mythology minor goddesses in the form of attractive young women
looking after features of nature such as flowers, trees, forests, stretches of
water, mountains etc., sometimes personifying them. When Mavka is
turned into a weeping willow in Act Three, this is an allusion to similar
transfigurations in Greek mythology; for example, the nymph Daphne is
transformed into a laurel tree to escape the advances of Apollo.

As T Borysiuk quite rightly noted (Kpynensosa 2002: 109), Lesia
Ukrainka created her own mythological Mavka. She does not entice and
tickle young men to death; rather she symbolises beautiful dreams,
poetry and beauty. Ukrainka created her own Mavka, as a poetic
romantic image based on Ukrainian folk legends.

In Act One, as Water Nymph prompts the Lost Babes to lure Lukash
to his death in the quicksands, Mavka warns him:

1227

Maska
He nosu!
Koxanwuit, e osu! To ITorepuara!

Bowuu sBepyTs Ha GesBicTs!

[Mavka

Don’t chase them!

Don’t chase them, my love! Those are the Lost Babes!
They’ll lead you into danger!]

In this scene, Water Nymph and the Lost Babes are represented in terms
of ancient Ukrainian folk beliefs, namely as malevolent mythological
beings believed to be a threat to humans, secking to cause their death.
The play involves interaction between human and mythological
protagonists, the characterisation of the imaginary supernatural beings
deriving from Slavonic folk mythology. The translator is faced with the
problem of cognitive incommensurability of Ukrainian/Slavonic
mythology and English/classical mythology; for cultural transfer, the
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names of the counterparts in English of Ukrainian mythological
characters should be cognitively comparable with the original.

Jiti Levy (2011: 86-89) writes that where the value of the proper name
is semantic, conceptual, holding general meaning, substitution
(translation of the semantic components) is appropriate. This would
apply to Toi, mo 2pebai ppe [Him Who Bursts The Weirs], o7, o 6
cxasi cudums [Him Who Sits Within The Rock], Zoss [Destiny (an
apparition)] and Ilponacuuys (6e3 mosu) [Delirium (non-speaking)].
According to Levy, where the proper name is specific, local, lacking
general meaning, transliteration is appropriate.'®

Roksolana Zorivchak (3opisaax 2008: 58-59) welcomes the existence
of five interpretations of The Forest Song in English as a very interesting
resource for translation studies. She finds it instructive to compare the
treatment of the names of the characters in the respective translations.
She notes the domesticating strategy of Percival Cundy and Vera Rich,
who draw on the figure of the elf from old Germanic folklore as a
counterpart for Jlicosux: Forest Elf, far removed from Lesia Ukrainka’s
noble character (an elf being defined as “a diminutive, wandering sprite
or fairy; an imaginary being supposed to exercise magic powers and
haunt woods and hills.”) She also points out that Gladys Evans’s Wood
Goblin also gives a “seriously distorted” image of /licosux as characterised
in the play, the goblin being defined as “an evil or mischievous spirit,
conceived of as ugly or misshapen,” and that this character is not a
gnome either, as in the version by Virlana Tkacz and Wanda Phipps: Gob,
old forest gnome.

Roksolana Zorivchak defines Lesia Ukrainka’s dramatic conception
of Jlicosux as soaodap aicy [lord of the forest]. She considers Florence
Randal Livesay’s strategy the most appropriate, combining the
(foreignising) transcription Leesovik, rendering it “unusual, alien,” with

13 “Tt makes sense to preserve in the translation only those specific elements of the
work which the reader can perceive as characteristic of the foreign environment, i.c.
those which are capable of conveying the meaning of ‘cultural and historical
specificity’” (Levy 2011:91)
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the descriptive paraphrase King of the Forest (found only in the list of
characters: Ukrainka 1981:82) which “precisely conveys the meaning of

the original realia.”

Comparison of English counterparts of the mythological
characters in five translations:

The Ukrainian names and their respective counterparts in the
translations are introduced below in the order of their appearance in the
drama, with notes pointing out the significance of the character and

comparing the respective versions.
1. Toi, wo epebai pse [He Who Bursts The Weirs] 0004 "%

The physical appearance of Him Who Bursts The Weirs, as a dramatic
character on stage, is described in detail in this excerpt from the preamble
to the Prologue:

0003

B aici moce 3a20M0HIA0, CIMPYMOK 3AUYMYBAE, 3A0PUHIS, T BKYNL 3 11020 800aMIU 3 ALCY
subiz «Tot, o zpeﬁfzi pee>» — MOA0OUTE, ayme 61458011, CUHBOOKUT, 3 5yﬁHuM% i pasom
NAABKUMU PYXAMU; 00€HCA HA HOMY MIHUINDCS OAPBAMIL, 810 KANAMYMHO-HCOBNOL 00
ACHO-0naxummoi, i nobauckye cocmpumu saomucmumu icxpamu. Kunysmucs 3

13 The translators will be identified by their respective initials: pc=Percival Cundy;
frl=Florence Randal Livesay; ge=Gladys Evans; vr=Vera Rich; vw=Virlana Tkacz and
Wanda Phipps

137 As mentioned in Chapter 2 above, examples from the text are identified by
numerical codes corresponding to the sequential identifiers of stage directions
(including preamble texts) and dialogue turns in the drama. Identifiers beginning
with 0 apply to the Prologue, those beginning with 1 apply to Act 1, those beginning
with 2 apply to Act 2 and those beginning with 3 apply to Act 3. Thus 0001 signifies
the first paragraph of the preamble to the Prologue. Examples quoted may be cross-
referenced by consulting the full Ukrainian text of the drama in the Appendix.
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nOMOKA 8 03€P0, 6IH NOUUHAE KPYIHALMU MO NAECL, XBUAWIOUU 1020 COHIY 3oi)y;
myman po35z'zaemb6ﬂ, 8004 cunimae.

[In the forest something begins to stir; the brook begins to foam and gurgle and its
waters bring forth “Him Who Bursts The Weirs”, bounding out from among the trees
— be is young and very blond, with blue eyes, and be dashes about impetuously yet
sinuously. His attire is multi-colonred, varying from muddy yellow to bright blue,
sparkling brightly with gold. Leaping from the stream into the lake, be begins to swim
around in the clear pool, causing the somnolent water to ripple. As the mist disperses,
the water becomes a clearer blue.]

This figure symbolises and personifies, as he himself declares, the
torrents of spring, the fresh will of the young—the re-awakening of
nature after the winter hibernation—as a prelude to the further advance
of spring-time which is the background theme that will characterise Act
One. Percival Cundy, Florence Randal Livesay, Gladys Evans and Vera
Rich give a direct, literal translation of this name (respectively He Who
Rends The Dikes; Dam Breaker; Dam Breaker; The Dam Burster in
Spring. Florence Randal Livesay also refers to him, curiously, as the Spirit
of the Dam awakening, personifying the dam, thus contradicting the
character’s role, which is actually to destroy all dams. Virlana Tkacz and
Wanda Phipps give the denomination Spring Flood, which—rather than
translating the name directly—represents an interpretation of the role
and meaning of the character.

2. ITomepuama [Lost Babes]
In Ukrainian folk mythology, /lomepuama are wandering lost souls of

unbaptised dead infants frequenting lakes and marshes carrying little
lamps to lure people to their death in quicksands.’®® In the original

1% moTepuaTa: y HAPOAHUX HOBIP X — IOMeEPJI HeXpelleHi AiTH [...] sxuByTb mo
03epax i 6OIOTaX; MOXKYTh 3aMaHIOBATH JIIOAEH; XOMATh Y TEMHOTI 3 KATAHIMKAMU; ¥

«Jlicosiit michi» Jleci Yipainku: «ITorepuara B pykax MaioTh KaraH4MKH, L0
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Ukrainian text, no indication is given of this mythological background.
In the Prologue, they are presented in a sympathetic style as poor lost
waifs:

0006

ITomepuama (0soe masenviux, 6aidenvkux Jimox y biaenvrux copoeuxax
BUPUHAIMY 3-NOMINC AANATNIN)

[Lost Babes™ (Two tiny, wan waifs in flimsy white shifts emerge from amongst the
water-lilies))

Only later, in Act One, is there an enactment of their traditional
mythological role, when they follow the malevolent directions of Water
Nymph, luring Lukash into the mire with their “little lamps” which he
mistakes for glow-worms (1215). The mythological beings known as
Ilomepuama in Ukrainian are given purely descriptive names in English
by Percival Cundy: Lost Babes, Florence Randal Livesay: Small

6IMMAIOTh, TO SICHO CIIATAXYIOUH, TO 30BCIM oracaiodn», «IloTepyaTa 03MBaIOThCS
XKaibHO, MOpiOHO [0 5Kab’AI0T0 KYMKAHHS»; TAKOXK, JITAIOYM HAJ, 3eMIICIO,
BUMAraloTh «XpPecTax», 60 AKIjo He gicTaHyTs ioro, To migyTs y mekio [in folk beliefs -
dead unbaptised children [...] living in lakes and swamps; can lead people astray,
walking in the dark with little lamps]. http://ukrlit.org/slovnyk/ morepuara

This is a folk perception of the will-o'-the-wisp or ignis fatuus. (The will-o'-the-
wisp is a flame-like phosphorescence caused by gases from decaying plants in marshy
areas. In olden days, it was personified as “Will with the wisp,” a sprite who carried a
fleeting “wisp® of light. Foolish travelers were said to try to follow the light and were
then led astray into the marsh. (An 18th-century fairy tale described Will as one “who
bears the wispy fire to trail the swains among the mire.”) The light was first known,
and still also is, as ignis fatuus, which in Latin means “foolish fire.”
https://www.merriam-webster.com/dictionary/will-0%27-the-wisp
'3 For this character, Lesia Ukrainka did not adopt folk beliefs literally; she does not
describe the IJomepuama as children who died unbaptised; they are associated with
the dangers of swamps. They might be named, therefore, Lost Babes rather than Lost
Souls. Stylistically, this appellation belongs to the fairy tale genre. Babes in the Wood is
an English traditional tale about children who die abandoned in the woods.
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Children, Gladys Evans: Lost Children, and Vera Rich: The Lost Babies.
The term Water Brats adopted by Virlana Tkacz and Wanda Phipps in
the Prologue may therefore be considered a foreshadowing' of this
subsequent characterisation. However, this is not actually relevant here;
readers of the original are familiar with the mythological associations and
therefore have a cognitive “advantage” over readers of an English
translation. In the light of this cognitive incommensurability, the more
explanatory counterpart Water Brats may have the valid purpose of
achieving a measure of cultural transfer.

3. Tod, mo 6 ckasi cudums [He Who Sits Within The Rock]

He Who Sits Within the Rock represents a mythological being similar to
the Grim Reaper. This character, not described in any preamble/stage
direction, is first mentioned by Spirit of the Lake, as a warning to Water
Nymph of retribution for disobedience:

0048

Bopsauux
Tobi BiHIs He MPUIAETHCS HOCUTH,
60 3a HemocTyx 3abepe Tebe

«Tol1, mo B cKasti CUAUTD> .

[Spirit of the Lake
You will not wear that crown for very long;

because you’ve disobeyed, it will be taken
by Him Who Sits Within The Rock.]

Except for Virlana Tkacz’s and Wanda Phipps’s more creative, more
sinister-sounding version (Keeper of the Shadows), the translations follow

140 Levy (2011: 35) warns about gratuitous foreshadowing: “A [...] distortion may
arise [...] if the translator has a clear notion about a character in the work but forgets
that the author reveals this character to the reader gradually.” (Levy 2011: 35)
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Levy’s principle that “where the value of the proper name is semantic,
conceptual, holding general meaning, substitution (translation of the
semantic components) is appropriate.” (Levy 2011: 86-89). Percival
Cundy translates this name as He Who Dwells in Rock, Florence Randal
Livesay as One-who-sits-in-the-cliff, Gladys Evans as the Sitter on Lone
Crags, and Vera Rich as the Rock-Dweller.

4. Pycaaxa [Rusalka or Water Nymph]

Water Nymph also appears in the Prologue, cavorting with Him Who
Bursts The Weirs, evoking the wrath of her mythological father, Spirit of
the Lake:

0015

Pycanxa sunausae i 3Ha0Lu80 BMIXAEMbLA, PAdicHo ckaadaruu dosoni. Ha niti dsa
BinKH — 00un Giavmndl, 3esenntl, Opyeuti MALEHOKUT, IK KOPOHKA, NEPAOBUL, 3-N10
Hb020 CNAVAE CCPNAHOK.

[Water Nymph rises to the surface with an alluring smile, joyfully dapping her
hands. She is wearing two garlands, a larger green one and a little one like a coronet
of pearls with a cascading veil.]

Rusalka, a mythological and literary figure in Czech and Russian as well
as Ukrainian culture, is a water nymph. Only Gladys Evans and Florence
Randal Livesay adopt a comparable generic term—Gladys Evans calls
her The Water Sprite, while Florence Randal Livesay generalises the term
as nymph. Percival Cundy and Vera Rich adopt Rusalka as a proper
name, while Virlana Tkacz and Wanda Phipps borrow Ondine, the title
of a drama by Jean Giraudoux (1938) based on Undine, Friedrich de la
Motte Fouqué’s German romantic fairy tale, published in 1811, in
which the water spirit Undine marries a knight named Huldebrand so as
to acquire a human soul. Undine is a name derived from the Latin #nda
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[wave]."! In The Song of the Forest, however, Water Nymph is the actual
counterpart of the generic term Pycaaxa (Rusalka); capitalisation is
appropriate to signify her role as an individual character in the drama.
Rusalka, meaning in Czech, as in Ukrainian and Russian, a water
nymph, is a name made widely familiar by Antonin Dvordk’s opera
setting to music Jaroslav Kvapil’s fairy drama, but Rusalka is not a
proper name, though it is treated as such in the opera world. Some
translators of The Song of the Forest adopt it as a proper name, while
others call Rusalka a sprite, fairy or nymph.

S. Bodanux [Spirit of the Lake]

In Ukrainian and other Slavonic mythologies, Spirit of the Lake is a
dominant figure ruling over lesser beings such as water nymphs, who are
his daughters. He appears in the Prologue to upbraid Water Nymph for
cavorting with Him Who Bursts The Weirs. Percival Cundy represents
him as a dwarf-like fairy-tale being ( Water Goblin), incompatible with
the authoritative character in this play. Vera Rich calls him Water-Elf,
suggesting a delicate being, also lacking the authority associated with the
role. The regal appellations Water-king by Florence Randal Livesay and
The Forest-Pool King by Gladys Evans lend this character more of the
requisite authority; they are also more readily compatible with an actor’s
physical appearance on stage. Old Man River, Virlana Tkacz’s and

! Undine, also spelled Ondine, mythological figure of European tradition, a water
nymph who becomes human when she falls in love with a man but is doomed to die if
he is unfaithful to her. Derived from the Greek figures known as Nereids, attendants
of the sea god Poseidon, Ondine was first mentioned in the writings of the Swiss
author Paracelsus, who put forth his theory that there are spirits called “undines” who
inhabit the element of water. A version of the myth was adapted as the romance
Undine by Baron Fouqué in 1811, and librettos based on the romance were written
by E T A Hoftmann in 1816 and Albert Lortzing in 1845. Maurice Maeterlinck’s
play Pelléas et Mélisande (1892) was in part based on this myth, as was Ondine
(1939), a drama by Jean Giraudoux. [...] The word is from the Latin unda, meaning
“wave” or “water.” https://www.britannica.com/topic/undine-mythology
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Wanda Phipps’s version, is stylistically attractive, but it has powerful
associations with a very different national culture.

6. Jlicosux [Guardian of the Forest]

As in the case of Bogsuux [Spirit of the Lake], above, the counterparts
in some translations are incompatible with the dramatic role of
Guardian of the Forest. Gladys Evans’s Goblin and the shortened form
Gob adopted by Virlana Tkacz and Wanda Phipps, are pejorative, in
strong contrast to the positive, benign role of Jlicosuxk. Collins English
Dictionary states: “In fairy stories, a goblin is a small, ugly creature which
usually enjoys causing trouble.”***

The JlicoBux of Ukrainian folklore could be so described, but Lesia
Ukrainka’s characterisation is different and should be respected. His

appearance is described in the stage directions as follows:

1012

Jicosux (marnd, 5opoaczmm7 0i0ok, memuii Pyxamu, nosajcHud 00auuYIM; y
bpynammomy e6panni bapeu Kopu, y 8040Xamiti manyi 3 Kynuyz)

(Guardian of the Forest (a nimble, bearded little old man, of earnest appearance,
wearing a brown garment the colour of bark and a marten-fur cap.)]

Percival Cundy calls this character Forest Elf, and Vera Rich 4
gmndxz‘re—a surprising, inappropriate use of an archaic term for
grandfather. Elves are more benign figures than goblins, but they are
perceived as small, fairy-like creatures. This concept is also incompatible
with the authoritative Jzcosux of this play, either in his appearance as
described in Lesia Ukrainka’s stage directions (dpesniti, cusuii 0id [an
aged, grey-haired man]) or the authoritative dramatic role she assigns to
him. The title Guardian of the Forest reflects his dramatic

2 hteps://www.collinsdictionary.com/dictionary/english/goblin
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characterisation in this play, as a mythological defender of what is good
and positive in the forest environment. Florence Randal Livesay’s
identification of his dramatic role as King of the Forest (in the list of
characters) is a good guide for the reader, but in the text of the drama
itself she gives only the idiosyncratic transliteration Leesovik, which
conveys the characteristic of strangeness or foreignness, but no meaning,
for the anglophone reader. A more effective means of conveying the
dramatic role of this figure of Ukrainian folk mythology would be to give
the character the name King of the Forest in the body of the text, having
added a note in the list of characters explaining the etymology of the
Ukrainian term Jlzcosux.

7. Masxa [Mavka or Wood Nymph]

The stage directions introduce Mavka in Act 1 with a description of her

appecarance:

1021

3-3a cmosbypa cmapoi posumenienoi sepbu, nigycoxaoi, suxodums Masxa, 6 scHo-
3eAEHLIE 00€CT 3 POSTLYUEHUMI LOPHUMIM, 3 FEACHUM TLOAUCKOM, KOCAMU, POINPABASE
PyKn i nposodums 0040HEW 1O 04AX.

[From bebind the split trunk of an old willow tree, half dried up, emerges Mavka, a
wood nymph, wearing a bright green dress. Her free-flowing dark tresses have a
greenish lustre. She stretches ber arms, rubbing her eyes.]

In Ukrainian folk mythology, a mavka is a generic term denoting a

malevolent wood nymph, the woodland counterpart of a water nymph
or rusalka. Lesia Ukrainka’s dramatic character Mavka is, by contrast, a
benign being.'** All translators transliterate the name of the heroine of

143 P P Ponomariov (ITonomapsor 2002: 179-180) notes that “the chief characteristic
of Lesia’s Mavka is the absence of maliciousness and antipathy towards humans [...]
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the drama Maska as Mavka, except Virlana Tkacz and Wanda Phipps,
who give her the name Sy/ph, a mythological air spirit.’** A similar
name with an explicit semantic link to her woodland domain could be
Sylvana, but these translators prefer punchy, monosyllabic names. The
majority view here is that the Ukrainian term should be adopted, as a

145

candidate for foreignisation,'* and that it should represent, as in the

case of Kvapil/Dvorték’s Rusalka, a proper name in translation.

8. Ilepesecnux—eapnuii xaoneys [Fiery Charmer— a handsome young

man] 4

As he appears in Act One, to importune Mavka, ITepenecuuk [Fiery
Charmer] is introduced with an accompanying description:

1113

3 eymasunn aicy susimae Ilepesecux — 2apuusi xioneys y 4epsoniii odexcs, 3
uepsonscmum, OViHo PO3BIIHUM, IK BIMED, BOAOCCIM, HUOPHUMU OPoBAMU 3
bauckysumu owuma. Bin xoue obnsmu Masxy, 6ona yxuisemcs.

Lesia Ukrainka was known to be familiar with Serbian folklore and she took a
particular interest in the image of the vila [fairy]; about which she wrote the beautiful
poem Bisa-nocecmpa [My sister fairy]. The vila, like the Mavka, was one of Lesia’s
favourite images, and she became acquainted with it very early [...] The Serbian vila is
benign rather than malicious; she is very beautiful and has a wonderful voice.”

14 Sylph: 1. a slender graceful girl or young woman. 2. any of a class of imaginary
beings assumed to inhabit the air. Also (rare): sylphid. Word origin C17: from New
Latin sylphus, probably coined from Latin silva wood + Greek numphe NYMPH
(Collins English Dictionary)

145 There are strong precedents in academic publishing for the adoption of the
transliterated name Mavka.

14 TTepernecHux, a, 4. 1. KaskoBa icrora 40510Bi40f cTaTi, 51Ka, JTiTAI09H JO SKIHOK ¥
BUIJLAZ] BOTHEHHOTO 3Mis, criokymae ix. [1. A fabulous male creature who, flying
towards women in the form of a fiery serpent, attempts to seduce them]. 2. nepen. Te
came, mo crokycHuk. [fig. Tempter] (http://ukrlit.org/slovnyk/mepenecnuk)
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[Erom the depths of the forest emerges Fiery Charmer — a handsome youth dressed in
red, with wild wind-blown red hair, dark eyebrows and sparkling eyes. He wants to
embrace Mavka, but she evades him.)

The translations do not give a full sense of the characterisation; Percival
Cundy calls him Will-O>-The-Wisp, Florence Randal Livesay’s
Perelesnyk follows her principle of transliteration of Ukrainian names,
Gladys Evans has Red Demon, Vera Rich calls him Brushwood-Elf, and
Virlana Tkacz and Wanda Phipps, for reasons of stage presentation,
choose the short, punchy name Spark. There is cognitive
incommensurability here, as with ITorepuara [Lost Babes]). Readers of
the Ukrainian work recognise the meaning of Ilepenecuux as a seducer
and they are familiar with his fiery mythological provenance, symbolised
by the red attire and red hair, without explicitation. None of the English
counterparts gives a full sense of this dramatic role or of the mythological
connotations. The title Fiery Charmer would give at least a hint of these

characteristics.
9. Pycaaxa Iloavosa [Field Nymph]

This character is introduced by Mavka in Act 1:

1118

Maska

A tam xe

TBOsI Pycanka ITospoBa, 1m0 B 5KHTI.
Bona g5 Tebe goci Bxe BiHOK

3€7IEHO-ApUH TTOYaIa CIUTTaTH.

[Mavka

Oh, but look!

There’s that Field Nymph of yours; she’s in the rye.
Already she has started plaiting there

a bright green grassy garland just for you.]
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In Ukrainian, as in classical, mythology, there are varieties of nymphs—
in The Song of the Forest they inhabit bodies of water, forests and fields,
respectively. There is little consistency in the English counterparts here;
Water Nymph and Field Nymph are respectively identified by the
translators as Rusalka/Field Sprite (Percival Cundy), A nymph/Field
Russalka (Florence Randal Livesay), The Water Sprite/Meadow Fairy
(Gladys), Rusalka/Field-Rusalka (Vera Rich), and Ondine/Field Nymph
(Virlana Tkacz and Wanda Phipps).

10. Kyys [The Imp]

Kyys [The Imp] is first seen during the episode in Act One where Water
Nymph attempts to drown Lukash in the swamp with the assistance of
the Lost Babes:

1221

Pycanxa

(pado)

TToganuce!

(Hadbizae do boroma, Gpusiac 800010 3 nasvyis no3ad cebe uepes naeut. 3-3a Kynumn
sucxaxye Kyys, mosodenvxusi wopmux-nanuuux.)

Kymo-Kyyo,

nouinyi y pyugo!

(Coasinvrum pyxom npocmseac fomy pyxy, 81 yisye.)

[Water Nymph

(happily)

They’re off!

(She burries to the swamp, splashes water over ber shoulders. A little boyish imp jumps
out from bebind a hummock.)

Impy-Impy,

kiss my handy, Impy!

(Impulsively, she stretches out ber hand to bim and be kisses it.)]
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The physical appearance of this lesser devil is described in some detail in
the stage directions. The transliteration Kutz chosen by Percival Cundy,
Florence Randal Livesay and Virlana Tkacz and Wanda Phipps (Percival
Cundy also forms the diminutive Kuzzze) has inappropriate German
connotations. Gladys Evans’s Koots and the diminutive Kootsze and Vera
Rich’s Kuts, Kutsie carry no meaning. The explanatory name Imp,
capitalised to turn it into a proper noun with a convenient
diminutive/endearing form Impy, could resolve the cognitive
incommensurability.

Tetiana Krupeniova (Kpynensosa 2002: 111) notes that Kyys is a folk
euphemism for a devil, literally a short-tailed one: Kyus, To Hapogna
eBpeMicTYHA Has3Ba 4OpTa 3 JKAPTIBJIMBUM BIITIHKOM: 6YKBaJ'II)HO
“xoporkoxsocruit”. This information, and (crucially) Lesia Ukrainka’s
own description of this character in the drama, suggest the English
counterpart [mp.

11. Baudni [The Starvelings]

Saudni [The Starvelings] appear in the scene of disaster in Act Three,
when the cottage is burning down. They are introduced in the stage
directions with a full description:

3029

3nnpui

(maai, 3AMOPEHT ICMOMU, 8 LAXMIMMNL, 3 BILHUM, SPUSLKUM 204000M Ha 064n4y,
3’9BAL0MBCL 334 KYMKA XATNHBOZ0)

Mu tyT! A XTO Hac KTHUe?

[Starvelings

(small, emaciated creatures in rags, eternal, gnawing hunger showing in their faces,
emerge from bebind a corner of the cottage)

Here we are! Who calls us?]

95



In translation their mythological provenance, known to Ukrainian
readers, is not revealed, except by Florence Randal Livesay, who calls
them Hunger Imps, a welcome explicitation complementing her erratic
transliteration Z/uidnz, and by Virlana Tkacz and Wanda Phipps, who
call them Woes. The latter may be derived from Hnatiuk’s (Iarrox
2000:171) Elend [(in German) woe].

12. ITocmams, JJoas [ A Figure, An Apparition, Destiny]

This personification of fate in the form of an apparition, emerging in Act
Three as Lukash faces the consequences of deserting Mavka, is not
problematical for the translator. The dialogue turn is self-explanatory.

3173

ITocrars

A - sarybnena [Jons.
3apesa MeHe B fiebpi
HEpPO3yMHa CBABOJIS.

A renep s 6yKao

Haue MOPOK II0 T4I0,
HU3BKO NPHIIAJAI0, CTEKEIKH LIYKAIO
A0 MUHYJIOTO Paio.

O yrxe x Tas cTexKa
6isuM cHIroM mpumana...
Oi1 yrxe x s B cuX febpsx

Jech HaBiKy mpomanal..

[Figure

I'am your lost Destiny,

A wanton lack of wisdom

has led me to this my doom.

Mere phantom’s form I assume,

condemned in dark groves to roam.

Bending my head, I'seek a faint path that would lead
to the paradise of old.

Abh, the path is hidden now,
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lying beneath white snow.
Alas, to this tanglewood
I'am now banished for good.]

The addition of the Ukrainian word for fate in transliteration, dolia, by
Florence Randal Livesay follows her adopted translation strategy.

13. Ilponacnuys (6es mosu) [Fever-Delirium (non-speaking)]

This further personification of a disaster is also clear, and explained by
the context:

3028

Kynn

Ile sx Bopsanuk crixkka iM migMouus,
aIlorepuara 3615KK A TTOTHOIIH,
Iponacuuus ix goci 6 3a e,

IO 03€PO KOHOITIAMH 3IrUANUIIH.

(Imp

Spirit of the Lake has soaked their haystacks
and the Lost Babes have fouled their rye as well.
Fever-Delirium dogs them to this day,

for they have soiled the lake with their hemp.]

The translations are all very expressive: The Fever Wraith (Percival
Cundy), The Spirit of Fever (Florence Randal Livesay), Swamp-Fever-
Spirit (Gladys Evans), The Ague-spirit (Vera Rich). Virlana Tkacz and
Wanda Phipps choose a term which perhaps does not explicitly render
the semantic concept fever, but does personify the phenomenon
dramatically as a mythological being— The Evil Shaker.
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The human characters

At the beginning of Act One, the first human characters of the drama
are introduced in the preamble—Lukash and his Uncle Lev. Detailed
descriptions of their physical appearance are given. By comparison with
the mythological characters, it is a straightforward matter to find
English translation counterparts for the human protagonists. There are
merely minor phonetic issues. In the case of the name Jles, as with
Magxa, the question arises regarding the pronunciation of the
Ukrainian consonant 6. The usual English counterpart of Jles—Leo,
adopted by Florence Randal Livesay, Gladys Evans and Virlana Tkacz
and Wanda Phipps, is actually phonetically very close, whereas the
transliterated form Lev adopted by Percival Cundy and Vera Rich, is
not phonetically equivalent. However, as in the case of Mavka (above),
the traditional form Lev follows academic publishing precedent. The
usual English counterpart of JIykam [Lukash] is Luke, but Percival
Cundy, Gladys Evans and Vera Rich all prefer the local colour of the
form Lukash. Florence Randal Livesay’s Lucash is a little anglicised,
and Virlana Tkacz and Wanda Phipps have Luke (losing the
opportunity to reserve Luke as a diminutive/endearing form of Lukash.
Lukash’s wife Kumuna [Kylyna] is a case for transliteration, as there is
no semantic content to convey. Virlana Tkacz and Wanda Phipps and
Vera Rich adopt the standard form Kylyna, while Percival Cundy and
Gladys Evans do not observe this phonetic distinction in their
transliteration (Kilina) failing to distinguish Ukrainian i/u (i/y) and
Florence Randal Livesay has the aberrant form Kelena. Lukash’s
mother and his children are referred to only anonymously in the
original and in all the translations.
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Summary of the treatment of mythological character names

In their treatment of mythological character names, the respective
translation strategies convey the cultural connotations to varying
degrees. The characters’ names are complemented by stage directions
giving descriptions of their appearance and a brief characterisation.
Water Nymph, Wood Nymph (Mavka) and Field Nymph are ready,
internationally recognised, counterparts from classical mythology
presenting no real problem in translation. For other character names,
however, there are no obvious counterparts in English-language
mythologies or folk beliefs, and the translator is faced with the challenge
of finding counterparts for them which evoke cognitively similar
associations to those formed by readers of the source text. The elves,
goblins and gnomes of Anglo-Germanic fairy tales resorted to by Percival
Cundy (Water Goblin, Forest Elf), Vera Rich (Water Elf, Forest-Elf) do
not convey the authoritative characterisation of Spirit of the Lake and
Guardian of the Forest. Nor does Vera Rich’s Brushwood Elf characterise
Fiery Charmer as a flaming serpent-seducer. Florence Randal Livesay
transliterates the original Ukrainian names, but adds explicitations to
convey the meaning inherent in them for readers of the source text:
Russalka—a Water Spirit, Vodianik—Spirit of the River or Water King,
Leesovik— King of the Forest, Mavka— Forest Nymph, Perelesnyk— False
Lover and Ague, Kutz—an Imp, Russalki of Field and Forest and Lake,
Phantom—Cliff Spirit, The Zluidni—Spirits of Poverty, Dolia—Spirit
of Fate. Similarly, Gladys Evans also adopts a strategy of explicitation and
accompanying transliteration: Lost  Children— Poterchata, Water
Sprite— “Rusalka”, Forest-Pool King— “Vodyanik”, Hunger Imps—
“Zlidni”. Percival Cundy’s explicitations mostly convey important
meanings, but Will-O-the Wisp, a fire sprite (ignis fatuus) as Ilepesecrux
[Fiery Charmer] is confusing; it is the Lost Babes who are mythological
perceptions of the Zgnis fatuusleading Lukash into danger in the swamp.
The character names adopted by Virlana Tkacz and Wanda Phipps do
not carry their meanings in the source text; they are intended for a
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different function, namely clarity of expression on stage achieved
through simplification, abbreviation and directness.*’

147 As explained by Virlana Tkacz in an interview with UATV on YouTube:
https://www.youtube.com/watch?v=iZpR OckfqzU 6.26-6.48
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CHAPTER 4
COLOUR TERMS

This chapter investigates the treatment of colour terms in the five
translations. This lexis is prominent in the text, having important
functional-stylistic roles. Furthermore, in this fairy drama, certain
connotations of colour terms specific to Ukrainian (and wider Slavonic)
folk stylistics, especially the folk song genre, come to the fore. There are
cultural differences here, awareness of which is an issue in the
apprehension, interpretation and re-stylisation stages of the translation
process. '

Viktoria Prykhodko (ITpuxomexo 2008: 508) makes a general

observation regarding colour terms in translation:

Languages incorporate their own particular associations regarding colour,
expressed in metaphors, specific comparisons, connotations etc. They are all
involved in an author’s style; the spectrum of colours and tones and the cognition
of colours in the target language is a translational problem.'*

She notes (ITpuxogsxo 2008: 510) that colour terms occurring in The
Song of the Forest include white, black and grey as well as adjectives
denoting attributes of texture, such as transparency, contrasting levels of
light, i. e. brilliance and darkness, vividness and paleness.'>

148 See Levy 2011: 31

19 ¢f, Ukrainka 2021:20

13 B mepioTBOpi 3ycTpivaeMo 6araTo BiATIHKIB, 03HAK KOMbOPY 63 feHOTaTa:
TEMHUH, ThMAHUI, HEMPO3OPUH, MATOBUH, 6apBI/I MyJTy, THUTUH, 30PAHMIL,

ACKPABHI, CAMOLBITHUIH, OIMCKy4ul.
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Lubov Isaienko (Icaerxo 2008: 2) describes The Song of the Forest as
one of Lesia Ukrainka’s “most colourful” works, of particular value for
the study of the poetics of colour. The author quotes Oleksandr Rysak’s
finding (Pucax 1999: 73) that Lesia Ukrainka derived creative artistic
symbols from her perception of the variety and inter-relationships of
sounds and colours in her natural surroundings.™

Colour terms occurring in The Song of the Forest

The following colour terms, listed in order of descending numbers of
occurrence, occur in the drama:

Chromatic and achromatic terms in The Song of the Forest

Ukrainian English POS™?  Count™
Oinmit white a 34
YOpHUiL black a 18
4EPBOHUI red a 12
3eJIeHU I green a 11
CUBUH grey a 8
30710TUI golden a 6
cpibHmit silvery a 6
YKOBTHIM yellow a 5
TIepIOBHIA pearly a 4

151 Onexcanpp Pucak, gocmimkyodu mpobneMu CHHTEsy MECTELTB Y TBOPIOCTI
BUJATHUX MMCbMEHHUKIB nIEpiony HOpy6i>i()Kﬂ XIX-XX cromniTs, HarosomIye, o,
“cripuitMaiodu CBiT y $10r0 3ByKOBO-KOJBOPOBHX O3HAKAX, Y BU03MIHi i
B32€MO3YMOBJIEHOCTI MOJIi aCTIEKTHUX BUABIB, Jleca YKpa'fHKa IIyKasa i 3SHaxoguna
BiJIIIOBi/[Hi Xy/IO>KHi «3HAKK>», 36araqy10q1/1 THUM CAMHMM MUCTELKY nanipr” [11,73
i.e. Pucax O. O. “Haitnepme - mysuxa y Ciosi”: ITpobiemu cuHTEe3y MUCTELITB B
yKpaiHchKii siteparypi ki XIX - modarky XX cr.- JIyupk, 1999.- 402 c. (Icaerko
2008: 2)

132 Parts of speech: a = adjective; n = noun; v = verb

153Total number of occurrences
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CUHUU
GarpsHuit
GarpsHuLs
6imitu
6inaBuit
OIaKUTHUL
Gimuit
3CJIEHITH
3JIOTUCTUI
Habin
POYKEBUM

6ieHbKUI

6inns

6inp

6stieHbKUI
6sigicTs

GnigHiTH
6s1i0-6/IaKUTHUI
OpyHaTHIit
OypstaxoBuit
BubiMTH
TyCTO-CUHUI
3a3€JIEHITH
3a230JI0TITH
3aTEMHITH

3€JIEHO- AU
30110t (GapBu craporo
30/10Ta)
30710TO-OIAKUTHMIA
KaJIaMyTHO-)KOBTUM
Kapuh

MTOTIEJIACTUI
MMOCUBILIUI
HOYOPHITH
IIPO30JIOTh

Iypmyp

poKeBiTU

blue

crimson

crimson robe
appear white
blond

azure, light blue
pale

to turn green
golden

milk (dialect)
rosy, pink

white
(diminutive/endearing)
white embroidery
whiteness

pale (diminutive/endearing)

pallor

to turn pale

pale blue

brown

colour of beetroot
to whiten
dark-blue

to turn green

to turn to gold

to darken

bright green

gold (colour of old gold)

gold-and-azure
muddy yellow
hazel
ashen-grey
turned grey

to turn black
gold

purple

to blush pink
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CHMHIIaTH to turn blue v 1
CHHBOOKHUM blue-eyed a 1
cipuit grey a 1
TEMHO-YEpPBOHUI dark red a 1
4EePBOHITH to turn red v 1
YEPBOHSCTHUIL reddish a 1
YOPHITH to turn black v 1
4OPHOOPOBHIT with dark eyebrows a 1
SIPO-3eNeHUN bright green a 1
SACHO-DMAKUTHUI bright blue, sky blue a 1
SCHO-3€JIEHUI bright green a 1
SACHO-CUBUU light grey a 1

168

Terms denoting shades of brightness and darkness in The Song of

the Forest

Ukrainian English POS Count
TEMHUI dark a 11
Gimckyanit shiny a 4
BOTHHMCTHUI/OTHUCTHUI blazing, fiery, bright red a 3
30pAHMI starry a 3
HEMpPO30pUi opaque, enigmatic, thick a 3
nposopuit translucent, diaphanous a 2
CaMOLBITHUI jewelled a 2
ThMSHUK gloomy, unseeing a 2
ACKPaBUI bright, vivid a 2
THUJTUN rotten a 1
KBITUaCTHH flowery a 1
MAaTOBHI dull a 1
Myt (GapBu myoty) colour of slime n 1
TEMHEHbKUI dark (diminutive/endearing) a 1
TeMpsABa darkness n 1

38

The most frequent “colour” terms in The Song of the Forest, biauii

[white] and «opuuii [black] are not considered to represent colours
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proper; they are termed achromatic. All the true colours of the spectrum
are components of white light, i.e. red, green and blue (RGB).
Cognitively, white involves abstract connotations of purity and
innocence as well as, in its primary dictionary definition, the colour of
chalk, snow etc. True white is probably more of an ideal abstract concept
than a denotation of reality in nature. In the case of (true) black, no
components of the spectrum of light are present. It is questionable
whether such a phenomenon as true black actually exists in nature, any
more than true white; rather it is an abstract concept with certain
connotations concerning human negative emotions and concepts, in
folklore, having associations with tragic events. Contrasts between white
and black, light and darkness, vividness and low visibility are important
features of dramatic composition in The Song of the Forest.

There is a further important dimension to the poetic significance of
achromatic terms. The style of the drama reflects Ukrainian folklore,
including images from folk tales and folk songs. A particular cognitive
aspect of Ukrainian folk style—indeed also in other Slavonic
languages—is connotations of the terms 6z4u7 and wopuusi when they
have reference to the human body. Women’s bodies, their faces, arms and
legs, the most frequently mentioned examples, are described as 6z1u7, a
conventional epithet signifying feminine beauty.

The adjective «wopnusi [black] may involve negative symbolism, as for
example «vopruii yan [black goat]—goats are mostly white or brown; the
colour of the black goat has connotations of devilry, as the animal is at
the disposal of the mythological Imp:*>*

3028

Kyns
byno i nama yopHOro Aep>xuTh

IPY KOHAX, mob 4 MaB Ha 4OMY 130UTh.

13+ In Christian folk tradition, goats are associated with Satan. In the Bible, the good
and the sinful are represented by sheep and goats respectively (cf. Matthew 25, 31-36)
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[Imp
He used to keep a black goat
along with his horses so I had a mount as well.]

Similar cultural connotations of white and black are found in folk songs
of other Slavonic cultures. Tereza Zudova (2017: 26-7, 32) notes, from a
standpoint of ethnolinguistics and cognitive poetics, thatin (Czech) love
songs and ballads, women’s hands or arms are exclusively white, with
positive connotations of beauty and desirability, and also innocence,
while black eyes are almost always mentioned in tragic contexts and
weeping, grief or violence. From the standpoint of ethnolinguistics,
Tereza Zudovd (2017, s. 26-27, 32) explains the symbolism of colours as
follows:

In love songs and ballads, the conceptual profile of women’s appearance features
most distinctly their arms and hands, which are defined as white. White is the
only colour term that occurs in relation to hands and arms. There is no
alternative; in certain cases it occurs in contrast with black:

Uz mé bilé ruce
bfehu se chytaji.
Uz mé bilé nohy
pisku dosahajf;

uz mé Cerné vldsky
po vodé plyvaji.
Uz mé Cerné odi,
po horéch se todi.

[My fair hands

are grasping the shore.
My fair feet

are touching the sand;
my dark hair

is floating in the water
My dark eyes

wander over the hills]
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The colour bily [white] referring to hands/arms usually has positive connotations
of beauty and desirability:

neb mné usnul mdj rozmily,

Na mych rukdch péknych bilych;
Ach Durni¢ko, Durno m4,

mite ruce bilé;

komu vy jich podite,

tomu budou milé.

[for my dear one has fallen asleep,
In my lovely fair arms;

Ah dear Durna, my Durna,

you have lovely arms;

for him that you give them to
they will be so dear.]

In one case the reference is to the severed hand of an innocent victim:

Miud praua, protfipaua,
Vypadua ji ruka bil4.
Pockaj Janko povim na ta,
To je ruka z mého brata.

[My dear girl, washing, was shaking clothes,
a pale hand fell out,
Just wait, Janko, I'll tell on you,

That’s my brother’s hand.]

In all occurrences of the colour 47y [white], the context suggests connotations of
beauty or innocence. [...]; cerné ol [black eyes] occur in most cases in a context of
tearful tragic circumstances:

at na niu vrany nekvadu,
Cerné o¢i at neplaca.

[let ravens not caw at her
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Let her dark eyes not weep.]
regret:

jeji ¢erné odi se svétem se 16¢f,
Ze js6é oklamany
Od $ohaja v noci.

[her dark eyes bid farewell to the world,
for they are deceived
by the suitor in the night]

or violence:

ruce nohy ji urdbal,
cerné odi jf vylupal.

[he cut off her arms and legs,

her dark eyes he gouged out].

In another category, reference may be made to eyes separated from the body. As a
ballad motif, the expression cerné oci [black eyes] intensifies the brutality of a
violent act:

Jak dojeli na krajicek,
Vyhodil ju na trdvnicek.
Ruce nohy ji urtbal,
Cerné odi ji vylapal.

[As soon as they had rowed across

he threw her out into the grass,

chopped off her legs, chopped off her arms,
then he gouged out both her dark eyes.]

English translations of the achromatic/colour terms 6z1us and woprnuii

in The Song of the Forest vary to take into account the respective contexts
and referents, which can be identified as falling into the following
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categories: articles of clothing or details of these, artefacts—e.g. the walls
of the cottage, flora, fauna, the elements, proper names and, in
particular, the human body and its parts, when connotations deriving
from traditional Ukrainian folk style are involved. Under the above
categories, excluding the human body and its parts, literal translation
counterparts are usually found in the five versions investigated; in these
contexts there is no significant divergence in usage between Ukrainian
and English, though some collocations involving abstract concepts have
special signiﬁcance, requiring interpretation.

The colour white can have a range of symbolic meanings in varying
contexts. The first example (670envxusi [white (diminutive/endearing)]
is found in the stage directions at the beginning of the Prologue. The
mythological character He Who Bursts The Weirs, personifying the
torrents of spring, disturbs the Lost Babes, restless souls of infants
abandoned to die in the forest, or drowned by their unmarried mothers,
before they were baptised. The Lost Babes are dressed in flimsy white
shifts; here, the colour white symbolises death:

0006

Ilomepuama (0soe marenviux, Oaidenvkux 0imox y OiaeHsKux copoweuxax
BUPUHAN MG 3-NOMIHC AAMATNIM)

[Lost Babes (two tiny, wan waifs in flimsy white shifts emerge from amongst the
water-lilies))

Colour terms in the contexts of the drama

Most colour terms occurring in the drama are found in the stage
directions—in descriptions of the natural setting, the characters and
their attire. This vocabulary often has a symbolic dimension, derived
from Ukrainian folk culture (folk tales and folk songs, of which Lesia
Ukrainka had a deep knowledge). It contributes significantly to the
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artistic representation of reality and to the characterisation of the
protagonists.

The Prologue

In the Prologue, the setting is a clearing in the forested region of Volhynia
in north-western Ukraine in early spring and in the descriptions of the
natural surroundings and in the appearance of the characters bright
colours are prominent; green symbolises the coming of spring. Percival
Cundy, Gladys Evans and Vera Rich render the symbolic colours of
bright green and pale blue, while Florence Randal Livesay and Virlana
Tkacz and Wanda Phipps omit their translation counterparts in 0001
and 0003:%

0001

laua8a ckpaw nepexodums & Kyn's ma ouepemu, a 8 00HOMY MICYT 8 IPO-34EHY
Opazo8uny — mo bepeau 4ico8020 03epa, o YMBOPULOCS 3 4108020 CHIPYMKA.

[Beyond the edges of the clearing are grass hummocks and reeds, and in one place there
is a bright green swamp, at the shove of a woodland lake fed by a forest brook.]

pe vivid green marsh

frl [...]

ge a bright green quagmire
vr  brilliant green swamp

13> Reminder: As mentioned above, the following abbreviations are used throughout
to denote the respective translators: pc=Percival Cundy; frl=Florence Randal Livesay;
ge=Gladys Evans; vr=Vera Rich; vw=Virlana Tkacz & Wanda Phipps
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0003

Ha osepi mymarn mo sexcums neienow, mo X6uie 00 8mpy, mo Pospusacmocs,
odxpusarnuu 6ido-6aaxummny 00y.

[The mist now lies over the lake like a shroud, now swirls in the wind, now breaks up
to reveal the pale blue water.]

pc the pale blue water
frl [...]

ge the pale blue water
vr the pale blue water

vw  the water

Florence Randal Livesay omits the crux of the message, namely that the
first green shoots of spring are showing:

0003

T1posecna. Ilo ysaicci i na 244561 3e4e118 neputnti pacm i ysimyms nposicku ma cow-
mpasa.

[12 35 early spring. At the fringe of the forest and in the clearing the first green shoots
are showing and the scillas and pasque flowers are in bloom.]

pc the first green is showing

frl [...]

ge the first grass is sprouting green

vr the first shoots show green

vw The forest is just starting to turn green

The characterisation of Him Who Bursts The Weirs, representing the
torrents of spring initiating the action of the play at the start of the
Prologue, is also achieved with the use of bright colours.
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0003

B aici wocy 3a2omoniao, CIMPYMOK 3aULYMYBAE, 346pm¢z'3, 7 8Kyni 3 #1020 800amu 3 aicy
subiz «Toti, o 2pebui pse> — moroduds, dysnce biaseuti, cunvooxud [...J odexwa na siomy
MIHUMBCE bapeami, 610 KAAAMYMHO-HO08TOL 00 SCHO-GAaKUMHOL, © NOGAUCKYE
eocmpumu suomucmum ickpam [...J 60da cunimac.

[Ln the forest something begins to stir; the brook begins to foam and gurgle and its
waters bring forth “Him Who Bursts The Weirs”, bounding out from among the

trees—he is young and very blond, with bright blue eyes [...] His attire is multi-
156

coloured, varying from muddy yellow to bright blue, sparkling brightly with gold.

[...] the water becomes a clearer blue.]

All five translations represent accurately the bright colours in the
description of Him Who Bursts The Weirs. However, Percival Cundy
omits entirely the description of his attire, which is bright blue and
sparkling with gold. Virlana Tkacz and Wanda Phipps omit the clause
o0xpusarun 61ido-6uaxumsmy 6ody [revealing the pale blue water].

pc the water becomes bluer and bluer
frl the water deepens its blue

ge the water grows more blue

vr the water becomes a deeper blue

In references to human hair, the variation between white, grey and blond
reflects stylistic choices which have similar motivations in English and in
Ukrainian, with minimal impact in terms of translational choices. The
dictionary definition'” of 6isseuii is axuii mae csimae 8os0ccs;
b7n080.00cu1; KUl Mae biaysame 3abapeicnns; biaut, biascmut, buioudi
[having fair hair; having whitish colouring, white, whitish, pale]. The
translation of dyxce 671267 which suggests itself in this context (which

3¢ In the descriptions of mythological characters are found colours reflecting the
element they represent; here, the freshets of spring.

7 hep://ukelit.org/slovnyk/6insasuit
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includes the collocation blue-eyed) is therefore very blond. The
interpretation by three translators that the reference is to the young
man’s complexion (fair of skin or pale) seems inappropriate; blond may
refer to both hair and complexion, but in the case of the latter this is
generally its secondary meaning. Pale, especially very pale, usually
implies poor health, which would not fit the energetic character

described:

pc very blond
frl very fair
ge fair of skin
vr very pale
vw  pale

Florence Randal Livesay dilutes the semantic content of the phrase
saomucmumu ickpamu [golden sparks], rendering golden as shiny (sparks

of light shine):

pc golden sparks

frl sparks of light shine
ge golden sparkles

vr sharp golden sparks
vw  glisten with gold

Water Nymph, a mythological character typically found in lakeland folk
tale settings, appears in the Prologue, wearing a green garland—a joyful

harbinger of spring;'**

0015

Pycanxa sunausae i 3Ha0su80 8CMIXAEMbLR, PAdicho ckaadawuu dosoni. Ha niti dsa
BIHKU—O00UH biavmutl, 3eaeHut, apyeuﬁ MANCHVKUI, K KOPOHKA, NEPAOBULL, 3-n10
Hb020 CRADAE CCPNAHOK.

138 A garland is also a familiar Slavonic folk symbol of virginity, youth and beauty.
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[Water Nymph rises to the surface with an alluring smile, joyfully dapping her
hands. She is wearing two garlands—a larger green one and a little one like a coronet

of pearls, with a cascading veil.]

Here, sesenuii is rendered by the adjective green in all translations:

pc two chaplets: the larger one, green
frl alarge green wreath

ge two crowns: one large and green
vr two garlands, one large and green

vw  two garlands on her head—one is large and green

In the Prologue (0022), Rusalka is held in a wild dance with Him Who
Bursts The Weirs:

0022

Pycanxa

(bepemvcs 3 num 3a pyxu i npyoxo KPymAse):
Ha Bupy-Bupouxy,

Ha )XOBTOMY MiCOUKY,

B IIEPJIOBOMY BiHOYKY

3aB’10CA y TAHOUKY!

Vx! Vx!

[Water Nymph

(She takes bim by the hand and swirls briskly):
A whirlpool whirling round,

on lovely yellow sand,

in my little pearl garland, yay!

I’ll swirl and skip away!

Wey hey!]

In the poetic context of Water Nymph’s elation as she is whirled in the

rushing waters, Vera Rich enhances wosmuii [yellow] semantically and
stylistically, translating #a scosmosy nicouxy as On the gold sands: The
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other translators render the endearing form nicouxy just as yellow sands,
except Virlana Tkacz and Wanda Phipps, who omit the phrase
altogether:

pc yellow sands
frl yellow sands
ge yellow sands
vr gold sands

Water Nymph is warned by Spirit of the Lake, her mythological father,
of the danger to her lovely body:

0052

Bopsaauk

Tasx BiH Tebe 3aHamacTuB OU TiIBKU,
HOTAT O IO KOJTIOYOMY JIOXKHCBKY
cTpyMouKa JicoBoro, bine Tino
TOHiBEYUB Ta ¥ KUHYB 61 CaMOTHIO

nech Ha O6e3Bingi.

[Spirit of the Lake

For he would despoil you, that’s for sure.
He’d drag you down that forest brook; its bed
so rough and jagged that your lovely body
he’d mutilate and then just cast away

somewhere, high and dry.]

The phrase 67.0¢ mi.o, referring here to Water Nymph, evokes traditional
folkloric connotations of feminine beauty, anticipating a translation
such as lovely body. Gladys Evans’s version pretty body fits this
expectation, while Percival Cundy’s fair white body rather misses the
point about the connotations of 674us and Vera Rich’s version white
body misses it entirely. Virlana Tkacz’s and Wanda Phipps’s reduction to

115



the simple personal pronoun yox reflects the impact of their adapted

version:

pc fair white body
frl white flesh

ge  pretty body
vr white body
yw  you

Act One

Lukash, the young hero of the drama who falls in love with the
mythological Mavka, a wood nymph, appears at the beginning of the first
act, and in the detailed description of his attire in the stage directions,
the colour vepsonuii [red] is important, as it is prominent in Ukrainian
folk art and design. Lukash, characterised as a typical rural dweller in the
forested region of north-western Ukraine (Polisia), wears a red sash
around his waist, and his shirt (the traditional Ukrainian sorochka) is
decorated with red embroidery and tassels on collar and cuffs.

1002

copouKa eunyweHa, MEPEHAHA 014410, 3 BUAOHCUCINUM KOMIPOM, NIOnEpesand
4EPBOHUM NOICOM, KOAO KOMIDA L HA LOXAAX 4EPBOHL 3ACININCKH

[His shirt, worn loosely over his trousers, is embroidered in white, with a flat collar,
and belted by a red sash. Around the collar and at the cuffs it is tied with red tassels.]

Florence Randal Livesay omits the phrase nidnepesarna wepsornum noscom
[belted by a red sash]. Virlana Tkacz and Wanda Phipps omit this
important phrase from the stage directions, as well as the rest of the
description of Lukash’s traditional Ukrainian attire. The omissions
entail a loss of background cultural information, which the other
translations convey:

116



pc His belt is of red leather
frl [...]

ge It is belted with a red sash
vr red girdle

pc red knots

frl scrolls of red stitching.
ge red buttons

vr red tassels

vwo [..]

Lukash is described in the stage directions as dyxce smor00usi xaoneys,
eapruii, 4oprnobposuii, cmpynxudi [a handsome, slender youth, with dark
eyebrows]:

1002

Jlykam — Oyice mos00uti x10neus, 2apHnti, LOpHOOPOBUT, CIMPYHKUIL, 8 0UAX UE € H0CH
dumsue.

[Lukash is a handsome, slender youth, with dark eyebrows. There is still something of
a childish look in bis eyes.]

Dark eyebrows are a typical defining feature of handsome characters in
Ukrainian folk style. The adjective wopuus [black/dark] has
connotations of physical beauty of parts of the human body, particularly
eyes, hair and eyebrows, carried by the term in Ukrainian poetry,
influenced by cultural traditions deriving from traditional folk tales and
folk songs. Dark eyebrows are considered a highly attractive feature in
men and women in Ukrainian folk stylistics. The literal translations
black-browed (Percival Cundy) and with black eyebrows (Florence Randal
Livesay) lack the stylistic tone of dark eyebrows, which is Vera Rich’s
translation here. Virlana Tkacz and Wanda Phipps omit any mention of
eyebrows altogether from the characterising description:
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pc black-browed

frl black eyebrows

ge black-browed

vr with dark eyebrows

The adjective 6247 [white] and the verb sas0.00miau [have turned to gold]
occur in the following description of the arrival of spring:

1020
Ha osepi posxpurucy sizei 0141 1 343040MiAU KEIMKI HA AAMATNINL.

[On the lake, the white cups of the water-lilies unfold and their blossom turns to gold.]

Both colour adjectives are omitted here by Percival Cundy, entailing
semantic and stylistic losses in the representation of the burgeoning
flowers. Florence Randal Livesay’s change of gold to yellow is also a
semantic and poetic dilution. The other translators have golden (Gladys
Evans, Vera Rich or go/d (Virlana Tkacz and Wanda Phipps).

pc the water lilies
frl white lilies
ge white lilies
vr white lilies

vw lilies open their white petals

pc [...]

frl yellow water poppies
ge golden water-lilies

vr golden king-cups

vw lilies open their white petals to reveal their gold
Changing colours reflect the changing seasons of the year during the

play. The first act takes place when spring has truly arrived. The changing

seasons are in turn associated with the unfolding events in the drama, as
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metaphors for the varying moods, feelings, relationships and situations
of the protagonists. The coming of spring, associated with bright colours
of green and blue, symbolises happiness and the burgeoning love of
Mavka and Lukash in the first act. The wood nymph Mavka now
appears, in bright green attire:

1021

3-3a cmosbypa cmapoi posmenienoi sepbu, nigycoxaoi, suxodums Masxa, 8 scHo-
3CACHIIL 00€ICT 3 POSMYUEHUMU YOPHUMM, 3 3CACHUM NOAUCKOM, KOCAMU, POSNPABASE
PyKn i nposodums 040HEW 1O 04AX.

[From bebind the split trunk of the old willow tree, half dried up, emerges Mavka, a
wood nymph, wearing a bright green dress. Her free-flowing dark tresses have a
greenish lustre. She stretches ber arms, rubbing her eyes.]

This is conveyed in all five translations; Vera Rich and Virlana Tkacz and
Wanda Phipps render the colour as /ight green—a little less expressive
than the other versions:

pc bright green garment
frl bright green garment
ge bright green dress

vr light green garments
vw dress is light green

As already mentioned, the colour white can have widely varying symbolic
significance. It has been interpreted variously as symbolising death
and/or oblivion, but also purity. Adopting this interpretation by
Aleksandr Afanasiev, a folklore scholar who held that in folk imagination

159

white meant bright, clear, Lubov Isaienko' very plausibly explains the

significance of 6747 cnu in Mavka’s account of her dreams:

13 Jcaenko 2008: 7 (quoting from Afanasiev: Adanacses 1868: 94)
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1070

Maska

Hiuoro. Craa. Xro 5k 8uM010 pobuTh?
Cruts 03epo, cuTs Jiic 1 oyeper.
Bepb6a pumina Bce: «3acHu, 3acHu...»
I cHunca MeHi Bce 6iti cHU:

Ha cpibui csamu AcHi camonBiTH,
CTENTMINCA HE3HAHI TPaBH, KBIiTH,
umckyui, 6ini... Tuxi, nixai sopi
criagany 3 Heba — 6ii, Herposopi —

i KJ1aMcs B HAMETH.... bino, yucto
roniy HaMmeTaMmu. S cHe HamuCcTO

3 KPUIITAIIIO IPA€ i PAXTUTS YCIONHU...
A cmana. Jluxanu Tax BibHO TPy
ITo 6immx cHax podKeBii ragKu
JIETEHbK] FalTyBaIl MEPEXKKH,

i Mpii TKaMCh 30J10TO-OIaKUTHI,

CIOKIVHI, THXi, HE TaKi, K JIITHI...

[Mavka
Nothing. I slept. What can you do in winter?
The lake, the forest and rushes are sleeping.

1»

“Sleep! sleep!” the willow kept creaking away.
And I kept dreaming bright dreams night and day:
on silver, precious stones were gleaming bright,
with herbs and flowers unknown, lustrous, white,
all strewn around... And stars — so quiet, gentle,
fell thickly from the sky — a soft white mantle; —
snow falling upon the ground, white and pure,
and all around a crystal necklace shone,

playing and just glittering everywhere.

Always breathing freely, still I slept on.

And in my bright dreaming came rosy whims,

I saw embroidered patterns, pretty patterns,

they were gold-and-azure, woven in dreams,

so silent and calm, unlike summer climes.]
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Before she came into contact with people, Mavka dreamt white
dreams—i.e. bright, clear, calm. Percival Cundy and Virlana Tkacz and
Wanda Phipps interpret the phrase 6747 cnu somewhat differently: Jovely
dreams, all white; winter dreams. The other three translators give a literal
rendering, conveying no such associations: white dreams (Florence
Randal Livesay, Gladys Evans), dreams of white (Vera Rich):

pe lovely dreams, all white
frl white dreams

ge white dreams

vr dreams of white

vw winter dreams

Occurrences of 6iausi and wopnusi contribute to the characterisation of
Mavka in Act One. Lukash is in awe of Mavka’s beauty:

1049

Jlyxam

¥ pyxu 6iri, i cama TOHEHbKA

[Lukash

with lovely soft white hands, and you’re so slim]

The translation of pyxu 6iai might be lovely soft white hands, in
accordance with traditional connotations of feminine beauty; Virlana
Tkacz and Wanda Phipps avoid the literal white chosen by other
translators; their version—so smooth—offers a certain connotation of
beauty:

pc hands are white

frl such white hands

ge hands are very white
vr such white hands
vw hands are so smooth
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Lukash observes the colours of spring in Mavka’s eyes:
1049

Jlyxam

A gom xe B Tebe oui He 3eneni?
(IIpuounsasemncs.)

Ta ui, Tertep 3eueHi... a 6yiu,

Ak Hebo, cuni... O! Tenep Boxe cusi,
AK Tas XMapa... Hi, 3[a€TbCA, YOPHi,

YU, MOYKE, Kapi... TU TaKu JuBHa!

[Lukash

And then, I wonder why your eyes aren’t green.

(He looks closer)

Oh yes, I see they’re green, but just before

they were blue, like the sky .. oh, now they’ve turned to grey,
quite like that cloud... oh no, it seems they’re dark,

perhaps they’re hazel.. oh, you are such a wonder!]

The colours are variously rendered in the respective translations, xaps
[hazel] in Percival Cundy’s and Florence Randal Livesay’s versions
becoming brown/dark brown. Florence Randal Livesay omits the entire
phrase O! menep e cusi, sx mas xmapa [oh, now they’ve turned to
grey, quite like that cloud]. Lukash is in awe of the wonder of the
constantly changing colours of Mavka’s eyes; their beauty is highlighted
by the adjective wopwni [dark]. As with references to hair, wopnui
frequently collocates with o« [eyes] in folk style, having similar
connotations of beauty. In respect of both eyes and hair, however, there
are also folkloric associations of the colour black with tragedy. In this
dialogue turn by Lukash, there is a distortion of his admiration of
Mavka’s beautiful eyes in the versions of three translators; Florence
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Randal Livesay, Gladys Evans and Virlana Tkacz and Wanda Phipps
interpret duswa as strange, rather than the expected wonderful.'®

1049

Jlyxam
A yom ke B Tebe oui He 3es€eHi?

(I1pnonsazemupcs.)

[Lukash
And then, I wonder why your eyes aren’t green.
(He looks closer)]

pc green
frl green

ge a greenish colour
vr of green

vw green

Ta Hi, Tenrep 3esteHi. .

[Oh yes, I see they’re green,]

pc green
frl green

ge greenish
vr green
VWngCIl

a Oysm,

sk He6o, CUHI...

[but just before

they were blue, like the sky ...]

10 The dictionary definition allows either interpretation: gusanit. Sxwit BuKIMKaE
nopuB. 2. lysxe rapuuit; ayposuit, yapiBamit. [1. causing surprise, astonishment; 2.
very fine, wonderful, magical] http://ukrlit.org/slovnyk/murmit
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pc blue
frl blue
ge grayish
vr blue
vw blue

O! renep Boxe cusi,

SIK Tas XMapa...

[Oh, now they’ve turned to grey,
quite like that cloud...]

pc grey
frl [...]
ge grayish
vr grey

VW gray

Hi, 371a€ThCA, YOPHi,
[oh no, it seems they’re dark,]

pe black
frl black
ge black
vr black
vw black

9K, MOYKE, Kapi... TH TaKH JuBHa!
[perhaps they’re hazel.. oh, you are such a wonder!]

pc brown

frl dark brown
ge hazel

vr hazel

vw brown

As Lukash plays spring songs on his flute, captivating Mavka, she
exclaims:
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1074

Maska
Ax comopxo rpae,
AK IOOKO Kpae,

posTuHae 6ini TPYAH, CEPHIEHBKO BUIMAE!

[Mavka
How sweet his playing sounds,
and how deeply he rends

my tender breast apart, stealing away my poor heart!]

In this case, the suggested translation of 6ini rpyzu as my tender breast is
in accordance with the folkloric style mentioned above. Vera Rich gives
a literal version: white breast. Other translations are: the breast (Percival
Cundy, Florence Randal Livesay), my breast (Gladys Evans, my chest
(Virlana Tkacz and Wanda Phipps), the white breast (Vera Rich):

pc breast

frl the breast
ge breast

vr white breast
vw chest

There are mentions of Mavka’s beautiful dark hair during the play. The
literal translation black is found consistently; Virlana Tkacz and Wanda
Phipps omit reference to the colour of her hair in three out of these four

cases:

1021

3-3a cmosbypa cmapoi’ posmenienoi sepbu, nigycoxaoi, suxodums Masxa, 8 scHo-
3EAEHLTE 00EHCE 3 POITYMEHUM I HOPHUMU, 3 3CACHUM NOLUCKOM, KOCAMIU.

[From bebind the split trunk of the old willow tree, half dried up, emerges Mavka, a

wood nymph, wearing a bright green dress. Her free-flowing dark tresses have a
greenish lustre.]
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pe black hair

frl tresses...black
ge black hair

vr black tresses
vw hair ... black

1136

Maska

Hi, 106 nepesutu ce Bosmocest yopHe!

[Mavka
Oh no, to plait them in my long dark tresses!]

pc black hair
frl tresses black
ge black tresses
vr black tresses
vw my hair

2193

Masxa 3108 noxuiniacy, 00821 4OPHI KOCH YNAaLw 00 3eMAL.

[Mavka lowers ber bead again and ber long dark tresses reach down to the ground)

pe black

frl black hair
ge black hair
vr black hair

vw braids

2216

sz’ﬁﬂuﬁ cepnanox na Maesyi 36uscs y20py, mos 5/macym eadwuxa, “opri Kocu

p03Md}l/lI/t€b 1 3MIMANUCT 3 BOZHUCTIUMU. K_y’tfp}lM% prEAKCH%Kd .
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[Mavka’s silver veil curls upwards like a wily, shiny little serpent and her dark tresses
unfurl, mingling with the bright red curls of Fiery Charmer.]

pe black tresses
frl black hair
ge black hair
vr black tresses

The name of the fictional character bimmit ITamanun [Fair Palianin]
spoken of by Uncle Lev, reading to Lukash a traditional folk tale,
embodies an epithet denoting beauty:

1162

JleB
Or sax cras binuit [Tanauun o mit goxomxaru,
craB BiH cobi gymaru-ragaTy,

PO CBOE XXUTTA pO3B21)K21TI/I:

[Lev

Well presently Fair Palianin, approaching his manhood,
pondering-wondering what lay ahead,

to what in his life he could look forward.]

Creative counterparts are offered by Percival Cundy (Szlver Prodigy),
Florence Randal Livesay (Star Polarian), Gladys Evans (Fair Palyanin).
Virlana Tkacz and Wanda Phipps (Sparkling Youth); Vera Rich has
Palyanin the White:

pe Silver Prodigy

frl Star Polarian

ge Fair Palyanin

vr Palyanin the White
vw Sparkling Youth

His handsome appearance is expressed further in the following lines:
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1160

JleB

Ha nuaxy 6imui,

Ha BpOJly MUJIUH

[Lev
He was fair of face
quite rare his good looks]

Most translators interpret 67susi here as indicating a handsome
appearance; Virlana Tkacz and Wanda Phipps interpret it as very pale,
which may, inappropriately, suggest poor health, while they translate #a

8pody murnii as handsome:

pe little face so nice

frl So good to look upon
ge shining face

vr of face he was fairest
vw handsome face

Uncle Lev, fearing for his life when he believes he is being attacked by
Spirit of the Lake, refers to his own body as my fazr body:

1153

JleB
TyT T06i He x0nMTH,

6is10ro TiNa He B’ AMUTH
[Lev

Here you may never encroach,
to wither my fair body away]

In this context, 6z1usi expresses affect rather than handsomeness. Here,
6iae miao clearly demands a translation in accordance with folkloric
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poetics as discussed above. However, in none of the five English versions
is this conveyed; the translators either repeat the literal white or omit
altogether any epithet representing the colour term 6z.euii.

pc white body
frl white flesh
ge body
vr white flesh
vw flesh

The fiery, passionate character of ITepenecuux [Fiery Charmer], a foil to
the innocence of Mavka in the mythological sphere, is highlighted by his
bright red attire and red hair as specified in the stage directions (1113).
In the context of his poetic monologue (1127), the phrase smops 6azpani
[the crimson seas] "' further colourfully emphasises the characterisation,
especially as in the translations by Percival Cundy (crimson seas) and
Gladys Evans (seas of crimson), perhaps less so in Vera Rich’s version (#he
purpling sea), and that of Virlana Tkacz and Wanda Phipps (zhe indigo

sea). Florence Randal Livesay’s deep far seas omits this effect:

1127

Ilepenecuux

... byzy ...

i Ha KpUJIax HECTU

Ha Mopst barpsisi, sie 6arate coHwe
30JIOTO XOBA€ B TAEMHY ITHOIHB

[Fiery Charmer

then I will wing you hence,

away to the crimson seas where the glowing sun
conceals from us its golden rays when day is done]

1! azpanuii is defined as rycro-yepBoHuit, mypryposuit [deep red, purple]
http://ukrtlit.org/slovnyk/6arpsmuit and as purple, crimson (IToros 2006).
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pc crimson seas

frl deep far seas

ge seas of crimson
vr the purpling sea
vw the indigo sea

In his monologue, Fiery Charmer promises Mavka a gold bracelet:

1127

Ilepenecaux

Mu T06i 3HalTEMO 3 HanopoTi KBiTKY,
sipBeM 3 Heba 3ipKy, 30JI0TY JIEMiTKY,
Ha CHIry HaTipHiM BUOIIMO BILTKY

9apiBHY HAMITKY.

[Fiery Charmer

We’ll find you a flower of the fern,

for your gold bracelet a star from the sky snatch down,
in mountain snows tracing in the summer season

a magic veil you’ll don.]

The phrase s010my acaimry [gold bracelet] denotes the treasure he
romantically promises; a semantic and dramatic loss is entailed in the
omission of this utterance by Fiery Charmer in the translations by
Percival Cundy and Florence Randal Livesay, whereas Gladys Evans and
Vera Rich convey it in full. Virlana Tkacz and Wanda Phipps convey the
colour term only in this phrase:

pe [...]

frl [...]

ge golden spangles
vr spangles gold

vw golden star
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Fiery Charmer is presented as a handsome young man, in similar terms
to Lukash:

1113

3 eymasunn aicy susimae Ilepesechux — 2apuusi xioneuys y 4epsoniti odexcs, 3
uepsonscmum, OViHo PO3BIAHUM, K BIMED, BOAOCCIM, HOPHUMUL OPoBAMU 3
Ganckysumn ovuma.

[Erom the depths of the forest emerges Fiery Charmer — a handsome youth dressed in
red, with wild wind-blown red hair, dark eyebrows and sparkling eyes.]

Only Vera Rich offers a creative translation (dark eyebrows); Percival
Cundy and Virlana Tkacz and Wanda Phipps omit any English
counterpart; Florence Randal Livesay offers a literal version (bis eyebrows
are black) and Gladys Evans’s version is the literal with black brows:

pe [...]

frl black
ge black
vr dark

In the spring, as Mavka’s love for Lukash blossoms, she is adorned, as
princess of the forest, with white blossoms of the guelder-rose bush:

1214

Maska
A 1 3 KaJIMHY LIBIiTy HaJIaMAIo.
Bona He criuts, 60 conoBeiiko 6yauTs.

(amae 6iauti yeim i npuxpancye cobi odexcy.)

[Mavka

And I’ll pluck here blooms from a guelder-rose.
The nightingale wakes her, she doesn’t sleep.
(She plucks a white flower to adorn ber dress.)]
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pc white flowers
frl flowers
ge white snowballs

vr [...]

vw blossoms

In folk imaginations, the white guelder-rose blossoms symbolise a young
girl and in folk songs the colour white symbolises feminine purity and
beauty. In The Song of the Forest, it represents the pure soul of the lovely
girl of the forest (Icaerxo 2008: 6-7). In this context, the mis-translation
of kaauna by Percival Cundy as the cranberry tree and its inadequate or
incomplete rendering by Florence Randal Livesay (Ka/ina) and Virlana
Tkacz and Wanda Phipps (berry) is a semantic and cultural loss, as
discussed in the study of botanical terms in Chapter 6.

Act Two

Later in the second act, set in late summer, nature begins to fade, the
colours of autumn emerge, and the red poppies (red symbolising
passion) turn black:

2086

Pycanxa Ilonsosa

Max miit xxapoM 4epBOHiB,
a Ternep BiH MOYOpPHIB,
Haye KPiBIA Mposmacs,

B 60po3eHIi sameKmIacs. ..

[Field Nymph

My poppies once were flaming red,
but now they are all blackened,

like drops of blood that were spilled,

and lie here in furrows, congealed]
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With reference to poppies that once were flaming red, blackened or
turned black is an appropriate literal rendering of nowopnis. The
blackness has dramatic significance in the context of the drama,
symbolising the passion now faded—Lukash’s love for Mavka is now
also waning—but Virlana Tkacz and Wanda Phipps omit mention of it:

pe blackness
frl black
ge black
vr black

The negative characterisation of Kylyna, the prosaic, predatory young
woman for whom Lukash later deserts Mavka, is emphasised by her attire
in a disharmonious, motley range of colours: a red scarf, a beetroot-
coloured skirt, a green apron with white, red and yellow stripes, and a red
and blue skirt:

2095

Bi0 03epa nabauicacmocs mamu, a 3 Hew M0A004 NOBHOBUOA MOAOOUY.S, 8 HEPBOHIT
xXycmui 3 mopouxamu, 8 OypauKositi cnionuyi, Opibno ma pisHo 3aPasdosanit max
CAMO 3a(and08at I L 3eACHUTE PAPINYX 3 HAMUIMUMU HA HBOMY OIAUMIML, LEPBOHUMN
A HOBMUMU CINIACKAMU; COPOUKA 2YCIMO HAMUKAHA HEPBOHUM A CUHIM,
HAMUCMO 0360HUMb 0yKauamu Ha 0I4ith, WYXKI mui, Miyna Kpaika micHo
nepemsLeac cma 1 810 mo2o Kpyedd, 3ANCUBHA NOCTNAG 30AEMBCS Wye POIKIULHIIOT.
Monoduys iide amamucmorn x00010, airc CMAPA A€08€ NOCNIBAE 3 HEW.

[Lukash’s mother approaches from the direction of the lake, accompanied by a plump

young woman wearing a red head-scarf with fringes, a cdosely-pleated beetroot-
coloured skirt and a similarly pleated green apron decorated with white, red and
yellow stripes. Her blouse is heavily embroidered in red and blue, coins jingle on a
necklace around ber pale, podgy neck. A broad, tight sash round her waist gives bher
buxom figure an even more opulent appearance. The young woman takes such great
strides that the old woman can scarcely keep up with ber.]
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The translators mostly convey the motley range of colours faithfully;
however, the characterisation is weakened by the failure to recognise the
irony of the beetroot-coloured skirt. Percival Cundy has dark red,
Florence Randal Livesay has purple and Gladys Evans has dark red.
Percival Cundy also mistakenly renders blue as red: white, blue, and
yellow braid for 6irumu, uepsonumu ma wosmumu cmankamu); this
translator also omits the colour green from the phrase sesenusi papmyx
[a green apron]. Florence Randal Livesay and Gladys Evans miss the
point of the characterising passage, misrepresenting Kylyna respectively
as more attractive than ever and quite voluptuous. This mention of
Kylyna’s puffy pale neck is to be considered in the context of the dramatic
purpose of the description of the negative character of Kylyna,
highlighted in this paragraph by the description of Kylyna’s poor taste
in her choice of dress. The epithet 674usi, collocating here with the
pejorative epithet zyxxis [puffy] is clearly not to be taken as any kind of
poetic denotation of beauty, but on the contrary (perhaps ironically) as
emphasising the prosaic physical description pale or white:

8 4EPBOHIIL XYCIMYL 3 MOPOLKAMU
[wearing a red head-scarf with fringes)

pe red kerchief

frl red fringed kerchief
ge red headscarf

vr red fringed kerchief

vw red kerchief
8 OYpauK08Lti cnidnuyi, OpibHo Mma pisHo 3a¢ardosarnii;

(@ closely-pleated beetroot-coloured skirt]
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pe dark red skirt

frl skirt is purple

ge full dark-red skirt

vr beetroot-coloured finely pleated skirt
vw beet-colored skirt

MAK camo 3apardosannti i sesenuti papmyx
land a similarly pleated green apron]

pc apron
frl apron

ge green apron
VI green apron
VW green apron

3 HAMUMUMY HA HBOMY GLAUMY
[decorated with white]

pc white [...] braid

frl striped in white

ge [..]

vr appliquéed white [...] bands

vw white [...] ribbons

QEPBOH%M%

[red]

pc white, blue, and yellow braid

frl striped in white, red, and yellow
ge red and yellow embroidery

vr white, red and yellow bands

vw red, white and yellow ribbons

ma HoBMUMU CIANKAMU;

[and yellow stripes]
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pe yellow braid

frl yellow

ge yellow embroidery
vr yellow bands

vw yellow ribbons

COPOUKA 2YCIMO HATNUKAHA LEPBOHUM
[Her blouse is beavily embroidered in red)

pc chemise embroidered in red
frl embroidered in red

ge needlework designs in red.
vr embroidered in red

vw an embroidered blouse

ma Cumim
[and blue)

pc blue

frl blue thread

ge blue floss

vr blouse embroidered in blue
vw embroidered blouse

747tt, myxxisi mni

[ber pale, podgy neck).
pc white, chubby neck
frl plump, white neck
ge plump white neck

vr plump white neck
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As Mavka tells Uncle Lev summer is ending,
2153

Maska
Munae nito, gageuxy

[Mavka
Dear uncle, the summer is almost over].

Lev addresses the oak tree:

2158

JleB
eneHiit xe
X04 JI0 MOPO3Y, KydepABUM APYIKe,

4 TaM... YU JACTh Oir Ije BeCHU Ji>KAaTu?..

[Lev

Stay green

at least dill the frosts, my dear leafy friend...
but will God let me live to see the spring?]

The great oak tree, symbolising the whole forest environment and
standing for the tree of life, is also closely associated with Uncle Lev, who
swore it would never be felled. Lev here seems to foresee its demise as well
as his own. His words portend the ultimate tragedy to take place in the
third act. The exhortation sesenizi e [do stay green!] is inaccurately
rendered here by Percival Cundy as There never were oaks as green as you.
This represents a significant translation shift entailing loss in semantics
and affect; the appeal to the personified oak at this meaningful point in
the unfolding of the drama is not rendered. The other translations are
accurate:
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pc As green as you

frl Be green till the frost comes,
ge And you stay green

vr But you stay green

vw Keep your leaves green

As a punishment for abandoning Mavka, Guardian of the Forest turns
Lukash into a werewolf. As Mavka’s father figure, he exhorts her to
return to her own forest environment. Here, deeper, rich autumn
colours express both the surrounding natural beauty and Mavka’s
maturity as she declares her wish to be once more a princess of the forest.

2200

JlicoBuk

OrisiHbCA, TORUBUCE, SIKE TYT CBATO!

Bpsar sacenp-xHA3p KMPEIO 30710TY,

a guKa poxa OyiHil Kopay.

Hesunna 6ins amiHumace B ropui mypIyp
Ha Tiit KamuHi, mo Tebe KBiT4ana,

Jle COJIOBEM CIiBaB MiCHI BECIJIbHI.

[Guardian of the Forest

Look round and see the feast that’s spread forth here!
The princely ash wearing his cloak of gold,

the briar rose festooned with lovely corals.

The guelder-rose adorning you that day,

when nightingales were greeting your betrothal

with white of innocence, becomes proud purple.]

The translations of the colour terms are accurate. Here, incidentally,
only Gladys Evans identifies the highly symbolic xasuna
satisfactorily:'¢*

12 The cultural significance of kasuna is discussed in Chapter 6: Botanical
Terminology
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pe golden robes
frl golden robe
ge cloak of gold

vr [...]
vw gold robe

pc purple proud
frl proud purple
ge proudest purple

vr [...]

vw proud vermilion

In the context of Mavka’s crucial encounter with Guardian of the Forest,
the colour of the crimson robe or purple mantle he throws over her is
clearly symbolically significant:'**

2203

Posxpusac ceorw xuperw i dicmae doci 3ax08amny nid Hew NUULHY, 3A0TMOM 2ANTNOBAHY
bazpanuyo i cpibuui cepnanok; Hadisae bazpanunw nosepx yopanns na Masky;

[He produces a luxurious crimson robe embroidered in gold and a silver veil,
previously concealed beneath bis cloak. He drapes the robe over the clothes Mavka is

wearing.]

Florence Randal Livesay’s descriptive counterpart raiment fit for a queen
and Gladys Evans’s luxurious robe fail to do it justice. Gladys Evans also
generalises the term 6acpanuys, reducing it semantically as festive
clothing. The generalised term omits the semantic component crimson,
but this is stylistically justifiable, a case of repetition of a semantically
synthetic noun requiring translation by an analytical phrase. An
accurate translation is given by Vera Rich, who renders the term first as
purple mantle (2203), then as purple robe (2237):

13 There are various possible counterparts in English of the semantic field
Garpsuuit/mypiyp: purple/crimson/vermilion

139



pe crimson robe

frl raiment fit for a queen
ge luxurious robe

vr purple mantle

vw crimson robe

pe [...]
frl robe
ge robe
vr mantle

VW it

All translators except Gladys Evans and Vera Rich omit the following
dramatically significant stage direction (Percival Cundy also omits the
line spoken by Mavka):

2237

Maska
(3pusac 3 cebe bazpsnuyw)
Bepu mene! A xouy 3abyrrs!

[Mavka
(abruptly removing ber crimson robe)
Take me away! I want to gain oblivion!]

pe [...]

frl [...]

ge festive

vr purple robe
vw [...]

The second act concludes as Mavka sinks below the earth with the
Grim Reaper (in this play, it is He Who Sits in the Rock), but as the
third act opens with a further meeting of Mavka and Guardian of the
Forest, Mavka declares that she has been freed from her imprisonment
in the rock by the latter’s crime of turning Lukash into a werewolf. She
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heard his mournful cries and saved him by speaking the magic word
that can restore a brute to human form.

Act Three

In the scene in the third act where Lukash’s cottage has been destroyed
by fire, the phrase 3eodom bazpana nasma [Presently, the crimson flame
dies out] is omitted by Florence Randal Livesay. The term 6azpana is
important here, associated with its previous occurrence in the meeting
of Mavka with Guardian of the Forest, where he gave her a crimson robe,
and most directly with Fiery Charmer, who set alight the willow tree into
which Mavka had been transformed by Kylyna’s curse, leading to this
conflagration:

3152

Xymxo xpisp Oianti 3acmus CHi208uil HE CMAE HIK020 6UOKO, MIALKIL 5azpﬂ7m
MIHAUBA NAIMA NOKAZYE, de noscexnca.

[Very soon nobody can be seen through the white blanket of snow; only a flickering
crimson flame shows the seat of the fire.]

pe the crimson glow

frl aflickering red spot

ge the crimson flickering flames
vr aflickering purplish flame
vw the red glow

3152

32000m 6612}7.27—[&2 NAIMA 2acCHe

[Presently, the crimson flame dies out]

141



pe the red glow

frl soon to be totally extinguished
ge thered flames

vr the purple flame

vw the fire

Lubov Isaienko (Icaerxo 2008: 7) refers to a modern researcher, Natalia

Kuziakina, who discusses the symbolism of whiteness in The Song of the

Forest, considering it the colour of oblivion.'** Lubov Isaienko suggests

here that at the conclusion of the drama, where Lesia Ukrainka describes

Lukash’s white visions, followed by his death, one can speak of oblivion,

but perhaps also of the hero’s enlightenment, his purification. This

reflects Lubov Isaienko’s deeper insight into the author’s dramatic

intentions in the dénouement. As the tone of Lukash’s playing becomes

more intense, she writes, the whiteness symbolising oblivion is

transformed into whiteness symbolising life and love:

3189

Jlyxam nowunae spamu. Cnovamiy [meaodii Ne 15 i 16] 2pa tiozo cymua, 2x 3umosuti
BIMEDY, AK WAL PO WOCH 3A2Y0ACHE T HEZAGYMHE, AAe XYMKO NEPEMONCHUTL CNIB
Koxanns [mea0dis N° 10, minviu 38yuums 2040CHIuE, HCAZAUBTULE, HINC Y NEPmTTE 01 ]
noxpusae myzy. Ax MIHumocs mysuxa, max MIHUMbCS 3UMA HABKOA0: bepesa
MLEACCIUIND KYUEPIBUM AUCTIOM, BCCHAMI 2YKN 03UBANMBLI 6 3AKELMAIM 2410,
TOMIHUT SUMOBUTL 0€HD SMIHIEMBCS 8 ACHY, MICTUHY BecHANY Hid. Maska cnaraxye
panmom 0asHv0w KPacow y 30psHin inyi. Jlykam Kxudaemvcs 00 Hei'3 nOKAUKOM
wacms.

[Lukash begins to play. At first [tunes N 15 and 16]' his playing is sad, like the
wind in winter, expressing sorvow for some unforgettable loss, but soon it is the
triumphant song of love [tune N° 10, louder and more passionate than in Act IJ,

164

165

Icaenko 2008: 6-7 (quoting from Kysskuua 1978, 1980)
The musical notation of the Volhynian folk tunes played by Lukash during the

play (identified in the stage directions as tunes Ne. 1-16) appear at the end of the final

act as an addendum, with instructions from the author about how they should be

played. (See the Addendum at the end of the Appendix to the present volume)
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concealing bis grief. As the music changes, so does the wintery scene all around; the
birch rustles its leafy branches, sounds of spring are beard in the flourishing forest
grove, and the gloomy winter’s day turns into a bright, moonlit night in spring.
Mavka suddenly glows again in all ber former beauty, wearing a crown of stars.
Lukash rushes towards ber with a joyful cry.]

pc winter all around

frl the winter scenery

ge the winter scene

vr the winter all around
vw the winter landscape

pe the dull winter day passes into a clear, moonlit, spring night.

frl the dark winter day changed into the bright moonlight of a spring night.
ge The dark winter day is turned into a bright moonlit night in spring.

vr the overcast winter day turns into a bright, moonlit spring night.

vw the dark winter day changes into a moonlit spring night.

Translation counterparts of colour terms
The following tables show the treatment of colour terms by the
respective translators, categorised as adequate, partial or zero cultural

transfer.

Percival Cundy: adequate transfer (172)

keyword eg. id Percival Cundy
GarpsiHuit GarpsHa miMa 3152 crimson glow
GarpsHuit Garpstai Mops 1127  crimson seas
GarpsHuLs GarpsHuULO 2203 crimson robe
GinenbKui BiIEHBKUX COPOYEUYKAX 0006  white shirts

6imumit 6ina 6opopa 0024 white beard

Ginumit 6ina »xiHOYA TOCTATH 1152  white female form
Ginumit 6ina mocrars 3182 white form

Oinumit 6ine Tino 0052 fair white body
Ginumit 6inuit 3aCTUIT CHIrOBUI 3152  heavy white blanket
Oinumit binui [Tansuun 1160 = Silver Prodigy
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6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
6immit
Oimmi
6immit
Gimitu

6imiTI

6inna

611

GinaBuit
GinaBmit
OIAKUTHUI
OmcKyanit
Gimckyanit

Gimckyanit
61imeHbKUIH
Ot
Omigmit

6u1imicTh

Bimuit [Tanauuu
6inuit Tyman
6immit uBiT

6inmit uBiT

6immit uBiT
OiMMMH CTAXKKAMHU
OiMMMU XBUIAMHA
GiMMMM XBUIAMU
6inmx cHax

6is1i goBri pyku
6ii sopi

6ini kBiTH

6ini pyku

6ini cHu

Oiiit ranssi

6imiit rosmiBIi
61i1 HaMiTI
Gioiit, myxKiit i
6ino

6inoro Tima

Ha nuaxy 6immit
6inie OBiT

XaTa IOYMHAE CTIHAMU
OimiTu

bisio MepexxaHa

6is1b HeBUHHA

6isnsBi xMapu

Ay>xe OisaBui
6aKuTHA 6IMCKABULLA
OrcKyda ragiouKa
Gimckydi KBiTH, 6ii...

BCe, Wo bmckyde
6JTiIeHPKUX JiTOK
JIMYEHBKO TBOE Otifie
Taxa 6iga

cMepTesbHOIO brigicTio
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1162
1144
1193
1214
3190
2095
1002
1170
1070
1152
1070
1070
1049
1070
3182
3124
3171
2095
1070
1153
1160
1075
3002

1002
2200

1127
0003
3070
2216
1070

2215
0006
2215
1101
2233

Silver Prodigy

white mist

white blossoms

white flowers

white blossoms

white [...] braid

white fullness

white billows

white dreams

long white hands

stars, clear white
flowers pure white
hands are white

lovely dreams, all white
white glade

blond head

white headdress

white, chubby neck
white [...] clean and pure
white body

little face so nice

white blossoms

white walls of Lukash’s
cottage begin to loom
embroidered in white
white innocence
innocence

cloudlets white

very blond

azure lightnings
glittering serpent
flowers pure white and
glittering

all that glicters

pale infants

that pale face of yours
so pale

deadly pallor



6migHiTH 6migHem Bif orHIo

6imo- 6uigo-6axuTHY BOgy
OIAKUTHUI
OpyHaTHIit bpyHaTHOMY BOpaHHi
bapsu Kopu
6ypﬂ'{1<0131/1171 6ypﬂq1<03i171 CITITHULI
BubiMTH BUbiIMMO HaMITKY
BOTHUCTHIH BOTHUCTUMH KydepsMu
BOTHHUCTHI BOTHHCTOTO pao!
BOTHUCTHIH OTHUCTE IUBO

TyCTO-CHHIA

YKOBTHUH SKOBTUI

SKOBTUI 5KOBTHUI BimbmmcK
Micsans

YKOBTUM YKOBTUMM ITyIIHHKAMU

YKOBTHUH YKOBTUMHU CTSOKKAMU

3a3eJIeHiTH 3a3€/IeHiIa PyHb

3aTEMHITH 3aTEMHIB CTEPHEIO

3eJIeHU 3eJ1eHa OIivK

3eJIEHU 3€JIEHUM TOJIUCKOM

3eJICHU 3eJieHi ropu

3eJICHU 3esIeHi o4l

3eJIEHUN JIBa BIHKY — OIMH

OisIbIINI, 3€I€HUI

3eeHui 3CJICHHM CEPIIAHKOM |...]
HDKHUM

3eJICHUI sesieHux beperax

3eJICHUM 3esIeHi o4l

3eJIeHUI 3eJICHOI0 HapBOIO

3eJIeHUI 3€JIEHY CYKHIO

3€JICHIB 3€JIEHIB MEPIIUH PACT

3€JIEHO-APUL

3JIOTUCTUH 3JIOTUCTUMHU iCKpaMu

30JI0THU 30JIOTY KHPECIO

IyCTO-CHHBOTO Heba

3€NIEHO-APUH BiHOK

2227
0003

1012

2095
1127
2216
2218
2062
2193
0022
3001

1023
2095
1116
2125

2083
1021
1121
1049
0015

1001

1001
1049

1001
3058
0003

1118

0003
2200

The fire has made you pale

pale blue water.

in dark brown, the color of
bark

dark red skirt

I’ll bleach a magic veil

fiery red curls

frenzied, fiery paradise!
fiery miracle

dark blue of the sky

yellow sands

pallid gleams of moonlight

Like yellow balls of fluff
yellow braid

crops are getting green.
appears dark; only the
stubble [...] left

green dress

greenish sheen

to far-off mountains green
they’re green again ...
two chaplets: the larger
one, green

tender green veil

green shores

your eyes aren’t always
green?

tinted with a greenish
shade

green dress

the first green is showing
garland of the brightest
vivid green

golden sparks

golden robes



30JI0TUI
30JI0TUM
30JI0TUI
30JI0TUI

30JI0TO

30J10TO-
6JIAKUTHUI

30pAHUMI

30pAHUI
30pAHMI
KaJaMyTHO-
SKOBTHUH
KBITYaCTUI
MaTOBUU
Myt

Habin

Habin
HENPO30pUi

HEMPO30pUi
HENPO30pUi

HepIOBUI
HePIOBUI
HepJIOBUI
HePIOBUI
MTOTEIACTUI

TIOYOPHITH

Ipo3opui
po3opui
Iypmyp
posKeBuit
CaMOIBITHUH
CaMOIIBITHUH

CUBUI

30JI0Tast KOCO MOSI
30JI0THUH BOJIOC
30JI0Ti KOCH
30JIOTOT'O BOJIOCCS

sosnora, 6apsu cTaporo
30JIOTO-OIAKUTHUI MPIT
30PAHUI BiHOK

30PAHIM BiHKy
30PAHIM BiHIIi

KaJIAMYTHO-YKOBTHH

KBITYaCTiM

MAaTOBIM JIUCTI

Gapsu mMysy

ZaroTh Habiny

Habiny B Hac He cTasO
HENpo3opi 30pi
HENPO30pi ovi

CHBOMY, HEITPO30POMY
CEPIaHKy

HEePII0BE HAMKCTO
HepJIOBUM BiHELD
HepPIOBUM BiHOK
HEePJIOBOMY BiHOUKY
MOTIENACTOTO Heba

TIOYOpPHiB

IpO30pa IOCTaTh
po30pa TEMpPsBA
Iypryp

POoKeBii ragKu
CaMOIIBITHI BOTHI
CaMOLIBITHI II1aTH

CHBa TOJIOBA MOA
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2088
1160
2093
2083
2195

1070

1213

2198
3189
0003

1127
2001
0024
2012
3056
1070
1200

3002

1162
0046
0015
0022
3002
2086

3182
1169
2200
1070
1208
1127
2158

My golden, glorious hair!
hair was gilded

golden hair

long golden hair

long gown, the color of old
gold

dreams woven of gold and
blue

crown of lovely, sparkling
stars

crown of stars

starry crown

turbid yellow

on the flowery . ..
dark, dull leaves

color of mud

more milk

we don’t get more milk
stars, clear white

your eyes, though, are
opaque

grey opaque veil

pearly necklace

pearly chaplet

crown of pearls
pearly chaplet

ashen grey sky

to blackness they have
turned

transparent form
transparent

purple proud

rosy thoughts

bright stars in the skies
garment glittering

When my grey head



CUBUI
CUBUI
CUBUI
CUBUI
CUBUI

CUBUI

CHHIN
CUHIN
CHHIN

CUHIN
CHUHIIIATH
CHUHbOOKUI

cipuit
cpibHumit
cpibHmit
cpibHumit
cpibHmit
cpibHumit
cpibHumit
TEMHEHbKUHN
TEeMHUU
TEMHUU
TEeMHUU
TEMHUU
TEeMHUH
TEMHUU
TEeMHUU
TEMHUU
TEeMHUH
TEMHUU
TEMHO-
4EPBOHUM
TEMPsBa

ThMSHUK

CUBHH Jif

CUBUI CEPIIAHOK

CHMBHUM CEPIIAHOK

CcHBI o4l

CHBi XMapu

CHUBOI ITOBCTSAHO] IIAITKH-
poraTku

cuHi 4K Hebo oui

CHUHIH BIHOK

CHHBOTO MOPA

COPOYKA IyCTO HATUKAHA
[...] cunimM [...]

CUHIIIIa€e BOJa

cuHBOOKUH «TOM, Mo
rpebai pse»

cipiit cBuTi

cpibHa 36post

cpibHe BonOKOHIIE
cpibHuU ceprmaHoK
CpibHMIt cepriaHoK
cpibHuMIT cepriaHOK
CcpibHii, B KiHBU
TEMHEHbKUH raio
temue Mapuine
TEMHMX KOCaX
TEMHUX, MEPTBHX BOJAX
TEMHI BOIU

TEMHI 04l

TEMHI Xairi

TEMHIM JIUCTi

TEMHO

TEMHOIO KYIIOIO
TEMHY CTiHY

TEMHO-Y€PBOHOIO raboio

TEMpPsIBA

ThMSIHUH IeHb
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0024
3002
3062
1049
2193
1002

1049
2083
1162
2095

0003

0003

3003
1160
1127
2216
2203
2203
0018
1254
2221
2198
3011
2227
2233
2231
2001
0013
3050
1255
2195

1255
3189

gray old man

grey veil

grey veil

grey

grey clouds

square cap of grey felt

as blue as heaven
blue fillet
the ocean blue

blue

the water becomes bluer
and bluer

with blue eyes

grey smock

silver weapon

silvery sheen

silvery veil

silvery veil

silvery veil

silver cup

dark grove

dark, awe-inspiring shape
green-black hair

dark and lifeless waters
waters dark

dark eyes

dark bushes

dark, dull leaves

no light

crouch in a dark corner
dark mass

dark red fringe

darkness
dull winter day



ThMSHUMI
4EPBOHUI
9EPBOHMIA

4EPBOHUMI

9EPBOHMIA
4EPBOHUM
9EPBOHMIA

4EPBOHUM

4EPBOHUM

9EPBOHMIA

4EPBOHUM
9EPBOHMIA
4EPBOHUM
9EPBOHACTUI
4OPHUMI

JOPHMIA

YOPHMIA
4OPHUMI

YOPHUM

4OPHUM
YOPHMIA
4OPHUMI
YOPHMIA
4OPHUM
YOPHMIA
4OPHUM

4OPHITH
4OpHOOPOBHI
APO-3eNIEHUH

SACKpaBUI

SACKpaBUI

ThbMSsHI 0ui
4EPBOHA O
YEPBOHMI 3aXil COHILA

YCPBOHMM HAaTHKaHA

4EPBOHMM MOACOM
9EPBOHI XKap
4EPBOHI 3aCTHKKU

9EPBOHI KMTHUIIL ATif|

4EPBOHI YEPEBUYKHU

gepBoHiB Max

4EPBOHIN Oflexi
4EPBOHIM XyCTIIi
9EPBOHY KOJLACY
4EPBOHACTUM BOJIOCCAM
JOpHA TEMPsBA

90pHa TepHI/IHa

YOPHE BOJIOCCA
YOPHUMH KOCAMH

YOPHI KJII04i NTamuHi

49OPHi KOCH
4OpHi Kocu
4OpHi oui

JOpHiit ofexi
4OPHIil nevepi
HYOPHY KHPEIO
JOPHY IOXKAPHHY

JOpHi€ MOCTaTh

4OPHOOPOBHIT MOTORHIT
XJIOTIELb

APO-3€JIEHY APATOBUHY
ACKPaBO1 Ofiexi

ACKpaBoMy ybopi
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2227
1143
1144
2095

1002
1164
1002
2203

1023
2086

1113
2095
1164
1113
1255
1075

1136
1021
2193

2193
2216
1049
3002
3011
2238
3152
3002

1002

0001

2233
2193

clouded eyes

red garment

crimson of the setting sun
chemise embroidered in
red

His belt is of red leather
horses as red as flame
red knots

sprays covered with red
berries

scarlet booties

poppies red with fury
burned

dressed in red

red kerchief

chariot red

reddish hair

darkness, velvety black
the black, leafless thorn
bush

my black hair

black hair

black swarms of migrant
birds

black

black tresses

black [eyes]

dressed in black

in blackness

black robe

blackened spot

dark figure of ... becomes
visible

black-browed

vivid green marsh
resplendent garments

a vivid autumnal pattern



SACHO- ACHO-6IaKUTHOT 0003  clothing [...] clear blue

OIaKUTHUL
SICHO-3€JICHIN SICHO-3€eJIEHIM OfierKi 1021 bright green garment
SICHO-CHUBUI SICHO-CUBY, Maiike biny 1002 very light-grey smock

CBUTY

Percival Cundy: partial transfer (7)

keyword eg. id Percival Cundy

Garpsituit barpsiHa mimMa 3152 red glow

Oinumit 6ina mocraTh 1215 dim figure

6imumit 6iny cButy, ' maibke 1002  very light-grey smock

OaKUTHUN 6aKuTHI Oui 1208  deep blue eyes

Kapuit Kapi oui 1049 brown

IIPO30JIOTH IPO30JIOTH OCIHHS 2001 touched with autumn
yellow

poXKeBiTH poxxeBie r07 1075 hawthorn reddens
bashfully

Percival Cundy: zero transfer (27)

keyword eg. id Percival Cundy

GarpsHuLs GarpsHuIo 2203 [..]

GarpsHuLs GarpsHuULo 2237  [..]

Ginumit 6ima xmapa 3152  darkcloud

Oinumit 6inuM cHirom 3173  thesnow

6imui 6ini rpygu 1074 breast

Oinmit 6ii minei 1020 the water lilies expand the
flowers

6imumit 6iiit copouni 3171 arobe

6imiTi 6iniors cTOBOYpH 1170  trunks

Omckyanit OurCcKydrMM 09HMa 1113 [..]

16 Ceuma. CTapOBAHHMI JOBrOTIONHUI BEPXHIM OfAT, SBUMAIHO 3 JOMOTKAHOTO
rpy6oro cykua [Traditional long-sleeved outerwear, usually made of home-woven
coarse cloth]. http://ukrlit.org/slovnyk/ceura
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THUJIUIA
>KOBTHI

3a30JI0TiTH

3eJICHUM
3€JIEHUTHU
3JIOTUCTUH
30JI0TUI

IMOCUBIIUIT

POYKEBUM
CUBUI
TEMHUU

9EPBOHMIA

4OPHUMI
YOPHMIA
4OPHUMI
YOPHMIA
4OPHUM

JOPHMIA

THUJIAM JIUCTOM
>KOBTOI KOCTI
3230JI0TLIN KBITKU HA
JaTarTi

3esIeHni $papTyx
3eneniii e
3JIOTUCTUM iCKPH
30JI0TY JIEMTKY
TIOCHMBIJIUM Biff CHIrYy
JIOBI'MM BITTAM
POXKEBi KBiTKH

CHMBUU MOIILJI
TeMHUMU bopaMu

YCPBOHUMHU CTAXKKAMU

9OPHUU 3rap
JopHUME OpoBamMu
YOPHHUX XalliB
YOPHOTO Liana
4OPHOI KPOBi

YOPHOIO MIETHHOIO

1018
1153
1020

2095
2158
2215
1127
3182

2083
2183
1160
2095

2183
1113
1170
3028
1153
3002

brush and leaves

my bones’ marrow

[...]

apron
as green as you

[...]

long branches heavy with
snow

dead ash

forest’s mighty sweep
white, blue, and yellow
braid

cinders

[...]

bushes

goat

red blood

The leafless trees of the
forest bristle

Florence Randal Livesay: adequate transfer (163)

keyword
OineHbKUi
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
6immit
Oimmi
6immit
Oimmi

6imumit

eg.
OiTeHPKMX COPOYEYKAX
6ima 6opona

6ina >xiHOYA TOCTATh
6ima mocraTe

6ina mocraThb

6ima xmapa

6ine Tino

6imMI 3aCTUI CHITOBMIA
Binuit [Tanauun
binunit [Tanaaun
6inuit Tyman

6immit uBiT
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id

0006
0024
1152
1215
3182
3152
0052
3152
1160
1162
1144
3190

Florence Randal Livesay
white gowns

white beard

figure of a woman in white
white figure

white figure

white cloud

white flesh

the white, snowy curtain
the white Polarian

Star Polarian

white mist

the white blossom



6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit

6imumit

6imiTI

6imiTI
6im1a

6inp
6inaBuit
GinaBmit
OIaKUTHUL
OIAKUTHUI
6nugicTs
Gimckyanit
OumcKyanit
Gimckyanit
OumcKyanit
Ot
Gimguit
6utigHITH

OpyHaTHIit

OypstaxoBuit

BUbiIUTH

6inuM cHirom
OITMMU CTAKKAMU
OLTMMU XBUIAMU
6ini rpygu

6ixi foBri pyxn
6ini minel

6ini pyxu

6ini cuu

6iiit romiBLi
6imiit HamiTIi
6inift copour
Giuiit, myxKist i
6ino

6inoro tina

6iny cBuTy, Maibxe

6imie LBiT
611iTH, XaTa HOYMHAE
CTiHaMu

6inmo Meperxxana

6inb HEBUHHA

GisiBi xMapu

zy>xe OinsaBUI
6y1akuTHA OJIMCKABUILA
671aKUTHI Oui
GuigicTio, cMepTebHOIO
GimcKyda ragoyKa
OurcKydrMU 09HMa
Gamckyuai KBiTH, 6ii...
BCe mo bumrckyde
6stia, Taka

61ifie, TUIEHBKO TBOE
6igHem Bif orHio
OpynarHOMy BOpaHHi
6apBu xopu
OypstaKoBiit criigHu

BUOITMMO HAMITKY
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3173
2095
1002
1074
1152
1020
1049
1070
3124
3171
3171
2095
1070
1153
1002

1075
3002

1002

2200
1127
0003
3070
1208
2233
2216
1113
1070
2215
1101
2215
2227
1012

2095
1127

white snow

striped in white

in white curls

breast, white breast
long white arms
white lilies

such white

white dreams

blond head

white shawl

white robe

plump, white neck
white and clean
white flesh

breeches are of white
homespun

blooms more bright
shows its white outlines

embroidered with white
thread

innocent white

light clouds

very fair

bluish lightning

blue eyes

mortally pale

shining snake

eyes piercing black
Flowers, [...] dazzling
Everything that gleams
so pale

your pale cheek

paler than fire

His garment is bark-
colored

skirt is purple

Red shawl shall bleach



BOTHUCTUI
BOTHUCTHUI
THUJIUIA
TyCTO-CHHIA
YKOBTHUH

YKOBTHUH

YKOBTHUH

SKOBTHUH

3a3eJIeHITH
3eJIeHUI
3eJICHUM

3eJIeHUI

3eJICHUM
3eJIeHUI
3eJICHUM

3eJIeHUI

3eJIeHUI
3eJICHUM

3eJICHUM
3€JICHIB

3€JIEHO-ApUi
3JI0TUCTUM
30JI0TUI
30JI0TUI
30JI0TUI
30JI0TUM
30JI0TUI
30JI0TO
30J10TO-
OIaKUTHUI
30pAHMI

30pAHUI

BOTHUCTHMH Ky4epAMU
OTHUCTE JUBO

THUJIUM JILCTOM
IyCTO-CHHBOTO Heba
YKOBTHUH

5KOBTUH BifOIMCK
Micsansg

5KOBTUMU CTAKKAMU

YKOBTOI KOCTi

3aseJIeHisIa pyHb
3eJIeHa oK

3€JIEHUH 3eJIeH] ropu
3€JIEHUH, [1BA BIHKU —
OfuH Oibmuit
3eJIEHUM ITOJTUCKOM
sesieHuX beperax
3eJIeH1 0ui

3es1eHi oui

3esIeHOI0 HapBOIO
3EJIEHY CYKHIO
[MOBUTE HIXKHUM
3€JICHUM CEPIIAHKOM

3enenii xe

3€JIEHO-APUI BIHOK
3JIOTUCTHI iCKpU
30J10Tast KOCO MOS
30JIOTHI BOJIOC

30J10Ti KOCU

30JI0TOT'O BOJIOCCSH
30JI0Ty KMPEIO

3omoTa, bapBu cTaporo

30J10TO-OTaKUTHII MPiT

30PAHMIL BIHOK

30DPSAHIM BiHKY
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2216
2062
1018
2193
0022
3001

2095
1153

1116
2083
1121
0015

1021
1001
1049
1049

1001
3058
1001

2158

1118
2215
2088
1160
2093
2083
2200
2195
1070

1213
2198

red curls

fiery miracle

rotten leaves

darkening blue sky
yellow sands

pale golden glimpse of the
moon

yellow

Nor make our yellow
bones sorrowful

they are getting green
green garment

into the mountains green

a large green wreath

greenish metallic sheen
green banks

No, they are green now
Why have you not green
eyes?

painted green

green dress

covered with green silk

Be green till the frost
comes

bright green wreath
golden sparks

my golden braids!

golden hair

golden hair

golden hair

golden robe

long robe old-gold in color

azure and gold

wreath of stars
wreathed with stars



30pAHMI
KaJaMyTHO-
YKOBTHUH
MAaTOBUM
MyJT

Habin

HENPO30pUi

HepJIOBUI
HePIOBUI
HepJIOBUI
HepIOBUI
HIOYOPHITH
PO30JI0Th
po3opu
Ipo3opui
Iypryp
POYKEBUH
poKeBiTU
CaMOIBITHUH
CaMOIIBITHUH
CUBUH
CHUBUI
CHUBUH
CHUBUI
CUBUH
CUBUH
CUHIN
CUHIN

CHHIN

CHHIN
CHUHIIIATH

CHUHbOOKUI

cipuit
cpibHmit

cpibHumit

30pAHIM BiHIIi

KaJIaMyTHO-)KOBTUM

MAaTOBIM JIUCTI
GapBu myty

Ja1oTh HablTy

B CUBOMY HEITPO30POMY
CEPIaHKY

HIepI0BE HAMHCTO
TePIOBUH BiHELb
HepJIOBUH BiHOK
TIEPTIOBOMY BiHOYKY
TIOYOPHIB
TPO30JI0Th OCIHHA
Ipo30pa MOCTATh
IpO30pPa TEMPSBA
Iypryp

PpooKeBii ragKu
PpOJKeBi€ ron
CaMOIIBITHI BOrHi
CaMOLBITHI maTH
CHBA rOJIOBA MOS
CUBUH JIif

CHUBUH TTOTILIT

CHMBHI CEPITAHOK
CHMBUI CEPIIAHOK
CMBi XMapHu

cuHi K HebO odi
CHHIH BIHOK
CHHiM,COPOYKa I'yCTO
HATHUKaHA

CHHBOTO MOPS
cUHiIIae Boga
CUHBOOKUI «To11, mo
rpebui pee»

cipi# cBuTi

B KiHBHU CpibHii

cpibua 36pos
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3189
0003

2001
0024
2012
3002

1162
0046
0015
0022
2086
2001
3182
1169
2200
1070
1075
1208
1127
2158
0024
2183
3002
3062
2193
1049
2083
2095

1162
0003
0003

3003
0018
1160

starry wreath
muddy yellow

leaves are not so bright
mud-colored
more milk

heavy veil of gray

pearl necklace

wreath of pearls

crown of pearls

pearl wreath

has turned black

gold torches.

transparent figure

sky lightens.

proud purple

rosy thought

the hawthorn blushes rose
jewel fires

clothing gem-studded
gray head

ancient man, gray

gray ash, just as worthless
veil of gray

gray veil

gray clouds

blue as the sky

wreath of blue cornflowers

blue thread

the Blue Sea
the water deepens its blue

blue-eyed

gray overcoat
vase of silver
sword-arms of silver



cpibHmit
cpibHumit
cpibHmit
cpibHumit
TEMHEHbKUI
TEMHUU
TEMHHUU
TEMHUU
TEMHHUU
TEMHUU
TEMHUU
TEMHUU
TEMHHUU
TEMHUU
TEMpABA
ThMSHUMI
ThMSHUN
9EPBOHMIA
9EPBOHMIA

4EPBOHUI
4EPBOHUM

4EPBOHUM
9EPBOHMIA
4EPBOHUM

4EPBOHUM

4EPBOHUM
9EPBOHMIA
9EPBOHACTUI

JOPHMIA

YOPHMIA
YOPHMIA
4OPHUM
YOPHMIA

4OPHUM

cpibHe BomOKOHIE
CcpibHuit cepraHOK
cpibHwMIt cepriaHOK
cpibHuit cepraHoOK
TEMHEHBKUIH TaI0
temHe Mapuine
TeMHUMU bopaMu
TEMHMX KOCAX
TEMHUX, MEPTBUX BOJAX
TEeMHI BOU

TEMHI 0ui

TEMHIM JIUCTi

TEMHO

TEMHY CTiHY
TEMpABA

THbMSHUU JICHb
ThbMSIHI 04l

9EPBOHA O
4epPBOHUM HATHKAHA

9EPBOHMMHU CTAKKAMU
9EPBOHI XKap

9EPBOHI 3aCTIKKHI
9EPBOHI KUTHIL ATiz
4EPBOHI YEPEBUYKU

uepBoHiB Maxk

4EPBOHIN Ofexi
9EPBOHIM XyCTLi
BOJIOCCAM YEPBOHACTHM

3 YOPHUMH KOCaMH

4OpHA TEMP:BA
4OpHA TEPHUHA
JOpHE BOJIOCCA
YOPHMIA 3Tap

JopHUMH bpoBaMu
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1127
2203
2203
2216
1254
2221
1160
2198
3011
2227
2233
2001
0013
1255
1255
3189
2227
1143
2095
2095

1164

1002
2203
1023
2086

1113
2095
1113
1021

1255
1075
1136
2183
1113

silver thread embroidery
veil of silver

silver veil

silver veil

dark forest

a phantom, dark, immense
the dark pine forest
dark hair

dark, dull waters

dark waters

dark eyes

leaves are not so bright
dark

dark wall

The darkness

dark winter day

dulled eyes of the dead
red garments
embroidered in red
striped in white, red, and
yellow

horses like to red burning
coals

scrolls of red stitching
red clusters of berries
red shoes

poppy, once as red as
glowing embers

red clothing

red fringed kerchief
hair is red

tresses with greenish
metallic sheen on black
darkness, black as velvet
Black, leafless thorn

my tresses black

black cinder

his eyebrows are black



YOPHMIA
4OPHUMI
YOPHMIA
4OPHUM
YOPHMIA
4OPHUMI

4OPHUM

YOPHUMI
YOPHMIA
4OPHUMI
YOPHMIA
YOPHITH

4OPHOOPOBHIT

SACKpPaBUI

SACKpaBUI

SICHO-
OIaKUTHUI
SICHO-3€JIEHIN

SCHO-CUBUH

JOPHUX XaIliB

YOPHI KJII09i NTaIHHI
4OpHi Kocu

9OPHi KOCH

4OpHi oui

YOPHIl ofexi

J9OPHIl neyepi

JOPHOTO Lara
9OPHOI KPOBi

JOPHY KUPEIO

JOPHY HOXKAPUHY
9OPHI€ IOCTaTh
'{opHOGpOBI/H?I MOJIOIUM
XJIOTIELTh

SACKPaBOT OfieXKi, IPOTH

scKpaBoMy ybopi

ofiexa 10 ACHO-
61aKuTHOT
SICHO-3€JICHIN Of1eXKi
SCHO-CHBY, Maibxe biy

CBUTY

1170
2193
2193
2216
1049
3002
3011

3028
1153
2238
3152
3002
1002

2233
2193

0003

1021
1002

black bushes

black clouds of birds
black hair

black hair

eyes [...] black
clothed all in black
the cave, which was deep,
black

a black billy-goat
dark blood

black robe

all is black

a black figure is seen

black eyebrows

bright garment

its bright, autumnal
garment

raiment [...] light blue

bright green garment
breeches are of white
homespun

Florence Randal Livesay: partial transfer (10)

keyword
GarpsHuit
6imumit

3230JI0TiTH

3JIOTUCTUH
Kapui
HEMpPO30pUi
MTOTEIACTUI
posKeBuit
TEMHO-

9EPBOHMIA

eg.
barpsiHa mimMa

Ha JIMIKy Oimeit
3230JI0TLIN KBITKU HA
J1aTarTi

3JIOTUCTUMHU ICKPaMM
Kapi oui

HEMpO30pi oui
MIONENACTOro Heba
POYKEBi KBiTKU

TEMHO-4EPBOHOI0 ra6010
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id

3152
1160
1020

0003
1049
1200
3002
2083
2195

Florence Randal Livesay
red spot

So good to look upon
yellow water poppies
opened

sparks of light

Dark brown

but thine eyes are dim
gray sky

red flowers of the cockle

bordered with red



4ePBOHUM 4EePBOHMM 3aXiJ] COHIA 1144 sunset flames

Florence Randal Livesay: zero transfer (33)

keyword eg. id Florence Randal Livesay

GarpsiHuit GarpsHa msima 3152 [.]

GarpsHuit Garpsui Mops 1127  deep, far seas

GarpsHuLs GarpsHuULo 2203  robe

barpsHuIA GarpsHuIo 2203  raiment fit for a queen

GarpsHuLs GarpsHuLo 2237 [...]

6imuit 6inuit uBit 1193 [..]

6immit 6immit uBiT 1214  flowers

Ginumit 6imMMu XBUIIAMU 1170  steals in waves

Oinumit 6inmx cHax 1070  dreaming

Oinumit 6ii s0pi 1070  stars

Gimuit 6ini KBiTH 1070  flowers

Oinmit 6imiit rasasi 3182 glade

6imitu 6iniroTs cToBOYpHU 1170  trunks

6stieHbK U 6JIiIeHBKUX JITOK 0006  small children

6imo- 6utigo-bmaxuTHy BOpy 0003  [...]

OTaKUTHUN

BOTHMCTUI BOTHUCTOTO paio! 2218 [...]

JKOBTHIH JKOBTHMHU ITYIINHKAMA 1023 [..]

3aTeMHITH 3aTEeMHIB CTEPHEIO 2125  very soon the field was
stubble

3eJICHU I 3esIeHui papTyx 2095  apron

3eJIEHiB 3eJIeHiB MePIIMEL PACT 0003 [..]

30/10TUI 30JIOTY JIETITKY 1127 [.]

KBiTYaCTHI KBiTYacTiM 1127 [..]

Habin HabiTy B Hac He CTaIO 3056 [..]

HeIpo3opuit Herposopi sopi 1070  stars fall soundless from
the sky

MOCUBINTUI IIOCHBLITUM Bifj CHiry 3182  long, drooping branches

JIOBI'MIM BiTTAM loaded with snow
CMBUI cuBi oui 1049  [.]
CUBUI CUBO IOBCTAHOT LIAMTKU- 1002 cap
poratku
TEMHUH TeMHi xami 2231  shrubbery
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TEMHUU
4EPBOHUM
9EPBOHMIA

YOPHUM

APO-3eNEHUN

TCMHOIO KYTIOO
YICPBOHUM ITOACOM
ICPBOHY KOJACY

YOPHOIO METHHOIO

HpO-SCJIeHy AParoBUHy

3050
1002
1164
3002

0001

Gladys Evans: adequate transfer (184)

keyword
GarpsiHuit
GarpsHuit
GarpsHuLs
OineHpKuUIt
6immit
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit

6imumit

6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit

6imumit

eg.
GarpsHa raMa
Garpstai Mops
GarpsHuULO

OITTEHBKIIX COPOYEIKAX
6ina 6opopa

6ina >xiHOYA TOCTATh
6ina mocrats

6ina xmapa

6ine Tino

bimuit [Tanauuu
binuit [Tanauun
Giuit Tyman

6inuit uBiT

6immit uBiT

6inmit uBiT

6imMM cHirom

OiTMMU XBUILAMU

GiMMMM XBUIAMU
6ii foBri pyxu
6isi sopi

6ini kBiTH

6ini inel

6ini pyku

6ini cuu

Oiiit ranssi
6imiit rosmiBIi

6imiit HaMiTII

157

id

3152
1127
2203
0006
0024
1152
3182
3152
0052
1160
1162
1144
1193
1214
3190
3173
1002

1170
1152
1070
1070
1020
1049
1070
3182
3124
3171

huddle

carriage

the leafless forest can
hardly be seen

swamp

Gladys Evans
crimson flames

seas of crimson

robe

white nightgowns
white beard
awoman’s White Figure
white figure

white clouds

pretty body
Palyanin Fair

Fair Palyanin

white fog

white light

white snowballs

the white blossoms
white snow

his white hair shoulder-
length

in white waves,

long white arms
stars [...] white [..]
flowers [...] lie white
white lilies

hands are very white
white dreams
snowy glade

blond head

white muslin cloth



6imumit
6imumit
6imumit

6imumit

6imumit
6imiTI

6imiTI
6imiTI

6inn
OinaBmit
GinaBuit
OIaKUTHUL
OIAKUTHUI
OmcKyanit
Gimckyanit

OumcKyanit

Gimckyanit
61imeHbK U
Ot
Gimuit
6igicTs

6nigHiTH

6imo-
OIaKUTHUI

OpyHaTHuIT

OypstaxoBuit
BOTHUCTHUI
BOTHUCTUI
THUJTUH
TyCTO-CUHIl

YKOBTHUH

6iiit copouni
Oimist, myxKist mmi
6ino

Maibxe biny cBUTY

Ha JIIKy Oimuit
6imie uBiT

6inioTs cTOBOYpH

XaTa MOYMHAE CTIHAMU
OimiTu

HEBUHHA Oinb

6i1Bi xMapH

Zyoke bistBUIT
61aKUTHA OJIUCKABULLA
6aKuTHI Oui
OurcKyda ragiouKa
BIMCKyIMMH OYnMa

Oimvckydi KBiTH, 6ii...

BCe, Wo bmckyde
6JTiIeHPKUX JiTOK
671ia, Taka

671iz1€, TUYEHBKO TBOE
6migicTio, CMEPTENTLHOIO

6JtifHem Bif OrHIO
6uigo-6axuTHY BOfy

6pyHarHOMY BOpaHHi
bapBu Kopu
OypstaKoBiit cripHuI
BOTHUCTUMH KydepsMu
BOTHHUCTOTO paio!
THUJIUM JIUCTOM
IyCTO-CHHBOTO Heba

YKOBTHUI
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3171
2095
1070
1002

1160
1075
1170

3002

2200
1127
0003
3070
1208
2216
1113
1070

2215
0006
1101
2215
2233
2227

0003

1012

2095
2216
2218
1018
2193
0022

white gown

plump white neck

white and pure

light-gray homespun
clothes, almost white in
colour

shining face

flowers turn whiter

trunks [...] glow with a pale
mysterious light

the walls begin to grow
lighter in colour

maiden whiteness

white clouds

fair of skin with blue eyes
bright blue star

blue eyes

shining snake

gleaming eyes.

flowers unknown, lie white
and sparkling....
everything shining

pale children

$O wan

your pale sweet face
deathly pale

you’re pale from too much
fire

pale blue water

clothing the colour of tree-

bark

full dark-red skirt
fiery-red curls

the land of fire!

leaves that lie here rotting
dark-blue sky

yellow sands



YKOBTHUM

YKOBTHUH
SKOBTHUH
SKOBTHUH
3a3eJIeHiTH

3230JI0TiTH

3eJICHUM
3eJIeHUI
3eJICHUM

3eJIeHUI

3eJICHUM

3eJIeHUI

3eJIeHUI

3eJICHUM
3eJICHUM

3eJIeHUI
3eJICHUM

3€JIEHITH

3€JIEHITH
3€JIEHO-ApUi
3JI0TUCTUM
30JI0TUI
30JI0TUM
30JI0TUI
30JI0TUI
30JI0TUI
30JI0TUM

30JI0TO

30JI0TO-

6IAKUTHUI

>KOBTHI BiffOIUCK
Micsansa

YKOBTUMM ITyIIHHKAMU
SKOBTHUMU CTAXKKAMU
>KOBTOT KOCTi
3a3€/IeHiIa PyHb
3a30JIOTLTN KBITKH Ha
JIaTaTTi

3eJ1eHa OIivK

3€/IEHUH 3€IEH] TOpU
3eneHnH PpapTyx
3€JICHUH, J[BA BIHKU —
OfVH OinpImuit
3€JIEHUM TOJIMCKOM
3€JIEHUM CEPITAHKOM,
MOBUTE HIXKHUM
3€JICHUX 6eperax

3eJIeHI o4l
3eJIeHi o4l

3eJIeHoI0 6apBOIo.
3EJICHY CYKHIO

3€JIEHIB TEPIIMIL PACT

eneniit xe
3€JIEHO-APUM BiHOK
3JIOTUCTUMHU iCKpamu
30J10Tast KOCO MOSI
30JI0THUH BOJIOC
30JI0Ti KOCH
30JIOTOTO BOJIOCCS
30JI0Ty KUPEIO
30JI0TY JIENTKY

30J10Ta, 69.pBI/I CTaporo

30J10TO-OJIAKUTHUI

Mpii
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3001

1023
2095
1153
1116
1020

2083
1121
2095
0015

1021
1001

1001
1049

1049

1001
3058
0003

2158
1118
0003
2088
1160
2093
2083
2200
1127
2195

1070

yellow gleam of the moon

yellow puffs of down
yellow embroidery

yellow bones

green the fields are growing
golden water-lilies spread
their petals

green dress

to the mountains green
green apron

two crowns: one large and
green, the top one
greenish sheen

deep in fresh green grass

green shores

Oh no, now they are
greenish...

Why then, are not your eyes
a greenish colour?

green leaves have opened
clothes of green

the first grass is sprouting
green

And you stay green
wreath of brightest green
golden sparkles

My golden hair

golden hair

golden hair

golden hair

cloak of gold

golden spangles

raiment the colour of old
gold

azure-golden patterns



30pAHMI
30pAHUI
30pAHMI
KaJaMyTHO-
SKOBTHUH
Kapuh
KBiTY4aCTHUIT
MAaTOBUM

Myl

Habin
Habin

HENPO30pUi
HEMPO30pUi
HePIOBUI

HePIOBUI
HepJIOBUI
HepJIOBUI
MTOTIEJIACTUI
HOYOPHITH
pO30JI0Th
Ipo3opui
Iypryp
POYKEBUM
poXkeBuit

POXKEBITH

CaMOIIBITHUH
CaMOIBITHUH
CUBUI

CUBUI

CUBUI
CUBUI

CUBUI

30pAHUMI BiHOK
30PAHIM BiHKy
30PAHIM BiHIIi

KaJIaMyTHO->XOBTHH

Kapi o4i
KBiTYaCTiM
MAaTOBIM JIMCTI

bapBu mymy

ZaroTh Habiny
Hablny B Hac He cTa)O

HENpOo3opi oui

HEOPO30pPOM, B CHBOMY
CCPIIAaHKY

EPJIOBEC HAMHUCTO

HepJIOBUM BiHELD
HepPIOBUM BiHOK
IIEPJIOBOMY BiHOYKY
[OTIENACTOrO Heba
MIOYOPHIB
IPO30JIOTh OCIHHA
IIPO30pa TEMPsBA
Iypryp

POXK€Bi KBiTKH
POoKeBii rafKu

poXKeBie rmon

CaMOLBITHI BOTHI
CaMOILIBITHI IIaTH
CHBA IOJI0OBA MO

CUBUH Jin
CHUBUI ITOITiT

CHBHUM CEPITAHOK

CUBUI CEPIIAHOK
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1213
2198
3189
0003

1049
1127
2001
0024

2012
3056
1200

3002

1162

0046
0015
0022
3002
2086
2001
1169
2200
2083
1070
1075

1208
1127
2158
0024

2183
3002
3062

crown of stars
crown of stars
starry crown

dull yellow

hazel

of flowers...

dark dull-green leaves
colour of the brown silt in
the depths

much more at milking time
we have no milk or butter?
the eyes — I cannot see
through

gray veil hiding her face

necklace strung with
pearls...

pearly crownlet

small crownlet of pearls
pearly crown

an ash-gray sky

lay black

gold of autumn
transparent

proudest purple

pink roses

rosy thoughts

the white hawthorn bush
turns a shy pink

gleam with precious jewels
jewels for royal dress

gray head
ancient-looking and gray-
haired man

ghost-gray ashes

gray veil

gray veil.



CUBUI
CUBUI

CUBUI

CUHIN

CHHIN

CHHIN
CHUHIIIATH

CHUHbOOKUI

cipuit
cpibHmit
cpibHumit
cpibHmit
cpibHumit
cpibHmit
cpibHumit
TEMHEHbKUHN

TEMHHUU

TEMHHUU
TEMHHUU
TEMHUU
TEMHUU
TEMHUU
TEMHHUU
TEMHUU
TEMHHUU
TEMHUU
TEMHO-
9EPBOHMIA
TEMPsBa
ThMSHUK
ThMSHUMI
4EPBOHUM
9EPBOHMIA

4EPBOHUM

cuBi oui

CHBi XMapu

CHUBOI TTOBCTSIHOT
IITAITKH-POTATKH
CUHIN BIHOK

CHHIM, COPOYKA IYCTO
HATHKaHA

CHUHBOTO MOPA
CUHIIIIa€e BOJa
CcUHBOOKUH « 1O, Mo
rpebmi pse»

cipiit cBuTi

B KiHBU CpibHil
cpibHa 36pos

cpibHe BosOKOHIIE
cpibHuMIT cepriaHOK
CpibHMIt cepriaHoK
cpibHuMIT cepriaHOK
TEMHEHbKUH raio

temue Mapuine

TEMHHUMHU DopamMu
TEMHUX KOCaX
TEMHMX, MEPTBUX BOJAX
TEMHI Bogu

TEMHI Xairi

TEMHIM JIUCTI

TEMHO

TEMHOIO KyIIOIO

TEMHY CTiHY
TEMHO-YEPBOHOIO
raboio

TeMPsBa

ThMIHUH IeHb

TbMSsHI Oui

4EPBOHA Ok
4EPBOHMI 3aXifl COHILA

YCPBOHMM HAaTHKaHA
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1049
2193
1002

2083
2095

1162
0003
0003

3003
0018
1160
1127
2203
2203
2216
1254
2221

1160
2198
3011
2227
2231
2001
0013
3050
1255
2195

1255
3189
2227
1143
1144
2095

grayish
gray clouds
gray felt square-shaped hat

wreath of blue cornflowers

blue floss

blue seas
the water grows more blue
with blue eyes

gray cloak

silver pail

silver sabre

cloth of silver netting
silver veil

silver veil

silver veil

dark forest

dark, figure—the Spectre
(of Death).

the darkest forests

dark hair

dark dead waters
darkened waters

shadows cast by the bushes
dark dull-green leaves

dark

in a dark cluster

dark wall

dark-red border

darkness

dark winter day

dead and gloomy eyes

red garments

red rays of the sunset
needlework designs in red



9EPBOHMIA
4EPBOHUI
9EPBOHMIA
4EPBOHUM
9EPBOHMIA
4EPBOHUM
4EPBOHUM
9EPBOHMIA
4EPBOHUM
9EPBOHMIA

4EPBOHACTUI

YOPHUM
YOPHMIA
4OPHUM
YOPHMIA
YOPHMIA
4OPHUM
JOPHMIA
YOPHUM
YOPHMIA
4OPHUMI
YOPHMIA

YOPHUM

4OPHUMI
4OPHUMI
YOPHMIA
4OPHUMI
4OPHITH

4OpHOOPOBHI

APO-3eJIEHUH
SACKpaBUI
SACHO-
OIaKUTHUI

SICHO-3€JIEHIN

4EPBOHMM MOACOM
9EPBOHMMHU CTAKKAMU
4EPBOHI JKap
9EPBOHI 3aCTIKKM
YEPBOHI KUTHILi ATix
4EPBOHI YEPEBUYKHU
YEPBOHIB MaK
4ePBOHIM offexi
4EPBOHIM XyCTLi
4EPBOHY KOJACY
9EPBOHACTUM,
BOJIOCCAM

3 YJOPHUMU KOCAMHU
4OpHA TEMPsIBA
JOpHA TEPHUHA
YOPHE BOIOCCA
YOPHMIA 3rap
JOPHUMH OPOBAMH
YOPHMX XaIlliB
4OPHi KOCH

4OpHi Kocu

4OpHi oui

4OpHiit ofexi

4OpHIil nevepi

JOPHOTO Ijama
4OpPHOI KPOBi

YOPHY KUPEIO

JOPHY IOYKAPHHY
JOpHi€ MOCTaTh
4OPHOOPOBHIT
MOJIOAUM XJIOIELb
APO-3€JIEHY JPArOBUHY
ACKPaBO1 Ofiexi
O0XKEXKA...JJO ACHO-
6aKuTHOT

SICHO-3€eJIEHIM OfIerxi
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1002
2095
1164
1002
2203
1023
2086
1113
2095
1164
1113

1021
1255
1075
1136
2183
1113
1170
2193
2216
1049
3002
3011

3028
1153
2238
3152
3002
1002

0001
2233
0003

1021

It is belted with a red sash
red and yellow embroidery
steed like fire, like scarlet
red buttons

clusters of red berries

high red boots

poppies red as fire

dressed all in red

red headscarf

fire-red chariot

red hair

black hair

darkness as black as velvet
the black leafless blackthorn
black tresses!

blackened slag

with black brows

black thickets

black hair

black hair

eyes [...] black

black dress

in a cavern deep down and
black

a black goat

blackened blood

black mantle

black, water-soaked remains
a figure dressed in black
black-browed

bright green quagmire
bright clothing
garment [...] bright blue

bright green dress



SCHO-CUBUI

SICHO-CHUBY, MaiDKe biny

CBUTY

Gladys Evans: partial transfer (4)

keyword

GarpsHuit
3aTEMHITH
Ipo3opui

SACKpaBUI

eg.
barpsiHa mimMa 3152
3aTeMHiB cTepHelo 2125
nposopa moctath 3182
sckpaBomy ybopi 2193

Gladys Evans: zero transfer (18)

keyword
barpsHuIA
GarpsHuLs
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
6imna
BubiMTH
BOTHUCTHI
3JIOTUCTUI
HEMpPO30pUi

IMOCUBIIUIT

CUHIN
TEMHUU
4OPHUMI

JOPHMIA

eg.
GarpsHuIO

GarpsHuULO

6iza mocTarts

OiTMIT 32CTUI CHIrOBUIT
OITUMU CTAKKAMHU

6iTMX CHAxX

6ini rpysu

6inoro Tina

6immo MepexaHa

BUOLIMMO HaMITKY

OTHUCTE JJUBO

3JIOTUCTUM iCKpH
HENPO30pi 30pi

TIOCUBIJIMM BiJ] CHITy JOBIUM
BITTAM

cuHi Ax HebOo oyl

TEMHI oui

YOPHI KJI04i NTamuHi

YOPHOIO MCTHHOIO
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1002

red flames

id

2203
2237
1215
3152
2095
1070
1074
1153
1002
1127
2062
2215
1070
3182

1049
2233
2193
3002

light-gray homespun
clothes, almost white in
colour

id Gladys Evans

thickly covered with the sheaves
faint white figure
colourful apparel

Gladys Evans

luxurious robe

festive

distant figure

thickly falling snow

red and yellow embroidery
dreaming

breast

body

embroidered shirt

we’ll imprint

miracle

sparks

stars fall down from skies
branches, covered with
snow

grayish like clouds above
wide-open eyes

a flock of blackbirds

The naked forest is barely

visible



Vera Rich: adequate transfer (190)

keyword
GarpstHuit
GarpsHuit
GarpsHuit
GarpsHuLs
GarpsHuIA
6ineHpKuUi
Oimmi
6immit
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit

6imumit

6imumit
6imumit
6imumit

6imumit

Oimmi
6immit
Oimmi
Oimmi
6immit
Oimmi
6immit

6imumit

eg.
GarpsiHa mimMa
GarpsHa msima
Garpsui Mops
GarpsHuULo

GarpsHuIo

6imeHpKIX COpPOYCIKax

6ima 6opona

6ina >xiHOYA TOCTATh
6ina mocraTh
6ima mocraTe
6ina xmapa

6ine Tino

binunit [Tanaaun
Binuit [Tanauun
Giuit TymMan
6inuit uBiT
6immit uBiT
6imumit, Ha mraxy
6inuM cHirom

OLIMMHU CTAKKAMM

OLTMMU XBUILAMU
6immx cHax

6ini rpyan

6ini gosri pyxu

6ini sopi
6ini xBiTH
6ini minet
6ini pyxu
6ini cuu
6imiit rasmasi
6imiit romiBii

6imiit HamiTLi
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id

3152
3152
1127
2203
2237
0006
0024
1152
1215
3182
3152
0052
1160
1162
1144
1193
3190
1160
3173
2095

1002
1070
1074
1152

1070
1070
1020
1049
1070
3182
3124
3171

Vera Rich

purplish flame
purple flame
purpling sea
purple mantle
purple robe

white shirts

white beard

white female figure
white figure

white figure

white cloud

white body
Palyanin the White
Palyanin the White
white mist

white flowers

the white blossoms
of face he was fairest
white snow
appliquéed white [...]
bands

in white waves
white dreams
white breast

long white
outstretched

stars [...] white
blossoms [...] white
white lilies

such white hands
dreams of white
white clearing
blond head

white head-dress



6immit
Oimmi
6immit
Oimmi

6imumit

6imiTI

6imiTI

Gimitu
6inaBuit
6inaBuit
OIaKUTHUL
OIAKUTHUI
OumcKyanit
Gimckyanit

OumcKyanit

OumcKyanit
6stieHbK U
Gimuit
Ot
6u1imicTh

6utigHITH

6s1i0-6/1aKUTHUI

OpyHaTHIit
OypstaxoBuit
BUbiUTH
BOTHUCTHI
BOTHUCTHUH

BOTHUCTHUI

THUJIUIA

6iiit copouni
Oimist, myxKist mmi
6ino

6inoro Tina

MaiDke biny cButy

6inie uBiT
6imiTy, XaTa To4YMHAE

CTiHAMU

6iniroTs cTOBOYpU
GisiBi xMapu

my>xe OinsBui
6y1akuTHA OIIMCKABUILA
67aKUTHI Oui
OumrcKyda ragiouka
OiMCKyIMMM OdMMa

Gumckydi KBiTH, 6ii...

BCe, 110 brucKyde
67iIeHbKUX IITOK
JIMYEHBKO TBOE Otizie
Taxa 6iga

GuigicTio, cMepTebHOIO

6igHem Bif orHio

6uigo-6nakurHy Bogy
OpynarHOMy BOpaHHi
6apBu xopu

OypstaKoBiit criigHu

BUOLIIMO HAMITKY
BOTHHCTHMH Kyd4epPSAMU
BOTHMCTOTO Pao!

OTHUCTE TUBO

THUJIUM JIUCTOM
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3171
2095
1070
1153
1002

1075
3002

1170
1127
0003
3070
1208
2216
1113
1070

2215
0006
2215
1101
2233
2227

0003
1012

2095

1127

2216

2218

2062
1018

white skirt

plump white neck
white and pure
white flesh

clothes of pale grey,
almost white, linen
blossoms grow whiter
The walls of Lukash’s
house begin to gleam
white

trunks gleam white
white clouds

very pale

blue lightning

eyes of blue
glittering snake
glittering eyes
blossoms spreading
wide, gleaming and
white...

all is a-glicter

pale children

your poor pale face
so pale

deathly pale

You are pale from the
fire

pale-blue water.
brown garments the
colour of bark
beetroot-coloured
finely pleated skirt
bleach upon the
mountain snows a veil
fiery curls

fiery heaven

fiery miracle

rotten leaves



TyCTO-CUHIl
SKOBTHUH
YKOBTHUH
SKOBTHUH
YKOBTHUH
YKOBTHUH

3a3eJIeHITH
3a3eJIeHITH
3230JI0TiTH

3eJIeHUI

3eJICHUM

3eJICHUM

3eJIeHUI

3eJIeHUI

3eJICHUM

3eJIeHUI

3eJICHUM
3eJICHUM
3eJIeHUI
3eJICHUM
3€JIEHIB
3€JIEHIB
3€JIEHO-ApUi

3JIOTUCTUH

3JIOTUCTUH

30JI0TUI

I'yCTO-CHHBOTO Heba
SKOBTHUH

SKOBTUM BifONMCK MicALsa
YKOBTHUMH ITYIIMHKAMHI
SKOBTUMU CTSYKKAMU
YKOBTOI KOCTi

3aseJIeHisIa pyHb
33TEMHIB CTEPHEIO
3230JI0TLIN KBITKU HA
J1aTarTi

3eJIeHa oK

3€JIEHUH 3eJIeHi ropu

3esIeHni $papTyx

3€JICHUH, [1BA BIHKH — OIMH

6impImit

3€JIEHUM TIOTUCKOM
3EJICHUM CEPIIAHKOM,
IMOBUTE HI>KHUM
sesieHux beperax

3eJIeH1 0ul

3eJIeH1 0ui

3esIeHOI0 HapBoIo.
3€JIEHY CYKHIO
3€JIEHIB IEPIIUH PACT
3eneHii xe
3€JIEHO-APUI BIHOK
3JIOTUCTUMHU ICKPaMM
ickpu snoTHCTi

30J10TasA KOCO MOA
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2193
0022
3001
1023
2095
1153
1116

2125

1020

2083
1121

2095
0015

1021
1001

1001
1049

1049

1001

3058

0003

2158

1118

0003

2215
2088

dense blue sky

on the gold sands
yellow sliver of moon
yellow down

yellow bands

yellow bones

new shoots are green
yet in the fields

Soon the plot is dark
with stubble

golden king-cups
unfold

green garment

into the green
mountain

green apron

two garlands, one
large and green
green glints

fragile green veil

green banks

Why, they are green
now...

shouldn’t you have
eyes of green?
splashed with green
green dress

the first shoots show
green

But you stay green
garland of the
brightest springtime
green

glitters with sharp
golden sparks
golden sparks

my radiant golden
tresses!



30JI0TUI
30JI0TUM
30JI0TUI
30JI0TUI
30JI0TO
30J10TO-

OIaKUTHUI

30pAHUI
30pAHMI
30pAHUI
KaJaMyTHO-
YKOBTHUH
Kapui
KBITYaCTHI
MaTOBUU
Myt

Habin

Habin

HEMPO30pUi
HENPO30pUit
HENpPO30pUit

HepJIOBUI
HepIOBUI
HepIOBUI
HepJIOBUI
MTOTIEJIACTUI
HOYOPHITH
po30opuit
Ipo3opui

poXxeBuit

posKeBuit

30JI0TUI BOJIOC
30JI0Ti KOCH
30JI0OTOTO BOJIOCCS
30JI0TY JIEJITKY

30J10TAa, 6apBI/I CTaporo

30710TO-6MaKUTHUI MPil

30PAHUUI BiHOK
30psAHIM BiHKY
30PAHIM BiHIi

KaJaMyTHO-YKOBTHI

Kapi oui
KBiT9aCTiM
MAaTOBIM JIUCTI
Gapsu myiy
HaroTh HabLIy

Habiy B Hac He CTaIO
HEMpO30pi 30pi
HENpo3opi oui

HETPO30POMY CHBOMY
CEpPIaHKY

HIepI0BE HAMHCTO
TePIOBUH BiHELb
TePIOBUM BiHOK
HIEPJIOBOMY BiHOUKY
nonesacToro Heba
TIOYOPHIB

IPO30pa IIOCTaTh
IpO30pPa TEMPSBA

POKeBi KBiTKU

POKeBil raiKu
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1160
2093
2083
1127
2195
1070

1213
2198
3189
0003

1049
1127
2001
0024
2012
3056

1070

1200

3002

1162
0046
0015
0022
3002
2086
3182
1169
2083

1070

golden tresses
golden hair
golden hair
spangles gold

long old-gold robe
visions wove
themselves in gold and
azure

starry crown
starry garland
starry crown

muddy-yellow

hazel

flowery

dark dull foliage
colour of mud
more milk

we’ve nothing in the
dairy

stars fell thick and
white

your eyes are all
clouded

thick grey veil.

pearl necklace
pearl garland
coronet of pearls
garland pearly

the ashen sky

now they are black
transparent figure
transparent,

pink flowers of
corncockle

rosy fancies



pooKeBiTU

CaMOLIBITHUH
CaMOIBITHUH
CUBUI
CUBUI
CUBUH
CUBUI
CUBUH
CUBUI
CUBUH

CUBUI

CHHIN
CHHIN

CUHIN
CHUHIIIATH
CUHbOOKUM

cipuit
cpibHumit
cpibHmit
cpibHumit
cpibHmit
cpibHumit
cpibHmit
TEMHEHbKUHN
TEMHUU
TEeMHUU
TEMHUU
TEMHUU
TEeMHUH
TEMHUU
TEeMHUU
TEMHUU

TEMHHUU

PpoJKeBie raon

CaMOLIBITHI BOTHI
CaMOIIBITHI maTu

CHBA roJI0BA MOSI

CUBUH JIif

CHUBUU MOIILT

CHBHI CEPITAHOK

CHMBUI CEPIIAHOK

CHBI oui

CHMBi XMapHu

CHBOI NOBCTSAHOT IAIKHU-
poraTku

cuHi Ax Hebo oui
CHHBOTO MOPS

COPOYKA TYCTO HATUKAHA
CHUHIM

cMHiIIae Boga

CUHbOOKHH « 10, o
rpebui pee»

cipiit cBUTI

KiHBU CpibHil

cpibna 36pos

cpibHe BOJIOKOHIIE
cpibHwMIt cepriaHOK
cpibHuit cepraHoOK
cpibHmMIt cepriaHOK
TEMHEHbKHUH I'aio
temHe Mapume
TeMHUMU bopaMu
TEMHHUX KOCaX
TEMHHX, MEPTBUX BOJAX
TEMHI BOIU

TeMHI oui

TEMHIM JIUCTi

TEMHO

TEMHY CTiHy
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1075

1208
1127
2158
0024
2183
3002
3062
1049
2193
1002

1049
1162
2095

0003

0003

3003
0018
1160
1127
2203
2203
2216
1254
2221
1160
2198
3011
2227
2233
2001
0013
1255

the hawthorn blushes
rosily

fiery jewels
jewel-encrusted robes
grey head

ancient grey grandsire
grey ash

grey veil

grey veil

grey

grey clouds

square grey felt cap

blue as the sky

the deep blue ocean
blouse embroidered in
blue

the water becomes a
deeper blue

blue eyed

grey greatcoat

silver goblet

silver weapon

silver weft

silver veil

silver veil

silver veil

forest dark-looming
phantom, dark, huge...
dark pine-woods
dark tresses

dark, dead waters
dark waters

dark eyes

the dark dull foliage
gloom

dark wall



TEMHO-YEPBOHUH
TEMpABA
ThMSHUMI
ThMSHUM
9EPBOHMIA
4EPBOHUM
4EPBOHUM
9EPBOHMIA

4EPBOHUI

4EPBOHUMI
9EPBOHMIA

4EPBOHUM

9EPBOHMIA

4EPBOHUM

4EPBOHUM
9EPBOHMIA
4EPBOHUM
9EPBOHACTUI

YOPHUM
JOPHMIA

YOPHMIA
4OPHUMI
YOPHMIA
4OPHUM

JOPHMIA

4OPHUMI
YOPHMIA
4OPHUM
YOPHMIA
YOPHUM
YOPHMIA

4OPHUM

TCMHO-9CPBOHOIO rabomo

TEMpABA
THbMSHUU JICHb

THMSHI 04l

9EPBOHA O
9EPBOHMM 3aXiJ] COHLA
9EpBOHMM HATHKaHA
9EPBOHMM IT0ACOM

YCPBOHMMH CTAXKKAMU

9EPBOHI XKap
9EPBOHI 3aCTiXKKU

9EPBOHI KUTHUIIi ATif]

'{CpBOHi YCPCBUYIKH

yepBoHiB Maxk

4EPBOHIN Ofexi
9EPBOHIM XyCTLi
9EPBOHY KOJIACY
9EPBOHACTUM BOJIOCCAM

YOpHa TEMPABA
'{opHa TCPHHHA

YOpHE BOJIOCCA
9OPHUU 3rap
JopHUME OpoBamMu
YOPHUMU KOCAMH

9OPHi KJII049i ITaIIMHi

9OPHi KOCH
4OpHi Kocu
49OPHi oui
JOpHil ofexi
JOPHIl neyepi
YOPHOTO Liana

4OPHOI KPOBi
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2195
1255
3189
2227
1143
1144
2095
1002
2095

1164
1002
2203

1023
2086

1113
2095
1164
1113
1255

1075

1136
2183
1113
1021
2193

2193
2216
1049
3002
3011
3028
1153

dark-red hem
darkness

overcast winter day
dead and misty eyes
red garments

red glow of sunset
embroidered in red
red girdle

white, red and yellow
bands

horses fiery and scarlet
red tassels

red spray of cluster of
berries

red slippers

fiery burned my
poppies red

red clothing

red fringed kerchief
scarlet coach
reddish hair
darkness, black and
velvety

the black, leafless
thorn-bush

black tresses!

black charcoal

with dark eyebrows
black tresses

black skeins of
migrating birds
black hair

black tresses

eyes [...] black

a black robe

A cavern black

a black goat

black blood



YOPHMIA YOPHY KUPEIO
YOPHITH 9OPHI€ IOCTaTh
4OPHOOPOBHIT 4OpHOOPOBHIT MOTOAMI

APO-3eNIEHUH
SACKpaBUI

SACKpaBUI

ACHO-6IaKUTHMI

SCHO-3€JICHIN

SCHO-CUBUI

XJIOTIELTh
APO-3€JIEHY JIPATOBUHY
SCKPaBOi OfiEXi, TPOTH

ACKpaBOMy ybopi

ozexa [...] mo sacuo-
61aKUTHOT
SICHO-3€JIEHIN oferxi
SICHO-CHUBY, MaibKe iy

CBUTY

Vera Rich: partial transfer (1)

keyword

OPO30JIOTh

eg. id

TPO30JI0Th OCIHHA

Vera Rich: zero transfer (15)

keyword
GarpsHuIA
Oinumit
Ginumit
Oinumit

6im1a

611
30JI0TUI

IMOCUBLINIA

nypuyp

CUHIN

TEMHUU

TEMHUU

eg. id

GarpsHuIo 2203
61Kt 3aCTUII CHIrOBUI 3152
6inui uBiT 1214
OiMTMMU XBUIAMUI 1170
6inmo Meperxxana 1002

6inbp HEBUHHA 2200
30JI0Ty KMPEIO 2200
TIOCHBIJIUM Bifl CHiry 3182
JIIOBIHM BITTAM

nypryp 2200
CHUHIM BIHOK 2083
TeMHI xari 2231
TEMHOIO KYTIOIO 3050
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2001

2238 black robe

3002 there is a black figure

1002 with dark eyebrows

0001  brilliant green swamp

2233 brilliant clothing

2193  in bright autumn
colours

0003  clothing [...] clear blue

1021  light green garments

1002 clothes of pale grey,
almost white, linen

Vera Rich

autumnal yellow

Vera Rich

mantle

the cover of snow

[.]
[.]

decorated with drawn-thread

work

long branches, which are bowed

down with snow

[..]

garland of cornflowers, and her

hair

[.]

huddle together



YOPHMIA
4OPHUMI

YOPHMIA

YOPHMX XaIlliB
JOPHOIO METHHOIO

10pHYy HO)KapI/IHy

1170

[...]

3002 The leafless forest looms faintly

3152

the remains of the fire

Virlana Tkacz & Wanda Phipps: adequate transfer (126)

keyword

GarpsHuit
GarpsHuIA
OineHbKUi
Oimmi
6immit
Oimmi
6immit
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
Oimmi
6imitu

6imiTI

6imiTI

GinaBmit
GinaBuit
OmcKyanit
Gimckyanit

cg.

Garpsui Mops
GarpsHuIo
OiTeHPKMX COPOYEYKAX
6ia >xiHOYA TTOCTATH
6ina mocraTh
Binuit [Tanauun
binunit [Tanaaun
Giuit TymMan
6inui uBiT

6immit uBiT
OITMMU CTAKKAMU
OLTMMU XBUILAMU
6immx cHax

6ii minei

6ini pyku

6ini cuu

6imiit HamiTLi
6iiit copouni
6ino

Ha JIMIKYy Oinmit
6imie LBiT

6iniroTs cTOBOYpH

XaTa IMOYMHAE CTIHAMM

6imiTI

6iy1Bi xMapu
my>xe OinsBui
OurrcKyda ragiouka

6JII/ICKy'{I/IMI/I oyumMa

id

1127
2203
0006
1152
3182
1160
1162
1144
1193
3190
2095
1170
1070
1020
1049
1070
3171
3171
1070
1160
1075
1170

3002

1127
0003
2216
1113

171

Virlana Tkacz € Wanda
Phipps

indigo seas

crimson robe

dressed in white

milky female figure

white figure

Sparkling Youth
Sparkling Youth

white mist

white petals

white petals

white [...] ribbons

waves of milky haze
white winter dreams

lilies open their white petals
hands are so smooth
winter dreams

white head-wrap

white garment

pure and clean

handsome face

blooms white

the pale aspens and birch trees
[peek] out

through the darkness we see
the white walls of Luke’s
house

pale clouds

pale

glittering serpent
sparkling eyes



Gimckyanit

Gimckyanit
61imeHbK U
Gimuit

6igicTs

6utigHITH

OpyHaTHIit

OypsuKoBuit
BUbOLIUTH
BOTHUCTUI
THUJTUH
TyCTO-CUHIl
YKOBTHUH
YKOBTHUH
3a3eJIeHiTH

3a30JI0TiTH

3eJIeHUI

3eJICHUM

3eJIeHU I
3eJICHUM

3eJIeHUI

3eJIeHUI

3eJICHUM
3€JIEHUTHU

3€JIEHUTHU
3JIOTUCTUH
3JI0TUCTUM
30JI0TUM
30JI0TUI

30JI0TUM

Gimckyui KBiTH, Oi1i...

BCe, o Omuckyde
6J1imEeHBKUX JiITOK
Taka Oiga
CMEpTENIbHOIO
6atigicTIio

6igHem Bif orHio
6pynarHOMy BOpaHHi
Gapeu xopu
OypsuKoBiit criigHui
BUOLIIMO HAMITKY
BOTHHUCTOTO pao!
THUJIAM JIACTOM
I'yCTO-CHHBOTO Heba
YKOBTHUMH ITYIIMHKAMI
5KOBTUMU CTAKKAMU
3aseJIeHisa pyHb
3230JI0TLIM KBITKY HA
JaTarTi

3esIeHui papTyx
3€JICHUH, IBA BIHKY —
onuH 6inbImni
3€JIEHMM HOTMCKOM
3eJIeH1 0l

3es1eHi oui

3€JIEHY CYKHIO
HIDKHUM, 3€JIEHUM
CEpPIIaHKOM

3€JIEHIB IEPIIUH PACT

3eJIEHIN JKe
3JIOTUCTUM iCKPH
3JIOTUCTUMHU iCKpaMu
30J10Tast KOCO MOS
30JI0Ti KOCH

30JIOTOTO BOJIOCCA
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1070

2215
0006
1101
2233

2227
1012

2095
1127
2218
1018
2193
1023
2095
1116
1020

2095
0015

1021
1049
1049

3058
1001

0003

2158
2215
0003
2088
2093
2083

flowers and ferns, all shining
bright...

all that glitters

pale children

pale

her pale face

fire makes you pale
browns the color of bark

beet-colored skirt...

bleach you a magical veil
fires of paradise

rotting leaves

sky is the deep blue of dusk
yellow puffs

yellow ribbons

if the fields have turned green
lilies open their white petals
to reveal their gold

green apron

two garlands on her head—
one is large and green
greenish tinge

Well, now they’re green...
How come your eyes aren’t
green?

green dress

delicate green veil

the forest is just starting to
turn green

keep your leaves green
points of gold

glisten with gold

my golden hair

golden hair

golden hair



30JI0TUI
30JI0TUM
30J10TO-
OIaAKUTHUI
30pAHUI
30pAHMI
30pAHUI
KaJaMyTHO-
YKOBTHUH
KBiTYaCTUIT
MyJT

Habin
Habin

HEMpPO30pUi
HENPO30pUi
HENpPO30pUit

HepJIOBUI
HepJIOBUI

HePIOBUI

HepPIOBUI
IPO30JIOTh
po30opuit
mypuyp
poXKeBuit
POXKEBITH
CaMOIIBITHUH
CUBUI
CUBUI
CUBUI
CUHIN
CHHIN
CUHIN

CHUHbOOKUI

30JI0Ty KMPEIO
30JI0TY JIEJITKY
30710TO-OIAKUTHMIA
Mpil

30PAHUMI BiHOK
30psAHIM BiHKY
30PAHIM BiHIi

KaJaMyTHO-XKOBTHIA

KBiT9aCTiM

GapBu myty

Ja1oTh Hablmy

Habiny B Hac He CTaJI0

HEMpO30pi 30pi
HENpo3opi oui

CHBOMY, HEITPO30POMY
CEpPIaHKY

HIepI0BE HAMHCTO
HIepPJIOBUH BiHELIb

TEPIOBUM BiHOK

HIEPTIOBOMY BiHOYKY
IIPO30JIOTh OCIHHSA
pO30pa TEMPSBA
mypuyp

POKeBil raiKu
POXKeBi€ rmop,
CaMOLBITHI maTH
CHBHI CEPITAHOK
CHMBUI CEPIIAHOK
CHBI oui

cuHi Ax Hebo oui
CHHIN BIHOK
CHHBOTO MOPS
CUHBOOKUH «To11, mo

rpebui pee»
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2200
1127
1070

1213
2198
3189
0003

1127
0024
2012
3056
1070

1200

3002

1162
0046
0015

0022
2001
1169
2200
1070
1075
1127
3002
3062
1049
1049
2083
1162
0003

gold robe

golden star

then they turned pale blue,
and gold

crown of stars

stars in your hair

wreath of stars

muddy yellow

flowering

color of silt

more milk

we’re short on milk

stars fell from the sky—
opaque

your voice is as clear [...] but
your eyes—are not...

thick gray veil

pearl necklace

crown of pearls

two garlands [...] the other is
smaller made of pearls
pearls

turning gold

night is very clear

proud vermilion.

dreams, turned rose-colored
the hawthorn a bashful rose
gowns that sparkle like gems
gray veil

gray veil

gray

blue like the sky

garland of blue cornflowers
the blue sea

with blue eyes



cipuit
cpibHumit
cpibHmit
cpibHumit
cpibHmit
cpibHumit
TEMHEHbKUHN
TEMHUU
TEeMHUU
TEMHUU
TEeMHUH
TEMHO-
4EPBOHUM
TEMPsBa
THbMSAHUU
ThMSHUU
9EPBOHMIA
4EPBOHUM
9EPBOHMIA
4EPBOHUI
9EPBOHMIA
4EPBOHUM

9EPBOHMIA

9EPBOHMIA
4EPBOHUM

9EPBOHACTUI

4OPHUMI
YOPHMIA
4OPHUM
YOPHMIA
4OPHUM
JOPHMIA
YOPHUM
YOPHMIA
YOPHMIA

YOPHHUTHU

cipiit cBUTI

KiHBU CpibHil
cpibna 36pos
cpibHe BOIIOKOHIIE
cpibHwMit cepriaHOK
CcpibHuIt cepraHOK
TEMHEHbKHUH I'aio
temHe Mapume
TeMHUMU bopaMu
TeMHI Xari

TEMHO
TEMHO-4EPBOHOIO
rabormo

TEMpSBA

TbMAHUHU JIeHb
ThbMSHI 09l

y 9EPBOHIl omexi
4EPBOHA 071K
9EPBOHMIA 3aXijl COHIA
9EPBOHMMHU CTAKKAMU
9EPBOHI JKap
4EPBOHI YEPEBUYKU

9EPBOHIB MaK

9EPBOHIi XyCTLi
9EPBOHY KOJIACY
9EPBOHACTUM
BOJIOCCSIM
KOCAMH YOPHUMHU
4OpHA TEMP:BA
YOPHHUX XaliB
4OpHi Kocu
49OPHi oui

JOpHil ofexi
9OPHIl neyepi
JOPHY KUPEIO
YOPHY TOXKAPUHY

YOPHI€ OCTaTh
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3003
0018
1160
1127
2203
2216
1254
2221
1160
2231
0013
2195

1255
3189
2227
1113
1143
1144
2095
1164
1023
2086

2095
1164
1113

1021
1255
1170
2193
1049
3002
3011
2238
3152
3002

heavy gray cape
silver pails

sword that sparkled
silver threads

silver veil

silver veil

dear deep dark Forest
a dark phantom
the darkest forest
darkness

dark

dark red trim

darkness

dark winter day
eyes of the dead
in red

red garments

red glow of the sunset

red, white and yellow ribbons

horses, red as flames
red shoes

poppies burned here red like
flames

red kerchief
red carriage

reddish hair

hair is black

darkness, deep as velvet
the dark edges of the shore
braids

eyes [...] black

dressed in black

in a deep, dark cave

black cape

charred remnants

a tired, dark figure



SACKpaBUI
SICHO-
6JIAKUTHUI

SICHO-3€JICHIN

SACKPaBOi ofiexi
OJIeKa, IO SACHO-
6J1aKUTHOT

SICHO-3€JIEHIN oferxi

2233
0003

1021

bright garments
garments [...] bright blue

dress is light green

Virlana Tkacz & Wanda Phipps: partial transfer (9)

keyword
GarpsHuit
Ginumit
Oinmit
Ginumit

YKOBTUH
30JI0TO
Kapui

[IONEACTUI

CaMOIIBITHUH

eg. id Virlana Tkacz € Wanda Phipps
GarpsHa msima 3152  red glow

6iMMMU XBUIAMU 1002 gray hair flows

6ii s0pi 1070 = Stars glimmering

6ini kBiTH 1070 flowers [...] bright...

SKOBTHUI BiffO/ICK 3001 pale moon

Micsrs

3omoTa, bapsu 2195  long golden robe

CcTaporo

Kapi oui 1049 brown

HOMeENACTOro Heba 3002  the gray sky

CaMOLBITHi BOTHI 1208  Let them shine! Let them flame!

Let them blaze!

Virlana Tkacz & Wanda Phipps: zero transfer (71)

keyword

GarpsHuit
GarpsHuLs
GarpsHuIA
6immit
Oimmi
6immit
Oimmi
6immit
Oimmi
Oimmi

6imumit

g

barpsiHa mimMa
GarpsHuULo
GarpsHuIo

6ina 6opopa

6ina mocraTe

6ina xmapa

6ine Tino

6iMMI1 32CTUI CHITOBMIA
6imuit uBiT

6imuM cHirom

6ii rpyan
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id

3152
2203
2237
0024
1215
3152
0052
3152
1214
3173
1074

Virlana Tkacz € Wanda
Phipps

Fire

it

beard

[-.]

you

a heavy blanket of snow
blossoms

snow

chest



6immit
Oimmi
6immit
Oimmi
6immit

6imumit

6inna

611
6JIAKUTHUI
OIaKUTHUI
Omigmit
6imo-
6IAKUTHUI
BOTHUCTUI
BOTHUCTHUI
YKOBTHUH
YKOBTHUH
3aTEMHITH
3eJICHUM
3eJIeHUI
3eJICHUM
3eJIeHUI
3€JIEHO-ApUi
30JI0TUI
MAaTOBUM

IMOCUBIIUIT

HOYOPHUTTU
po3opui
POYKEBUM
CUBUI
CUBUI
CUBUI
CUBUM

CUBUI

6imiit ranasi

6is1ift rosmiBLy,
6is1i goBri pyku
Oimist, myxKist mmi
6inoro Tina

Maibxe biny cBUTY

6isio MepexxaHa

6inb HEBMHHA
6makuTHA 6IMCKABULLA
OmaxkuTHI Oui
JIMYEHBKO TBOE Otifie

6uigo-6axuTHY BOfy

BOTHMCTUMHU KyIEPAMU
OTHUCTE JUBO
SKOBTUI

>KOBTOT KOCTi
3aTEMHIB CTEPHEIO
3eJ1eHa OIivK
3€JIEHUH 3€IEH] TOpU
seseHnx beperax
3eJICHOI0 GapBOIO
3€JIEHO-APUM BiHOK
30JIOTUH BOJIOC
MAaTOBIM JIUCTI
MOCHUBLJIM BiJ| CHiry
IIOBI'UM BITTAM
MIOYOPHIB

po30pa MOCTaTh
POXK€Bi KBiTKH

CHBA IOJI0OBA MO
CUBUH Jin

CHUBUI ITOIIiJI

CHBi XMapu

CHUBOI ITOBCTSIHOI

U.IQ.HKI/I—pOI'Q.TKI/I

176

3182
3124
1152
2095
1153
1002

1002
2200
3070
1208
2215
0003

2216
2062
0022
1153
2125
2083
1121
1001
1001
1118
1160
2001
3182

2086
3182
2083
2158
0024
2183
2193
1002

the head

arms outstretched

flesh

traditional clothing made of
coarse cotton

innocent blossoms

eyes.

water

bones
reduced to stubble

to the mountains

banks

crown of spring wheat
hair

green leaves

the snow-laden branches

white figure

when it’s time for me to go
very old

ash.

rain clouds

[..]



CHHIN

CHUHIIIATH
cpibHuit
TEMHUU

TEMHUU

TEMHUU
TEeMHUU
TEMHUU
TEeMHUH
TEMHUU
4EPBOHUM
9EPBOHMIA
9EPBOHMIA
4EPBOHUM
YOPHMIA
4OPHUMI
YOPHMIA
4OPHUMI
YOPHMIA
4OPHUMI
YOPHMIA
4OPHUM

JOPHMIA
4OpHOOPOBHI
APO-3eJIEHUH

SACKpaBUI

SCHO-CUBUH

CHHIM, COPOYKa IyCTO
HATUKaHa

CHHIIIAE BOJA
CcpibHuit cepraHoOK
TEMHUX KOCaX

TEMHHX, MCPTBI/IX BOgax

TEMHI BOJU

TEMHI 0ui

TEMHIM JIUCTi
TEMHOIO KyTIOIO
TEMHY CTiHY
9epBOHMM HATHKaHA
9EPBOHMM ITOACOM
9EPBOHI 3aCTiXKKU
9EPBOHI KUTHUIIi ATif]
4OpHA TEPHUHA
JOpHE BOJIOCCA
YOPHMIA 3Tap
JOpHUMH bpoBaMu
9OPHI KJII04i ITaIIMHi
9OPHi KOCH

4OPHOI KPOBi
JOPHOTO Lara

YOPHOIO MIECTHUHOIO

4OpHOOPOBHI
MOJIOIHMH XJIOIIELb
SIpO-3eJIeHy [ PArOBUHY
SICKpaBoMy ybopim
SCHO-CHBY, Maibxe biy

CBUTY
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2095

0003
2203
2198
3011

2227
2233
2001
3050
1255
2095
1002
1002
2203
1075
1136
2183
1113
2193
2216
1153
3028
3002

1002

0001

2193
1002

embroidered blouse

[.]
[.]

hair.

waters, stirring the long dead

echo...

waters

green leaves

curl up

trees.

an embroidered blouse
the thorn

my hair

ash

blood

an old goat

The bare branches of the

trees can barely be seen

[.]
[.]

its full autumn regalia.

[.]



Summary of the transfer of colour terms

As the following table and chart show, a historical progression of
diminishing loss of accurate semantic components representing colour
concepts can be observed in the first four translations:

Translator adequate  partial 2ero total
transfer  transfer transfer

Percival Cundy 172 7 27 206

Florence Randal Livesay 163 10 33 206

Gladys Evans 184 4 18 206

Vera Rich 190 1 15 206

Virlana Tkacz & Wanda Phipps 126 9 71 206

Transfer of Colour Terms

200
150
100
50 —
0
Percival Florence Gladys Evans VeraRich Virlana Tkacz
Cundy Randal & Wanda
Livesay Phipps

W Adequate M Partial W Zero

Vera Rich’s version (1994) conveys the colour terms the most fully. Her
published translation contains a number of obvious misprints—some of
them quite glaring—which strongly suggests that the omissions are not
deliberate on her part. As explained above, the translation by Virlana
Tkacz and Wanda Phipps (2008) cannot be compared on the stated

criteria with the previous translations, as it is an adaptation,
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intentionally involving numerous omissions and simplifications (but,
nota bene, no errors) for the purposes of a particular stage production

COIlCCpt.
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CHAPTER 5
DIMINUTIVE/ENDEARING LEXIS

Introduction

This chapter investigates the respective translation counterparts of
Ukrainian diminutive/endearing lexis from a functional-stylistic
perspective, that is to say considering the significance of this lexis in
terms of style and dramatic purpose. Diminutive/endearing lexis is a
characteristic feature of Ukrainian, significantly more productive than
in English. It has two main semantic and stylistic functions, on the one
hand denoting diminutive size and on the other hand conveying
endearing content. In The Song of the Forest, it most frequently occurs in
the latter role, functioning as markers of intimate relationships on
different levels of intensity. In Ukrainian, several different parts of speech
(word classes) may exhibit diminutive/endearing forms—nouns,
pronouns, adjectives, adverbs, numerals and exclamations—expressed
morphologically by  suffixes. In  Ukrainian  lexicography,
diminutive/endearing terms are identified as smenm. [diminutive],
necti1. [endearing] or, in cases where they convey both, smenur.-mects.
[diminutive-endearing] as such terms may occur on three different levels
of intensity, referred to by L I Korunets (JI I Kopyreus 1981: 83)'¢ as

17 1) puminyTHBHICTD I-TO CTymeHs, BXXUBAIOTHCA CydiKen -OK, -(1)UK, -K-, -(9)uH-, -
€Hb, -CLib, -1}b, HAIIPHKJIAJ;: A3BIHOK, APOK, bepeska, OpaTHK, Bitepens ; 2)
auminyTusHicTb II-ro crymens, cydikcu -e40K-, -UIOK-, -09OK-, ~OUK-, -€4K-, -HUK-, -

i4K-, -UHK-, HanpuKIIas: Mapuako — MapuHoHsKo, HibKKa — HbKeuxa; 3)
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first-degree, second-degree and third-degree diminutives.'® An example
of a noun associated with diminutive-endearing variants on these three
levels in The Song of the Forest is cectpa [sister], which has the forms

cectpunsa [dear sister],'

cectpuuxa [dear sister], cecrponska [dear
sister] and cecrpuuenska [dearest sister].””’ They are rendered by the

respective translators as follows:

keyword cecmpuy. [sister dear, dear sister of mine]

2084

Pycanxa Ilonsosa
Cecrpune, momanyii!
Kpacu moei e pyiinyii!

auminytuszicTs III-ro crynens, B Akii ciocTepiraeMo HaHU3yBaHHS CyPiKciB -
HHOHBK-, -HHOUK-, -€HATOUK-, EHATK-, -SITOYK-, -YHEUK-, -04edoK- [1) diminutives of the
first degree, suffixes -ox, - (1) uK, -K-, - (1) UH-, -cHb, -e1}p, -11b are used, for example:
nsBiHok from assi [bell], spox from sp [gully], 6epeska from 6epesa [birch], 6parux
from 6par [brother], Bitepeus from sitep [wind] ; 2) diminutiveness of the second
degree, suffixes -e40K-, -MYOK-, -O4OK-, -OUK-, -€4K-, -MUK-, -[4K-, -UHK-, for example:
Mapunxo — Mapunonsko, from Mapuso [Marina], uixka — Hidxedxa from sora [leg]
; 3) diminutiveness of the third degree, in which we observe the concatenation of
suffixes -NHOHBK-, -UHOUK-, -CHATOUK-, CHSATK-, ATOUK-, -yHEUK-, -04ed0K- (Kopyrenp
1981: 83, quoted from Ianira 2010: (no pagination)

"*Diminutive and diminutive/endearing forms will be identified in footnotes as
dim1, dim2 and dim3 or dim-end1, dim-end2 and dim-end3. Dictionary definitions
of diminutive/endearing lexis found in The Song of the Forest are taken from the
Ukrainian online dictionary http://ukrlit.org/slovnyk/

1 Reminder: Unless otherwise indicated, all English translated text enclosed in
square brackets is taken from my own translation (Ukrainka 2021), for comparison
with other versions.

170 This is an example of a third level endearing form (dim-end3): cecTpudenska, u, x.
ITecrm. go cecrpuuxa. http://ukrlit.org/slovnyk/cecrpraenska
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[Field Nymph
Sister dear, have a care!
Do not spoil what is so fair!]

pc sister
frl little sister
ge sister
vr sister

VW sister
1101

Magka
A s He 3Ha0
HIi90TO Hi>KHOTO, OKpiM 6€p€31/1,

3a T€ XK 11 ¥ CECTPHUIIEIO B3UBAIO

[Mavka
the birch alone shows tenderness like that—
that’s why I call her dear sister of mine]

pc sister

frl my lictle sister

ge my only sister true
vr my dear sister

VW sister
2087

Maska

Cecrpurie, mymy s! Tsost kpaca
Ha TOM piK we byFiHimre 3anumae,
4 B MEHE IIACTS SIK TEIIEP 308 SHE,

TO B)XX€ He BCTaHe!

[Mavka

Dear sister, I must! Your beauty once more
will return next year finer than before,
while my joy, should it now fade,

it is lost for good.]
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pc my sister

frl my little sister
ge sister

vr sister

VW sister
keyword cecmpuuenvra [darling sister mine]
1171

Maska

Oi1, cxoBait MeHe, TH, CECTPHUEHBKO!

[Mavka

Oh, please conceal me, darling sister mine!]

pc my sister

frl Sister dear, oh, little Sister mine!
ge sister of mine

vr sister, dear sister

vw dearest sister

keyword cecmponvra [dear sister]

1044

Maska
He Touu! Ce xpoBii.

He nuit 5xe KpoBi 3 ceCTPOHBKH MOET!

[Mavka
Oh no, don’t take her life’s blood!
Don’t drink the blood of my dear sister, please!]

pc my sister

frl my sister

ge my own sister dear
vr my dearest sister
VW my sister
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1254

Maska

Ianp, MOA CECTPOHBKO, TaXK A Mac/IMBa!

[Mavka
Look at me, my true sister, 'm so glad!]

pc sister

frl my little sister
ge my dearest sister
vr my dear

VW sister
2092

Pycanka I[Tonbosa

Cectponbko! 3rsHbca Ha MyKy!

Kpanensxu kpogi 6yi10 6 fuis pATyHKY FOBO. —
o »x? Xiba kpoBi He BapTa Kpaca?

[Field Nymph

Dear sister, o think of my pain!

Your blood would rescue me, a tiny trickle!
Is not my beauty worth that drop of blood?]

pc sister
frl little sister
ge sister dear
vr sister

VW sister

Two functions (representation of diminutive size and of endearing
content) may both be inherent in Ukrainian diminutive/endearing lexis,
which belongs to a lexicographical/morphological category and is
synthetic (one-word terms), whereas English counterparts are in most
cases analytic in structure, i.e. noun phrases (a noun with a modifying
adjective, the latter fulfilling the semantic/stylistic function).
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Diminutive/endearing words and phrases are an especially prominent
characteristic of folk tales and folk songs in both languages. As a fairy
drama—or fantasy drama, as the author named it in an autograph
manuscript held in the Ukrainian State Archive in Kyiv (Ykpainka
1911a)—contains many examples of them. The analysis in the present
study is predicated on the view that this stylistic feature should be
emulated as far as possible in translation through verbal means of the
target language if the intentions of the original author and a sense of the
‘foreign’ identity of the source text, are to be conveyed to anglophone
readers.

From a functional-stylistic perspective, diminutive/endearing lexis
serves as a device for characterisation of protagonists and their
interactions and relationships. It also serves to create a folk-tale
atmosphere, expressing the mythological treatment of natural elements,
flora and fauna, endearing, romantic relationships with abstract
concepts such as the night and with celestial bodies, and expressing
attitudes towards objects and concepts. Importantly, in The Song of the
Forest, they are key features of lyrical style.

While diminutive/endearing lexis is an important stylistic feature of
Ukrainian, and not only in folk contexts, it usually lacks readily
identifiable counterparts in English, especially for the expression of
endearment. This is a familiar translation problem, both generally in
literary texts and particularly in the case of The Song of the Forest, a
characteristic stylistic feature of which (as an example of the neo-
romantic fairy tale genre) is its numerous diminutive/endearing forms.
A sample comparison of translations into Ukrainian of English literary
works (Oscar Wilde’s fairy tales The Happy Prince, The Nightingale and
the Rose, The Selfish Giant, The Devoted Friend and The Remarkable
Rocket with their Ukrainian translations by Tetiana Nekriach)'* shows

71 Baitng, Ocxap. 2011. Kasku: Hlacnueuit npuHy, Cosmoyuika i TpostHza,
Cebemobuuit Benerens, Hupuit ppyr, Jluso-peeppepk [Tales: The Happy Prince,
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that English source text counterparts of diminutive/endearing lexis in
Ukrainian translation often lack characteristics associated with
diminutive/endearing lexis and suggests that diminutive/endearing lexis
is more prominent in Ukrainian than in English. The following list of
Ukrainian diminutive/endearing lexis occurring in these sample
translations, '’ with their counterparts in the English source texts, shows
that there are very few cases where the Ukrainian terms of endearment
are derived from explicitly endearing vocabulary in English. The
Ukrainian translation contains a total of 12,252 words, and in this
sample text 136 diminutives were found. Diminutives in the sample
English source text are mostly analytic noun phrases containing the
adjective /ittle or tiny, denoting small size. In only 17 cases, the
Ukrainian diminutive in the translation denotes diminutive size as well
as rendering a certain endearing tone (in English, little, tiny or a bit of)
carry an endearing tone as well as denoting small size or stature (as
opposed to the stylistically neutral small).

Ukrainian diminutives from English diminutives of small size

Ukrainian translation English source
Tancuky little Hans!
TUTHHYA little child

JKabka little Frog
XKYIKH little beetles
KPUJIbLLA little wings
KPHUJIbIIS tiny wings
HEBETMYKUI little
HU3EHbKHIMI small
HIDKKU little feet

The Nightingale and the Rose, The Selfish Giant, The Devoted Friend, The
Remarkable Rocket]. In: Ocxap Baitg. 2011. 3opsuuit xsomuuk (36ipHuK)
IMepexnap Teranun Hexpsu. Kuis, Kpaina mpiit.

72T have included words classed in the dictionary (http://ukrlit.org/slovnyk/as
colloquial rather than diminutive, endearing or diminutive/endearing, where they

have a certain endearing tone, e.g. BcerbKy (Hiu), camMiCiHbKIi, XaTHHKA, LiTICIHBKMI.
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[ITAlleHA little bird

[TalIeHAaTa little birds
OTamKa little bird
CHUHOYOK little boy
CKeJIpIIE bit of glass
cobauxa little dog

XJIOIT ATKO little boy
iiehiteriel tiny cap

Of the remaining endearing words in the Ukrainian translation, only a
few have explicit endearing counterparts in the English source text:
lovely—eapnenviuii; gently—aceenvko; muxenvro; quite softly—
TrxeceHbKo. Some diminutives are purely lexical, a common example of
which is xwumxa [book], technically a diminutive of x#uea, which
denotes a large volume or a book of particular importance. In this study,
an example is kasanox [kettle], a diminutive of xz34#, meaning a boiler.
Such cases excluded, it appears that diminutive/endearing lexis is an
important stylistic device for interpreting the perceived (context-
derived) endearing content for the Ukrainian reader.

Ukrainian endearing lexis translated from English (diminutives
not denoting small size)

Ukrainian translation English source
Bopruk side
OykeTHK bunch
B’30uKa handful

BCEHDKY Hid all night long

rapHEHBKUI good

rapHEHBKUI lovely
riJlouka spray

CHi3IeYKO nest
rosiBka head
rOJiBKM heads
rpybka grate
aipka hole
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JTOJIOHBbKA
zybox
zybowox
#y6ouox
Iy PHEHBKUI
2Kabxa
3parika
3€JICHEHBKU I
3ipouKHU
Ka3aHOK
Karemoxa
KaTeTIomKa
KBITOYKU
KIHYMK
KJIAIITAK
Kparoyka
KPHJIbILA
KPHJIBIAMU
KypTOYKa
KyTOYOK
JIAHITIOXKOK
JIATIKKA
JIETEHBKO
JIUYKa
JIMYKO
JTDKEYKO
MaJleCEHbKUMI
Mamycs
Marycs
MICTOK
MOJIOAATA
H)KKa
HI>KKHA
HDKKH
HIDKKHA
OJHa-OJHICIHbKA
OJHA-OHICIHbKA
Oueperunka

OYCPCTUHKH
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palm
oak-tree
holm-oak
oak-tree
foolish
Frog
alot of
green
stars
kettle

cap

(paraphrase: her little head is bare)

flowers
the top
leaf
mottled
wings
wings
smock
corner
chain
legs
gently
faces
face
bed
little
mother
mother

bridge

bride and bridegroom

leg
feet

feet
legs
one
only one
Reed

reeds



HAJIBTEYKO coat
OTAIIMHA bird
OTamKa bird
IITALIKA her
IITALIKA Linnet
[ITAIKA-KOHOTIAHKA bird
OTAIIKY birds
pubxu fish
pydensTa arms
pyuka (mine)
caMiciHbKUI all by himself
caH4aTa sledge
Cosnosyruxa Nightingale
Conosymixa she
TUXEHBKO gently
THUXECEHBKO quite softly
TOHEHbKMUI slender
aprymku pinafores
XaTUHKA cottage
XaTUHKA poor house
XaTUHKA tiny cottage
XBHJIbKA some time
XBOCTHUK tail
XJIOTTYMHA little boy
XMapHHKa single cloud
XYCTUHKH (paraphrase: her little head is bare)
LiTiciHpKUIT all day long
LiTiCIHPKHI all night long
LiTiCiIHBKUH all the year round
LIMTOK stick
9aCTEHBKO often
IATIOYKH caps
IIBUJIEHBKO (addition by the translator)

The consistent representation of all Ukrainian diminutive/endearing
lexis found in The Song of the Forest by some form of equivalent stylistic
feature may be considered as contravening the norm of literary English
in this respect. However, diminutive/endearing lexis is a prominent
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teature of Lesia Ukrainka’s The Song of the Forest, and a comparable
frequency of diminutive/endearing counterparts in its English
translation pursues the objective of providing the reader of the
translation with an experience comparable with that of the reader of the
original work, which as a fairy drama is atypical of literary works in this
respect. Such a strategy of conveying the functional style as closely as
possible, followed in Ukrainka 2021, may be seen as leaning towards
foreignisation, bringing to the reader of the English translation
semantic-stylistic cognitive values inherent in the Ukrainian source text.
In the present study, critique of the five English translations in respect of
the diminutive/endearing lexis is predicated on the view that the ideo-
aesthetic content of their fairy drama style should be conveyed as closely
as possible—by means of natural English counterparts. This entails a
degree of foreignisation, which is, however, entirely consistent with the
goal of functional-stylistic equivalence and visibility of cultural values.
Whereas in  Ukrainian grammar morphologically identified
diminutive/endearing lexis is a common feature, in English such a
category is relatively rare. There are morphological features of English
such as the suffixes -ez, -ie, -let, -ling: crown/coronet, dearie me, duckling,
brooklet, but these are an unproductive category in English; other means
of representing diminutivity of size or endearment, or both, are certain
discrete lexical items, e.g. lexical diminutive nouns e.g. pup, lexical
diminutive adjectives e.g. tiny, little (as opposed to the stylistically
neutral small, and stylistically endearing qualifying adjectives or adverbs,
e.g. tiny, wee. English counterparts of Ukrainian diminutive/endearing
nouns, identified morphologically and denoting small size and/or
expressing endearment, may be phrases including qualifying adjectives
or adverbs, e.g. bepesouxa [dear birch], sixonye [little window], sirouox
[lovely garland], doneuxo! [dear daughter!], suuensxo [tiny pale face],
Hiuenvko-4apisnuuenvio! [kind, magical night-time], Pycasonsio [dear
water nymph], cepdernsko [my poor heart], cecmpuyern [dear sister],
cecmpuuenvra [darling sister], coneuxo npucpie [lovely warming sun],
cmexnceuxn 2K mepexnceuxu [intricate trails], mpasuys [soft grass], xamxa
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[little home], xamunxa [tiny home]. English counterparts of Ukrainian
diminutive/endearing adjectives also often take the form of phrases, e.g.
s’axenviudi [nice and soft], pisnenskusi [neat and tidy], and adverbs
likewise, e.g. Grusenvro [ever so close], eapuensio [nice and neatly],
doszenvko [some little time], mlaxenvro [soft and cosy], muxenwvro
[softly-softly], muxecenvro [softly-softly].

In the translation of dramatic dialogue and narrative it is important to
convey the endearing content of these Ukrainian stylistic forms, which
characterise protagonists, inter-personal relationships and attitudes.

Diminutive/endearing lexis and its translation counterparts
(in contexts of the drama)

To facilitate comparison of diminutive/endearing lexis with its respective
translation counterparts, a set of examples is chosen to illustrate the
extent of implementation of creative strategies for its translation, bearing
in mind the key role of this stylistic category in the characterisation of
protagonists and their inter-relationships. Of particular importance are
cases where clusters of diminutive/endearing lexis (often with rhyming
morphological word-endings) occur in the Ukrainian text, intensifying
the dramatic impact. The presentation below is intended to facilitate
comparative assessments of the respective translations, showing the
respective treatments of this lexis against the background of specific
situations and interactions in the developing drama from the beginning
of the Prologue through to the end of the Third Act. The examples are
accompanied by notes comparing the respective translations in the
various micro-contexts, and by a broad characterisation of the treatment
of each Ukrainian diminutive/endearing term in the work. The
categories on which the characterisation is based are identified as
adequate transfer of the semantic/stylistic content, partial transfer of the
semantic/stylistic content) and lack of transfer of the semantic/stylistic
content). A table of all Ukrainian diminutive/endearing terms in the
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work and their respective translation counterparts is the source for a
cumulative quantitative characterisation of the respective translations of
this particular stylistic feature.

The Prologue

The Prologue begins with the arrival of the torrents of spring,
personified by the mythological character named He Who Bursts The
Weirs, who declares that nothing stands in his way. The
diminutive/endearing micmouxu'? and epebeavku'’*  convey the
weakness of these artefacts erected by humans, unable to resist the
superior forces of nature, as well as ironic endearment:

0004

Toi1, mo rpebui pse
Microuku 36uBao,

BCi rpebestbky 3puBao,

[He Who Bursts The Weirs
Frail dams and bridges go,
swept away in my flow.]

In this case, none of the five translations conveys the power of nature
over human artefacts signified by the diminutive/endearing nouns, or
their ironic-sympathetic representation. Possible counterparts in English
of Ukrainian one-word diminutive/endearing lexis are analytical phrases.
A noun phrase including the adjective fr47/ is one way of conveying the
functional-stylistic meaning here:

17 microuox [bridge dim-end2]. 3menm.-mect. go microx [bridge dim1] 3menm. go
wmicr [bridge] http://ukrlit.org/slovnyk/ microgok; http://ukrlit.org/slovnyk/ microx
17* rpebernbka [weir dim-end] 3menm.-nects. o rpebis [weir].

http://ukrlit.org/slovnyk/ rpebenska
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keyword epebesviu [frail dams]

pc dams
frl dams
ge dams
vr dams
vw dams

keyword micmouxu [frail bridges]

pe dikes
frl bridges
ge bridges
vr dykes

vw bridges

Clusters of diminutive/endearing lexis serve to characterise the
ITorepuara [Lost Babes] in a sympathetic, endearing light. In the
Prologue, the Lost Babes are introduced by the author/narrator (in the
stage directions) as follows:

0006

ITomepuama (0soe masenviux, 6aidenvkux Jimox y biaenviux copoueuxax
BUPUHAIMY 3-NOMINC AANATNIN)

[Lost Babes (Two tiny, wan waifs in flimsy white shifts emerge from amongst the
water-lilies)]

keyword 6uidenviux [wan]

pc pale
frl [...]

ge pale
vr pale
vw pale
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keyword dimox [waifs]

pe infants

frl small children
ge small children
vr small children
vw children

keyword 6zsenviux [flimsy white]

pc scanty white shirts
frl white gowns

ge white nightgowns
vr white shirts

vw dressed in white

keyword copoueurax [flimsy shifts]

pc scanty shirts

frl gowns

ge nightgowns

vr shirts

vw dressed in white

The translation of dimxu here has to be considered in context, as part of
the stage direction. None of the translations (:nfants/children) renders
the emotive content of the diminutive/endearing term which is
reinforced in its original context and which might be conveyed by waifs.
For 6uidenvruii, the stylistically marked wan, waifs and shifts render the
underlying semantic denotation along with stylistic-endearing content
similar to that carried by the Ukrainian source term. No stylistically
marked counterpart of the adjective 67senvruii is available; adjectives in
English only rarely have diminutive/endearing variants such as are found
in Ukrainian. Typically, the stylistic effect of a Ukrainian
diminutive/endearing adjective is created by a further modifying
adjective, one of endearment (dear, nice, lovely etc.) In the case of noun
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phrases whose diminutive/endearing head noun is intensified by
diminutive/endearing qualifiers, the translation is based on the ideo-
aesthetic content of the whole phrase:

0006

080€ MareHbKUX, OLI0eHbKUX 0IMOK ) OTACHOKUX COPOUEUKAX

[two tiny, wan waifs in flimsy white shifts]

The  stylistically ~ unmarked equivalents of the above
diminutive/endearing lexis would be: dsoe manzx, 61idux dimeii y 6iaux
copouxax [two small, pale children in white shirts]. Comparative analysis
shows that Percival Cundy’s version comes closest to rendering the
endearing content of the diminutive/endearing lexis, though it does so
only in the cases of #zny and scanty, whereas pale infants and white shirts
are stylistically neutral. Vera Rich and Gladys Evans both render the
semantic content fully, but in an entirely neutral style lacking emotive
tone.

Virlana Tkacz and Wanda Phipps omit a counterpart of y 6zzensiux
copoueuxax; dressed in white suggests it only vaguely, rendering no
emotive tone. Florence Randal Livesay omits .4idensxux; she renders no
emotive tone. The emotive force of the plaintive appeal by the First Lost
Babe to Him Who Bursts The Weirs is created by the stylistic device of a

series of diminutive/endearing terms:

0009

Ilepme

Hac marycs nonosxuna

i M’IKEHBKO [TOCTETHIIA,

60 Ha piHHA, HA KAMIHHA
HacTenuna 6aroBUHHA

i TaTaTTAM MOBKpPUBaNa,

1 TUXEHBKO 3aCITiBaJIA:
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«JTromi-moni-monara,

3aCHiTh, MOT MajiATa!>»

[First Lost Babe
Our dear mumsy laid down our heads;
so soft and cosy were our beds,

for on the river’s gravel bed

we lay on weeds she had spread.

She covered us with lily pads,

and softly-softly sang to us:

“Lulla, lulla, lullaby,

sleep tight, little ones, bye-bye!”]

keyword mamyca [our dear mummy]

pc mother
frl mother
ge mother
vt Mama
vw dear mother

keyword s’zxensxo [so soft and cosy]

pc gently

frl soft

ge soft

vr softly, softly
vw soft

keyword muxensio [softly-softly]

pe softly

frl [...]

ge [..]

vr quietly, quietly
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keyword .w.2ma [Lulla, lulla, lullaby]

pe Lulla-lulla-lullaby
frl [...]

ge Bye-loland

vr Lulla-lullabye, now
vw Hush-a-bye

keyword massma [little ones]

pc my darlings
frl my little ones
ge my babykin
vr babies

vw my darlings

An appropriately emotive tone is lent by a cluster of diminutive/
endearing terms to the next plaintive appeal by the Lost Babes—to spare
their little home (xamxa), their tiny cave (Ileuepa 6 nac masenvra) made
by their mummy (nenvra), which is so modest because they had no dad

(nemae mamxa):
0013

ITorepuara

XaTuHKY He pyiHy#!
ITeyepa B Hac MasIeHBKa,
110 30y/yBasIa HEHBKA.
V6ora nama xarka,

60 B HaC HEMAE TaTKA

[Lost Babes

Don’t let our den be spoiled—
this cave of ours is tiny

once made by our dear mumsy.
Our home is rough and ready,

for we don’t have a daddy]
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keyword xamunxa [our den]

pc our home

frl the cavern

ge cave-homes

vr our home

vw our humble home

keyword nenvra [dear mumsy]

pc our mother
frl Mother
ge our mother
vr mother
vw our mother

keyword xamxa [our home]

pe the place we own
frl Our home

ge Our homes

vr the house above us
vw the place

keyword mamio [daddy]

pe father
frl father
ge Daddy
vr father

vw dad

Plain mother (Florence Randal Livesay, Vera Rich) expresses none of the
emotive content of the source; our mother (Percival Cundy, Gladys
Evans, Virlana Tkacz and Wanda Phipps) gives only minimal endearing
tone.
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There follows (0015-0023) a romantic fantasy interchange between
Water Nymph and Him Who Bursts The Weirs; the stylistic fairy tale
effect depends to a great extent on the use of diminutive/endearing lexis:

0015

Pycanxa sunansac i 3Haoauso 6cmixaemcs, padicno ckaadawyu dorons. Ha niti dsa
BinKH — 00U Giavmndl, 3esenntl, Opyeuti MALCHOKUT, IK KOPOHKA, NEPAOBUL, 3-110
Hb020 CNAOAE CEPRAHOK.

[Water Nymph rises to the surface with an alluring smile, joyfully dapping her
hands. She is wearing two garlands, a larger green one and a little one like a coronet
of pearls with a cascading veil.]

keyword xoporka [a coronet]

pc acrown

frl acrown

ge asmall crownlet
VI acoronet

vw smaller garland
0018

Pycanxa

41 Mapuia BCIO HiYEHBKY
npo Tebe, Miit HaHUYEHDBKY!
Pouuna cibosu ppibHii,
3bupana B KiHBY CpibHil,
6e3 10601 POBMOBOHBKH

CIIOBHMJIA BIEPTb KOHOBOHBKY...'”>

[Water Nymph

I was dreaming the livelong night

175 konoBoHbKa [pail dim1] 3menm.-ecti. o KoHOBKa [pail]
http://ukrtlit.org/slovnyk/koHoBOHBKA
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of you, my life’s delight!

My tiny tears for you I shed.

When no loving words were heard,
those tears could not be stilled

my silver pail was filled...]

keyword wiuenvia [the livelong night]

pe the night

frl all night

ge the whole night through
vr All the livelong night
vw All year

keyword nanuuenvro [my life's delight]

pc dear

frl my own

ge my little lord
vr beloved

vw my kind sir

keyword posmosonvru [loving words]

pc My lover

frl none to speak of you

ge without my loved one

vr with none to talk to sweetly
vw Since my lover’s been gone

keyword xornosonvxa [silver pail]

pe the cup

frl avase of silver
ge asilver pail

vr silver goblet
vw silver pails
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Then Rusalka tantalisingly approaches him; the coquettishness
importantly expressed by the diminutive/endearing adverb 6zusenvio
[ever so close]; none of the five translations captures this playfulness:

0020
Pycanxa nioniusae bausenvko

[ Water Nymph swims up ever so close]

keyword 6uusenvro [ever so close]

pe closer
frl close
ge close
vr closer

vw up to him

The characteristic, repetitive, morphological features of many Ukrainian
diminutive/endearing words offer opportunities for rhyme, which can
enhance the stylistic impact of terms of endearment, as in Water
Nymph’s lyrical expression as she now experiences a wild dance with
Him Who Bursts The Weirs:

0022

Pycanxa

Ha Bupy-Bupouxy,

Ha )XOBTOMY MiCOUKY,
B IIEPJIOBOMY BiHOYKY
3aB’10CA y TAHOUKY!

Vx! ¥x!

[Water Nymph
A whirlpool whirling round,
on lovely yellow sand,

in my little pearl garland, yay!
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I’ll swirl and skip away!
Wey hey!]

keyword supouxa [whirling round]

pe little lakelet

frl over the whirlpool, oof!

ge O I'm in whirlpool land-0
vr On the eddies swirling

vw Over the whirl, in my pearls

keyword sznouox [little garland]

pe chaplets
frl wreaths
ge lovely wreaths
vr garlands
vw flowers

keyword nicouox [lovely sand]

pe yellow sands
frl yellow sands
ge yellow sands
vr gold sands

keyword manouox [swirl and skip away]

pe the dance!

frl a pretty dance

ge dance with my love around-O!

vr In the dance 1 whirl me Oooh! Oooh!

vw a dance with you! Ah! Ah!
Spirit of the Lake also complains about the incursion of Him Who

Bursts The Weirs. Several diminutive/endearing terms occur in his

monologue. The xacanuuxu [tiny lamps] are an expression of his
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empathy towards the Lost Babes who carry them. Only Vera Rich
renders this: the frail torches. The pisnenvii 6eperu [neat and tidy
lakeside banks] and zoaisxu [crestfallen beads (of the wilting lilies)] are
important for the expression in endearing terms of his relationship with
the natural world of the lakeside, of which he is represented as the
guardian. Similarly endearing counterparts in English are offered here:
the smoothness of my level sands (Percival Cundy); lakeshores orderly and
neat (Gladys Evans); the pleasant levels of my banks (Vera Rich); my neat
banks (Virlana Tkacz and Wanda Phipps). But Florence Randal Livesay
alone offers a diminutive/endearing counterpart of 2o4i6xu, expressing
empathy toward the wilting lilies: their little heads:

0026

Bopsaauk

Hasgecni Bin HypTye, rpae, pse,
3PHUBAE 3 03€Pa BIHOK POSKIIIHMUIA,
IO LKA PiK BUKOXYIOTh PyCaJIKH,
JIIKA€ ITHIIO MYZPY, CTOPOXKKY,
BepOi-BROBUIL KOPiHb HifpUBaE

i bigHMM CUPOTATAM-TIOTEPYATAM
KaraH4YMKHU BOZOIO 3AJIUBAE,

1icye Mol piBHeHbKI bepern

i cTapoIaM MOiM CIIOKi# pyHHYe.
A Britky me Bin? [le Togi racae,
KOJIY >KalibHe COHLE BOAY IT'e

i3 KeIMXa MOTO, MOB Ipy¢ HECUTHUH,
KOJIM BiJi CTIPary HUKHE OYEPET,
socTaBmucs Ha bepesi cyxomy,
KOJIU, BMUPAIOYH, JIiTe] KIOHATD
710 TEIJIOT BOIY TOJIBKY B SIi?

Je Bin Tomi?

[Spirit of the Lake

In spring he seethes and plays and churns the water.
The luscious garland round the lake is gone

that water nymphs were growing all year long.

203



He scares away the watchful woodland birds,
disturbs the widow-willow at her roots,

and quenches tiny lamps that had been lit

by poor lost babes, those little orphaned ones
He spoils my neat and tidy lakeside banks.
The peace of my old age is sadly ruined.

In summer though, where has he gone, I ask,
when ardent sun drinks all the water here
and drains my goblet, like voracious vultures,
when thirsty rushes start to droop, all parched,
alas, left high and dry upon the bank,

when dying lilies wilt, crestfallen heads
inclined towards the water that’s so warm.
Where is he then?]

keyword cupomama [poor lost babes]

pc poor Lost Babes

frl drowned babies

ge poor Lost Children
vr poor little orphans
vw poor orphans

keyword xazanuuxu [tiny lamps]

pe [..]

frl lamps

ge candle-holders
vr frail torches
vw lights
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keyword pienensiuii [neat and tidy]

pc the smoothness of my level sands
frl the banks of my own Lake

ge my lakeshores orderly and neat
vr the pleasant levels of my banks
vw my neat banks

keyword 2os78xu [heads]

pc heads
frl little heads
ge heads
vr heads
vw heads

Spirit of the Lake refers endearingly to the welcome fresh anutumnal rain
lociuniti domux], but none of the translations renders this stylistic
function of the diminutive/endearing domux—a further expression of
empathy towards phenomena of nature—they all have the stylistically
neutral term razn:

0029

Bopsanuk
AK6U He TOMAaras Miit ApyT OfBIYHUI,
Mill INUPUI IPUATENb OCIHHIN JOIIMK,

HprII.HJIOCb 61/1 STUHYTD 3 Hapmo!

[Spirit of the Lake

without the help of my eternal, true
and faithful friend the fresh autumnal rain,
I’d surely perish, turning into vapour.]
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keyword domux [fresh rain]

pc rain
frl rain
ge rain
vr rain

VW rain

Water Nymph, who is characterised as the mythological daughter of
Spirit of the Lake, naturally addresses him as mamycwo [dad], a
diminutive/endearing form of mamo or 6amuxo [father]. Gladys Evans
alone has the pragmatic English counterpart (daddy). Other translators
choose the semi-formal dear father, the formal father and the highly
formal szr. The context of the authoritarian “parental” relationship in
the mythology may be the grounds for formal counterparts, but the
latter are pragmatically inconsistent with the familiar, endearing form of

address used in this case (mamycrw):

0031

Pycanxa
Tatycro!
He MOJKe [Tapa 3TUHYTH, 60 3 mapu

3HOB 3pOOUTBCA BOJA.

[Water Nymph

Father dear!

The vapour turns to water once again,
and so it cannot perish, don’t you see?]

keyword mamycs [Father dear]

pc sir

frl father

ge daddy

vr father

vw father dear
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The instructions of Spirit of the Lake to Rusalka, Water Nymph, who is
to repair the ravages of the spring flood, contain diminutive/endearing
forms, again expressing his empathy towards the natural environment of
which he is the guardian: pisuensxo [nice and neatly), eapnenvio (fine].
These diminutive/endearing adverbs of empathy are not given
functionally stylistic counterparts in the five translations:

0034

Bopsaauk

Ta nompas

J1aTarTst, mob piBHEHBKO PO3CTEIAIOCH,
T4 KMJIMM 3 PSICKU TIO3LUIKMBAN TAPHEHBKO,

IO TOX OPBaB NPOMIUCBIT.

[Spirit of the Lake

Remember too

the water lilies, spread them nice and neatly,

and then you’ll make a fine new duckweed carpet;
that rogue has torn it all to shreds.]

keyword pisrensio [nice and neatly]

pe so they spread out flat
frl Spread out the pads
ge flatand even

vr nice and flat

vw tidy up
keyword eapnenvro [fine new]

pc patch

frl Is better seen
ge pretty

vr neatly

vw patch up
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Taking his leave, He Who Bursts The Weirs addresses Water Nymph as
Pycasonvro [dear Water Nymph]. Three out of five translations render
appropriately this diminutive of close endearment, vital for the
characterisation and the folk genre, as dear Sprite, Rusalka darling or
dear Ondine; the others have the neutral form Rusalka or Nymph:

0041

«Toit, mo rpedi pse»

ITpomaii, Pycanonsko, crioBmsii KOHOBKH!

[He Who Bursts The Weirs
Farewell, dear Water Nymph. Fill pails with tears!]

keyword Pycasonvka [dear Water Nymph]

pc Rusalka

fr] Nymph

ge dear Sprite

vr Rusalka darling
vw dear Ondine

Act One

At the beginning of the first act, Uncle Lev announces that he will build
a hut in the forest clearing. An accurate denotation of xucxa [but] is
important for the context, as it concerns the relationship between the
forest location and the activity of humans in this natural environment, a
central theme of the drama. The respective translations vary significantly
in their interpretations; mentions of unspecified building and putting
up a house suggest a more invasive, permanent intention than building
a hut. A cabin is familiar mainly to North American readers, but it
represents typically a log cabin, which is a more permanent structure
than a hut; additionally, it has associations with hunting, which is alien
to the context of this drama:
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1007

JleB
Ta ke 6aBcs, 6aBcs,
Ha Te 00T CBATO JaB. A B3aBTPa IPUIHAZEM,

TO OyAEM XFIKKY CTABUTH.

[Lev

Enjoy it then, go on,

today’s God’s day of rest. But then tomorrow
we’ll come back and build a hut.]

keyword xuxcxa [a hut]

pc some building
frl ahut.

ge ahouse

vr acabin

vw a hut

The diminutive noun woxux has lexical (denotative) rather than
endearing meaning. In English, the size and other characteristics of a
knife are mostly understood in context. In Ukrainian, #zx [knife] has a
diminutive form #oxux, lexically significant in contexts where a small
knife is denoted, without endearing undertones:

1002

Jlyxam — dysnce smosouii xaoneys [...] wa nosci noxcux |[...].

[Lukash is a handsome, slender youth [...] bebind his belt be bas a knife |[...]]
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keyword nowcux [knife]

pe aknife
frl aknife
ge aknife
vr aknife
vw a knife

Lukash goes off into the lakeside rushes and cuts off a reed to make a pan-
pipe flute, whereupon Water Nymph re-appears and calls in alarm to
Guardian of the Forest. The narrator (in the stage directions)
characterises Guardian of the Forest as didox [an old man]. The
diminutive does not denote small size here but is an expression of
empathy or respect towards an old man. His small stature is denoted by
the adjective maunsi [small]. However, the phrase little old man is a
suitable pragmatic counterpart in English. The adjective #iny is
inaccurate, denoting an excessive degree of small stature compared with
the source text. The expression old gnome denotes an ugliness which is
not found in the source text and which is out of place here, distorting
the characterisation, even considering the folk-tale context:

1012
Jlicosux (masui, 6opodamuii didox)

(Guardian of the Forest (a nimble, bearded little old man))

keyword didox [a little old man]

pe tiny old man

frl a small old man
ge atiny old man

vr asmall grandsire
vw a short old gnome
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Water Nymph addresses him as Jidycwo'” [grandad)

1011

Pycanxa
Hizyco! Jlicosuii! 6ina! psryiire!

[Water Nymph
My grandad of the forest! Trouble! Help!]

keyword ginycs [grandad]

pc Grandfather

frl Little grandfather
ge Grandaddy

vr Grandfather

vw Old Gob

When Water Nymph warns that her father, Spirit of the Lake, will cause
a flood, she laughs oft the counter-threat from Guardian of the Forest
that he will choke the lake with dead leaves with the exclamation
anmeuxo! [dearie me!] a diminutive/endearing form of suxo [woe] a
variant of uumenwvxo,"”” found elsewhere in the text. This is an example
of ironic use of a form of endearment to indicate the opposite of its usual
meaning:

1019

Pycanxa

O numeuxo, ax cTpamso! Xa-xa-xa!

176 gigyce dim-end1. 3menm.-niectir. 5o pig 1. Barexis a6o Marepus 6atsKo. 2. JomoBix
noxutoro Biky [1. grandad; 2. old man] hetp://ukrlit.org/slovnyk/sizycs

177 numensko end1 [dearie me!]. ITectsn. mo muxo [misfortune]
http://ukrlit.org/slovnyk/mumensxo
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[Water Nymph
Oh dearie me, how dreadful! Ha, ha, ha!]

keyword uumeuxo [dearie me!]

pc Oh, dearie me!!

frl Ha, ha! Oh, how terrible!
ge Oh, terrible!

vr Oh dear,

vw Oh me, oh my

Guardian of the Forest points out proudly to Mavka, who has just
emerged from winter hibernation, evidence of other forms of life
emerging in his domain, with diminutive/endearing forms to express his
empathy. His remarks are couched in folk sayings associated with the
coming of spring, further enhancing the folk style of the text. The
expression 303y4vka macseuxo ckoromums is a Ukrainian folk saying
based on the perception that the cuckoo’s call sounds like the beating of
cream to make butter. The cuckoo is referred to by the
diminutive/endearing term 303y45xa,"”® but no endearment is expressed
here in any of the five translations. The motivation for the choice of /ady-
bug instead of cuckoo in the version by Virlana Tkacz and Wanda Phipps
is obscure. The expression containing two forms of endearment,
s03yavka and macueuxo,'” for which it is difficult to find natural
sounding counterparts in English, may be adequately conveyed as
Cuckoo bird will be busy beating butter. A strategy of omitting any article
before cuckoo, and forming the phrase cuckoo bird, lends a touch of
personalisation to convey the empathy of sosyssxa. The stylistic

178 30synpka dim/end1 [cuckoo]. 3menm.-miect. 7o s08yma [cuckoo]
http://ukrlit.org/slovnyk/3osynsxa

17 macneuxo dim/end1 [butter]. ITect. o macno [butter].
http://ukrtlit.org/slovnyk/macnedxo. The expression might be adequately conveyed
by the phrase dear cuckoo bird, to account for the tone of endearment in macieuxo.
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function of macseuxo may be conveyed by adding the adjective busy as a
more  natural  strategy  than attempting some  unlikely
diminutive/endearing form of butter. Only Florence Randal Livesay
conveys the folk saying, while Percival Cundy omits any mention of it,
giving an obscure alternative interpretation, and the clause is omitted
entirely by Vera Rich and Virlana Tkacz and Wanda Phipps. Gladys
Evans interprets macseuxo as referring to Shrovetide (in Ukrainian
macnuya), perhaps associating macieuxo with macsenuya (the Russian
word for Shrovetide). Gladys Evans translates vepsoni uepesuuxu as high
red boots, reflecting the Ukrainian folk saying that the cuckoo’s call
suggests the clicking of the heels of ceremonial high red boots worn for
dancing at celebrations of the arrival of spring and symbolising
prosperity. Percival Cundy’s scarlet booties is an adequate translation, but
neither red shoes nor red slippers conveys the folk allusion:

1023

JlicoBuk

Boxe it COH-TPaBa MEPENBITATH CTANA.
OT-0T 303y11bKa MACTIEUKO CKONOTHUT,
B 4epBOHI YepeBHIKH ybepeTss

i mopAM ofMipATUME JiTa.

[Guardian of the Forest

Pasque flowers now will cease to bloom again.
Cuckoo bird will be busy beating butter,

and she will put her high red bootees on.

She’ll count the years that people still may live. ]

keyword s03y.1vxa [Cuckoo bird)]

pc cuckoo
frl cuckoo
ge cuckoo
vr she

vw the lady-bug
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keyword macieuxo [butter]

pe the cuckoo’s striking his alarm
frl the cuckoo will be making butter
ge The cuckoo’s on the verge of calling Shrovetide

vr [...]

vw Any moment now the lady-bug

keyword wepesuuru [bootees]

pe scarlet booties
frl her red shoes
ge high red boots
vr fine red slippers
vw red shoes

The relationship between Guardian of the Forest and Mavka, his
mythological granddaughter, clearly demands familiar rather than
formal forms of address. Mavka calls him didycw [grandad]. The
translation counterparts vary here from the informal grandaddy to the
rather formal grandfather dear and purely formal grandfather. Virlana
Tkacz and Wanda Phipps omit any form of address:

1036

Magka

Axwuii-60 T, gifycio, cTas cyBopwuit!
Ce Tn MeHe orax fepyxaru Oygern,
ax Bopsnux Pycanxy?

[Mavka

How stern you have become these days, grandad!
So will you make me stay — and keep me close,

as Spirit of the Lake keeps Water Nymph?]
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keyword didycs [grandad]

pc grandfather dear

frl grandfather

ge Grandaddy

vr grandfather
Guardian of the Forest addresses Mavka as dumunxo [my child],"™
translated here as my child, little daughter, dear child or just child.
Florence Randal Livesay differs from the other translators, apparently
perceiving most diminutive/endearing lexis as denotations of small
stature rather than endearment, to be translated using Jiztle:

1037

JlicoBuk
Hi, gutunxo,

1 He Jiepxy Tebe.

[Guardian of the Forest
Oh no, my child,
I will not keep you here.]

keyword dumunia [my child]

pc my child

frl little daughter
ge dear child

vr dear child

vw child

Mavka, as a mythological denizen of the forest world, has close
relationships with trees and plants as well as other mythological figures

1% gurunka dim/end1 [my child] 3menm.-nect. 5o putusa [child]
http://ukrlit.org/slovnyk/purumka
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of humanoid form in the play. She now encounters Lukash for the first
time and she upbraids him for injuring a birch by cutting oft a branch to
make another of his panpipes and removing the sap. She implores him:

1044

Maska
He roun! Ce xpos ii.

He nuii sxe KpoBi 3 cecTPOHBKY MOET!

[Mavka
Oh no, don’t take her life’s blood!
Don’t drink the blood of my dear sister, please!]

keyword cecmponvra [dear sister]

pc my sister

frl my sister

ge my own sister dear
vr my dearest sister
VW my sister

Only two out of five translations convey the intimate relationship
denoted by cecmponsia,' as sister dear or dearest sister. The translation
as plain sister here fails to convey the relationship as intended by the
author.

Mavka explains that she considers a poor old dried-up willow tree to be
her mother, providing a nice soft bed for her in the winter. The five
translations emphasise the dried-up nature of the willow tree, failing to
convey the empathy of cyxenvkuii [poor dried-up] and only Vera Rich
conveys the empathy of wlexensxusi (fine soft]. Ukrainian
diminutive/endearing adjectives and adverbs typically have phrasal
counterparts in English, as here: cyxensxuii [poor dried up), m’axenvxuii

181 cectponbka dim/end2. [dear sister] 3merur-mect. o cecrpa [sister].
hetp://ukrlit.org/slovnyk/cecTponska
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[nice and soft]. Mavka calls the willow tree mamyca [her mumsy).'* The
translators do not convey the element of endearment in this form of
address, rendering it as the formal mother. Florence Randal Livesay, as is
her custom, treats mamycs as a diminutive of smallness, with the
inappropriate /ittle mother. The frequent disregard for the functional-
stylistic values of diminutive/endearing lexis results in a dilution of the

fairy tale folk style of the whole drama:

1068

Maska

Meni spgaeTbest gacom, o Bepba,
0Ta CTapa, CYXeHbKA, TO — MATYCL.
OHAa MEHE Ha 3UMY IPUMHATA

i TOPOXHOM M’SIKEHBKHM YCTEJINIIA

IUJISI MEHE JIOXKE.

[Mavka

I sometimes think that old willow tree there,
that poor old withered one, she is my mumsy.
She sheltered me throughout the winter time,
and she made a powdery bed for me;

it was nice and soft.]

keyword cyxernsxusi [poor withered one]

pc half-withered one
frl withered

ge dried-up

vr half-dried-up
vw half-withered

182 Marycs end1 [mumsy]. ITect. .o mdtu [mother]

http://ukrlit.org/slovnyk/marycs
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keyword mamycs [mumsy]

pc mother

frl little mother

ge my only mother
vr mother

vw mother

keyword s’szxensiudi [nice and soft]

pe soft

frl When ground to powder, they make a nest.
ge abed of deadwood powder

vr fine soft

vw soft

Mavka now begins to tell Lukash about how she spent the winter in
hibernation, about her lovely bright dreams. Her dreams led to rosy
thoughts, which she describes as pretty embroidered patterns. The pretty,
intricate whims she visualised are delicately described with the use of the
diminutive zeeenvri.'® The endearing tone of this diminutive/endearing
form of the adjective /Zght is interpreted in different ways in this context
by the five translations. The translation options and strategy have to be
selected here in the light of the versification demands of this passage as a
whole:

1070

Magska

ITo 6inux cHax POKeBil raKu
JIETEHBKIi TaNTyBaTu MEPEXKKH,

i Mpil TKaMCh 30710TO-OMaKKTHI,

CITOKIiiHi, THUXi, HE TaKi, K JITHI...

'8 nerenpkuit dim/end1. [fine, delicate] 3menu.-mecr. po merxnit [light]

http://ukrlit.org/slovnyk/nerensinit
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[Mavka

And in my bright dreaming came rosy whims,
I saw embroidered patterns, pretty patterns,
they were gold-and-azure, woven in dreams,
so silent and calm, unlike summer climes.]

keyword eeenvxndi [nice and light]

pc abright embroidery

frl embroidering while I dreamt / In beautiful design
ge embroidering with garlands, lacy seeming

vr And formed into a white embroidery

vw the finest embroidery

Now Lukash plays on his flute or panpipe (the traditional Ukrainian
sopilka). Mavka, enchanted by his playing, joins in, singing to his tunes.
For the diminutive/endearing adverb muxecenvxo [softly, quietly],'™ the
English counterpart softly-softly suggests itself. Percival Cundy and Vera
Rich omit this qualifier entirely. Florence Randal Livesay expresses it as
in a low voice, and Gladys Evans has hums along; these versions are
semantically quite accurate, but devoid of the endearing tone of the
original. Virlana Tkacz and Wanda Phipps have softly, which is an
improvement on previous versions, but emotively still weaker than the

source text:

1073

Jykam zpae coro mer00ii N° 6, 7 i 8, npuxuinsmucy 00 0yba, i He 3600umn oueti 3
Masxu. Jlykam zcpac secnanxn. Maska, cayxawuu, MUM0B0LL 03UBAEMBCS
MUXCCCHBKO Ha 2040¢ mea00zi Ne 8.

'8 ruxecenskuit endl [softly-softly] ITectu. go Téxuit [quiet].
http://ukrlit.org/slovnyk/Tuxecensxumit
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[Lukash plays solo tunes No. 6, 7 and 8, leaning against the oak tree, never taking his
eyes off Mavka. Lukash plays tunes of spring. As Mavka listens, she spontaneously
Joins in, softly-softly singing tune No. 8.]

keyword muxecenvro [softly-softly]

pc singing

frl in a low voice

ge Mavka begins to hum
vr she sings

vw softly

Mavka is very moved by the music. Lukash has stolen her heart. The
form of endearment cepdenvko [my poor heart]' is clearly a highly
emotive expression, but the translators render it without the endearing
content or tone as simply heart, my heart or the heart. Florence Randal
Livesay has the bleeding heart, which seems, by contrast, excessively
drastic. The tone of the original is perhaps best conveyed by my poor
heart:

1074

Magka

AIx comopxo rpae,

AK IOOKO Kpae,
posrtunae 6ini rpyzu,

CepAIeHbKO BUIMae!

[Mavka

How sweet his playing sounds,
and how deeply he rends,
tearing my tender breast apart,
steals away my poor heart!]

'8 ceppenpko dim/end1 [poor heart] 3merm.-mect. go cepue [heart]

http://ukrtlit.org/slovnyk/cepnensko
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keyword cepdervro [my poor heart]

pe the heart
frl the bleeding heart
ge my heart
vr the heart
vw my heart

Mavka tells Lukash she finds the birch tree shows tenderness, and she
treats it as her dear sister: cecmpuya.' This word is, as the context
suggests, a diminutive of endearment. Gladys Evans and Vera Rich
successfully translate it, respectively, as my only sister true and my dear
sister, but Percival Cundy and Virlana Tkacz and Wanda Phipps do not
convey the important emotive content, translating cecmpuya as plain
sister here. Florence Randal Livesay, predictably, renders it
inappropriately as my little sister:

1101

Magka
A s He 3Ha10
HIY0TO HDKHOTO, OKpiM bepesw,

3a T€ X 11 ¥ CECTPUIIEIO B3UBAIO

[Mavka

I’ve never seen the like before;

the birch alone shows tenderness like that—
that’s why I call her dear sister of mine]

18 cectpuust end1 [dear sister] ITect. go cectpa [sister]

http://ukrtlit.org/slovnyk/cecrpuisa
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keyword cecmpuy. [dear sister of mine]

pc sister

frl my little sister

ge my only sister true
vr my dear sister

VW sister

Lukash is called by his Uncle Lev and he leaves the company of Mavka.
Thereupon Fiery Charmer comes bounding onto the scene. He
importunes Mavka, who rejects his advances. He launches into a long
soliloquy, flattering her, offering to take her to exciting places and
promising gifts. His promises are all about fairy tale adventures and the
gaining of riches and status. The emotive tone relies to a great extent on
a range of diminutives of endearment. Only Vera Rich conveys the
endearment of cecmpuyi [sisters dear]. Two translators omit
counterparts of mpasuya [soft grass); Vera Rich employs the poetic
greensward here. Only Florence Randal Livesay conveys the emotive
content of sinouox [lovely wreaths]. For manouox |a little dance] and
sixonye [a tiny window], various quite expressive counterparts are found.
They would be derived as part of the versification strategy in this poetic
soliloquy:

1127

Ilepenecanx

(ysecanso 6'emucs xoa0 nei)

JIuusmo, muHbMO B ropu! Tam moi cectpuy,
TaM ripceKi pycasky, BinbHi JliTaBuni,
OyZyTh TAHLIIOBATH KOJIO IIO TPABHILL,

Haue 6yckasui!

Mu T06i 3Haimemo 3 HanopoTi KBIiTKY,
3ipBeM 3 Heba 3ipKY, 30JI0Ty JIETITKY,

Ha CHiry HaripHim BUOITUMO BIITKY

9apiBHY HAMITKY.

IIT06 T06i 3p06yTH NiCOBY KOPOHY,
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mu 3mito-1lapuiio ckiHEMO i3 TPOHY,

i pamo xpem’stHi ropu B 060poHy!

bynp Most xoxana!

3peyopa i apana

CaMOILIBITHI IIaTH

Oyay npuHOMIATH

i BIHOYOK ITJIECTH,

i B TAHOYOK BECTH,

i Ha KpUJIax HECTU

Ha Mopst barpsisi, se 6arate coHwe
30JIOTO XOBA€ B TAEMHY ITHOIHb.

ITorim Mu 3armadeM o 30pi B BiKOHIIE,
3ipKa-nipsAxa BALIATH cpi6He BOJIOKOHIIE,
Oy/eM ranTyBaT OKCAMUTHY TiHb.
IToTim, Ha cBiTaHHI, SK 6in4Bi XMapu
CTaHyTh MMOKPa Heba, MOB ACHI oTapu,
L]0 XOJIOAHY BOZY ITIOTh Ha THXiM 6poi,

MM CITIOYMHEM 060 Ha KBIiTYACTIM...

[Fiery Charmer

(He ingratiatingly encircles ber)

Let’s soar to mountain peaks; my dear sisters you’ll see
with highland nymphs like meteors darting all free,

on the soft grass they’ll dance round before you and me,
lightning fast, with great glee.

We’ll find you a flower of the fern,

for your gold bracelet a star from the sky snatch down,
in mountain snows tracing in the summer season

a magic white veil you’ll don.

And then, to ensure that you win the forest crown,
we'll straight away depose the Serpent-Queen,

for your defence we’ll give you the stony mountain!
Be my love, dearest one!

At dusk as well as dawn,

fine jewelled robes to wear

I’ll bring you, lady fair,

weave posies in your hair,

lead you a little dance,

then I will wing you hence,

away to the crimson seas where the glowing sun
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conceals from us its golden rays when day is done.
Through a tiny window we’ll be watching the stars,
the web of silver cloth the weaver-stars send down,
begin embroidering our lovely velvet shades.

And then at dawn there will appear above white clouds
myriad flocks of sheep all glowing in the sky;

they’ll pause to drink cold water at a ford near by,
while we enjoy our rest among the flowers...]

keyword cecrmpuyi [dear sisters]

pc my sisters

frl sisters mine
ge my sisters

vr my sisters dear
VW my sisters

keyword mpasuys [soft grass]

pe [...]

frl [...]

ge fairy-ring of grasses
vr the greensward

keyword sznouox [posies]

pe chaplets
frl wreaths
ge wreaths
vr garlands

vw flowers
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keyword manouox [alittle dance]

pe the dances
frl [...]

ge the dances
vr the dance
vw I'll dance

keyword sixonye [a tiny window]

pc we’ll take a peep into the stars’ abode
frl the little window of a star

ge awindow

vr peep in the dawn’s windows

vw peek in on Dawn through her window

As Mavka runs away into the forest, she refers affectionately to the sun
as coneuxo;' the endearing tone is not conveyed by any of the five

translations here:

1142

Magka
Birepens nosie,
COHEYKO TPUTPIE,

TO i1 poca craze!

[Mavka

But gentle breezes come,
then lovely warming sun;
quite soon the dew is gone!]

187 coreuxo end1 [lovely sun] ITecti. o corne [sun]
hetp://ukrtlit.org/slovnyk/coneuxo
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keyword coneuxo [lovely sun]

pc the sun is glowing

frl the sun will shine

ge sunbeams start to play

vr The warm sun is glowing
vw The warmth of the sun

The diminutive/endearing forms convey her mythological empathy
towards the personified night-time and to elements of nature, including
her beloved birch tree-sister. They are, on the whole, conveyed by various

means in the respective translations:

1171

Magka

[axa mupas TOOI, Hi4€HbKO-4aPiBHUIEHDKO,
IO 3aKPUJIA TU MOE JIMYEHBKO!

I Bam, cTexxeux, IK MEPEKEUKH,

110 BeJ MeHe o bepesouxu!

O, cxoBail MeHe, TH, CECTPUYEHBKO!

[Mavka

Bless you, bless you, dear magical night-time,

for you have kept my dainty face well hidden!
Thank you, kind intricate trails that I've trodden,
leading me to my dear birch here again!

Oh, please conceal me, darling sister mine!]

keyword wiuenvia [dear night-time]

pc night

frl Little dark night

ge little spell-binder of night-time
vr Dear night, magic night

vw Night
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keyword uuenvio [dainty face]

pc For your cover in my flight
frl my little face

ge my face

vr you hid me

vw for giving me cover

keyword cmenceuxa [kind intricate trails].'*®

pc you paths

frl O little Path

ge pathways dear

vr paths tracing, like fine lacing,
vw intricate paths

keyword mepewceuxa [kind intricate trails] '

pc you paths

frl O little Path

ge pathways dear

vr you, paths tracing, like fine lacing
vw intricate paths

keyword 6epesouxa [my dear birch]

pe the birch

frl the little Birch

ge my birch tree

vr my birch

vw my beloved birch tree

188 cresxeuxa, U, K. SMEHIIL-TIECTIL. IO CTEXKKA.

187 MeperxedKa, U, K. SMEHIL-TIECTIL. O MEPEeXKKa
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keyword cecmpuuenvra [darling sister mine]

pc my sister

frl Sister dear, oh, little Sister mine!
ge sister of mine

vr sister, dear sister

vw dearest sister

Mavka reappears and makes a passionate declaration to Lukash.
Stylistically, the diminutive/endearing lexis is very important for the tone
and the emotive content. Three out of five translations fail to convey the
vital endearing content of cepdernsico, translating it as simply your heart.
Florence Randal Livesay’s usual interpretation as thy little heart is only a
slight improvement. Gladys Evans’s poetic version beart’s ease is closest
to the original. The next example, sycmonwvra, is better treated by
Florence Randal Livesay: thy lovely lips, Gladys Evans: your sweet lips and
Virlana Tkacz and Wanda Phipps: your lovely lips. Vera Rich’s your
handsome lips renders the phrase less romantically. Percival Cundy has
simply  your [lips. The endearing content of the third
diminutive/endearing term in this extract, xgimonsxu' is only
conveyed—partly—in two cases by blossom (Percival Cundy and Virlana
Tkacz and Wanda Phipps):

1208

Maska

Bisbmy cobi TBOIO CcriBOUy AymIy,
4 CEPIIEHBKO CJIOBAMH 3a9aPYIO...
1 ninyBaTMMy ByCTOHBKA IOXi,
1106 saropinucs,

1106 3ammapinucs,

1% keitonska dim/end1 [tender petals] 3merm.-nects. go keitka [flower, blossom]
http://ukrlit.org/slovnyk/kBiTonpia
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Haye Ti KBITOHBKHU 3 JUKOI poxki!

[Mavka

I will capture your lyrical soul,

enchanting your dear heart with loving words...
I will kiss your soft lips; I will kiss them

till they are on fire,

blushing with desire

like the tender pink petals of briar rose.]

keyword sycmonsia [soft lips]

pe your lips

frl thy lovely lips

ge your sweet lips

vr your handsome lips
vw your lovely lips

keyword xeimonvra [tender petals]

pe the blossoms on the rose

frl the brier lower!

ge blushing red as briar roses

vr the blossoms on the wild rose blowing
vw the petals of the wild rose

keyword cepdenvro [dear heart]

pc your heart

frl thy little heart
ge heart’s ease

vr your heart
vw your heart

There now follows an attempt by Water Nymph, in accordance with her

malevolent role in traditional folk beliefs, to drown Lukash with the
assistance of the Lost Babes. The latter are malevolent beings in folk
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beliefs, will-o’-the wisps—glimmering lights above swamps personified
as evil spirits leading young men astray, to drown in the swamp. Water
Nymph employs diminutives of endearment to gain the confidence of
the Lost Babes, so they will do her bidding. Jumunuama®' is an
ingratiating form of address, enhanced by the mention of their /e
lamps (kacanwama)’® also mentioned in the stage directions as
xaeanuuxu.'”® Only Vera Rich conveys the diminutive/endearing tone

of the latter:

1215
Pycanxa
Hdurunyara-ITorepyara,

3acBiTiTe KaraHyara!

Bouepemax sabaumarn dea 6poosui soenuxu. Jlasi uxodsms Ilomepuama, 6 pyxax
MAWMD KALAHYUK U, W0 CAUMAIM, O SCHO CRALAXYI0UH, MO 308CIM TO2ACAILH.
Pym/ma npumysse ix 0o cebe © menoue, noKa3yUL 8 0ane4ins Ha 61’/1)/ nocmamao
Jyxauiesy, uo mpie 6 MOPOKY NOMINC KYUaAMH.

JuBiThCs, OH OTOI, 1O Tam OiyKae,
TaKUi, AK GaTHKO BalLl, IO BAC IIOKUHYB,

IO Ballly HCHEYKY 3aHAITACTUB.

[Water Nymph
You little ones, little lost babes,
light your tiny, little lamps!

P! nutunya dim/end1[little one] 3menm.-nect. o putuna [child]
http://ukrtlit.org/slovnyk/murnmaa

12 karanyara Not in the dictionary, possibly a neologism by Lesia Ukrainka. Probably
equivalent to karanuux dim1 [tiny lamp] 3menm. 5o xaranéup Hepemmuxuit
CBITUJIBHUK, IO CKIAJIAETHCA 3 THOTA T TIOCYAY, Y AKUKN HATUBAETHCA OJid, JIill YM rac
[Little lamp consisting of a wick and container for oil, tallow ot gas]
http://ukrtlit.org/slovnyk/xararaux

1% karanank dim1 [little lamp] 3menm. go xaraneus [lamp]
hetp://ukrlit.org/slovnyk/xaranunx
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Among the rushes, two wandering little lights twinkle. The Lost Babes appear,
carrying tiny glimmering lamps which now flare brightly, now fade entirely. Water
Nymph draws them close to berself, whispering and pointing to the pale distant figure
of Lukash, barely visible in the darkness among the bushes.

Justlook at him that’s roaming over there,
he’s like your father who abandoned you,
the man who caused your dear mumsy’s ruin.]

keyword soznuxu [little lights]

pc moving lights

frl wandering lights

ge wandering will o’ the wisps
vr wandering lights

vw lanterns

keyword dumurnuama [you little ones]

pe Little Lost Babes

frl Little children

ge Little lost ones

vr little Lost Babes nimble
vw Water Brats

keyword xazanuama [tiny little lamps]

pc your lanterns bright
frl your lamps

ge your candles

vr little torches

vw your lanterns
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keyword xazanuuxu [tiny glimmering lamps]

pc lantern

frl lamps

ge candlesticks with glowing candles
vr carrying away completely. (sic — Ed.)
vw They have lanterns which flicker

keyword weneuxa [dear mumsy]

pc your dead mother

frl your mother dear

ge mother

vr your poor dear mother

ve your dearly departed mother

Water Nymph’s call to the Lost Babes continues with further intensive
use of diminutive/endearing lexis for the same dramatic purpose. The
translators do not convey its essential stylistic value here:

1219

Pycanxa

Bu manensxki,

BH JICT€HbKI,

B Py4KaX BOTHUKH ACHEHDKI,
BU AK J1acOUKU * TUXEHBKI, —
BU MiJIiTh y 4arapHUK,

He nouye JlicoBux,

a AK cTpiHe —

BOTHUK CBiHE —

OyB i 3HuK!

[Water Nymph
You little ones,
you dainty ones,

Y4 nacouxu dim/end1 [weasels] 3menur.-ects. no nacka [weasel, Mustela nivalis]
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in tiny hands your bright little lights,
just stay silent as two wee mice,

hide in the bushes right there;

Forest Guardian won’t hear,

when he’s about

your lights go out

in a trice!]

keyword seeenviusi [dainty ones]

pc Light

frl you are light

ge You’re small and thin, like feathers spin
vr You are little, Light and nimble

vw You’re little, so your steps are light

keyword pyuxu [tiny hands]

pc small hands
frl hands

ge [..]

vr hands

keyword soznuxu [(bright) little lights]

pe lights

frl bright flames

ge candles glimmer
vr bright torches
vw bright lights

keyword gcnenvruii [bright (little lights)]

pe lights

frl bright flames
ge candles bright
vr bright torches
vw bright lights
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keyword gx sacouxu (muxenvii) [(quiet) as wee mice]

pe [...]

frl like weasels
ge like weasels
vr like weasels

keyword (2K sacouxu) muxenvri [quiet (as wee mice)]

pe [..]

frl [...]

ge Like weasels, you won’t make a din
vr Just like weasels, quiet and kimble

keyword soznux [little light]

pe lights
frl lamps
ge lights
vr torches
vw lights

When Uncle Lev declares that the Lost Babes were to blame for Lukash’s
misfortune, nearly drowning in the swamp, they cry out plaintively.
Their voices are described in the stage instructions as Tomocku ITorepuar
[Small Voices of Lost Babes], but none of the five translations conveys
this description:

1248

Tonocku Ilorepuar
(0susaromocs saribro, nodi6ro 00 Habd’ 24020 KyMKAHH)
Hi, i, gigysio!

Hi, mu He BunHi!
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[Small Voices of Lost Babes

(calling out plaintively, like the croaking of frogs)
No, no, grandad!
No, we’re not to blame!]

keyword cosocxu [small voices]

pc voices
frl [...]

ge voices
vr voices

VW voices

keyword didyns [grandad]

pc grandfather
frl [...]

ge dear Grandpa
vr dear grandpa
vw grandpa

Impatient for the coming of the following day, when she will see Lukash
again, Mavka expresses emotion in a short soliloquy, addressing elements
of surrounding nature in several personifying terms of endearment, only
partially conveyed by some translations:

1254

Magka

Komnu 6 i, Hiuko, mBUAIIE MUHAIA!
Bubau, xoxanas! Ille »x s He sHama
JHUHY TaKoi, mob Oysa macHa

TaK, AK TH, HIY€HbKO, TaK, IK TH, ACHa!
Yom TH, bepeso, Taxa KypianBa?

InstHB, MOSI CECTPOHBKO, TAXK s MjaciuBal

He ponu, Bep6o, cis Haf BOgo10,
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6yxe X, MaTyCEHbKO, MUJIAI 30 MHOIO!..
barbky mift pifHUIL, TEeMHEHBKUHI Talo,
K K€ 51 HiYEHBKY CIOIO IIPOTaio?

Hiuxa xopoTka — goBra poamyxa...

o >x MeHi Cy/PKEHO — IACTS YK MyKa?

[Mavka

If only you, sweet night, would soon be over!
Forgive me, love! I've never known a day

like this, I am so happy, I'm in clover!

Dear night, I’'m bright as a star in the sky.
Birch tree of mine, say, why are you so sad?
Look at me, my true sister, I'm so glad!
Willow, mother mine, weep not by the water,
Of course my love will come to me, your daughter.
How, father dear, dark grove within the forest,
how will I spend my hours this lovely night?
Sweet night-time is brief, long we’ll be apart...
Happiness or torture — which is my fate?]

keyword #iuxa [sweet night]

pc Dear night
frl Oh, little Night
ge sweet night
vr sweet night
vw Dear Night

keyword wiuenvia [dear night]

pc O night!
frl little Night,
ge dear night
vr night

vw Dear Night
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keyword cecrmponvra [my true sister]

pc sister

frl my little sister
ge my dearest sister
vr my dear

VW sister

keyword mamycensxo [mother mine]

pe [..]

frl little mother

ge Little mother mine
vr mother

vw dear mother

keyword memmnenvruii [dear dark (grove)]

pc O my father, thou dark grove

frl Oh, Dark Forest, my own dear father

ge Dark forest father, ever my own!

vr And you, my dear father, forest dark-looming
vw Dear deep dark Forest

keyword wiuenvia [lovely night]

pe this night
frl this night
ge this night so forlorn?
vr this night
vw this night

keyword #iuxa [sweet night]

pc the night
frl the night
ge the night
vr night
vw night
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Act Two

At the beginning of the second act, the scene described in the stage
directions is as before, but now a cottage (xama) has been built in the
forest clearing. In Ukrainian, xama is not a diminutive/endearing term,
but it is perhaps worthy of mention as an important cultural concept
with relevance for the setting of the drama. It denotes a simple rural
domestic residence with a thatched roof and whitewashed walls. The
closest counterpart in English is cottage, which similarly connotes rural
homeliness; only Gladys Evans conveys the cultural significance of xama
here. Three translators call it a house and one calls it a hut; neither of these
alternatives evokes connotations similar to those of the xama.

The narrator uses diminutive/endearing lexis and colloquialisms in the
description of the setting, contributing to its benign atmosphere. The
dictionary  definition  of  2opodey»  [vegetable  patch] s
diminutive/endearing for 20pod [vegetable garden or orchard]; nusxa, a
diminutive of smallness from #usa [a field], has an English lexical
counterpart in st7ip (of land). The best counterparts of eopmuxu,
anadumxn may be simply pots and pans, as there is no endearing content
in eopmuru here, but merely a denotation of the domestic context. The

colloquial 2sadumxu,"

however, defined as a rare colloquialism,
contributes to the rustic atmosphere of the setting. A further
colloquialism, #edaseuxo [close by], and the Kovel dialect word
xaoxiuxu [wooden cow bells] have the same stylistic significance. None
of the translators appears to recognise the close meaning of xuoxzuxu, an
aspect of regional realia. Percival Cundy and Vera Rich misinterpret the
term entirely, replacing the sound of clacking wooden cow bells with zhe

cackle of poultry/ the cackle of chickens. Gladys Evans writes of the ring of

' pmagumka [(earthen) pot] posm., pinxo. Te came, mo mek. rmex Bucoxa kpyria,
TIepeB. IMHAHA OCYANHA, 371erka posmupeHa B HyokHii dactuni [(Colloquial, rare].
Tall, round vessel, usually of clay, slightly broader at the base].
hetp://ukrlit.org/slovnyk/rnagumxa
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cow-bells, evidently not aware that they are wooden. Florence Randal
Livesay’s cowbells sound and Virlana Tkacz and Wanda Phipps’s cow bells

can be heard also conceal this cultural detail:
2002

Ha 2a.461 8xce 36ydo8ano xamy, sacadwcero 2opodeyn. Ha 00nisi nusyi nmennys, na
dpyeisi — scumo. Ha osepi naasarms 2ycu. Ha bepesi cymumucs xyems, na xymax
cmpumasme 20punx, 2aadumxn. Tpasa na 2as16i 4ucmo suxomena, nio 9y6om
saomcenuti cmiwox. Ilo aici Kasamanwme KioKiuku — 0ecv nAacemves moBap.

Hedareuxo YLYIMHO CONIAKY, W0 2PAE LKYCo MOMOPHY, MAHYIPUCINY ME0010 [Mmenodii
Nelil, 12, 13].

[A4 cottage has been built in the clearing and a small vegetable patch planted. There
is a strip of wheat and one of rye. Geese are swimming on the lake. Laundry is drying
on the birch. There are pots and pans banging on the bushes. The grass has been mown
short in the dearing and there is a haystack beneath the oak tree. The cacking of
wooden cow bells is beard from the forest, where cattle are grazing. Close by, a lively
dance tune is being played on a reed-flute. [tunes no. 11, 12, 13]]

keyword zopodeys [a small vegetable patch]

pc a vegetable garden
frl a small garden

ge agarden or plot
vr avegetable patch
vwa garden

keyword xuoxiuxu [wooden cow bells]

pc The cackle of poultry is heard among the trees
frl Cowbells sound in the forest

ge the ring of cow-bells

vr the cackle of chickens

vw Cow bells can be heard
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keyword nusxa [strip]

pe two fields, one of rye and one of wheat

frl one small field of wheat and another of rye

ge astrip of wheat, on the other — rye

vr two strips of grain — one of rye and of wheat

vw a field of wheat on one side, and a field of rye on the other

keyword nedaseuxo [close by]

pc nearby

frl ashort distance away
ge not far away

vr near at hand

Ukrainian readers know what a typical xama looks like but mention of
its typical features (white walls and thatched roof) does not occur until
Act 3. References to the white walls of Lukash’s cottage in the
translations by Florence Randal Livesay and Vera Rich in Act 3 are less
informative than the other versions:

3002
./]ymmega Xama nouurae 6iiimu cminamu
[The white walls of Lukash’s cottage begin to appear]

keyword 67.4imu [(The) white (walls) begin to appear]

pe the white walls

frl its white outlines

ge the walls begin to grow lighter in colour
vr the walls begin to gleam white

vw the white walls
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Florence Randal Livesay does not convey the information that the
cottage has a thatched roof:

3149

,JOC.}ZZH}/BMM BEPJCOBZ'WLWL}Z, B020HD nepemﬁaembm Ha XAy, corom ana cmpz'xa
34%Mﬂ€mb[}i, noxcexca menoxo noimae xamty.

[Reaching the top of the tree, the flames leap across to the cottage. The thatched roof
catches fire and the whole cottage is soon alight.]

keyword coom’sna cmpixa [the thatched roof]

pc its straw roof

frl the roof

ge the straw thatch roof
vr the thatch

vw the thatched roof

In this second act, Mavka has come to live with Lukash in the cottage and
his mother objects to her as a daughter-in-law from the outset. It is
important to convey Mavka’s polite approach when addressing the
mother, using the endearing form dzduwno which in Ukrainian means,
literally, auntie, but is also used as a polite form of address to an older
woman, highlighting the contrast with the mother’s hostile, disparaging
attitude towards Mavka. The literal rendering auntie oftered by three
translators is pragmatically questionable, as is Virlana Tkacz’s and
Wanda Phipps’s formal dear aunt; a more natural counterpart in English
in this situation would be a polite impersonal phrase such as excuse me.
Florence Randal Livesay’s recourse to transliteration (Diadyna) results
in loss of the meaning and tone of the expression, and therefore of its
significance for characterisation of the relationship between the two

women:
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2019

Maska
e, napuno, Jlyxam?

[Mavka
Excuse me, where’s Lukash?]

keyword dzduno [excuse me!]

pc Auntie

frl Diadyna
ge Aunty

vr Aunty
vw Dear Aunt

Lukash’s mother shows her dislike of Mavka’s appearance. The
translation of the diminutive/endearing adverb wenyprensxo [nice and
neat] is an example of typical English phrasal counterparts of such
Ukrainian forms. Percival Cundy and Vera Rich both seem to
misunderstand the mother’s demands here; they give no appropriate
counterpart of venypnensio. Florence Randal Livesay, Gladys Evans and
Virlana Tkacz and Wanda Phipps omit the endearing content
mentioned in the dictionary definition:'*

2022

Mamu
Yoro T1 Bce posmaTiaHa TaKa?
Hema, mo6 sagecaruce denypHeHbKO, —

yce 5K BigbMa xopuTs. Heuenypwo.

1% gerrypuenskwuit endl. ITectn. go wenypuwmit. Yenypuuit. Sxuit insHavaeTscs
4HCTOTOI0, aKypaTHiCTIO, oxaitHicTio [notable for its cleanliness, neatness, tidiness]

http://ukrtlit.org/slovnyk/4enypuensxuit
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[Mother

Why is your hair untidy all the time?

Why don’t you comb it, make it nice and neat?
You look so slovenly, just like a witch.]

keyword wenypuenvro [nice and neat]

pc You’re always combing, fixing up your hair

frl Why not comb it nicely?

ge You could at least comb out and braid your hair
vr Why do you always comb your hair out so?

vw Why can’t you comb it neatly?

The atmosphere of the simple rural residence is reflected in the mother’s
call to the chickens: I[inonvxu! yinonvru!, equivalent to English chick!
chick! Unlike the other translators, Percival Cundy merely describes
what the mother is doing, rather than giving the English counterpart
here. This substitution of a third-party description for an actual
colloquial expression entails some stylistic loss:

2046

Mamun suxodums 3a xamy, yzs6mu 3 cinei nidcumox 13 seprom. Hezabapom wymmo,
ax sona xanye: <Lfinonvxu! yinonvxu!™ muw-mio-mw! miw-mio-mw! Llip-p-p...»

[Mother goes bebind the cottage, collecting a grain sifter from the porch. Presently, she
is heard calling “Chick, chick, come on, chick, chick...”]

Y7 ninonska dim/end1 [chickie] 3menm.-nectn. go ninka [chicken]
hetp://ukrlit.org/slovnyk/ninonska
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keyword yinonsxu [Chick, chick]

pe clucking

frl Cluck! Chick!
ge Chick, chick

vr Chickie, chickie
vw chick-chick

Mavka is helping Lukash to build the cattle-pen demanded by his
mother. Her active participation is highlighted by the adverbial
diminutive of endearment wmeudenvko.’” An English translation
counterpart should convey an appropriate stylistic tone, emphasising
Mavka’s willingness to help. It may be solved lexically; swiftly is a good
choice, made in three of the five translations. Florence Randal Livesay
offers no solution; Virlana Tkacz and Wanda Phipps omit any relevant

adverb:

2050
Masxa meudernsvxo 616041KAE 3 ./ll.Cy qumary cyxy 0@1783%@/

[Mavka, ever so quickly, burries to drag large quantities of dry wood out of the forest]

keyword meudenvro [ever so quickly]

pc She leaves swiftly

frl Mavka quickly drags from the forest the latter.

ge Mavka (swiftly drags a large dried-up tree from the forest.)
vr Mavka runs swiftly into the forest

vw runs into the forest

Mavka tells Lukash she is trying to understand him and the tunes he
plays on his flute. The endearing tone in which she mentions his flute,

8 menpensko endl [ever so quickly] ITect. go meuzgko [quickly].
hetp://ukrlit.org/slovnyk/msunensxo
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coniaonvka," is crucial for the dramatic intention here, yet it is not
conveyed by any of the translators:

2060

Maska
Tu poskaxu MeHi, s 3posymiro,
60 1 5x Tebe mobmo... S x motHama

yci micHi comiNOHbKY TBOET.

[Mavka

Please tell me more, then I will understand,
because I love you... I could understand

all those tunes you played on your lovely flute.]

keyword conisonvxa [lovely flute]

pc I heard you play
frl flute
ge flute
vr pipe

vw flute
2072

Maska

Bowno me xpare,

HDX BCSL TBOA XOPOIIa, Jioba Bpoza,

Ta BUCJIOBUTD HOTO i 1 HE MOXKY...

(Crymmo-3axoxaro 0usumscs Ha Hvo20 T MOBUUTND XBUAUHKY.)
3arpaii MeHi, KOXaHUI, Y COIINIKY,

HExal BOHA BCE JIUXO 32.‘[3.py€!

[Mavka
It is more beautiful
than all your handsome features I could name.

1? Coninonnka end1 [lovely flute] ITect. go cominka [flute]
http://ukrtlit.org/slovnyk/coninonsxa
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It’s something that I can’t express in words...

(She looks at him sadly and lovingly, pausing for a moment.)
Take your flute and play me a tune, my love.

Let it banish everything that is evil!]

keyword xsusunxa [a moment]

pc a moment
frl a moment
ge amoment
vr amoment

Lukash’s mother, exasperated with Mavka, mentions that she knows a

young widow who would make a more helpful, practical daughter-in-

law. This widow is described as momoprernsxa®®

[nice and lively].
Various adequate translation solutions are found in this case, though
they provide the semantic content more emphatically than the endearing

tone:

2081

Maru

TaMm € oHa BIOBUILE — MOTOPHEHbBKA, —
CaMa IPHUIKTYBATIACH YepPes JIIOAH,

TO 51 CKazaua, o a6u Jlykam

OyB He Big TOTO...

[Mother

There is one widow, a nice lively girl
who is getting pushy, and I have said
Lukash, unless...]

2% Moropurenskuit dim/end1 [nice and lively] 3merur.-nect. go motopruit [lively]
http://ukrlit.org/slovnyk/moroprenskuit
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keyword momopnenvruii [nice, lively (girl)]

pc strong and smart

frl asmart one

ge energetic

vr astrong, active wench

vw a hard worker

While Mavka is reaping the rye, not energetically enough for Lukash’s
mother’s liking, she encounters Field Nymph and there follows a
dialogue which, unsurprisingly for an exchange between the two
mythological characters, involves numerous diminutive/endearing
terms. Mavka is addressed as cecrmpuya by Field Nymph. This endearing
form of familiar address is translated simply as séster in all versions except
that of Florence Randal Livesay, where she inserts her almost universal
qualifier Jittle as a marker of diminutive stature rather than of
endearment:

2084

Pycanxa Ilonsosa
Cecrpuue, momanyi!
Kpacu Moei e pyitnyii!

[Field Nymph
Sister dear, have a care!
Do not spoil what is so fair!]

keyword cecmpuys [sister dear]

pc sister
frl little sister
ge sister
vr sister

VW sister
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The next line is given a similar treatment, as the endearing xgimonsxu
[lovely flowers] is rendered mostly as simply flowers; while starry flowers
and flowers, the little stars convey something of the endearing tone.

2086

Pycanxa Ilonsosa

Yixe 5x MeHe mormapIaso,
BCI KBITOHbKY 3arapbaHo,
BCi KBiITOHbKHU-3iPHUYEHBKU

TE€Tb BUPBAHO 3 MIIEHAYEHbKHU!

[Field Nymph

Now I have been torn to a shred,

my lovely flowers are all dead;

all the little flowers I loved,

torn from my wheat, little stars, dead.]

keyword xsimonvru [lovely flowers]

pe flowers
frl flowers
ge my flowers
vr my flowers

vw my flowers
keyword sipnuuenvicu [little stars]

pc Those flowers

frl All my flowers, the little stars

ge my starry flowers lost

vr my flowers’ constellations

vw All my flowers that once blazed free like stars
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keyword nmennyvenvra [my wheat]

pe the grain
frl the wheat
ge the corn

vr [...]

vw the rye

Diminutive/endearing lexis as exclamations of distress occur in the
following line: it is clearly understood and well conveyed by all
translators:

2088

Pycanxa Ilonsosa

Oii ropensko! Koco Mos!
KOCO Mos 30510Tas!

Ot nmumennxo! xpaco mos!

Kpaco Mosi Mosopast!...
[Field Nymph

O dear, dear me, my lovely hair!

My lovely golden hair!

Oh, dear dear! My beauty that once shone!
My beauty and my youth, all gone!]

keyword eopensxo [dear, dear me]

pc Woe, alas!

frl Oh me!

ge O grief and woe!
vr Woe is me!

vw What sorrow!
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keyword sumenvro [dear, dear]

pc Woe, alas!
frl Oh me!
ge O grief and woe!

vr Alas, Alas!
vw What sorrow!

The dialogue loaded with diminutive/endearing lexis continues with
endearing references to the passing summer and pleas from Field Nymph
for just a moment’s time more before the rye which she personifies is

reaped. Various adequate solutions are found for uimeuxo [sweet

202 3

summer].?" The endearing reference to wumeuxo [the rye we love]** is

not conveyed, however:

2090

Pycanxa Ilonsosa

Jlait HaM 32>KUTH BECEJIOTO PAIO,
ITOKH IIIE JIITEIKO CHE,

MTOKH IIIE YKUTEYKO HE HOJIAINIO0, —

IIje )X HEMHHYYE IO HAC He MPUHIIIO!

XBubKy! XBUIMHOUKY!

[Field Nymph

O let our happy paradise still last

until sweet summer time has passed.

The rye we love has yet to be mown down,

but harvest time is bound to come quite soon.
One moment, one brief moment more, my dear!]

21 rrireyxo end2 [sweet summer time] ITect. go mitko. Jlitiko end1 [dear summer],
pinxo [rare]. TTect. go sito [summer] hetp://ukrlit.org/slovnyk/miteaxo
292 xmreuxo dim/end1 [The rye we love] 3merur.-mects. go sxuto [rye]

http://ukrlit.org/slovnyk/sxureuxo
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keyword uimeuxo [sweet summer time]

pc the summer

frl summer

ge the sweet summer
vr summer

vw the sun
keyword sumeuxo [the rye we love]

pe rye
frl rye
ge [...]
VI rye-ears
VW rye

keyword xsu.1vxy [one moment]

pc A moment

frl One little moment
ge justa minute!

vr one moment

vw A moment

keyword xsusunouxy [one brief moment]

pc buta moment

frl One little moment
ge A moment more
vr one moment

vw Just an instant

The relationship between Lukash’s mother and Kylyna, the intended
wife for her son, is reflected in the forms of address used between them,
which clearly should be conveyed according to the intended dramatic
purpose. The translations mostly convey the relationship less
emphatically:
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2096

Matu

Xopits, Kunmunko, ocpae xpaii 6epesu
e cBixe aimauxo. Ock gepesiit, —

BU )X IJIAMIIKY HOIAPUTH XOTiN? —

Bin gobpuit, 1060HbKO, O MOJIOKA.

[Mother

Come along, Kylyna dear, here by the birch
there’s nice fresh herbs. There’s some yarrow, look.
You wanted to steam out your pots, didn’t you?
It’s very good for milk, you know, my dear.]

keyword Kuaunxa [Kylyna dear]

pe Kilina
frl Kelena
ge dear Kilina
vr Kylyna
vw dear Kylyna

keyword szs454x0 [nice fresh herbs]

pe herbs

frl new plants
ge the grass
vr The herbs

keyword uwbonska [my dear]

pc my dear
frl [...]

ge [..]
vr dear
vw my dear
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The attitude of Kylyna and Lukash’s mother towards Mavka is expressed
through an ironic use of diminutive/endearing lexis. Kylyna addresses
Mavka as disonsxo [missie]. Florence Randal Livesay’s version little girl
is yet another example of this translator’s misuse of /iztle as a marker of
endearing diminutives. Gladys Evans’s translation my good maid is a
curious anachronism:

2101

Kumnaa
obpupens, giBoupko! Yu gobpe sxHeTnCa?
p p

[Kylyna

Good morning, missie! Reaping going well?]
keyword disonvxo [missie]

pc my girl

frl lictle girl

ge my good maid
vr lass

vw girl

In a change of scene, and in a benign situation, Mavka is expressing her
dismay at her worsening situation to Uncle Lev. She calls him dzdeuxy
[dear uncle], a friendly, familiar term of address. This, a straightforward
case linguistically, is not conveyed by all translators:

2153

Maska
Mumnae nito, gageuxy...

[Mavka
Dear uncle, the summer is almost over.]
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keyword dsdeuxo [dear uncle]

pc Uncle Lev
frl uncle
ge uncle dear
vr uncle

vw dear uncle

Uncle Lev responds, addressing Mavka as disonsxo [dear girl]. Percival
Cundy and Florence Randal Livesay omit any form of address, de-
personalising the relationship between these two characters. The choice
of child (Gladys Evans) and gz7/ (Virlana Tkacz and Wanda Phipps) may
inappropriately suggest an authoritarian attitude. Vera Rich’s version
my lass seems most in line with the intended characterisation. In this
extract, Uncle Lev addresses the personified oak tree as dybonsxy [dear
old oak]. This expression is conveyed by all translators, thereby
expressing the dedication of Uncle Lev to the great oak and its
preservation. This tree stands in the setting throughout the play, as an
important symbol of the goodness of nature and perhaps of certain
eternal values. Importantly, Uncle Lev’s benign view of the forest
environment, characterising him in contrast with Lukash’s mother and

Kylyna in particular, is conveyed by all the translators:

2158

JleB

Xnib nobpuit, JiBOHEKO, 4 HE JIOFHHA.
Aute, mornpaeya, s TAKK BIogo0aB
nopopy Baury sicosy. Sk byny
BMMPATH, TO IPUHAY, K 3Bip, 0 JiCy, —
OTyT mig fy60M Xail i TOXOBAIOTb. .

Teit, gy6oHbKy, 4u bymew v cTOATH,

SAK CHBA IOJIOBA MOSI CXUTHEThCA? ..

[Lev
Bread is good, dear girl, but people are not.
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Truth to tell, I do like your forest kin.

When death comes, like the beasts I'll seek the forest;
let them bury me here beneath the oak...

Hey, dear old oak, will you still be here

when my old grey head is laid down at last?]

keyword disonvra [dear girl]

pe [...]
frl [...]
ge child
vr my lass
vw Girl

keyword dybonsxy [dear old oak]

pc oak, my old friend!
frl Oh, dear oak!

ge Ah, oak of mine

vr Hey, oak, old friend
vw Hey, dear oak

Kylyna’s form of address to Lukash’s mother (d2du#ycro) demands a
pragmatic counterpart of this cultural feature of Ukrainian, such as my
dear. The literal denotation is auntie (wife of an uncle), but, as in the
present context, it is also a form of polite address to an older woman. In
English, auntie can normally be used only in the former, literal meaning
and itis inappropriate as used in some versions here: dear Auntie, Aunty,
dear Aunt. Florence Randal Livesay’s characteristic little auntie verges
on the comical:

2162

Kununa

Ex, Hi Bxe, papunycio, 4 migy.
Jusits, y>xe HepaHo, — 1 6010Cs.
[Kylyna

Oh no, my dear, I have to set off now.
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Look how late it is. ’'m rather afraid.]

keyword dzdunyca [my dear]

pe [...]

frl [...]

ge dear auntie
vr aunty

vw my dears

2167

Kumnaa

Oi1 papunycio,

ce 5K BU MEHe Tellep 30BCiM syraKanu!
Jlyxamy, ipim, IIOKM He 3Be4OPIJIO,

aTo i yzBOX bosiTHMEMOCH!

(Kylyna

Oh no, my dear!

now you’ve really made me frightened, you know!
Let’s go now, Lukash, before it gets dark,

or else both of us will be scared.]

keyword dzdumnycwo [my dear]

pe [...]

frl little auntie
ge auntie

vr aunty

vw dear aunt

The same applies to the alternative form of address from Kylyna to
Lukash’s mother as her auntie, mimyco:

2173

Kuiuna
Hy, 6ynere Bxe sgopoBensKi, TiTycio!
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(Kylyna

Take care now, dear!]

keyword sdoposensii [take care]

pe take good care of yourself!
frl Well, be of good health

ge Keep well!

vr all the best to you

vw Now, you keep well

keyword mimycrw [dear]

pc Auntie
frl Auntie
ge Auntie
vr dear Aunty
vw dear Aunt

There is a similar pragmatic issue in the case of the mother’s form of
address to Lukash as cxrnamy.*® Someone who is not the parent is more
likely to use so7 as a form of address to a young man. The pragmatic form
in English in the context would be my lad or some similar expression,
avoiding the actual term son used by several translators here. The version
by Florence Randal Livesay /ittle son is, again, somewhat comical in the

context:

2166

Maru
Inu, cunamy, iipu,

ta Hagseau Kunuuky fo goporu.

2 cypam dim/end1 [my lad] 3menm.-miects. o cuH [son]

http://ukrlit.org/slovnyk/cunam
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Camiit yBeuepi B ciii mymi cymHo.

[Mother

You go on now, my lad,

take our Kylyna — show her to the road.
Evenings in these woods are getting so gloomy.]

keyword Kuaunxa [our Kylyna]

pe Kilina
frl [...]

ge [..]
vr Kylyna
vw Kylyna

keyword curnam [my lad]

pc my son
frl little son
ge son
vr son

VW son

Mavka, upset by this turn of events, now wanders over to the lake. Water
Nymph notices her unhappy state. In the dialogue between these two
mythological figures, the tone of the diminutive of endearment
Pycanonvko [dear Water Nymph] must be conveyed, to express their
relationship adequately. However, three out of five translations fail to
convey the intimacy of this relationship:

2180

Maska
Tu xi6a HikOMH

He IJ1aKana, Pycanonsko?

[Mavka
Well, have you never
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wept, dear Water Nymph?]

keyword Pycanonsko [dear Water Nymph]

pc Rusalka

frl Russalka

ge my little water sprite
vr Rusalka dear

vw Ondine

Similarly, when Fiery Charmer mentions Field Nymph, the endearing
significance of the diminutive of endearment is ignored in all the

translations:

2209

Ilepenecanx
XriB 51 ogsigaTu PycamoHsbky, mo B >xuTi

[Fiery Charmer
I’ve come to sce the fair Field Nymph]

keyword Pycanonvxy [the fair Field Nymph]

pe the sprite who’s in the rye
frl Russalka of the Fields

ge the Fairy in the rye

vr Rusalka in the rye

vw the Field Nymph

At the end of the second act, He Who Sits in the Rock (who is the Grim
Reaper) takes Mavka with him and they descend into the earth.
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Act Three

At the opening of the third act, it is a mournful autumn day. The great
oak has been felled and only its stump remains. Mavka appears, scarcely
recognisable, dressed in black and seen as a shadow against the white
walls of the cottage. She is dressed in black, adorned only by a tiny cluster
of red guelder-rose berries on her breast:

3002
Ha 2py8ﬂx KPACIE MANCHOKUIL KAAUHOBUIL NY4EHOK

[a tiny dluster of red guelder-rose berries on ber breast]

keyword ny«euox [a tiny cluster]

pc atiny nosegay
frl a cluster

ge asmall bunch
vr asmall bunch

vw a cluster

Guardian of the Forest approaches. Their close relationship is reflected
in the diminutive/endearing forms of address. He calls her doreuxo [dear
daughter] and she addresses him as didycw [dear grandad]. The
translations distort the characterisation, failing to convey the
appropriate intimacy. The context here is that Guardian of the Forest
turned Lukash into a werewolf as punishment for betraying his
daughter/granddaughter Mavka, Forest Nymph. She has returned from
the nether world on hearing the mournful cries of werewolf-Lukash. By
her own magic powers, she has restored Lukash to his human form:

3004

JlicoBuk
Tu, noneuyxo?
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[Guardian of the Forest
Dear daughter - it’s you?]

keyword doneuxa [dear daughter]

pc my child

frl little daughter
ge My daughter
vr daughter

vw daughter

3013

Maska
Ox, pigycio!

[Mavka
Oh, dear grandad!]

keyword didycs [dear grandad]

pc grandsire

frl grandfather

ge grandfather dear
vr dear grandfather
vw dear grandfather

Mavka is confronted by Kylyna, who demands to know why she has
returned, and in an act of revenge taken from classical mythology she
uses her magic powers to turn Mavka into a willow tree. Kylyna’s young
son makes a flute from one of its branches. Lukash asks the boy to hand
him the flute and it is important for the characterisation of the
relationship between Lukash and the boy for the request to be made in
an affectionate way, referring to the flute with the diminutive/endearing

coniaouxy. This is not conveyed by any of the translations:
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3131

Jlyxam
A naif cIoM COMiIOuKy.

[Lukash
Come on, let’s see your little flute.]

keyword coniaouxy [little flute]

pe the pipe
frl the flute
ge that pipe of yours
vr the pipe

vw the flute

Lukash starts to play on the flute from the Mavka-willow the spring song
that he once played to her. Mavka’s voice is magically heard from the
flute as Lukash plays. Lukash, alarmed by the magic, attempts to cut
down the willow, but finds he is mysteriously prevented from wielding
the axe. When Kylyna seizes it from him, intending to cut down the tree,
Fiery Charmer suddenly swoops down as a flaming meteor to take
revenge on her by setting the Mavka-willow alight, causing the thatched
roof of the cottage to catch fire, so that it burns down completely.
Everyone leaves and Lukash remains alone in the clearing, seated beneath
the birch tree, fondling the flute from the Mavka-willow. The stylistic
impact of the diminutive/endearing coniiouxa [beloved flute] is clearly
paramount in this context, yet none of the translations conveys it,
mentioning only the pipe or the flute:

3182

Cidae nid nocusiaum 810 crizy 0o82um BIMMIM i KPYMUMs 8 PyKax coniio4xy,
YACOM YCMIXATOUUCE, IK OUMUHA.

[He sits beneath the long, grey snow-covered branches, turning the beloved willow-

[flute in bis fingers, now and then smiling like a child.]
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keyword coniaouxa [the beloved willow-flute]

pe the pipe

frl the flute

ge the pipe

vr the pipe
In Mavka’s final soliloquy, the endearing nature of sepouys [a fair willow]** is
conveyed by a fair willow (Vera Rich), a new tree (Gladys Evans) and my
mother, the willow (Virlana Tkacz and Wanda Phipps), but the other two
translators have merely & willow:

3188

Maska

Jlerkuit, myxxuii momisens

JBKE, BEPHYBILKCS, B PifHy semmmio, "
BKYIIi 3 BOJOIO TAM 3pOCTHUTD BepbuIjio, —

CTaHe IMOYaTKOM TOZi Mil KiHellb.

[Mavka

Light flufty ash will descend,

returning again to its native furrow,
mingling with water to grow a fair willow;
it is my new life, it spells not my end.]

%4 Bepbuus end1 [a fair willow] ITectr. go Bep6a [willow]
http://ukrlit.org/slovnyk/sepbursa

205 3emmunia end1 [native furrow, dear soil] Iects. no semns [land, soil]
hetp://ukrlit.org/slovnyk/semnums
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keyword sepouy.s [a fair willow]

pec awillow

frl a willow

ge anew tree

vr afair willow

vw my mother, the willow

Categorisation of counterparts of diminutive/endearing lexis

A quantitative comparison of the respective translation counterparts has
been undertaken, to illustrate the extent to which they are perceived to
convey the functional-stylistic content of the diminutive/endearing lexis
to the anglophone reader. This is a broad-brush categorisation based on
the foreignising principle, as stated in the introduction to this chapter,
that the ideo-aesthetic content of diminutive/endearing source lexis
should be conveyed as fully as possible. Three broad categories are
established, reflecting the extent to which the stated goal is seen to be
achieved: adequately conveyed by a functional-stylistic counterpart,
including representation of the diminutive and/or endearing semantic
content, partially conveyed or not conveyed. With the best of intentions,
no such assessment can be entirely objective. However, the evaluation is
presented as transparently as possible; it should be emphasised that the
categorisation adopted here is quantitative rather than qualitative, as
preliminary research into Ukrainian translations from English**
strongly suggests that Ukrainian diminutive/endearing terms are
common in contexts where explicitly emotive terms of endearment are
much less usual in English, even in the folk tale genre. Consistent
translation of Ukrainian diminutives by expressively endearing lexis in
English is a form of foreignisation, bringing Ukrainian sensitivities into
English, whereas omission of explicit counterparts of Ukrainian

206 Noted above
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diminutive/endearing lexis in English is a form of translational
domestication. The focus is on transfer of diminutive/endearing content
rather than accuracy of translation. For example, Florence Randal
Livesay’s treatment is relatively consistent, but her frequent resorting to
the adjective /7ttle as a marker of diminutive/endearing content is mostly
inappropriate as a translation strategy. The following tables list, under
the selected categories (adequate, partial and zero transfer), the
treatment of diminutive/endearing lexis by the respective translators:

Transfer of diminutive/endearing content

Percival Cundy: adequate transfer (74)

category keyword gloss id Percival Cundy
abstract Hiuka sweet night 1254 Dear night
abstract XBHJIMHKA a moment 2072 amoment
abstract XBUJIMHKA a wee while 2181 amoment’s space
abstract XBUJIMHOYKA One brief 2090 buta moment
moment
abstract XBUJIbKA one moment 2090 amoment
adjective 6inmeHbKuit flimsy white 0006 scanty white shirts
shifts
adjective OITieHpK I tiny, wan waifs 0006  Tiny pale infants
adjective kanibHeHsKuit - very wistful 1098  a melancholy air
and
melancholy
adjective spoposenskmit  Take carenow, 2173  take good care of
dear! yourself!
adjective MoTopHeHbKkHil  nice lively 2081 strong and smart
adjective piBHEHbKHMIT my neat and 0026 the smoothness of my
tidy lakeside level sands
banks
adjective TEMHEHBKUI Father dear, 1254 O my father, thou
dark grove dark grove
adjective TOHEHBKUI so slim 1049  slim
adverb TIOBI'€HBKO some little time 1148  alittle long
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adverb
adverb
adverb
adverb
artefact
artefact
artefact
artefact
artefact

artefact
artefact
artefact
artefact
artefact

artefact
artefact

artefact
body

body
body
body

elements

elements
elements

exclamation

exclamation
exclamation
exclamation
fauna
fauna
fauna
fauna

M SIKEHBKO
TUXEHBKO
TUXEHBKO
IIBUZIEHBKO
BiHOYOK
BiIHOYOK
BiHOYOK
BiHOYOK

ropogenpb

KOHOBOHBKa
HOXXHUK
HOXHK
HOX>XHUK

COpOYCIKa

XaTUHKaA
XHDOKKa

YCPCBUIKH
JIMYCHBKO

JINYKO

pyqubKa
pyuxa

BUPO1IKa

JOLIKK
CTPYyMOYOK

TOPEHBKO

JIMIIEHBKO
JIMIIEHBKO
JIMIIEYKO
#yOOHBKY
KAYEHATKO
LIIIIOHBKU

IIEHATKO

soft and cosy
softly
softly-softly
ever so quickly
a fine garland
little garland
lovely garland
posies

asmall
vegetable patch
pail

a knife

knife

short knife
flimsy white
shifts

our den

shed

high red
bootees

lovely pale
cheeks

fair of face
fair hands

in tiny hands
a whirlpool
whirling round
drizzle

brook

Oh dear, dear
me!

Oh God!

Oh, dear dear!
Oh dearie me!
dear old oak
ducklings
chick, chick

pups
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0009
3138
0009
2050
2203
0022
2190
1127
2002

0018
1146
1002
1002
0006

0013
1088
1023

2215

1160
1160
1219
0022

2178
0052
2088

2102
2088
1019
2158
1023
2046
1247

gently

softly

softly

swiftly

a chaplet

chaplets

glorious crown
chaplets

a vegetable garden

the cup
knife

a knife
a knife

scanty white shirts

our home
a hut

scarlet booties
lovely face

little face so nice
small hand
small hands
little lakelet

drizzling rain
stream

Woe, alas!

Oh, goodness me!
Woe, alas!

Oh, dearie me!!
oak, my old friend!
ducklings

clucking

pups



flora

flora

flora
flora

flora
flora
flora
people
people
people

people
people
people
people
people
people
people
people
people
people
people
people

people
people
people
people

people
saying

BepbuyeHbKa

KBITOHBKA

Ky4CpHUK

HHUBKa

Hy9edOK
Iy4€eI0K
ATigKa
JTUTHHKA
IUTHHYATA

IiBOHBKA

bisbife) 8
aizych
IITUCHKU
IITKH
JIOHEYKA
IATUHO
Jlyxamryss
J000HbBKA
JIIOJIATA
MaJsaTa
MaTyCeHbKa

HEBICTOYKA

HEHEeYKa
MaHUYEHBKO
pubonbKa

CUPOTA

TiTycs

TOJIOBOHbKA

my dear willow,
mumsy dear
tender pink
petals of briar
rose

curly hop-bines
tiny plot of
land

a posy

a tiny cluster
berries

my child

you little ones
my young
missie

little old man
grandad

brats

waifs

dear daughter
Excuse me
Lukash, dear
my dear
lullaby

little ones
mumsy dear
fine daughter-
in-aw

dear mumsy
my life’s delight
my love

little orphaned
ones

dear

Tve ruined my

damned life
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1232

1208

1134
2098

2160
3002
1132
1037
1215
2081

1012
1036
3060
0006
3004
2019
3159
2096
0009
0009
1232
3057

1215
0018
2098
0026

2173
3087

O willow dear

the blossoms on the
rose

wild hops
small fields

anosegay
a tiny nosegay
berries

my child

Little Lost Babes
my girl

tiny old man
grandfather dear
your shameless brood
infants

my child

Auntie

Lukash dear

my dear
Lulla-lulla-lullaby
my darlings

mother dear

a daughter-in-law to
suit your taste

your dead mother
dear

my dear

poor Lost Babes

Auntie

I have been forced to
spend a wedded life
with this sad drunkard



Percival Cundy: partial transfer (16)

Cﬁll‘EgO}’.')/

abstract
abstract

abstract

adjective

artefact

fauna

people
people
people
people

people
people
people

people
people
people

keyword
HiYeHbKa
PO3MOBOHBKH

CTEKEUYKA

JIET€HbKUH

BiKOHIIE

HYIIIHK
IiBOHbKA
IITOHBKU

TSIEIKO
MOJIOIHYKA

cecTpuIA

CECTpHUIIA
CECTPUYEHDBKA

CECTPOHDbKA
CHUHaII

CUHOHBKO

gloss

Dear night
loving words
kind intricate
trails

fine

a tiny window

flufty down
missie

my children
Dear uncle
pretty young
girl

dear sister

my dear sisters
darling sister
mine

my dear sister
my lad

my darling son

Percival Cundy: zero transfer (117)

mtegory

abstract

abstract

abstract

abstract

abstract

keyword

JITEYKO

HiYeHbKa

HiYeHbKa
HiYeHbKa

HiuKa

gloss

sweet summer
time

dear night-time
the livelong
night

this lovely
night

a sweet spring

night
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id

1254
0018
1171

1070
1127

1023
2101
2114
2153
2166

2087
1127
1171
1044

2166
3107

id
2090

1171
0018

1254

1204

Percival Cundy
O night!

My lover

you paths

bright embroidery
we'll take a peep into
the stars’ abode
balls of fluff

my girl

my children

Uncle Lev

girl

my sister

my sisters

my sister

my sister

my son
my son

Percival Cundy
the summer

night
the night

this night

the nights



abstract HiYKa sweet night- 1254 the night

time

abstract TaHOYOK a little dance 1127  the dances

abstract TaHOYOK leading happy 1160  keep dancing
dancing

abstract TaHOYOK swirl and skip 0022  the dance
away

adjective JIETEHBKUM you dainty ones 1219  light

adjective M’ AKEHBKUH nice and soft 1068  soft

adjective monopenbkuii A little boyish 1221  ayouthful imp
imp jumps out
from behind a
hummock.

adjective CYXEHBKHI poor old 1068  half-withered one
withered one

adjective TUXEHbKUI stay silent as 1219 [.]
two wee mice

adjective SACHEHDbKUM bright little 1219 lights
lights

adverb 61M3EHBKO ever so close 0020  closer

adverb FAPHEHBKO fine 0034  patch

adverb FapHEHBKO nice and polite 3028  [..]

adverb PiBHEHBKO nice and neatly 0034  flat

adverb THUXECEHBKO joins in, softly- 1073  singing
softly singing

adverb genypuersko ~ Why don’tyou 2022 You’re always
comb it, make combing, fixing up
it nice and your hair
neat?

artefact rpebestbia frail dams 0004 dams

artefact KaraHJaTa tiny, little 1215  your lanterns bright
lamps

artefact KaraHIMK little lights 1215  lantern

artefact KaraH4uK tiny lamps 0026 [...]

artefact KJIOKidKa wooden cow 2002 cackle of poultry is
bells heard among the trees

artefact KOPOHKa coronet 0015 acrown

artefact MAacCJIEYKO butter 1023 striking his alarm
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artefact

artefact
artefact
artefact

artefact
artefact

artefact
artefact
artefact
artefact
artefact
body
body
body
body

body

body

body

elements
elements
elements
elements
elements
elements

elements
elements

elements
elements
fauna
fauna
fauna

MEPEXEIKa

MICTOYOK
CEpIIOYOK
CEpIIOYOK

COITJIOHBKA

COMiIOuKa

COMiIOuKa
XaTKa
XMDOKKA
XMDOKKA
XHDKKA
BYCTOHBKA
roJyliBKa
rOJIOCOK

JIMYECHBKO

JIMYECHBKO

CEPIIEHBKO
CEpPIIEHBKO
BOTHUK
BOTHUK
BOTHUK
BOTHUK
JOJTUHKA
JOIIMK
MCOYOK

COHEYKO

CTeKeUKa
XMapKa
raJjouKa
303yJIbKa

KOHUK

kind intricate
trails

frail bridges
little sickle
that sickle
your lovely
flute

the beloved
willow-flute
your little flute
our home

hut

hut

hut

your soft lips
soft blond hair
Small voices
my dainty face

your pretty
pale cheek

my poor heart
your dear heart
lictle lights
little lights
lictle lights
little lights fade
below

fresh rain
lovely yellow
sand

lovely warming
sun

a faint path

a little cloud
little serpent
cuckoo bird

horsies
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1171

0004
2092
2081
2060

3182

3131
0013
1007
1009
1014
1208
3124
1248
1171

2215

1074
1208
1215
1219
1226
1219
3176
0029
0022

1142

3173
3070
2216
1023
3028

you paths

dikes

the sickle

the sickle

I heard you play

the pipe

the pipe

the place we own
some building
quarters

a dwelling

your lips

head

voices

for your cover in my
flight

that pale face of yours

the heart

your heart
moving lights
lights

lights

lights

beneath the snow
rain

yellow sands
the sun is glowing

the pathway
the cloud
serpent
cuckoo
horses



fauna
fauna

fauna
fauna

fauna
flora

flora
flora
flora
flora

flora

flora
flora
flora
flora
flora

flora

flora
flora
flora
nature

people
people
people
people
people
people
people
people
people
people

JIaCO4Ka

ITAOIMHA

IITalIKa

COJIOBEMKO
COJIOBEMKO
bepesouxa

BepbuIs
rpubox

SKUTEIKO
3LISIYKO

3ipHUYEHDbKA

KBITOHBKA
JIMCTOYOK
MOPI>KOK
HUBKa
HUBKa

INIEHUYCHbKA

cTebnuHKa
TpaBHLs
ArigKa

royiBka

IUTHUHKA
IiBOHBKA
IiBOHBKA
JigyHb
Timych
nigych
Timych
nigych
JANEYKO
ISIIEYKO

wee mice

tiny birds

little birds

a litte
nightingale
dear
nightingale
my dear birch
tree

a fair willow
mushrooms
the rye we love
nice fresh herbs
wheat, little
stars

lovely flowers
soft leaves
fresh grass
plot

strip

wheat, little
stars

little stalk
soft grass
berries
crestfallen
heads

dear child
dear girl

my dear
grandad

dear grandad
dear Grandad
grandad
grandad
uncle dear
uncle dear
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1219
2193

0023
1075

1214

1171

3188
1132
2090
2096
2086

2086
2190
3003
2110
2002
2086

3176
1127
1248
0026

1064
2158
1245
1248
3013
3018
1011
1064
1240
1241

[...]

swarms of migrant
birds

birds

a nightingale

nightingale
the birch

a willow

rye
herbs

those flowers

flowers
leaves
grass
field
fields

the grain

a single stem

[.]

reeds

heads

child

girl
grandfather
grandsire
grandsire
grandfather
grandfather
uncle

uncle



people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people

people
people

people
people
people

people
people
people
people
people
people

AANMHYCS
JANMHYCA
Kununka
Kunnnka
Kununka
Kunnnka
Jlyxamyss
Mama

MaMma

Mama

MaMma
MATYCEHBKO
Marycs
MaTycs
Marycs

HEBICTOYKA

HCHbKaA

Pycanonska
Pycanonska

Pycanonrka
CECTpHUIIA

CECTPHUIIA
CECTPOHBKA
CECTPOHBKA
cupiTKa
TaTKO

TaTycs

my dear

my dear
Kylyna dear
Kylyna dear
Kylyna dear
our Kylyna
Luke

Mum

Mum

mum

mum
mother mine
mumsy
mumsy
mumsy
darling
daughter-in-
law

dear mumsy
dear Water
Nymph
dear Water
Nymph

fair Field
Nymph
dear sister of
nine

sister dear
dear sister
my true sister
poor orphan
daddy

father dear

272

2162
2167
2096
2129
2169
2166
3169
2004
2234
3076
3129
1254
0009
1068
1102
3056

0013
2180

0041

2209

1101

2084
2092
1254
2100
0013
0031

[...]
Kilina
Kilina
Kilina
Kilina
Lukash
Mother
Mother
mother
mother
[...]
mother
mother
mother

a daughter-in-law like
this!

our mother
Rusalka

Rusalka

the sprite who’s in the
rye

sister

sister
sister
sister
orphan girl
father

Nig



Florence Randal Livesay: adequate transfer (90)

category keyword gloss id Florence Randal
Livesay
abstract HiYeHbKA dear night 1254 little Night
abstract HiYeHbKA dear night- 1171  Little dark night
time
abstract HiuKa sweet night 1254  Oh, little Night
abstract CTeXeuKa kind intricate 1171 O little Path
trails
abstract TaHOYOK swirland skip 0022 a pretty dance
away
abstract XBUJIMHKA a moment 2072 amoment
abstract XBUJIMHKA a wee while 2181 onesecond
abstract XBUJIMHOYKA one brief 2090  one little moment
moment
abstract XBUJIbKA one moment 2090  One little moment
adjective xanibHenbkuit  very wistful 1098  avery sad air
and
melancholy
adjective spoposenskuit  Take care 2173 Well, be of good
now, dear! health
adjective MoTOopHeHbkui  nice lively 2081 asmartone
adjective TEMHEHBKUI Father dear, 1254  Oh, Dark Forest, my
dark grove own dear father
adjective TOHEHBKUI so slim 1049  slender
adverb FAPHEHBKO nice and 3028  very politely
polite, I asked
adverb TTIOBT'€HBKO some little 1148  you took too much
time time
adverb THUXEHBKO softly 3138  very low
adverb 4eITy PHEHBKO Why don’t 2022 Why not comb it
you comb it, nicely?
make it nice
and neat?
artefact BiKOHIIE atiny window 1127  the little window
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artefact ropogers a small 2002  asmall garden

vegetable
patch
artefact KOHOBOHBKA pail 0018  avase of silver
artefact MepexedKa kind intricate 1171 = O little Path
trails
artefact HOMKHK a knife 1146  knife
artefact HOXKHUK knife 1002  aknife
artefact XaTKa our home 0013  our home
artefact XHIKKA hut 1007 ahut
artefact XHIKKA hut 1009  the hut
artefact XHIKKA hut 1014 ahut
artefact XHIKKA shed 1088  alarge hut
body BYCTOHBKA your soft lips 1208  thy lovely lips
body JIMYEHBKO my dainty face 1171  my little face
body CEPAEHBKO your dear 1208  thy little heart
heart
elements BUPOYKA a whirlpool 0022 over the whirlpool,
whirling oof!
round
elements JOJTMHKA below 3176 alittle spot
elements TIOIUK drizzle 2178  light rain
elements CTPYMOYOK brook 0052  brook
elements XMapKa a little cloud 3070  alittle cloud
exclamation  ropensko Oh dear,dear 2088 Oh me!
me!
exclamation  jHMmIeHBKO Oh God! 2102 Oh, for pity’s sake!
exclamation  numeHbKO Oh, dear dear! 2088 Oh me!
exclamation  snwumeudxo Oh dearieme 1019 Ha, ha! Oh, how
terrible!
fauna Ay6oHbBKy dear old oak 2158  Oh, dear oak!
fauna KA4EHATKO ducklings 1023 ducklings
fauna LiMTOHBKYU chick, chick 2046  cluck! chick!
fauna MIEHATKO pups 1247  puppies
flora Bepesouxa my dear birch 1171 the little Birch
tree
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flora

flora
flora

flora

flora

flora

flora
flora
flora

nature

people
people
people
people

people
people
people
people
people
people
people
people
people
people
people
people
people
people
people

BepbudYeHbKa

rpubok

3ipHMYEHbKA

Ky4epuK

HHBKa

HHWBKa

Iy9eIoK
ArigKa
Arigxa

royiBka

IUTHHKA
IUTUHYATA
IiBOHBKA

IiBOHBKA

IigOK
nigych
Timych
IHTUCHKU
IITKH
JIOHEYKA
ISIEIKO
JATUHYCS
Kununxa
Jlyxamyna
MaJisaTa
MaTyCEHbKA
MAaTyCEHbKO
Marycs

MOJIOAUYKA

my dear
willow,
mumsy dear
mushrooms
wheat, little
stars

curly hop-
bines

strip

tiny plot of
land

A tiny cluster
berries
berries
crestfallen
heads

my child

you little ones
missie

my young
missie

little old man
dear grandad
grandad
brats

waifs

dear daughter
uncle dear
my dear
Kylyna dear
Lukash, dear
little ones
mumsy dear
mother mine
mumsy

pretty young
girl
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1232

1132
2086

1134

2002
2098

3002
1132
1248
0026

1037
1215
2101
2081

1012
3018
1011
3060
0006
3004
1240
2167
2129
3159
0009
1232
1254
1068
2166

little mother Willow

mushrooms
All my flowers, the
little stars

the cones of hop-vines

small field

our field is very small

a cluster
berries

berries

little heads

little daughter
little children
little girl
lictle girl

a small old man
little grandfather
little grandfather
your brood
small children
little daughter
little uncle

little auntie

little Kelena
Lucash, dear

my little ones
little mother
little mother
little mother

a nice young woman



people

people

people
people

people

people
people
people
people

people
people
people
people

people
saying

Florence Randal Livesay: partial transfer (11)

mtegory

abstract

adverb
artefact

body

HEBICTOYKA
HEBICTOYKA
HEHEeYKa
[MAHUYEHBKO
pubonpKa
cecTpunA
CeCcTpuIA
cecTpunA
CECTpUYEHDbKA
CeCTPOHBKA
CECTPOHbKA

CHHAaII

CHUHOHBKO

TiTycs

TOJIOBOHbKA

keyword

PO3MOBOHBKH

TUXECEHBKO
KJIOKiYKa

JIMYECHBKO

darling
daughter-in-
law

fine daughter-

in-aw

dear mumsy
my life’s
delight

my love

dear sister
my dear sisters
sister dear
darling sister
mine

dear sister
my true sister
my lad

my darling
son

dear

Ive ruined my

damned life

gloss

loving words
joins in, softly-
softly singing
wooden cow
bells

lovely pale
cheeks

276

3056
3057
1215
0018
2098
2087
1127
2084
1171
2092
1254
2166

3107

2173
3087

id

0018
1073

2002

2215

what a nice daughter-

in-law

the finest daughter-in-
law you could have
wished for

your mother dear

my own

my little Fish, little
Minnow

my little sister
sisters mine

little sister

Sister dear, oh, little
Sister mine!

little sister

my little sister

little son

my little son

Auntie
Now I have drowned
my head forever with

this drunkard.

Florence Randal
Livesay
none to speak of you

in a low voice
cowbells

cheek



body

body
flora
people
people
people

people

JIMIYCHBKO

JIYKO
Iy4eIoK
IUTUHKA
IiBOHbKA

cecTpunA

CECTPOHBKA

pretty pale
cheek

fair of face

a posy

dear child
my dear

dear sister of
nine

my dear sister

2215

1160
2160
1064
1245
1101

1044

Florence Randal Livesay: zero transfer (106)

mtegory

abstract

abstract
abstract
abstract
abstract

abstract
abstract

adjective
adjective

adjective

adjective
adjective

keyword

JITEYKO

HiYeHbKA
HiYeHbKA
HiuKa
HiuKa

TAaHOYOK

TAaHOYOK
GisIeHbKUI
671ine HbKU

JIETEHBKUI

JIET€HbKUI

M’ SIKEHBKUI

gloss

until sweet
summer time
has passed
the livelong
night

this lovely
night

a sweet spring
night

sweet night-
time

a little dance
leading happy
dancing
flimsy white
shifts

tiny, wan waifs
fine

you dainty ones
nice and soft
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id

2090

0018

1254

1204

1254

1127
1160

0006

0006

1070

1219
1068

pale cheek

so good to look upon
a bouquet

little child

my girl

my little sister

my sister

Florence Randal
Livesay
summer

all night
this night

[.]

The night

[.]
[.]

white gowns

embroidering while I
dreamt in beautiful
design

you are light

When ground to
powder, they make a
nest



adjective monogenskuit A little boyish 1221  ayoung son of the

imp jumps out Head-Chort or Devil
from behind a
hummock.
adjective piBHEHbKHMIT my neat and 0026 the banks of my own
tidy lakeside Lake
banks
adjective CYXEHBKHIA poor old 1068  withered
withered one
adjective TUXEHBKUI stay silent as 1219 [.]
two wee mice
adjective SICHEHBKHI bright little 1219 bright flames
lights
adverb 67113eHBKO ever so close 0020  close
adverb FapHEHBKO fine 0034  better seen
adverb M’ AKEHBKO soft and cosy 0009  soft
adverb PiBHEHBKO nice and neatly =~ 0034  Spread out
adverb TUXEHBKO softly-softly 0009 [..]
adverb MIBUJEHBKO Mavka (everso 2050  quickly
quickly, she

hurries to drag
large quantities

of dry wood

out of the

forest)
artefact BIHOYOK afine garland 2203 awreath
artefact BiHOYOK little garland 0022  wreaths
artefact BiHOYOK lovely garland 2190  her leaves
artefact BIHOYOK posies 1127  wreaths
artefact rpebestbia frail dams 0004 dams
artefact KaraHJaTa tiny, little 1215  your lamps

lamps
artefact KaraHYMK little lights 1215 lamps
artefact KaraH4MK tiny lamps 0026 lamps
artefact KOPOHKa coronet 0015 acrown
artefact MAaCJIEYKO butter 1023 making butter
artefact MiCTOYOK frail bridges 0004  bridges
artefact HOXKHK short knife 1002 [..]
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artefact

artefact
artefact

artefact

artefact
artefact

artefact
artefact

body
body
body
body
body
elements
elements
elements
elements
elements

elements
elements

elements
fauna
fauna
fauna
fauna
fauna
fauna
fauna
fauna

CCPIIOYIOK

CCPIIOYIOK

COITiIOHBKA

COIiJIOUKa

COIiJIOUKa

COpOYCIKa

XaTUHKaA

YCPEBUIKH

royiBka

TOJIOCOK

pyqubKa
pyuxa

CEpPAIEHBKO
BOTHUK
BOTHUK
BOTHUK
BOTHUK
ITOIIUK

IMCOYOK

COHECYKO

CTEeKEYKa
rajilouKa
303yIIbKa
KOHUK
JIaCOYKa
[ITAlMHA
ITaIKa
HyIIMHKA

COJIOBEMKO

Just give me
that sickle now
little sickle
your lovely
flute

the beloved
willow-flute
your little flute
In flimsy white
shifts

our den

high red
bootees

soft blond hair
small voices
fair hands

in tiny hands
my poor heart
lictle lights
little lights
little lights
little lights fade
fresh rain
lovely yellow
sand

lovely warming
sun

a faint path
little serpent
cuckoo bird
horsies

wee mice

tiny birds

little birds
flufty down

a little
nightingale

279

2081

2092
2060

3182

3131
0006

0013
1023

3124
1248
1160
1219
1074
1215
1219
1226
1219
0029
0022

1142

3173
2216
1023
3028
1219
2193
0023
1023
1075

the sickle

sickles
flute

the flute

the flute

gowns

the cavern
her red shoes

head

[...]

hand

hands

the bleeding heart
wandering lights
bright flames
lamps

lamps

rain

yellow sands
the sun will shine

the Path
snake
cuckoo
horses

like weasels

black clouds of birds

birds

the nightingale



fauna

flora
flora
flora
flora
flora

flora
flora
flora

flora

flora

flora

people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people

COJIOBEHKO

BepbuLs
SKUTEUKO
3LIIAYKO
KBITOHBKA

KBITOHbBKA

JINCTOYOK
MOPIKOK
HMBKA

MNMIIECHUYCHbKA

cTebIMHKA
TpaBUILA
IiBOHBKA
TifyHb
Timych
aizych
Timych
IITOHBKU
IATEIKO
IATEIKO
IATUHO
JATMHYCA
Kununka
Kunnnka
Kununka
Jlyxamyss
Mo6OHbBKA
JIIONATA
Mama
MaMma
Mama
MaMma
MaTycs
MaTycs

HCHbKA

dear
nightingale

a fair willow
the rye we love
nice fresh herbs
lovely flowers
tender pink
petals

soft leaves
fresh grass
plot

wheat, little
stars

little stalk
soft grass
dear girl
grandad
dear grandad
grandad
grandad

my children
dear uncle
uncle dear
Excuse me
my dear
Kylyna dear
Kylyna dear
Our Kylyna
Luke

my dear
lullaby
Mum

Mum

mum

mum
mumsy
mumsy

dear mumsy

280

1214

3188
2090
2096
2086
1208

2190
3003
2110
2086

3176
1127
2158
1248
3013
1036
1064
2114
2153
1241
2019
2162
2096
2169
2166
3169
2096
0009
2004
2234
3076
3129
0009
1102
0013

nightingale

a willow
rye

new plants
my flowers
the flower!

leaves
grass

field

the wheat

astem
grandfather
grandfather
grandfather
children
uncle

uncle
Diadyna
Kelena

]
Mother

Mother
mother
mother
mother
mother

mother



people
people
people

people
people

people
people

Pycanonska
Pycanonska
Pycanonska

cupiTKa

CUPOTA

TATKO

TaTyCs

dear Water
Nymph
dear Water
Nynph

fair Field
Nymph
poor orphan
little orphaned
ones

daddy
Father dear

Gladys Evans: adequate transfer (104)

Cﬁll‘EgO}’.')/

abstract

abstract

abstract
abstract

abstract

abstract

abstract

abstract

abstract

abstract

abstract

abstract
adjective

adjective

keyword

JITEYKO

HiYeHbKa

HiYeHbKa
HiYeHbKa

HiYeHbKa

HiuKa

CTEXKCUKa

TAHOYOK

XBUJIMHKA

XBUJIMHKA

XBUJIMHOYKA

XBUJIbKA
6stieHbK U

SKaTiOHEHbKMI

gloss

sweet summer
time

dear night

dear night-time

the livelong
night
this lovely night

sweet night
a faint path

swirl and skip
away
a moment

a wee while

one brief
moment

one moment
tiny, wan waifs

very wistful and
melancholy

281

2180

0041

2209

2100
0026

0013
0031

id
2090

1254
1171

0018

1254

1254
1171

0022
2072
2181
2090

2090
0006
1098

Russalka
Nymph
Russalka of the Fields

orphan
drowned babies

father
father

Gladys Evans

sweet summer

dear night

little spell-binder of
night-time

the whole night
through

this night so forlorn

sweet night

pathways dear

dance with my love
around-O!
a moment

one swift moment

amoment more

just a minute!
small pale children

a very plaintive tune



adjective

adjective

adjective

adjective

adjective

adjective
adverb
adverb

adverb
adverb
artefact

artefact
artefact

artefact
artefact

artefact

artefact
artefact
artefact
artefact

artefact

body
body

body

elements

3I0POBEHBKUI

JIETEHbKUI

MOTOPHEHBKUI

piBHEHBKUI

TEMHEHbKUI

TOHEHBKUI
TapHEHBKO

TapHEHBKO
JIOBIEHBKO
[IBUIEHBKO
BIHOYOK

ropogernp
KaraH4MK

KOHOBOHBKa

KOpOHKa

MEPpEXEIKA

HOXHK
HOXXHUK
HOXXHUK
XaTHUHKA
XaTKa

BYCTOHBKA

JIMYCHBKO

CEpPIIEHBKO

BUPOIKA

Take care now,
dear!

fine

nice lively
my neat and
tidy lakeside
banks
father dear,
dark grove
so slim

fine

nice and polite

some little time
ever so quickly

little garland

a small

vegetable patch
little lights

pail

coronet

kind intricate
trails

a knife

knife

short knife
our den

our home
your soft lips

your pretty pale
cheek

your dear heart

a whirlpool
whirling round

282

2173

1070

2081
0026

1254

1049
0034
3028

1148
2050
0022
2002

1215

0018
0015

1171

1146
1002
1002
0013
0013
1208

2215

1208
0022

Keep well!

embroidering with
garlands, lacy seeming

energetic
my lakeshores orderly
and neat

dark forest father, ever
my own!

very slender

pretty

prettily

You took your time
swiftly

lovely wreaths

a garden or plot

candlesticks with
glowing candles
asilver pail

a small crownlet

pathways dear

knife

a knife

a knife
cave-homes
our homes

your sweet lips

your pale sweet face

heart’s ease

O I'm in whirlpool
land-0



elements

elements
elements

elements
exclamation

exclamation
exclamation
fauna
fauna

fauna
flora

flora

flora
flora

flora
flora

flora
flora
flora

flora
people
people

people
people
people
people
people

BOTHHUK

BOTHHK

JOLIKK
COHEYKO

TOPEHBKO

JIMIIEHBKO
JIMIIEYKO
#yOOHBKY
IYLIHHKA

LIIITOHBKU
rpubox

3ipHUYEHDbKA

Ky4CpHUK
JINCTOYOK

HHUBKa

HHUBKa

Iy4€eI0K
TPaBUIA
ATigka

ATigKa
JTUTHHKA

IUTUHYATA
IiBOHBKA
IiBOHbKA
IiBOHbBKA
TiIOK

TimyHb

lictle lights

little lights
drizzle

lovely warming
sun

Oh dear, dear
me!

Oh, dear dear!
Oh dearie me
dear old oak

flufty down
chick, chick

mushrooms
wheat, little
stars

curly hop-bines
soft leaves

strip
tiny plot of
land

A tiny cluster
soft grass
berries

berries

my child

you little ones
missie

my dear

my young
missie

little old man

grandad

283

1215

1219
2178
1142

2088

2088
1019
2158
1023

2046
1132
2086

1134
2190

2002
2098

3002
1127
1132

1248
1037
1215

2101

1245
2081

1012
1248

wandering will 0’ the
wisps

candles

fine rain

sunbeams start to play
O grief and woe!

O grief and woe!
Oh, terrible!
Ah, oak of mine
putffs of down
chick, chick

mushrooms

my starry flowers

hop-flowers
her budding leaflets

strip
just a bit of ground

a small bunch
fairy-ring of grasses
the berries wild

berries
dear child

little lost ones
my good maid
girlie

my girl

a tiny old man

dear grandpa



people

people
people
people
people
people

people
people
people
people
people
people
people
people

people
people
people
people
people
people

people
people
people
people

people
people

people

people

aizych

aizych
Timych
aizych
Timych
IITKA

ISALEIKO
IATEYKO
ISALEIKO
IATMHO
AARMHYCS
AARMHYCS
Kunnnka

Jlyxamryss
Jlyxamryms

JIFOJIATA
MajiATa
Mama
Mama

MATYCEHBKO
Marycs
MOJIOJUYKA
HEBICTOYKA

HEBICTOYKA

ITAaHUYECHbKO

Pycanonska
Pycanonska

CECTpHUIIA

dear grandad

dear grandad
grandad
grandad
grandad

waifs

dear uncle
uncle dear
uncle dear
Excuse me
my dear

my dear
Kylyna dear
Lukash, dear

Luke

lullaby

little ones
Mum

mum
mother mine

mumsy

pretty young
girl

darling
daughter-in-law
fine daughter-
in-aw

my life’s delight

dear Water
Nymph

dear Water
Nynph

dear sister of

nine

284

3013

3018
1011
1036
1064
0006

2153
1240
1241
2019
2162
2167
2096
3159

3169
0009
0009
2004
3076
1254

1068
2166

3056

3057

0018
2180

0041

1101

grandfather dear

dear grampa
grandaddy
grandaddy
grandaddy

small children

uncle dear
dear uncle
uncle dear
Aunty
dear auntie
auntie
dear Kilina

Lukash, darling

dear Lukash

Bye-lo land

my babykin

Mom

mummy

Little mother mine

my only mother

she’s so young and
fresh, so very pretty

what a daughter-in-law
a daughter-in-law to

suit you!

my little lord

my little water sprite
dear Sprite

my only sister true



people cecrpudenpka  darling sister 1171  sister of mine

mine

people CECTPOHDBKA dear sister 2092  sister dear

people CECTPOHDBKA my dear sister 1044 my own sister dear

people CECTPOHbKA my true sister 1254 my dearest sister

people CHUHOHBKO my darlingson 3107  sonny

people CHpOTA little orphaned 0026~ poor Lost Children
ones

people TaTKO daddy 0013  daddy

people TaTyCA Father dear 0031  daddy

people TiTYyCA dear 2173  Auntie

saying rOJIOBOHBKA Ive ruined my 3087  I’ll never hold my poor
damned life head up again, all over

your fine drunken fit!

Gladys Evans: partial transfer (19)

category  keyword gloss id Gladys Evans
abstract  posmoBoneku loving words 0018  without my loved one
adjective  merenbKuit you dainty ones 1219  You’re small and thin,
like feathers spin

adverb PiBHEHBKO nice and neatly 0034  lie flat and even
adverb THUXECEHBKO joins in, softly- 1073 begins to hum

softly singing
artefact  xaranHuara tiny, little lamps 1215  your candles
artefact  KJIoKiuka wooden cow bells 2002 cow-bells
artefact  comimouxa your little flute 3131 that pipe of yours.
artefact  xmkxa shed 1088 acabin

artefact  yepeBuUYKH high red bootees 1023 high red boots

body CEPAEHBKO my poor heart 1074  my heart

elements ~ crpymouok brook 0052 channels

flora bepesouxa my dear birch tree 1171 my birch tree

flora Bepbuuenpka  my dear willow, 1232 my willow tree, my
mumsy dear mother

flora IIy4edOK a posy 2160 abouquet

people TUTHUHKA dear child 1064 my child

people IDOHEYKa dear daughter 3004 my daughter

285



people
people
people

MaTyCCHbKA

HCHbKA

CECTPHUIIA

mumsy dear
dear mumsy

my dear sisters

Gladys Evans: zero transfer (84)

Cﬁll‘EgO}’.')/

abstract

abstract
abstract

abstract

adjective
adjective
adjective
adjective
adjective

adjective
adverb
adverb
adverb
adverb
adverb

artefact
artefact
artefact
artefact
artefact

artefact

keyword

HiuKa

HiuKa
TaHOYOK

TaHOYOK
6ieHbKUI

M AKEHBKUI
MOJIOIEHbKU I
CyXEHbKUI
TUXEHbKUI

SCHEHbKUI
6JIM3EHBKO
M AKEHBKO
THUXEHBKO
THUXEHBKO

Y€y pPHEHBKO

BiKOHIIE
BiHOYOK
BIHOYOK
BiHOYOK
rpebenbka

KaraH4uK

gloss

a sweet spring
night

sweet night-time
a little dance
leading happy
dancing

flimsy white
shifts

nice and soft
a litdle boyish imp

poor old withered
one

stay silent as two
wee mice

bright little lights
ever so close

soft and cosy
softly
softly-softly
Why don’t you
comb it, make it
nice and neat?

a tiny window

a fine garland
lovely garland
posies

frail dams

tiny lamps

286

0013
1127  my sisters

1232 my mother

our mother

id
1204

1254
1127
1160

0006

1068

1221

1068

1219

1219
0020
0009
3138
0009
2022

1127
2203
2190
1127
0004
0026

Gladys Evans
night

the night
the dances

round-dances

white nightgowns

a bed of deadwood
powder

a young handsome
faun

dried-up

Like weasels, you
won’t make a din
candles bright
close

soft

quietly

You could at least
comb out and
braid your hair

a window

a wreath

crown

wreaths

dams
candle-holders



artefact
artefact
artefact
artefact
artefact
artefact

artefact

artefact
artefact
artefact
body
body
body
body
body
body
body
elements
elements
elements
elements
elements
elements
elements
exclamation
fauna
fauna
fauna
fauna
fauna
fauna

fauna
fauna
fauna
fauna

MacJIedKo
MIiCTOYOK
CEpPIIOYOK
CEpPIIOYOK
COITJIOHBKA

COITJIOYKA

COpOYCIKa

XMDKKA
XHOKKA
XMDKKA
roJliBKa
rOJIOCOK
JIMYEHHKO
JIMYEHBKO

JINYKO

pquHbKa
pyuxa

BOTHUK
BOTHUK
JOJTUHKA
TOLIUK
MCOYOK
CTEXeUKa
XMapKa
JIMIIEHBKO
raJoJKa
303yJIbKa
KAYEHATKO
KOHUK
JIaCOYKa

ITAIIMHA

IITAIIKA
COJIOBEUKO
COJIOBEMKO

IIEHATKO

butter

frail bridges
little sickle

that sickle
your lovely flute
the beloved
willow-flute

In flimsy white
shifts

hut

hut

hut

soft blond hair
small voices
lovely pale cheeks
my dainty face
fair of face

fair hands

in tiny hands
little lights
little lights fade
below

fresh rain
lovely yellow sand
a faint path

a little cloud
Oh God!

little serpent
cuckoo bird
ducklings
horsies

wee mice

tiny birds

little birds
a little nightingale
dear nightingale

pups
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1023
0004
2092
2081
2060
3182

0006

1007
1009
1014
3124
1248
2215
1171
1160
1160
1219
1226
1219
3176
0029
0022
3173
3070
2102
2216
1023
1023
3028
1219
2193

0023
1075
1214
1247

calling Shrovetide
bridges

the sickle

the sickle

flute

the pipe

white nightgowns

ahouse

the house
ahouse

head

voices

face

you hid my face
face

hands

lights

lights

sifting the snow
rain

yellow sands
paths

clouds

The vixen!
snake

cuckoo

wild ducks
horses

like weasels
aflock of
blackbirds
waterfowl

the nightingale
nightingale

wolfhounds



flora
flora
flora
flora

flora

flora

flora

flora

flora

nature
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people

BepbuLs
SKUTEUKO
3LISYKO
KBITOHbBKA

KBITOHBKA

MOPIKOK
HMBKA
MIIEHAYEHKA
crebnuHKa
roJyliBKa
IiBOHbKA
TITUCHKU
IITOHBKU
Kunnnka
Kununka
Kununka
JI000HBKA
Mama
MaMma
MaTycs
MaTycs
HEHEYKa
pubonbKa
Pycanonrka
CECTPHUIIA
CECTPHILA
CHHAII

cupiTKa

Vera Rich: adequate transfer (110)

mtegory

abstract

abstract

keyword

HiYeHbKa

HiYeHbKa

a fair willow 3188 anew tree
the rye we love 2090 [...]
nice fresh herbs 2096 the grass
lovely flowers 2086 my flowers
tender pink petals 1208  blushing red as
of briar rose briar roses
fresh grass 3003 grass
plot 2110  harvest
wheat, little stars 2086  the corn
little stalk 3176 one flower-stalk
crestfallen heads 0026  heads
dear girl 2158  child
brats 3060 You and yours
my children 2114 children
Kylyna dear 2129 Kilina
Kylyna dear 2169 Kilina
Our Kylyna 2166 [..]
my dear 2096 [...]
Mum 2234  Mother
mum 3129 mother
mumsy 0009 mother
mumsy 1102 mother
dear mumsy 1215 mother
my love 2098  [...]
fair Field Nymph 2209 the Fairy in the rye
dear sister 2087  sister
sister dear 2084  sister
my lad 2166 son
poor orphan 2100 orphan

gloss id Vera Rich

Dear night- 1171 Dear night

time

the livelong 0018  All the livelong night

night

288



abstract

abstract

abstract
abstract
abstract

abstract
abstract

abstract

abstract
adjective
adjective

adjective

adjective
adjective
adjective

adjective

adjective
adverb
adverb

adverb
adverb
adverb
adverb

artefact

HiuKa

HiuKa

PO3MOBOHBKH
CTEXKCUKa
TAHOYOK

XBUJIMHKA
XBUJIMHKA

XBUJIMHOYKA

XBUJIbKA
6stieHbKUI

>KaTi6HEHbKUI

3I0POBEHBKUI

M AKEHBKUI
MOTOPHEHbKUH

PpiBHEHBKUH

TEMHEHbKUI

TOHEHBKUM
TapHEHBKO

IIOBTE€HBKO

M SIKEHBKO
piBHEHBKO
TUXEHBKO

THUXECHbKO

ropogerp

a sweet spring
night
sweet night

loving words

kind intricate
trails

swirl and skip
away

a moment

a wee while
One brief
moment

one moment
tiny, wan waifs
very wistful
and
melancholy
Take care now,
dear!

nice and soft
nice lively

my neat and
tidy lakeside
banks

Father dear,
dark grove

so slim

fine

some little time

soft and cosy
nice and neatly
softly
softly-softly

a small

vegetable patch

289

1204

1254
0018

1171

0022

2072
2181
2090

2090
0006
1098

2173

1068
2081
0026

1254

1049
0034
1148

0009
0034
3138
0009

2002

the sweet spring night

sweet night

with none to talk to
sweetly

paths tracing, like fine
lacing

In the dance 1 whirl
me Oooh! Oooh!

a moment

one little minute

one moment

one moment
small pale children
something very
melancholy

all the best to you

fine soft
a strong, active wench
the pleasant levels of

my banks

my dear father, forest
dark-looming

so slim

neatly

you take a mighty
time

softly, softly

nice and flat

very softly

quietly, quietly

a vegetable patch



artefact

artefact
artefact
artefact

artefact

artefact
artefact
artefact
artefact

artefact

body
body

elements

elements
elements
elements

elements
elements

elements
elements

exclamation

exclamation
exclamation
exclamation
fauna
fauna
fauna
fauna

flora

KaraH4ara

KaraH4uK
KOHOBOHBKA
KOpOHKa

MEPEXKEIKa

HOXXHUK
HOXHK
HOXXHUK
XaTHUHKA

YCPCBUIKH

BYCTOHBKA

JIMYCHBKO
BUPO1IKa

BOTHUK
BOTHUK
JOLIMK
MCOYOK

COHEYKO

CTPYMOYOK
XMapKa

TOPEHBKO

JIMIIEHBKO
JIMIIEHBKO
JIMIIEYKO
#yOOHBKY
KAYEHATKO
LIIITOHBKH
IIEHATKO

BepbuLs

tiny, little
lamps

tiny lamps

pail

coronet

kind intricate
trails

a knife

knife

short knife

our den

high red
bootees

your soft lips
your pretty pale
cheek

a whirlpool
whirling round
little lights
little lights fade
drizzle

lovely yellow
sand

lovely warming
sun

brook

a little cloud
Oh dear, dear
me!

Oh God!

Oh, dear dear!
Oh dearie me
dear old oak
ducklings
chick, chick
pups

a fair willow
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1215

0026
0018
0015
1171

1146
1002
1002
0013
1023

1208
2215

0022

1219
1219
2178
0022

1142

0052
3070
2088

2102
2088
1019
2158
1023
2046
1247
3188

little torches

frail torches

silver goblet

a coronet

you, paths tracing, like
fine lacing

knife

a knife

a knife

Our home

fine red slippers

your handsome lips

your poor pale face
on the eddies swirling

torches
torches
fine drizzle

gold sands

the warm sun is
glowing

stream

cloudlet

Woe is me!

O heaven help us,
Alas, Alas!

Oh dear

Hey, oak, old friend
ducklings

chickie, chickie
hound-pups

a fair willow



flora

flora
flora

flora

flora
flora
flora

flora
flora
flora
flora
flora
people
people
people

people
people
people
people

people
people
people
people
people
people
people
people
people
people
people
people

BepbuyeHbKa

rpubok

KBITOHbBKA

Ky4€pHK

JIUCTOYOK
HHUBKa

HHUBKa

Iy4€eI0K
Hy9eIOK
TPaBUIA
Arigxa

ATigKa

IUTHHKA
TUTHHKA

IUTAHYATA

IiBOHbKA
IiBOHBKA
IiBOHbKA

IiBOHBKA

bisbife) 8
TizyHb
aimych
Timych
IITACHKU
IiTKY
JAIEIKO
ISIMHO
AAUHYCA
TARUHYCA
Jlyxamryss

JI000HBKA

my dear willow,
mumsy dear
mushrooms
tender pink
petals of briar
rose

curly hop-bines

soft leaves
strip

tiny plot of
land

a posy

a tiny cluster
soft grass
berries
berries

dear child
my child

you little ones

dear girl
missie

my dear

my young
missie

little old man
grandad
dear grandad
dear grandad
brats

waifs

uncle dear
Excuse me
my dear

my dear
Luke

my dear

291

1232

1132
1208

1134

2190
2002
2098

2160
3002
1127
1132
1248
1064
1037
1215

2158
2101
1245
2081

1012
1248
3013
3018
3060
0006
1240
2019
2162
2167
3169
2096

O willow dearest,
mother dearest
mushrooms

the blossoms on the
wild rose blowing

the hop-bines all
curling

her tender leaves
strips

only a small plot

a posy

a small bunch
the greensward
berries
berrying

dear child

dear child

little Lost Babes
nimble

my lass

lass

lass

lass

a small grandsire
dear grandpa
dear grandfather
dear grandfather
your brats

small children
uncle dearest
Aunty

aunty

aunty

dear Lukash
dear



people
people
people
people
people
people
people

people
people
people
people
people
people
people

people
people

people
people
people
people
people

people
saying

JIIOJIATA
MajATa
Mama

Mama
MaTyCCHbKA
Marycs

HEBICTOYKA
HEBICTOYKA
HEHEeYKa
MAaHUYEHBKO
pubonbKa
Pycanonska
Pycanonska
CECTPHILA

CECTpHUIIA
CeCTpHIEHbKA

CECTPOHBKA
CECTPOHbKA
CHUHOHBKO
cupiTKa

CUPOTA

TiTyCcs

TOJIOBOHbKA

lullaby

little ones
mum

mum
mumsy dear
mumsy
darling
daughter-in-
law

fine daughter-
in-aw

dear mumsy

my life’s delight
my love

dear Water
Nymph

dear Water
Nymph

dear sister of
nine

my dear sisters
darling sister
mine

my dear sister
my true sister
my darling son
poor orphan
little orphaned
ones

dear

Ive ruined my

damned life

292

0009
0009
3076
3129
1232
0009
3056

3057

1215

0018

2098

2180

0041

1101

1127
1171

1044
1254
3107
2100
0026

2173
3087

Lulla-lullaby

babies

Mamma

mamma

mother dearest
Mama

Such a fine daughter-

in-law

a daughter-in-law to
suit you!

your poor dear
mother

beloved

dear

Rusalka dear

Rusalka darling
my dear sister

my sisters dear

sister, dear sister

my dearest sister
my dear

my dear son
poor orphan lass,

poor little orphans

dear Aunty

And I have drowned
my head forever more
With such a drunkard.



Vera Rich: partial transfer (7)

Cﬁll‘EgO}’.')/

adjective

artefact
artefact
flora
flora

flora

people

keyword

TUXEHBKUM

BiKOHIIE
XUOKKA
Bepesouxa
SKUTEIKO
3ipHUYEHDbKA

IITOHBKU

Vera Rich: zero transfer (90)

Cﬁll‘EgO}’.')/

abstract
abstract
abstract
abstract
abstract

abstract

adjective

adjective
adjective
adjective
adjective
adjective
adverb

adverb

adverb
adverb

keyword
JITEYKO
HiYeHbKa
HiYeHbKa
HiuKa
TaHOYOK

TAaHO4Y0K

6ineHbKUI

JIETEHbKUI
JIETEHbKUI
MOJIOIEHbKU I
CyXEHbKUI
SCHEHbKUH
6JIM3EHBKO
TapHEHBKO

THUXECEHBKO

'{CHypHCHbKO

it, make it nice and
neat?

293

gloss id Vera Rich
stay silent as two 1219 Just like weasels, quiet
wee mice and kimble
a tiny window 1127 the dawn’s windows
shed 1088  acabin
my dear birch tree 1171 my birch
the rye we love 2090  rye-ears
wheat, little stars 2086 my flowers’ constellations
my children 2114 my children
gloss id Vera Rich
sweet summer time 2090 summer
dear night 1254  night
this lovely night 1254  this night
sweet night-time 1254 night
a little dance 1127 the dance
leading happy 1160  ever dancing.
dancing
flimsy white shifts 0006 = white shirts
fine 1070 formed into a white
embroidery
you dainty ones 1219 You are little, light
and nimble
a litdle boyish imp 1221 = ayouthful mannikin
of an imp
poor old withered 1068 = half-dried-up
one
bright little lights 1219  bright torches
ever so close 0020  closer
nice and polite 3028  [...]
softly-softly singing 1073  shesings
Why don’tyoucomb 2022 Why do you always

comb your hair out
so?



artefact
artefact
artefact
artefact
artefact
artefact
artefact

artefact
artefact
artefact

artefact
artefact
artefact

artefact
artefact
artefact
artefact
artefact
artefact
body
body
body
body
body
body
body
body
body
elements
elements
elements
elements
elements
fauna
fauna

BiHOYOK
BiIHOYOK
BiHOYOK
BiHOYOK
rpebestbia
KaraH4uK

KJIOKiYKa

MAacCIEIKO
MIiCTOYOK

CEPIIOIOK

CEpIIOYOK
COITJIOHBKA

COMiIOuKa

COMiIOuKa
copoueuKa
XaTKa
XMDKKA
XMOKKA
XMDKKA
roJliBKa
rOJI0COK
JIMYEHBKO
JIMYEHHKO

JINYKO

py4cHbKa

pyuxa
CCPI[CHI)KO

CEpPIIEHBKO
BOTHUK
BOTHUK
JOJTUHKA
JIOLIMK
CTEXEeUKa
raJoJKa

303yJIbKa

a fine garland
little garland
lovely garland
posies

frail dams
little lights

wooden cow bells

butter

frail bridges

Just give me that
sickle now

little sickle

your lovely flute
the beloved willow-
flute

your little flute
flimsy white shifts
our home

hut

hut

hut

soft blond hair
small voices
lovely pale cheeks
my dainty face
fair of face

fair hands

in tiny hands

my poor heart!
your dear heart
lictle lights

little lights

below

fresh rain

a faint path

little serpent
cuckoo bird
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2203
0022
2190
1127
0004
1215
2002

1023
0004
2081

2092
2060
3182

3131
0006
0013
1007
1009
1014
3124
1248
2215
1171
1160
1160
1219
1074
1208
1215
1226
3176
0029
3173
2216
1023

agarland
garlands
garland
garlands
dams

the cackle of
chickens
dykes

the sickle

sickle

pipe
the pipe

the pipe

white shirts

the house

a cabin

our cabin

a cabin

head

voices

face

you hid me

face

hand

hands

the heart

your heart
wandering lights
catches sight of them
under the snow
rain

paths

snake

she



fauna
fauna

fauna

fauna
fauna
fauna
fauna
flora
flora
flora
flora
flora
flora
nature
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people

KOHUK
JIaCO4Ka

ITalIrHA

IITAIIKA
HyITMHKA
COJIOBEUKO
COJIOBEUMKO
3LIIAYKO
KBITOHBKA
MOPIKOK
HUBKA
MIIEHUYEHbKA
crebnuHKa
roJliBKa
aizych

aizych

Timych
JIOHEYKA
IATEYKO

IATEIKO
Kunnnka

Kununka
Kunnnka
Kununka
Jlyxamyss
Mama

MaMma
MAaTyCEHBKO
MaTycs
MaTycs
MOJIOIMYKA
HEHbKA
Pycanonrka
CECTpHUILIA
CECTPHILA
CECTPOHBKA

CHUHaII

horsies
wee mice

tiny birds

little birds

flufty down

a little nightingale
dear nightingale
nice fresh herbs
lovely flowers
fresh grass

plot

wheat, little stars
little stalk
crestfallen heads
grandad
grandad
grandad

dear daughter
dear uncle

uncle dear
Kylyna dear
Kylyna dear
Kylyna dear

our Kylyna
Lukash, dear
Mum

Mum

mother mine
mumsy

mumsy

pretty young girl
dear mumsy

fair Field Nymph
dear sister

sister dear

dear sister

my lad
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3028
1219
2193

0023
1023
1075
1214
2096
2086
3003
2110
2086
3176
0026
1011
1036
1064
3004
2153
1241
2096
2129
2169
2166
3159
2004
2234
1254
1068
1102
2166
0013
2209
2087
2084
2092
2166

horses

like weasels
black skeins of
migrating birds.
flocks of birds
down

a nightingale
The herbs

my flowers
moss

field

a stalk

heads
grandfather
grandfather
grandfather
daughter
uncle

uncle

Kylyna
Kylyna
Kylyna
Kylyna
Lukash
Mother
Mother
mother
mother
mother
ayoung woman
mother
Rusalka in the rye
sister

sister

sister

son



people
people

TAaTKO

TaTyCsA

daddy
father dear

0013 father

0031

father

Virlana Tkacz & Wanda Phipps: adequate transfer (85)

mtegory

abstract
abstract
abstract

abstract

abstract

abstract
abstract
adjective
adjective
adjective
adjective
adjective
adjective

adjective

adjective

adverb
adverb
artefact

artefact
artefact

keyword
HiYeHbKa
HiuKa
CTeKeuKa

TAHOYOK

XBUJIMHKA

XBUJIMHOYKA
XBUJIbKA
6I1imeHbK U
SKaTi6 HeHBK U
3/0POBEHBKUI
JIETEHbKUI
MOTOPHEHBKUI
piBHEHBKUI

TEMHEHbKUI

TOHEHBKUI

JIOBTE€HBKO
THUXECEHBKO
ropogerpb

KOHOBOHBKa

KOpOHKa

gloss

ear night
sweet night
kind intricate
trails

swirl and skip
away

a wee while
one brief
moment

one moment
tiny, wan waifs
very wistful
and melancholy
Take care now,
dear!

fine

nice lively

my neat and
tidy lakeside
banks

Father dear,
dark grove

so slim

some little time

joins in, softly-
softly singing

a small
vegetable patch
pail

coronet
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id

1254
1254
1171

0022

2181
2090

2090
0006
1098
2173
1070
2081
0026

1254

1049
1148

1073

2002

0018
0015

Virlana  Thkacz &
Wanda Phipps

Dear Night

Dear Night

intricate paths

a dance with you! Ah!
Ah!
a moment

just an instant

a moment
pale children
The melody is
mournful

Now, you keep well

the finest embroidery
a hard worker

my neat banks

Dear deep dark Forest
so slim

Sure took you long
enough

softly

agarden

silver pails
smaller garland



artefact

artefact
artefact
artefact

artefact

artefact
artefact
artefact
artefact
body

elements

elements
elements

elements
elements
exclamation

exclamation
exclamation
exclamation
fauna
fauna
fauna
fauna
fauna

flora
flora
flora

flora

flora

MEPEXKEIKa

HOXXHUK
HOXHK
HOXHK

XaTHUHKaA

XHOKKa
XHDOKKa
XHOKKa
XHOKKa
BYCTOHbKA

BUPOIKA

JOLIKK
COHEYKO

CTEKEUYKA
CTPYMOYOK

TOPEHBKO

JIMIIEHBKO
JIMIIEHBKO
JIAIIEYKO
#yboHBKY
KA4EHATKO
HyIIIHK
LIIIIOHBKU
IIEHATKO

bepesouxa
BepOIIeHbKA

rpubox

KBITOHBKA

Ky4CpHUK

kind intricate
trails

a knife

knife

short knife

our den

hut

hut

hut

shed

your soft lips

a whirlpool
whirling round
drizzle

lovely warming
sun

a faint path
brook

Oh dear, dear
me!

Oh God!

Oh, dear dear!
Oh dearie me
dear old oak
ducklings
flufty down
Chick, chick
pups

my dear birch
tree

my dear willow,
mumsy dear
mushrooms
tender pink
petals of briar
rose

curly hop-bines
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1171

1146
1002
1002
0013

1007
1009
1014
1088
1208
0022

2178
1142

3173
0052
2088

2102
2088
1019
2158
1023
1023
2046
1247
1171

1232

1132

1208

1134

intricate paths

knife

a knife

a knife

don’t ruin our
humble home!
ahut

the hut

ahut

ahut

your lovely lips
over the whirl, in my
pearls

light drizzle

the warmth of the sun

a trace
stream

What sorrow!

my God!

What sorrow!

Oh me, oh my

Hey, dear oak
ducklings

little puffs
chick-chick

puppies

my beloved birch tree

Dear mother Willow
mushrooms
the petals of the wild

rose

curls of wild hops



flora

flora

flora

flora

flora

people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people

people

people
people

people

people
people

HHUBKa

Iy4eYoK
cTebIMHKA
Arigka
ATigKa
IiIOK
TizyHb
Timych
JUTHUHYATA
IITUCHKU
IATEIKO
IATEIKO
IATEIKO
IATUHO
AARMHYCS
AARMHYCS
Kunnnka
Jlyxamryms
Jlyxamyss
Mo6OHbBKA
JIIONATA
MaJiAaTa
MAaTyCEHbKA
MAaTyCEHBKO
MaTycs

HEBICTOYKA
HEHEYKa

ITAaHUYECHbKO

Pycanonrka
CECTPUYEHDBKA

CHUHOHBKO

CUPOTA

tiny plot of
land

A tiny cluster
little stalk
berries
berries

little old man
grandad

dear grandad
you little ones
brats

dear uncle
uncle dear
uncle dear
Excuse me
my dear

my dear
Kylyna dear
Lukash, dear
Luke

my dear
lullaby

little ones
mumsy dear
mother mine
mumsy

fine daughter-
in-law

dear mumsy

my life’s delight
dear Water
Nymph

darling sister
mine

my darling son
little orphaned

ones
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2098

3002
3176
1132
1248
1012
1248
3013
1215
3060
2153
1240
1241
2019
2162
2167
2096
3159
3169
2096
0009
0009
1232
1254
0009
3057

1215

0018
0041

1171

3107
0026

Our field is tiny

a cluster

one small stem
berries

berries

ashort old gnome
grandpa

dear grandfather
Water Brats

your brats

dear uncle

uncle dear

uncle dear

dear Aunt

my dears

dear aunt

dear Kylyna

Luke

dear Luke

my dear
Hush-a-bye

my darlings

dear mother

dear mother

dear mother

the perfect daughter-
in-law

your dearly departed
mother.

my kind sir

dear Ondine

dearest sister

my dear son

poor orphans



people
people
people
saying

TaTKO
TaTyCA
TiTyCcs

TOJIOBOHbKA

daddy
father dear
dear

Ive ruined my

damned life

0013
0031
2173
3087

dad

father dear

dear Aunt

I’ll be treading water
for the rest of my life
because of this drunk.

Virlana Tkacz & Wanda Phipps: partial transfer (11)

category
abstract

adverb

artefact
artefact

body

flora

flora

people
people
people
people

keyword gloss
posmoBoHbkH  loving words
genyprersko  Why don’t you
comb it, make it
nice and neat?
BiKOHIIE a tiny window
KJIOKiuKa wooden cow
bells
CEPAEHBKO my poor heart!
BepbuIs a fair willow
sipumdenska  wheat, little stars
TiTOHBKU my children
HEHbKA dear mumsy
cecTpuLs my dear sisters
CeCTPOHbKA my dear sister

0018

2022

1127

2002

1074
3188

2086

2114
0013
1127
1044

Virlana Thkacz €
Wanda Phipps

Since my lover’s been
gone

Why can’t you comb
it neatly?

peek in on Dawn
through her window
cow bells can be heard

my heart

my mother, the
willow

my flowers that once
blazed free like stars
you children

our mother

my sisters

my sister

Virlana Tkacz & Wanda Phipps: zero transfer (111)

mtegory

abstract

keyword

JITEYKO

gloss

until sweet summer
time has passed
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id Virlana Tkacz €9
Wanda Phipps
2090 thesun



abstract
abstract
abstract
abstract
abstract
abstract
abstract
abstract
adjective

adjective

adjective
adjective

adjective

adjective

adjective
adverb
adverb
adverb
adverb
adverb
adverb
adverb
adverb

artefact
artefact
artefact

artefact
artefact
artefact
artefact

artefact

HiYeHbKa
HiYeHbKa
HiYeHbKa
HiuKa
HiuKa
TaHOYOK
TaHOYOK
XBUJIMHKA
6ineHbKUI

JIETEHbKUI

M SIKEHBKUI

MOJIOIEHbKU I

CyXEHbKUI

TUXEHbKUI

SCHEHbKUI
6JIM3EHBKO
TAPHEHBKO
TaPHEHBKO
M IKEHBKO
piBHEHBKO
TUXEHBKO

TUXEHBKO

IIBUIEHBKO

BiHOYOK
BiHOYOK

BiIHOYOK

BiHOYOK
rpebenbKka
KaraHdaTa

KaraH4ukK

KaraH4ukK

dear night-time

the livelong night

this lovely night

a sweet spring night
sweet night-time

a little dance

leading happy dancing
a moment

flimsy white shifts

you dainty ones

nice and soft

a litdle boyish imp
jumps out from behind
a hummock.

poor old withered one
stay silent as two wee
mice

bright little lights

ever so close

fine

nice and polite, I asked
soft and cosy

nice and neatly

softly

softly-softly

ever so quickly

afine garland
little garland
lovely garland

posies
frail dams
tiny, little lamps

little lights

tiny lamps
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1171
0018
1254
1204
1254
1127
1160
2072
0006
1219

1068
1221

1068
1219

1219
0020
0034
3028
0009
0034
3138
0009
2050

2203
0022
2190

1127
0004
1215
1215

0026

Night

All year

this night

night

I’ll dance

dance

dressed in white
You're little, so
your steps are light
soft

a young male

goblin

half-withered

bright lights
up to him
patch up

soft

tidy up

quietly

[.]

runs into the
forest

flowers

turned her
branches green
flowers

dams

your lanterns
they have lanterns
which flicker
lights



artefact

artefact
artefact

artefact
artefact
artefact
artefact
artefact
artefact
artefact
body
body
body
body

body
body
body
body
body
elements
elements
elements
elements
elements
elements
elements
elements
fauna
fauna
fauna
fauna
fauna
fauna
fauna
fauna

MacC/I€IKO

MICTOYOK

CEPIIOIOK

CEPIIOYOK
COITIJIOHBKA
COMiIOuKa
COITJIOYKA
copoJeyKa
XaTKa
9EPEBUIKH
roJliBKa
rOJIOCOK
JIMYEHHKO

JIMYECHBKO

JIMYECHBKO

JINYKO

pyqubKa
pyuxa

CEpPIIEHBKO
BOTHUK
BOTHUK
BOTHUK
BOTHUK
JOJTUHKA
JOIIUK
MCOYOK
XMapKa
raJjouKa
303yJIbKa
KOHUK
JIacOYKa
MTalIMHA
[ITAIIKA
COJIOBEUKO

COJIOBEUKO

butter

frail bridges

Just give me that sickle
now

lictle sickle

your lovely flute

the beloved willow-flute

your little flute

in flimsy white shifts
our home

high red bootees
soft blond hair
small voices

lovely pale cheeks
my dainty face

your pretty pale cheek
fair of face

fair hands

in tiny hands
your dear heart
little lights

little lights

little lights

little lights fade
below

fresh rain

lovely yellow sand
alittle cloud

little serpent
cuckoo bird
horsies

wee mice

tiny birds

lictle birds

a little nightingale
dear nightingale
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1023

0004
2081

2092
2060
3182
3131
0006
0013
1023
3124
1248
2215
1171

2215
1160
1160
1219
1208
1215
1219
1226
1219
3176
0029
0022
3070
2216
1023
3028
1219
2193
0023
1075
1214

any moment now
the lady-bug
bridges

that sickle

a sickle

flute

[.]

the flute
dressed in white
the place

red shoes
head

voices

[.]

for giving me
cover

face

hand

your heart
lanterns

lights

lights

lights

through the snow
rain

cloud

serpent

the lady-bug
horses

birds

the nightingale
nightingale



flora

flora

flora

flora

flora

flora

flora

flora

flora

flora

nature
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people
people

people
people
people

SKUTEYKO
3LIIAYKO
KBITOHbKA
JIMCTOYOK
MOPIKOK
HUBKA
HUBKA
y4€e90K
MIIEHUYEHbKA
TPaBUILA
roJyliBKa
IUTUHKA
IUTHHKA
IiBOHbKA
IiBOHBKA
IiBOHbKA
IiBOHBKA
aizych
aizych
Timych
aizych
IITKY
JIOHEYKA
Kunnnka
Kununka
Kunnnka
Mama
Mama
Mama
Mama
MaTycs
Marycs
MOJIOJUYKA

HEBICTOYKA

pubonbKa
Pycanonska
Pycanonrka

the rye we love
nice fresh herbs
lovely flowers
soft leaves

fresh grass

plot

strip

a posy

wheat, little stars
soft grass
crestfallen heads
dear child

my child

dear girl

missie

my dear

my young missie
dear grandad
grandad
grandad
grandad

waifs

dear daughter
Kylyna dear
Kylyna dear
our Kylyna
Mum

Mum

mum

mum

mumsy
mumsy

pretty young girl

darling daughter-in-law

my love

dear Water Nymph

fair Field Nymph
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2090
2096
2086
2190
3003
2110
2002
2160
2086
1127
0026
1064
1037
2158
2101
1245
2081
3018
1011
1036
1064
0006
3004
2129
2169
2166
2004
2234
3076
3129
1068
1102
2166
3056

2098
2180
2209

rye

my flowers
her leaves
fresh grave
field

field

the rye
heads

child

child

Girl

girl

girl

girl
grandfather
Old Gob
Grandfather
children
daughter
Kylyna
Kylyna
Kylyna
Mother
Mother
mother
mother
mother
mother
woman

a daughter-in-law
like you
Ondine

the Field Nymph



people cecTpuIs dear sister 2087  sister

people cecTpuLs dear sister of nine 1101  sister
people cecTpuIs sister dear 2084  sister
people CECTPOHBKA dear sister 2092  sister
people CECTPOHbKA my true sister 1254 sister
people CHHAII my lad 2166 son
people cupirtka poor orphan 2100 orphan

Summary of the transfer of diminutive/endearing content

In summary, the broad quantitative analysis set out in the table and chart
below shows that there has been a positive historical progression:

translators adequate partial zero total
Percival Cundy 74 16 117 207
Florence Randal Livesay 920 11 106 207
Gladys Evans 104 19 84 207
Vera Rich 110 7 920 207
Virlana Tkacz/Wanda Phipps 85 11 111 207

Transfer of Diminutive/Endearing Lexis

140
120
100
80
60
40
20
0

Percival Florence  Gladys Evans VeraRich Virlana Tkacz

Cundy Randal & Wanda
Livesay Phipps

B Adequate M Partial B Zero
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The earliest translation, by Percival Cundy, exhibits the greatest number
of cases where counterparts of Ukrainian diminutive/endearing lexis are
simply omitted (117). The number of partial transfers is 16 and the
number of adequate transfers 74 (the lowest). In the translation by
Florence Randal Livesay, there are fewer omissions (106) and fewer
partial counterparts (11); the number of counterparts perceived as
adequate is greater (90). Gladys Evans’s version shows a marked increase
in translations classed as (at least) adequate (104). There are more partial
transfers (19), but the number of omissions is markedly reduced (84).
Vera Rich’s version shows a slight further advance (110 adequate
transfers and only 7 partial transfers). There are 90 omissions, slightly
more than in the previous translation by Gladys Evans. However, it
should be noted that many of Vera Rich’s omissions are likely to be the
result of shortcomings in the editorial process at the Ukrainian Review
rather than of conscious decisions by the translator. This is suggested by
Vera Rich’s well-known attention to detail generally, as noted by Hanna
Kosiv (Kocis 2011: 33]*” and by certain typesetting errors evident on
the pages of the journal. The translation by Virlana Tkacz and Wanda
Phipps must be viewed in the light of its skopos,**® which difters from all
previous versions in that it is an adaptation for stage performance, with
certain abridgements and simplifications to enhance speakability for
actors and immediate comprehension by theatre audiences.*” This sets
it apart from the previous editions, which are presumably intended as
literary texts for reading rather than stage performance. It follows that

207 gk B OpHriHaIbHil 0esi, Tak i B nepexiani Bipa Piu nocriiino nmoegnye TBOpUMi
MOPUB i MUCTENBKUI MOMIYK 3 MaiyKe MATEMATUIHOIO TOYHICTHIO Ta TOPAIKOM [Asin
her original poetry, so also in her translations, Vera Rich constantly combines her
creative impulse and her quest for artistry with virtually mathematical precision and
orderliness].

2% The skopos is the underlying purpose of a translation, bearing in mind such factors
as the particular readership or audience for which it is intended.

9 As highlighted by Virlana Tkacz in her television interview
https://www.youtube.com/watch?v=iZpR OckfqzU 6.26-6.48
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the quantitative comparison is valid in this case only as a reflection of the
difference in approach, highlighting the strategy of simplification or
directness for performance purposes, reflected in the significantly
increased number of cases of omission (111) and partial transfers (11),
which are deliberate choices rather than an oversight. The number of
cases classed as adequate in the category of diminutives is 85.
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CHAPTER 6
BOTANICAL TERMINOLOGY

Introduction

This chapter explores and compares counterparts of Ukrainian botanical
terms in the five translations. Cases of omission, choice of synonyms and
diminutive/endearing lexis, for example, may involve stylistic
considerations (repetition, selection of popular or technical registers
etc.), as well as reduction or expansion of denotative and connotative
content (e.g. gratuitous generalisation or explicitation).

In The Song of the Forest, naturally, trees, plants and flowers are given
their common names rather than their scientific (Latin) denotations.
Whereas the Latin names are universal, enabling Ukrainian and English
counterparts to be identified, the usage of common names may vary
between, for example, Britain and North America. Cultural differences
between English-speaking speech communities may lead to
misapprehension of some Ukrainian terms, for instance xauna, which
has highly significant connotations in Ukrainian and other Slavonic folk
cultures,”® lost when translated as cranberry, carrying very different

1'The entry under xanmua in Brockhaus and Efron’s Encyclopedia (Bpoxkrays,
E¢pon 1800, xammua) reads: B HapopHBIX pe/ICTABICHHUSX CIIABSIH M PYCCKUX B
qacTHOCTH KasmuHa siBiiseTcst OGBIHBIM CHMBOJIOM J€BCTBA, KpacoTs! U mobsu. [...] C

TCYCHUEM BPEMCHHU HCpBOHa‘IZUII)HI)IfI cumBosmdeckuit cmuica K. 3aTEMHMJIICA, 1 OHA
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connotations in English, especially North American, culture. Olena
Rusnak (Pycrax 2009: 208) writes:

Consider the features of the translation of the three most important elements of
national culture, namely Ukrainian realia, proper names and certain phrases. In
fact, Ukrainian realia reflect the specific identity of our nation. The translation of
such units does not always adequately convey their denotative and connotative
components, conveying their function in the Ukrainian text. For example, in the
translation of The Song of the Forest by Lesia Ukrainka, Percival Cundy translated
viburnum as cranberry. This denotation does not adequately convey the concept,
either on a lexical or a deeply pragmatic level, because in the world of Ukrainian
folklore the word viburnum has a nationally relevant symbolic meaning; it is always
associated with beauty, a young girl, her fate, her experiences and (often unhappy)
love. On the other hand, the translation of the word viburnum by another English
equivalent, for example, tree, would lead to a pragmatic inconsistency, as for the
English-speaking reader this plant and its name is little known and has no relevant
cultural connotations. [...] Works of Ukrainian folklore should be translated not
only on a linguistic, lexical or stylistic level, but also at a deeply conceptual level,
because the main task of translation in any form is to provide the reader with a full
understanding of the original work.?"!

CTaJ1a 03HAYATH SKEHIUHY Boobuwe u Besikyio moboss. [In folk beliefs of the Slavs [...]
the guelder-rose is a familiar symbol of virginity, beauty and love. [...] In the course of
time, the original symbolic meaning of the guelder-rose became obscure, acquiring
associations of women and love generally.] This important Ukrainian (and Slavonic)
cultural symbol is lost when kamuna is translated as cranberry, carrying very different
connotations in anglophone, especially North American, culture. On a website of the
University of Maine we read: “The highbush cranberry is actually not a cranberry at
all, though its fruit, or ‘drupes’ as they are known taxonomically, strongly resemble
cranberries in both appearance and taste. They also mature in the fall, as cranberries
do. The two plants are quite different, however. Both are native to North America,
but the highbush cranberry is a Viburnum, a member of the Caprifoliaceae, or
Honeysuckle family, in contrast to the ‘true,” or lowbush cranberry, which is a
Vaccinium, a member of the Ericaceac—Heather or Heath—family.”
https://extension.umaine.edu/cranberries/highbush-cranberry/

I Original text: PosrisHemo 0coBIMBOCTI epeKiafly TPbOX HaOLIbII CYTTEBIX
HAI[{OHAJIBHO 3a0aPBIICHUX EJIEMEHTIB, 4 CAME BJIACHE YKPATHCHKUX PeaJtiil, BIACHUX

HAa3B Ta QpPA3EOOTIIHIX OFMHHUIID. Bnacue YKPaiHChKi peanii Bi,uo6pa>1<a10Tb
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Jitf Levy identified translation as a process occurring in three stages,
namely apprehension, interpretation and re-stylisation (Levy 2011: 31).

The focus in this chapter will be on the denotation of botanical species,

212

as a sample of the translational processes of apprehension®? and

ocobimBocti camobyTHOCTI Hamoro Hapopy. ITpu nepexiazi TaKMX OFUHUI HE
3aB)KJIM MOXKHA 4/JeKBATHO [IEPESATH JEHOTATHBHO-KOHOTATUBHY CTPYKTYPY IXHBOTO
8HAYEHHS, 30eperTu Ty GpyHKIiI0, IKy BOHE BUKOHYIOTh B yKPAaiHCbKOMY TeKcTi. Tak,
Hanpukag, [lepcusans Kaugi mpu nepexnani «Jlicosoi micui» Jleci Yipainku
HepeiaB Peatiio KaJMHA aHIJIiHCbKUM CJIOBOM cranberry. ITigmina NIEHOTATy He
sabesriedye afleKBATHOCT] IIEPEKIazy Hi Ha JICKCHIHOMY, Hi Ha IIMOOKO
HParMaTUYHOMY PiBHi, ajl’Ke B YKPaiHCEKOMY (OIBKIOPHOMY CBITi CJIOBO KaJMHA M€
HAIliOHAJIPHO PEJIEBAHTHE CUMBOJIIYHE 3HAYEHHS, BOHO ACOLIIOETHCS 3aBXK/IH 3
BPOZOI0, MOJIORICTIO AIBIMHY, 3 i 1071€10, [IepeXKUBAHHAMHY, Hail4acTime 3
HEIACIMBUM KOXaHHAM. 3 iHIIOTO 601<y, TepPeKJIal CI0BA KAJIMHA aHIJTiHCbKUM
BIALOBIZHUKOM Lii€] pocvHy, HapUKIag, cioBoM snowballtree, npussis 6u go
IIParMaTHYHOI HEBIFMOBIFHOCTI, ajKe A1 aHIJIOMOBHOTO YMTa4a Lisl POC/IMHA Ta il
Ha3Ba € MAJIOBIIOMOIO i HE Ma€ BifIMOBIIHUXKYJIBTY POJIOTIYHUX KOHOTALLiH. [...]
Iepexan yKpaiHChKUX PpONBKIOPHUX TBOPIB Ma€ BifbyBaTHCA He JIMIIE HA MOBHOMY,
JIEKCUYHOMY 94 CTUIICTUMHOMY PiBHI, ajl€ ¥ Ha ruboKo TOHATIHHOMY, aI’Ke OCHOBHE
3aBJIaHHSA MIEPEKIATy B 6y,ru>-;11<01vry HOro BUTTIAAI — 320€31eYnTH HaHITOBHIIIe
PO3YMiHHA YUTa4eEM 3MiCTy OPUTIHAIEHOTO TBOPY.

2Tt follows from what has been said about the perception process that the translator
seeks to arrive at the sense of the work in three dimensions [...] The first dimension is
apprehension of the text, i.e. understanding in linguistic and literary terms. [...] Errors
can occur as a result of lexical polysemy and various false associations arising from the
verbal material. It is not unknown for translators to confuse words which look or
sound similar. [...] Apprehension of the ideo-aesthetic values of individual verbal
means and partial motifs facilitates apprehension of artistic wholes, i.e. of the realities
depicted in the work, such as the characters, the relationships between them, the
setting in which the action takes place and the author’s ideological intention. This
level of apprehension of the text is the most demanding, since both the reader and the
translator inevitably tend to apprehend the individual words and motifs atomistically;
considerable powers of imagination are required if the reader is to apprehend the
artistic reality of the work in its totality. [...] Two factors are at work in all cases of lack
of understanding on the part of the translator: (a) the translator’s inability to imagine
the reality presented or the author’s idea, and (b) invalid semantic associations
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interpretation®" performed by the respective translators of the drama.
Other considerations are discussed elsewhere in the study. It can be
noted at the outset, however, that trees and plants have symbolic
significance in this drama on a mythological plane. Without exploring at
length the dramatic intention of such mythological associations in the
work under investigation, it may be assumed that inaccurate
identification of a botanical term, or its omission, can have an impact on
the ideo-aesthetic content that reaches beyond purely technical
inaccuracy. Suffice it to note the observations of Evelina Boieva that:

traditional folklore symbols embodying aspects of the traditional Ukrainian world-
view are combined by Lesia Ukrainka with her individual values superimposed on
semantics of folk symbolism; certain botanical terms function as symbols in the
drama, the basis of figurative speech, contributing to the characterisation and to

the aesthetics of the dramatic work as a whole. 2!

prompted by the language of the original, triggered either by coincidental linguistic
similarities or by actual polysemy. The main difference between creative and
mechanical translators is that en route from the original to the translation creative
translators are able to imagine the realities they are expressing, reaching beyond the
text to identify the characters, situations and ideas that lie behind it, whereas non-
creative translators merely perceive the text mechanically and merely translate the
words. (Levy 2011: 31-34)

13 A further reason why apprehension of artistic reality is a pre-condition for an
artistically valid translation outcome is that unless the verbal material of one language
is commensurable with that of the other there cannot be a complete semantic
correspondence between the source and the translation; consequently, a linguistically
correct translation is inadequate and an interpretation is required. It is frequently the
case that the target language does not have at its disposal an expression that is as
semantically broad or ambivalent as an expression found in the original. The
translator must then specify the meaning, selecting a narrower concept, and this
demands knowledge of the reality behind the text. (Levy 2011: 38)

*!* Original text: Omxe, TpaguuiiiHa GONBKIOPHA CUMBOJIIKA — CBOEPiAH] JIeKcHaH]
KOHCTaHTH, Y AKUX 3a(iKCOBAHMIN CBITOMIAS HAPOZY, AKTHBHO BUKOPHCTOBYETbCS
Jlecero YkpalHkoo nopsAy 3 HETPAUILIHHUM, iHAKBIlyaIbHO-aBTOPCHKUM 3HAYEHHAM,

SIKE HAIIAPOBYETHCA HA HAPOJHY CUMBOJIIYHY CEMAHTHKY. ,Z[ocni,zmcyBaHi Ha3BU
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The translations of the quite extensive preambles and stage directions
found throughout the original text are as important an object of this
investigation as are the lines of the drama itself in respect of the
presentation of the natural setting and the dramatic purpose. The entire
play is set in a Volhynian forest clearing during changing seasons of the
year. Unsurprisingly, therefore, a wide range of botanical nomenclature
occurs throughout the play. Some of these terms are prominent and
meaningful in the drama not only because of their obvious presence in
the forest environment, but also because of their mythological and
folkloric connotations. The very first stage directions describe the
natural setting, mentioning the great oak which has a central dramatic
significance.

0001

Cmapewmi, eycmuil, npeaicosz'fmud atc Ha Boauni, Hocepea ALCY NPOCNOPA 244964
3 NAAKY4010 5ep63070 13 BeAUKUM NpaCAPUM ByﬁoM.

[An age-old dense primeval forest in Volbynia In its midst, an extensive dlearing with
a weeping birch and a massive, ancient oak.)

To the detriment of cognition of this vital symbol in the drama, at the
outset, Florence Randal Livesay’s translation mentions ancient oaks in

the plural.

pociH mocigaoTs ocobnuse Micue y TKaHuHi ,,J1icoBoi micHi”, mepeTBOPIOIOTHCS Ha
CHMBOJIH, CTAI04YHU 3ac00aMH 0OPa3HOrO MOBJICHHSA, 31CO0AMMU XaPAKTEPOTBOPEHHS
IIEPCOHAXKIB, OEPyTh AKTHBHY y4aCTh Y CTBOPEHHI XyAOXKHBOTO LIOr0 —

apamaruyasoro teopy. (boesa 2008: 274)
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Botanical terminology in The Song of the Forest

The Ukrainian botanical terms found in Lesia Ukrainka’s The Song of
the Forest are shown in the table below, with their English counterparts

as identified by the present author.?
The respective frequency of occurrence of these terms in the text is also

shown.

Ukrainian keyword, Latin name
216

bapginok, vinca, Vinca minor
bepesa, betula, Betula alba
bepeska

bepesouxa dim/end

BepOa, salix

Bepbuuenxa dim/end

Bepbuis dim/end

BepboBuii adj

Binpxa, alnus, Betula almus
BOJIOIIKA, centaurea, centaurea

Cyanus

rnop/rnin, Crataegus, Crataegus
Oxyacantha

rpabox, Carpinus, Carpinus
Betulus

Latin name, English common Count
name*’

vinca, periwinkle 1
betula, birch 29
convolvulus, bindweed 1
dear birch 1
salix, willow, osier, sallow 32
dear willow 1
a fair willow 1
willow 5
alnus, alder 2
centaurea bluebottle, knapweed, 1
star thistle centaurea cyanus,

bachelor’s buttons, cornflower,

bluebottle

crataegus hawthorn, thorn apple 2
carpinus, hornbeam 1

*!5 Based on comparison of data from Ipiruenko 1958 with data from Hyam and

Pankhurst 1995.

*1¢ Latin scientific terms identifying the Ukrainian common names are confirmed by

reference to Borys Hrinchenko’s Dictionary of Ukrainian http://hrinchenko.com/

(Ipirgenxo 1958).

7 The Latin scientific terms and their common names in English are taken from

Hyam & Pankhurst 1995
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Aepesiit, achillea, Achilla
Millefolium, Hypericum
perforatum

#y6. quercus, Quercus robur
ny6oBuii adj

#y6onexo dim/end

5KUTO, secale cereale
sxureuko dim/end

kanuHa, viburnum opulus
KanHOBHI adj

KJIeH, acer, Acer platanoides

KoHomi cannabis, hemp

KyKiJb, agrostemma

narartss Nymphaeaceae,
Nymphaea alba

nunosuit adj. from smma, tilia,
Filia parvifolia)

nines, lilium

Max, papaver

oxxuHa, eubatus, Rubus
fructicosus

oxrHOBUH adj. from oxxuHa

ocuka, populus tremula
0COKa, carex

O4YEPET, eragrostis, fragrites
ouepersauii adj from oueper)
npoiicka, scilla

MIIEHUII, triticum

nmenundenska dim/end
POXKa, JHKa

poxxesuii adj
POYXKEBITU V

pomeH (pomatuka), matricaria

achillea, yarrow, milfoil

quercus, oak

oak(en)

dear old oak

rye

the rye we love

viburnum opulus, guelder-rose
viburnum opulus, guelder-rose
acer, maple

cannabis, from the Greek name for
this plant, kannabis
agrostemma, corncockle
Nymphaeaceae, The water-lily
family

tilia, lime, linden, basswood

lilium, lily

papaver, poppy

bramble, rubus fruticosus, rubus
ulmifolius

bramble, rubus fruticosus, rubus
ulmifolius

populus tremula, aspen

carex, sedge

reed(s), eragrostis, love grass
eragrostis, love grass

scilla

triticum, Classical Latin name for
wheat

ear of wheat

wild rose

pink, rosy

to turn pink, rosy

matricaria. “A genus of S species of
weedy annual or perennial herbs
allied to the genus

312

—
W = NN = o = NN

—

—

— = N\



pyresnuit adj from pyra, ruta.

(Ruta graveolens L.)

pcka, lemna, lemna minor,
triculea

CiKHAT, Cyperaceae

cMepek, pinus abies
con-Tpasa, pulsatilla patens
Anemone, (genus Anemone)

cocxosuit adj

TEpEH, prunus spinosa
TepIIMY/TUPIINY) gentiana
TepHUHA

TepHOBUi1 adj

Tpasa

tpasuus dim/end

xminp, humulus, Humulus

lupulus L.)

Chrysanthemum. Matricaria
chamomilla is known as camomile
(US chamomile): a well-known
medicinal plant species from the
Asteraceae family often referred to
as the ‘star among medicinal
species.”” (https://www.ncbi.nlm.ni
h.gov/pmc/articles/PMC3210003/)

rue

lemna, duckweed, duckmeat, frog’s
buttons

cyperaceae. The sedge family
“Cyperaceae, sedge family of
monocotyledonous flowering
plants, a division of the order
Poales. The Cyperaceae are grasslike
herbaceous plants found especially
in wet regions throughout the
world.” https://www.britannica.co
m/plant/Cyperaceae)

pinus pine

pasque flower, pasqueflower or
windflower. “The term
pasqueflower (from Old French
pasque, Easter) refers to such floral
emblems of Easter as A. patens, A.
pratensis, and A.

pulsatilla.” https://www.britannica
.com/plant/anemone#ref106009)
pine

blackthorn

gentiana, gentian

blackthorn

thorny

grass

soft grass

humulus, hop
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siBip, acer pseudoplatanus acer pseudoplatanus, sycamore, 1
great maple, Scottish maple

sceHb, Fraxinus, Fraxinus excelsior  ash, Fraxinus 5

200

Denotation of botanical species and their treatment
in the five translations

In the main—as presented in tabular form below—analysis of the
treatment of botanical terms in the translation corpus shows
considerable accuracy and consistency on a denotational level, but
divergences are found in a number of cases. These variations can be
classified under three types of translational tendency affecting their
rendering in English, namely generalisation, omission and
misapprehension or misinterpretation. These tendencies, as may be
expected, vary in their foci and extent in the respective English versions.
For the purposes of the present chapter, a comparison of the five
translations will be drawn on the basis of these variations.
Generalisation involves the replacement of specific botanical terms by

218)

general lexis such as zree (or its parts—trunk, branch, twig”'*), parts of

bushes (berries), the generic term grain for a specific cereal crop (rye),
shoot, flowers, vegetation, even green or simply the pronoun 7¢. Regarding
generalisation, Jiff Levy (Levy 2011: 107-108) writes:

Lexical impoverishment occurs very frequently in cases where a translator selects a
more general word, which is less vivid and vibrant. According to the Czech writer
Ivan Olbracht, the first rule is that a writer should not say a bird sat on a tree but a
bunting sat on an alder [...]. The word tree evokes a very pale, vague notion—any
long-lived tall wooden plant with a crown, but of indeterminate appearance,
because we are familiar with trees of many different shapes. An alder, on the other
hand, evokes a very clear notion; we can recall the shape of its leaves and its crown,

18 The literary technique of representating something by one of its parts
(synecdoche) is treated as a form of generalisation.
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the colour of its bark, its typical height etc. There is a similar distinction between a
bird and a bunting. The first sentence is therefore composed of more general
vocabulary, i.e. more abstract words which are semantically and emotionally weaker
and therefore usually have less artistic impact. On the other hand, the sentence a
bird sat on a tree is composed of more familiar, more common words. The concept
tree denotes many more actual objects than the concept alder, since alder is only
one of many varieties of trees; therefore the word tree is more frequently used than
the word alder, and it is more common and more familiar.

Omission of botanical terms may have been motivated by stylistic
considerations such as the avoidance of repetition, but translators
should beware of “improving” the source, where repetition may actually
have important stylistic functions, requiring it to be preserved in
translation. Jiff Levy (2011: 62) notes:

Charles Dickens was fond of frequently repeating syntactic patterns or emphatic
words. Today, such mechanical repetition is considered a stylistic primitivism, but
in Dickens it is also important for the emotive structure of the work, because
excessive emphasis on certain impressions is closely connected with Dickens’s
typical pathos and sentimentality. It is therefore necessary to preserve it, but in an

aesthetically acceptable manner.?"”

Ultimately, it is not possible to reliably explain particular cases of
generalisation or omission even if one could make enquiries of the
authors, whose recollections of translational decisions could well be hazy

> In a corpus linguistics based study, Keisuke Koguchi (2007: 25) finds that:

in The Tale of Two Cities, Dickens deliberately exploits the technique of repetition
with great artistry in order to individualize characters, to make creative use of
conventional symbolic meanings, to prefigure future events, and to convey the main
themes of the novel, such as fate, resurrection, and contrast, to the minds of the
reader. The novelist’s use of repetition for the stylistic effects of emphasis and irony
can also be found in his other novels. However, in A Tale of Two Cities, the
repetitions of words and phrases are well organized and structurally used, and thus
have the obvious function of creating a strong sense of unity in the structure of the
novel. kkoguchi@jasuda-u.ac.jp
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or non-existent; the features concerned may have resulted from the
editing process as deliberate or accidental deletions, even, possibly,
outside the control of the authors. Some omissions may have been
unintentional, whereas the translation by Virlana Tkacz and Wanda
Phipps was a deliberate adaptation for the purposes of a particular stage
production. Cases of perceived misapprehension or misinterpretation
may be considered the most significant for the cognition of the work,
with the greatest resultant impact on cultural transfer; they will be
discussed individually from these standpoints.

Whatever the cause of the tendencies mentioned, the purpose of the
present descriptive analysis is essentially to observe and compare the texts
empirically, rather than to explain or criticise them.

Generalisations of botanical terms

More frequently than any of the other translators, i.e. in a total of 22
cases, Percival Cundy substitutes general concepts or synecdoches for
specific botanical terms found in the source text. The generic term tree
stands for 6epesa [birch], for sepba [willow] and for epa6 [hornbeam];
other field flowers stands for bepeska [bindweed] and for pomen
[camomile]; vegetation stands for pymesnuii [rue]; water plants for
cixnge [sedge]; and weeds for ocoxa [sedge]. Synecdoches are twig for
sepba [willow] and for ocuxa [aspen], branches for bepesa [birch] and
trunk for dy6 [oak].

The translation by Florence Randal Livesay exhibits substantially
fewer generalisations (9) than that by Percival Cundy (22 cases), the
generic term tree representing oak or willow (6), the pronoun 7 referring
to oak (1), aquatic plants standing for duckweed (1) and the synecdoche
trunk standing for a birch tree (1).

The translation by Gladys Evans also exhibits 10 cases of
generalisation. She translates the wzllow as simply tree or trees in three
cases, the oak once by the pronoun 7z, the cereal crop rye once by the
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generic term grain; guelder-rose berries are generalised in 2 occurrences,
anonymously, as just berries.

Vera Rich avoids replacement of botanical terms by generalised lexis
almost completely; the only occurrence is branches as a synecdoche of
oak, where this translation is, given the context, a clarification or
explicitation.

The number of generalisations of botanical terms in the version by
Virlana Tkacz and Wanda Phipps rises again (17), though they are still
fewer than in DPercival Cundy’s earlier translation (22). The
generalisations tree and berries again feature in this version. The

following tables list all cases of generalisation in the five translations.

Generalisations: Percival Cundy (22)

keyword  English common name  Percival Cundy id

bepesa birch tree 1043
bepesa birch tree 1172
bepesa birch tree 1183
bepesa weeping birch their branches 1170
bepeska bindweed other field flowers 2083
Bepba willow tree 1232
Bepba willow tree 1232
Bepba willow tree 1235
Bepba willow tree 1242
Bepba willow tree 3140
Bepba willow tree 3144
Bepba willow tree 3147
Bepba willow tree 3149
Bepba willow twig 3082
rpab hornbeam tree 2047
ny6 oak the trunk 1151
KaJTMHA guelder-rose berries nosegay 3039
OCHKa aspen twig 1009
0COKa sedge weeds and reeds 0023
pomeH camomile other field flowers 2083
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PYTBAHUM

CIKHAT

of rue

sedge

vegetation

water plants

Generalisations: Florence Randal Livesay (9)

keyword
bepesa
Bepba
Bepba
Bepba
Bepba
ny6

myb

ny6

pACKa

English common name  Florence Randal Livesay

birch
willow
willow
willow
willow
oak
oak

oak

duckweed

trunk
tree
tree
tree
tree
it
tree
tree

aquatic plants

Generalisations: Gladys Evans (10)

keyword

Bepba
Bepba
BepOuILA
BepbOBUIT
ny6

YKUTO
KaJIMHA
KaJIMHA
O)KHHA

CIKHAT

English common
name

willow

willow

willow

willow

oak

rye

guelder-rose berries
guelder-rose berries
bramble

sedge

Gladys Evans

tree
trees

tree
shoot

it

grain
berries
berries
branches
weeds

Generalisations: Vera Rich (1)

keyword
ny6

English common name

oak

Vera Rich
branches
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0033

1171
1232
1235
1242
3146
1016
1073
1151
0001

id

1103
1235
3188
3135
1016
2125
3036
3039
3174
0033
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Generalisations: Virlana Tkacz and Wanda Phipps (17)

keyword English common name  Virlana Tkacz € Wanda Phipps  id

bepesa birch tree 1043
Bepba willow tree 1234
Bepba willow tree 1235
Bepba willow tree 1235
Bepba willow tree 1235
Bepba willow twig 3082
Bepba willow tree 3133
BepbOoBHIt willow shoot 3135
ny6 oak tree 1016
ny6 oak tree 3089
Ka/luHa guelder-rose berries berries 3036
KaJIMHA guelder-rose berries berries 3039
kamHoBuit | guelder-rose berries red berries 3002
PyTBAHMIA rue green 1001
CiKHAT sedge water weeds 0033
TpaBa grass ground 2223
SCEHb ash tree 1083

Semantic/terminological shifts/variation

After generalisation, the next translational tendency observed across the
five translations in differing degrees is that of lexical shifts. Some lexical
variations represent cultural or botanical differences between Europe
and North America, but sometimes apparently accidental slips occur, or
there is even a sheer failure of apprehension or interpretation of the
source in some cases; a prominent example of the failed cultural transfer
which may result is the treatment of the highly symbolic xasuna,
rendered as cranberry.

319



[ranslation shifts of botanical terms: Percival Cundy

Percival Cundy translates 6apsinox [vinca, periwinkle]* as myrtles,
which is an alternative common name, sometimes met in the United
States, otherwise lesser periwinkle or dwarf periwinkle, scientifically a
different botanical sub-species (vinca minor). Percival Cundy’s
translation of xauuna is a case of failure of cultural transfer,
misrepresenting xa1una [guelder-rose], culturally highly significant in
Ukraine and the wider Slavonic world, as cranberry or cranberry tree.
The source of this rendering is the term highbush cranberry, which is in
fact not a cranberry. Distinct from the Ukrainian xasuna, (highbush
cranberry), lowbush cranberries are cultivated mainly in North America
and Chile. The cultural associations are very different; cranberry sauce is
associated with Christmas dinner in the United Kingdom, and
Christmas and Thanksgiving dinners in the United States and Canada.
The tree known in Ukrainian as xuex (acer) is commonly called in
English maple. Percival Cundy translates it as plane, the scientific term
for which (in Latin) is platanus. He may have in mind a North American
species of the plane tree called the sycamore maple (Acer
pseudoplatanus). But note that Ukrainian s6:p [acer pseudoplatanus,
sycamore)], is translated by Percival Cundy as maple. Acens [fraxinus,
ash] is also rendered by Cundy as maple. There seems to be no scientific
justification for the translation of Ukrainian xyxize [agrostemma,
corncockle] as daisies. As its name suggests, it is a weed of cereals.”!
Ukrainian omuna [eubatus, bramble] is the blackberry bush, commonly
called bramble. The connotations of the North American dewberry

0 Vinca (Latin: vincire “to bind, fetter”) is a genus of flowering plants in the family
Apocynaceae, native to Europe, northwest Africa and southwest Asia. The English
name periwinkle is shared with the related genus Catharanthus (and also with the
common seashore mollusc, Littorina littorea).

»! Agrostemma are upright annuals with narrow, opposite leaves and solitary, 5-
petalled, open trumpet-shaped flowers with long calyx lobes showing between the
petals.(https://www.rhs.org.uk/plants/47005/Agrostemma-githago/Details)
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found in Percival Cundy’s translation in two occurrences are
incompatible with the context (they are identified in the original as
bramble bushes).”* Although dewberries are closely related to
blackberries, they grow on small trailing (rather than upright or high-
arching) brambles.?”

Cases of denotational misapprehension by Percival Cundy are
examples of his confusion of birch and willow and his mistranslation of
ocoxa [carex, sedge grass] as aspens, a misreading or confusion with ocuxa

[populus tremula, aspen].

Translation shifts of botanical terms: Florence Randal Livesay

The scientific name for epat is carpinus, i.e. hornbeam, a hardwood tree
in the flowering plant genus Carpinus in the birch family Betulaceae.”*

22(3171) Konu Hagxoputs GivdK4e | CIMHAETHCA B11sL 0)KMHOBHX KYILiB, IO POCTYTH
HEJIATIEKO Bifi TTOXKapHIIa, TO BUITPOCTYETBCA, i TOi BUHO ii 3MapHie obmuays,
nopibue go Jlykamesoro. [As she comes closer and pauses by some bramble bushes
growing near the scene of the fire, she straightens up and her emaciated face can be
seen, a likeness of Lukash.] According to Evelina Boieva (boesa 2008: 272), in the
botanical term oxxuna [bramble] through associations with pain, blood and fire, the
dominant symbolic meaning is sadness.

3 Dewberry (Rubus species). Dewberry plants are low-growing perennials and are
often heavily armed with prickles. The leaves are palmately compound, usually with
three to five toothed leaflets, and are arranged alternately along the stem. Arching
stems that touch the ground often sprout roots at the tip, allowing the plant to spread
vegetatively. Unlike most other brambles, the plants are frequently dioecious,
meaning individuals are either male or female. The flowers are usually white with five
petals and feature numerous stamens or pistils, depending on the sex. The delicate
fruit is not a true berry but rather an aggregate of druplets and ripens to purple or
black. (https://www.britannica.com/plant/dewberry)

** Common hornbeam is a deciduous, broadleaf tree which has pale grey bark with
vertical markings, and sometimes a short, twisted trunk which develops ridges with
age. The twigs are brown-grey and slightly hairy and the leaf buds are similar to beech,
only shorter and slightly curved at the tips. Mature trees can reach a height of 30m
and live for more than 300 years. (https://www.woodlandtrust.org.uk/trees-woods-
and-wildlife/british-trees/a-z-of-british-trees/hornbeam/)
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The hornbeam is denoted by this translator as e/m [ulmus],* which is
Ukrainian 6%93,* perhaps because elm is more familiar to English-
speaking readers.

Florence Randal Livesay appears to be unfamiliar with yarrow, or she
wishes to use the Ukrainian word depes:zi, perhaps in the belief that this
is a plant identified particularly with Ukraine. In four occurrences,
Florence Randal Livesay translates xasuna [viburnum opulus, guelder-
rose], misleadingly, as cranberry, as does Percival Cundy (mentioned
above). In five further cases, she adopts a foreignisation strategy,
rendering the Ukrainian term in transliterated form (ka/ina). It may be
noted that the powerful symbolic significance of the guelder-rose in
Ukrainian culture is shared by other Slavonic cultures. Ukrainian oncuna
[eubatus, bramble] is the blackberry bush, commonly called the bramble
bush. The North American thimble-berry found in Florence Randal
Livesay’s translation in two occurrences is incompatible with the
original. The thimble-berry—its scientific name is rubus parviflorus—
has no prickles, a characteristic which markedly distinguishes it from
omuna, the bramble bush.* Aspen is a species of poplar and this
translator prefers the more generic term poplar over aspen as the
counterpart of ocuxa [populus tremula, aspen]. For ocoxa [carex, sedge
grass] she selects a term perhaps more familiar to the reader than sedge—
bulrushes.*®  She translates pomern [camomile] as large daisies—a

5 Elm, (genus Ulmus), genus of about 35 species of forest and ornamental shade
trees of the family Ulmaceae, native primarily to north temperate areas.
(https://www.britannica.com/plant/elm-tree)

26 B'as, Hepeso Basb, Ulmus. (http://hrinchenko.com/slovar/znachenie-slova/8358-
vjaz.htmlgshow_point)

7 Rubus parviflorus. Common name: thimbleberry. Deciduous shrub, erect or
scrambling, to 3-8 ft tall, “unarmed” (no prickles).
(https://landscapeplants.oregonstate.edu/plants/rubus-parviflorus)

8 Bulrush, Any of the annual or perennial grasslike plants constituting the genus
Scirpus, especially S. lacustris, in the sedge family, that bear solitary or much-clustered
spikelets. Bulrushes grow in wet locations, including ponds, marshes, and lakes.
(https://www.britannica.com/plant/bulrush)
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common description of the plant known as camomile. For pscka [lemna,
duckweed] the translator prefers the generic term algae to the specific
and more expressive duckweed.*® Crocus (actually prairie crocus) is a less
usual counterpart of cor-mpasa [pulsatilla patens, pasque flower], more
commonly known as pasque flower or anemone.” Instead of translating
the Ukrainian term mepany [gentiana, gentian], Florence Randal
Livesay again adopts a strategy of foreignisation, transliterating mepiuy
as terlych and adding the obscure counterpart catch-fly. The rendering
hemp braid for xmisp [humulus, hop] seems to be caused by
misapprehension. AJsp [sycamore] is translated as maple. Florence
Randal Livesay mis-translates #a 6epesi as on the shore instead of on the
birch tree. This is a case of failure to interpret correctly a homograph in
context.

[ranslation shifts of botanical terms: Gladys Evans

There are two cases of confusion of 6epesa [birch] and sepba [willow].
As does Florence Randal Livesay, Gladys Evans renders 2pa6 [carpinus,
hornbeam] as e/m. Gladys Evans appears to misread depesii [yarrow],
confusing it with depeso [wood]. For packa [lemna, duckweed], both
Florence Randal Livesay and Gladys Evans prefer the generic term algae
to the specific and more expressive duckweed.” Asip [sycamore] is
translated as maple.

* Lemna is a genus of free-floating aquatic plants from the duckweed family.

>0 Pulsatilla patens is a species of flowering plant in the family Ranunculaceae, native
to Europe, Russia, Mongolia, China, Canada and the United States. Common names
include Eastern pasqueflower, prairie crocus, and cutleaf anemone.

»! Lemna is a genus of free-floating aquatic plants from the duckweed family.
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[ranslation shifts of botanical terms: Vera Rich

Vera Rich translates ka1una as guelder-rose or guelder-rose berries; it is
unclear why she renders it in one case as 7owan. The tree known in
Ukrainian as xuen (acer) is commonly known in English as maple. As
does Percival Cundy, Vera Rich translates it as plane, the scientific term
for which (in Latin) is platanus. They may have in mind a North
American species of the plane tree called the sycamore maple (Acer
pseudoplatanus). But note that Ukrainian s6p [acer pseudoplatanus,
sycamore], is translated by Vera Rich, as also by Percival Cundy and
Gladys Evans, as maple:

There are some denotational errors, presumably unintentional: ocoxa
[sedge], apparently misread as ocuxa [aspen] and two cases of confusion
of birch and willow.

Translation shifts of botanical terms: Virlana Tkacz and Wanda Phipps

As does Percival Cundy, Virlana Tkacz and Wanda Phipps translate
bapsinox [vinca, periwinkle] as myrtle, which is an alternative common
name, sometimes met in the United States, otherwise lesser periwinkle or
dwarf periwinkle, scientifically a different botanical sub-species (vinca
minor). As do Florence Randal Livesay and Gladys Evans, Virlana Tkacz
and Wanda Phipps render 2pa6 as elm. In four occurrences, Virlana
Tkacz and Wanda Phipps translate xasuna and xaaurosuii as berry bush
or berry tree. Ocoxa [sedge] is translated once as reeds, which is in
Ukrainian owepem, and once as aspen, by confusion with ocuxa. The
Ukrainian term ouepem [reeds] is mistranslated, perhaps deliberately, for
effect, as marsh or swamp: Wheat is confused with rye, and there is
confusion of birch and willow.

The following tables list all cases of translation shifts of botanical terms
in the five translations:
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Shifts: Percival Cundy (21)

keyword

Gapsinok

bepesa, maxyda

Bepba
KaJIMHA
KaJIMHA
KaJIMHA
KaJIMHA
KaJIMHA
KaJIMHA
KaJIMHOBUI

KaJTMHOBUI

KJIEH
KOHOMILII
KyKiJib
O)KMHA
O)KUHOBUI
0COKa
odeper
TpaBa

ABIp

ACEHDb

English
periwinkle
weeping birch
willow
guelder-rose
guelder-rose
guelder-rose
guelder-rose
guelder-rose
guelder-rose
guelder-rose
guelder-rose
berries
maple
hemp
corncockle
bramble
bramble
sedge

reeds

grass

sycamore

ash

Percival Cundy

myrtles
willows

birch
cranberries
cranberry
cranberry
cranberry tree
cranberry tree
cranberry tree
cranberry
cranberry

plane
offal
daisies
dewberry
dewberry
aspens
water
ground
maple

maple

Shifts: Florence Randal Livesay (27)

keyword
bepesa
rpab
nepesin
Ka/luHa
KaJuHA
Ka/luHa
KaJuHA
Ka/luHa

KajyuHa

English
birch
hornbeam
yarrow
guelder-rose
guelder-rose
guelder-rose
guelder-rose
guelder-rose

guelder-rose

Florence Randal Livesay

shore

elm

derevy
cranberry
cranberry bush
cranberry bush
kalina

kalina

Kalina
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3027
0001
2178
3036
1101
2200
1075
1214
2203
1006
3002

1101
3028
2083
3174
3171
1170
1232
1156
1101
2200

id

2096
2047
2096
1075
1101
2203
1214
2200
3036



KaJInHa

KaJIMHOBUI

KaJTMHOBUI

O)KMHA
O)KUHOBUI
OCHKa
OCHKa
OCHKa
OCHKa
0COKa
0COKa
pomeH
pAcka
COH-TpaBa
Tepaud
Tepaud
XMisTb

ABIp

guelder-rose
berries
guelder-rose
guelder-rose
berries
bramble
bramble
aspen

aspen

aspen

aspen

sedge

sedge
camomile
duckweed
pasque flower
gentian
gentian

hop

sycamore

Shifts: Gladys Evans (10)

keyword

bepesa

bepesa

rpab

nepesin

KyKiJIb

pomen

pricka

psicka
TepHU-barpakn

ABIp

English

birch
weeping birch
hornbeam
yarrow
corncockle
camomile
duckweed
duckweed
blackthorn

sycamore

Kalina

cranberry
Kalina

thimble-berry
thimble-berry
poplar

poplar

poplar

poplar
bulrushes
poplar

large daisies
algae

crocus
terlych
terlych, the catch-fly
hemp

maple

Gladys Evans

a golden willow
weeping willows
elm

wood

pink roses

white daisies
algae

algae
woodbines

maple
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3039

1006
3002

3174
3171
1009
1016
1101
1170
0023
1170
2083
0034
0003
1016
1009
2195
1101

id

1073
1170
2047
2096
2083
2083
0001
0034
3175
1101



Shifts: Vera Rich (6)

keyword
bepesa
BepbOoBHIt
KaJluHa
KJIEH
0coKa

ABIp

English
birch
willow
guelder-rose
maple

sedge

sycamore

Vera Rich id

willows 1170
birch 3182
rowan 2203
plane 1101
aspen 1170
maple 1101

Shifts: Virlana Tkacz and Wanda Phipps (16)

keyword
GapBiHOK

bepesa

bepesa,
TTaKy4a
rpab
KaJTMHA
KaJIMHA
KaJIMHA
KaJIMHOBUH
OCOKa
0COKa
ogeper
odeper
ogeper
odeper
IPOJTiCKH

MNIIEHUYCHbKH

English
periwinkle
weeping
birch
weeping
birch
hornbeam
guelder-rose
guelder-rose
guelder-rose
guelder-rose
sedge

sedge

reeds

reeds

reeds

reeds

scilla

wheat
(diminutive)

Virlana Tkacz € Wanda Phipps
myrtle
weeping willows

weeping willow

elm
berry bush
berry tree
berry tree
berry tree
aspen
reeds
marsh
marsh
marsh
swamp
primrose

rye
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id
3027
1170

0001

2047
1075
1101
2200
1006
1170
0023
1070
1215
1215
1225
0003
2086



Omissions of botanical terms

After generalisation and semantic/terminological variation, a further
translational tendency is sheer omission, deliberate or accidental, of
botanical terms found in the source text. Such omissions by the
respective translators are listed here:

Omissions: Percival Cundy (8)

keyword English common name  Percival Cundy  id

Bepba willow [.-.] 1235

Bepba willow [...] 1235

pomomka  cornflower [.-.] 2083

ocuKa aspen [.] 1016

Tepind gentian [...] 1016

TepHoBuit  thorny [.-.] 3013

TpaBa grass [...] 2223

TpaBuns  grass (diminutive) [.-.] 1127

Omissions: Florence Randal Livesay (16)

keyword English common name  Florence Randal Livesay id
bepesa birch [...] 1138
bepesa birch [..] 1170
bepesa birch [...] 1172
bepesa birch [..] 1183
Bepba willow [...] 1103
Bepba willow [..] 1232
Bepba willow [...] 1234
ny6 oak [...] 1151
ny6 oak [..] 1151
SKATO rye [...] 1118
YKUTO rye [..] 2209
poxa, puka  wild rose [...] 1020
TepHoBuil  thorny [..] 3013
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TpaBa grass [...] 1156
TpaBa grass [.-.] 1213
TpaBa grass [...] 1213

Omissions: Gladys Evans (3)

keyword English common name ~ Gladys Evans  id

xuredko  rye (diminutive) [..] 2090
SKUTO rye [...] 2083
pyrBsimit  of rue [...] 1001

Omissions: Vera Rich (8)**

keyword English common name  Vera Rich id

bepesa birch [..] 2200
Bepba willow [.-.] 1235
Bepba willow [...] 2200
YKUTO rye [..] 2108
KaJIMHA guelder-rose [.] 1214
KaJIMHA guelder-rose [..] 2200
poxa, puka  wild rose [...] 2200
SCEHDb ash [..] 2200

Omissions: Virlana Tkacz and Wanda Phipps (22)>*

keyword English common name  Virlana Tkacz € Wanda Phipps  id
bepesa birch [.] 1184
bepeska bindweed [.--] 2083

2 There are just two specific cases of omission by Vera Rich of botanical terms from
a phrase or sentence. Six of the eight examples are cases of omission of all or part of
the given dialogue turn. The latter may have occurred, by accident or design, during
the publisher’s editorial procedures.

33 The substantial number of omissions in the version by Virlana Tkacz and Wanda
Phipps is evidently an intentional feature of this translation as an adaptation by its
authors for their stage performance.
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Bepba willow [..] 3146
ny6 oak [.-.] 1151
SKUTO rye [..] 1118
YKUTO rye [..] 2108
SKUTO rye [..] 2209
KaJIMHA guelder-rose [..] 1214
KaJIMHA guelder-rose [.-.] 2203
koHommt  hemp [.] 2082
KyKLJIb corncockle [.-.] 2083
O)KHHA bramble [.] 3174
odeper reeds [..] 1020
odeper reeds [...] 1232
odeper reeds [.-.] 2083
pomeH camomile [...] 2083
psicka duckweed [..] 0001
teproBuit  thorny [...] 3013
TpaBa grass [.-.] 1070
TpaBa grass [...] 1156
TpaBa grass [...] 1213
TpaBuns  grass (diminutive) [.--] 1127

Summary of the treatment of botanical terms

The translational tendencies observed in the treatment of botanical
terms in the five translations are identified as generalisation of specific
terms, semantic shifts (errors of apprehension, misinterpretation or
significant alteration of meaning) and omissions. A summary statistical
comparison of the features identified in detail above shows that the
translations by Gladys Evans and Vera Rich are the least controversial in
terms of apprehension and interpretation of botanical terminology:
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Translators generalisations  shifts  omissions %73

Vera Rich 1 6 8 7.5
Gladys Evans 10 10 3 11.5
Percival Cundy 22 21 8 25.5
Florence Randal Livesay 9 27 16 26.0
Virlana Tkacz & Wanda Phipps 17 16 22 27.5

Botanical Terms: Generalisations, Shifts and Omissions

Percival Florence  Gladys Evans VeraRich VirlanaTkacz
Cundy Randal Livesay & Wanda
Phipps

W Generalisations M Shifts B Omissions

The summary shows a marked decline in generalisation tendencies
between the first translation, by Percival Cundy, and the fourth, by Vera
Rich. As noted elsewhere in this volume, the editorial process at the
Ukrainian Review appears to be responsible for omissions from Vera
Rich’s published text. The abridgements by Virlana Tkacz and Wanda
Phipps are a feature of their editing process for a particular stage
production, but they are relevant to questions of the reception of the
work by the reader and the theatre audience. The cases of semantic
variation in the five translations are perhaps the most crucial in respect
of issues of cultural transfer; these need to be seen in their respective
contexts for closer assessment. A particularly prominent case is that of
kamuHa [guelder-rose], identified accurately only by Gladys Evans and

34 overall percentage loss in 200 occurrences of botanical terms
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Vera Rich. The single case where Vera Rich translates this culturally
significant term as rowan rather than guelder-rose as elsewhere is

puzzling, however.
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CONCLUSION:
A COMPARATIVE SUMMARY
OF FIVE TRANSLATIONS

In the main, the five translations investigated convey the ideo-aesthetic
content of the original Ukrainian drama fully, though with varying
stylistic approaches. However, certain translational tendencies departing
from a perceived norm can be observed in the treatment of selected lexis
(mythological names, colour terms, diminutive/endearment terms and
botanical terminology). These tendencies involve loss of denotational or
connotational content. Occasionally, complete omission of translation
counterparts is also found.

The means used to convey the identities and roles of mythological
characters in the drama are compared from a functional-stylistic
standpoint. In this respect, the translations vary quite markedly. It is
difficult, indeed perhaps undesirable, to attempt to quantify variations
concerning this aspect of the work; instead, descriptive evaluations of the
respective treatments are offered. The names of the mythological
dramatis personae are treated in various ways, combining successful and
less successful strategies. The stage directions introducing the characters
on their first appearance may be more important than the adopted
counterparts of their names.

In the case of colour terms, the translation counterparts are generally
self-evident, but in some cases they do not fall within the range of
expected equivalents. Considerations of folk-style connotations of
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beauty conveyed by the achromatic terms 6i.uus (literally white) and
yopuuii (literally black) in certain contexts do come into play. The
respective translations vary in their treatment of such cases, principally
where descriptions of the human body or its parts are involved. The
examples are not numerous, and they have been discussed case by case in
the chapter on colour terms. Errors of apprehension or interpretation
are rare; more prevalent are cases of total or partial omission of semantic
or functional-stylistic content. Ukrainian achromatic terms (voprnui
[black] and 67.4us [white]) are, in certain contexts in this drama, linked
to folklore-based connotations. The respective translations of colour
terms differ in the extent to which they transfer such cultural messages;
these variations are evaluated on a broadly quantitative basis, as follows:
adequate/partial/zero transfer of denotation/connotation.

In the case of diminutive/endearing terms, the discussion of
individual cases and the summary quantitative comparisons show
considerable variations in the translation strategies. The intention to
express endearment or other emotive content through this functional-
stylistic feature, prominent in The Song of the Forest, is not consistently
conveyed in the translations. The extent to which endearing
components of diminutive/endearing lexis are conveyed by translation
counterparts, or indeed omitted, has been broadly assessed and
compared quantitatively in respect of the five versions. The summary
quantitative comparison of diminutive/endearing terms in the five
translations shows that there has been a positive development over time.
Percival Cundy tends to use highly formal terms, including the archaism
grandsire, while Florence Randal Livesay seems not to fully understand
the meaning and function of diminutive/endearing lexis in this work, as
she typically invokes the adjective /ittle in inappropriate collocations
such as little grandfather, little auntie etc. The more recent translations,
by Gladys Evans and Vera Rich, pay closer attention to this aspect of the
ideo-aesthetic content, with an evident closer understanding of its
functions and its importance in the fairy drama genre.
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The use of botanical terminology is mostly straightforward, but some
(possibly unintentional) inaccuracies are found. Cases of generalisation
occur, where specific botanical names are replaced by generic terms. The
respective translations are, in this area also, evaluated in quantitative
terms. A pattern of historical progression can be observed in the
treatment of botanical terms, some of which have important
mythological and folk style connotations. A summary quantitative
assessment focuses on the extent to which this lexis is fully conveyed,
partially conveyed, undergoes a translation shift altering the meaning, or
is omitted. The versions by Gladys Evans and Vera Rich are again
cognitively the most perceptive regarding botanical terminology.
Overall, there is a welcome progressive decline in tendencies to
generalisation and omission between the first translation, by Percival
Cundy, and the fourth, by Vera Rich.

A broad assessment of the extent to which the respective translations
convey the ideo-aesthetic content of the selected features of Jicosa nicns
[The Song of the Forest] finds, with isolated exceptions, general
semantic accuracy on a denotational level in all versions. It is found,
however, that there are many cases of omission of words or phrases, or
omission of some of their denotational or connotational meanings.
There are also cases where important connotational meanings are
misrepresented, to the detriment of cultural transfer.

The question of omissions is a partially obscure one, as it may be
suspected that at least some of them are the result of unintentional slips
or of editorial intervention beyond the control of the translator. This is
particularly noticeable in the case of Vera Rich’s translation, in which
some dialogue turns are entirely missing. On the evidence of her
translation as a whole, which carefully follows the source text, it is
unlikely that these omissions are deliberate; it is more likely that they are
attributable to the editorial process at the Ukrainian Review, as the
published text also contains a number of obvious misprints. The
versions by Gladys Evans and Vera Rich can be seen to convey the ideo-
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aesthetic content of the selected features more carefully than the
previous translators.

The translation by Virlana Tkacz and Wanda Phipps cannot be
directly compared with the previous versions, as it has its own particular
skopos—purpose and strategy—as mentioned above. It stands apart, as a
version carefully written for a stage production with its own clear
criteria, demanding adaptations. Virlana Tkacz herself points out that

25 which means that

everything must be “crystalline clear on stage,”
speakability and immediate comprehension of actors’ lines take
precedence over stylistic and semantic considerations. To compare such
a translation with the others, believed (as they contain no indication to
the contrary) to be intended as literary works for reading in the first
place, without particular regard for stage productions, would be to
compare chalk with cheese. Nevertheless, the impact of the skopos of this
version on the transfer of cultural values can be observed at the level of
individual extracts from the text, focusing on the omission of certain

ideo-aesthetic content.

25 https://www.youtube.com/watch?v=iZpROckfqzU 6.26-6.48
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APPENDIX: Text of the drama Jlicoa nicHg >

Jleca Ykpainka
Apama-peepia B 3 piax

Cnuc aisuis «JlicoBoi nicHi»:

Mponor

«Toi, mo rpebai pee»
ITorepuara (aBOE)
Pycanxa

Bopsanuk

Aia 1

Janbko Jles

Jlykam

Pycanxa

JlicoBuk

Maska

ITepenecank
Iponacuurs (6e3 MmoBu)
ITorepuara.

Kyups.

8 Ukrainian text and numerical sequence as published in Ukrainka 2021.
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Aia 2

Matu Jlykamesa

Jyxam

Hanbko Jle

Magxka

Pycanxa ITonposa
Kumuna

Pycanxa

«Tom, mo B cKaJli CUIATE»
ITepenecank

Hisa 3

Maska

JlicoBux

Kymp

3nupHi

Matu Jlykamesa
Kununa
Xnomuuk
Jyxam

Jitn Kununusi (6e3 mosn)
Homns
ITepenecanx

0000 Mponor

0001  Cmapesnuii, 2ycmuii, npedxosiunuti aic Ha Boauns.
Ioceped aicy npocmopa 2as264 3 naaxy4ow bepesow i 3
BCAUKUM NPACRAPUM 0YOOM.

121564 ckpar nepexodums 8 Kyn's ma ouepemu, a 8 00HoMYy
Micyi 8 po-3eaey 0pazosury — mo bepean 41c08020 03¢pa, w40
YIMBOPULOCE 3 A1C08020 CLPYMKA.
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0002

0003

0004

0005

0006

Cmpymox moii 6ubizace 3 2ymasunn 4icy, 8na0ae 8 03¢po,
nomim, no opy2im 6ouyi 03epa, 3108 BUMIKAE L 2Y0umpcs 8
XAWAX.

Came 03epo — mux0800e, 8Kpume packon ma Aamammamt,
ANE 3 LUCTRUM TLAECOM NOCEPEOUHT.

Micmuna 8cs duxa, maemnuia, aie e noHypa, — no6Ha
HINCHOL 3a0YMA1BOT NOALCHKOT KpacH.

1Iposecna. 1o ysaicci i na 2a1261 3eacrie nepmuti pacm i
yBIMYmMy nposicku ma con-mpasa. /Jlepesa me besaucmi, ase
sxpumi 6pocmao, wo om-om mae posxpumaucs. Ha osept
IYMAT 1O AEHUING NEAEHOW, THO XBULWE 00 BIMPY, MO
pospusaemucs, 0dxpusarnyn 64ido-6aaxummy 80dy. B aici
1OC 3A20MOHIN0, CTMPYMOK 3AULYMYBAB, 3A0PUILS, I BKYNL 3
ti020 800amu 3 aicy subiz «Tot, mo epebai pee> — mor00ut,
dyance bin28ul, cunvooxut, 3 OYHUMY T PASOM NAABKUMY
pyxamu; odexca Ha tomy MIHUMbCS bapeam, 610
KANAMYMHO-HC08TN0T 00 ACHO-OAAKUMHOT, § NOOAUCKYE
eocmpumu saomucmumu ickpamu. Kurnysmwucs 3 nomoxa 6
03€po, 811 NOUUHAE KPYHAIIMU 110 NAECL, XBULWIOUU 1020 COHHY
800Y; myman po3bieaemucs, 8004 CUHIMAE.

«Toi1, mo rpebii pse>»

3 rip Ha gomuHy

6i>xy, crpubaro, pumy!

MicTouku 36muBao,

BCi rpebesbKy 3pHBaIo,

BCi raTKH, BCI 3anIpyay,

11O 3aTATHIIH JIIOH, —

60 BecHSIHA BOJA,

AK BoJIA Mostoga!

(Xsu.ar0e 800y mpe 6invme, nopunace i supunae, mos myxan4u
mjocw ) 8001.)

Llomepuama (080€ marenvux, b1idenvkux 0imox y
bLAEHBKUX COPOHEUKAX BUPUHANIMND 3-TLOMINC AANANINI)
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0007

0008

0009

0010

0011

0012

0013

ITepme

Yoro tu Tyra 6mygum?
Tipyre

Yoro 30 cHy Hac Oygumr?
ITepme

Hac marycsa nonoxxua
i M IKEHBKO ITOCTENMIIA,
00 Ha piHHS, Ha KAMIHHA
HacTenuaa 6arOBUHHA

i maTaTTAM NOBKpUBAIa,
1 TUXEHBKO 3aCITiBaJIa:
«JToni-nomni-monara,
34CHITbh, MOT MajsaTa!»
Tipyre

Yoro 1 TYT myraem?
ITepme

Koro tu Tyt myxaems?
«Toi1, mo rpebii pse>»
Tyro Pycanxy,

IIJO TOKOXAB 51 3MAJIKY,
00 BoAAHIM HapiBHi
HeMa Ha CBiTi piBHi!
36iras s ropu,

monu, ApH, i3BOpH, —
MMJTIIIO] KOXaHKU

HeMa BiJj O3ePAHKU.
3i6’10 BCro Bamy BOgY,
TAaKU 3HAUJY Ty Bpogy!
(Bypro mymums 800y.)
ITorepuara

Oi1 nene! ve Hypryii!
XaTUHKU He pyHHyT!
ITeyepa B HaC MasieHbKa,
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110 30y/yBaa HEHbKA.

V6ora Hama xaTka,

60 B HAC HEMAE TATKA...

(Tinasromoca iomy 3a pyxku, baazanyu.)

Mu ciyctumocs Ha iHO,

e TEMHO, XOJIOTHO,

Ha JHI JTeXUTH prbaka

HaJ| HUM CUauTh Pycanxa...
0014 «Toi1, mo rpebii pse»

Hexai1 rioro moxuse!

Hexait o mene spune!

ITorepuara mopuHaOTHL B 03€pO.

Buruns ke, muia!!

0015  Pycasxa sunansae I 3HAONUBO BCMIXAEMNBC, pd&z'mo
cxaadaryu dosoni. Ha niti 08a einxu — 00umn biivmud,
seseHutl, Opy2uti MAaseHvKutl, 1K KOPOHKA, NePLOBULL, 3-1110
Hb020 CNADAE CEPNRAHOK.

0016  Pycanxa
Ce Tu, Mil1 yapiBHUYEHBKY? !

0017  «Toi1, mo rpebui pse» (epizro)

o v pobua?

0018  Pycanxa
(xudaemucs nemos do nvozo, ase nponansae 0art, Munaw4u
#020)

S mapuna Bcio HiYeHBKY

po Tebe, Miil TaHIIeHbKY!

Ponmna ciposu fpibHii,

3bupasa B KiHBu CpibHil,

0e3 10001 PO3MOBOHBKH

CITOBHUJIA BIIEPTh KOHOBOHBKIL. ..

(Cnaeckye pyxamu, posxpusae obisimu, 3108 Kudaemucs 00
Hb020 1 3108 MUHAE.)

Ocpb KMHD Ha JHO YepBiHIIA,
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0019

0020

TIOJITIOTLCA Yepes BiHms!

(38i1x0 cmiempcs.)

«Toi1, mo rpebii pse»

(3704u80)

To ce i1y Bac B 6os10Ti

KOXaIOThCA Y 37I0Ti?

Pycaska nabauxcaemvcs 00 Hvo20, 811 KPYMo 8108epMAEMbCA
810 Hei, supom 3axpymusmin 800y.
Haiixpame pa Pycamku

CHJITH Kpail pubasku,

ragitia Hebopaka

BiJ] cOMa Ta Bij paka,

06 He Bigrpuamu 4yda.

Oro posmoga mmoba!

Pycanxa

(nidnausac bausenvko, Xanae sa pyxu, 3a24204¢€ 6 6141)
Boxe i1 posruiBuBca?

([Iyxaso.)

A 51 moch 3HAIO, TIOOIUKY,

XOpOIHI1 fymoryouuxy!

(Tuxo cmiemncs, 8in benmencumacs.)
He Tu Gapuscs?

Tu Bopany napisay

3MiHAB Ha MEJIbHUKiBHY!

3uMoOBi -- 1oBri HOUI,

a B JIiBKM rapHi o4i, —

HeZapMa maHuyi

it HOCATD AyKadi!

(Ceapumacs narvyem na nvozo i Opibro cmiemocs.)
Hobpe s 6auay

TBOIO JIE[A4Y BIAdY,

Ta 51 TO61 Mpobay,

60 1 x Tebe mobo!
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0021

0022

0023

0024

0025

(3 Hapmisansum nagocom.)

Ha uiny gosry murs T06i 51 Oyzy BipHa,

XBUJIUHY 6y,ay A JIACKaBa i MOKipHa,

a 3pajiy HOTOILIIO!

Bopa »x He geprxuTs crigy

Bifj paHa 1o 0bigy,

TaK, K TBOA 1003,

abo most >xypba!

«Toi1, mo rpebui pse»

(nopusuacmo npocmszac ivi 06udsi pyxu)

Hy, mup-mupom!

HOIUIMHEM MOHAJ, BUPOM!

Pycanka

(6epemves 3 num 3a pyxu i npyoko Kpy#Ase)

Ha Bupy-upouxy,

HAa YKOBTOMY ITiCOUKY,

B IIEPJIOBOMY BiHOYKY

3aB’10CA Y TAHOUKY!

Vx! Vx!

Yxxawme, bpuskaroms, nacuyme. Boda 6’emvca 6 bepeau, ax
0COKA WYMUTNG, L NINAMKI 32DAIMU 3PUBATOMBCL 3 O4EPEMLB.
Bopanuk

(Bupunae noceped osepa. Bin dpesniti, cusuii 010, dosee 80.10cc
1 0os2a bina bopoda ecyminm 3 6A208UHHAM 36UCAIOMY AIHC 10
nosc. Illamu na nvomy — bapsu myry, Ha 204081 KopoHa 13
cxoriox. Toaoc enyxuti, ane Oyoncu)

Xr0 TyT GeHTEKUTH HaII THXI BOAM?

Pycanxa 3 c80€10 napow cnunawmocs i Kuoawmucs 8posmiy.
Crupaiica, gouxo! Bopsaniit napishi

TaHKH 3aBOAUTH 3 dy>xunIem?! Copom!

Pycanka

Bin, GatbKy, He y>xuit. Tu He nisHas?

Ce x «Toit, mo rpebmi ppe»!
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0026 Bopauuk
Ta sHao, 3Ha0O!
HepiILHI/Iﬁ BiH, XOY BOJAHOTO POxy.
3papuBa i IyKaBa B HHOTO BIAYa.
HagecHi Bin HypTYe, rpae, pBe,
3PHUBAE 3 03€Pa BIHOK POSKIITHUM,
IO LiIKMU PiK BUKOXYIOTh PyCaJIKH,
JIIKA€E MITUIO MYZIPY, CTOPOXKKY,
BepOi-BROBHUII KOPiHb MiApUBAE
i 6igHUM CHPOTATAM-TIOTEPYATAM
KaraHYMKU BOJOIO 34JIMBAE,
1cye Mol piBHeHbKi Oepern
i cTapomam MOIM CITOKIiHM PyHMHYE.
A BniTky ge Bin? [le Topi racae,
KOJIH KayiibHe COHIe BOy IT'e
i3 Ke/uxa MOTO, MOB TPU( HECUTHH,
KOJIU BiJ| CIIparvi HUKHE OYEPET,
30CTaBIIMCA Ha Depesi cyxomy,
KOJIM, BMUPAIOYH, JIiJIET KJIOHATh
710 TEII01 BOJY TOJiBKY B STi?
e Bin Topi?
0027 1170 uac cei mosu «Todi, w0 epebai pee> Humxom xusae
Pycaayi, 8abasun ii emexmu 3 Hum 1o A1c080MY CIPYMKY.
0028  «Toi1, mo rpebii pse»
(3 yxpumoro nacmimrorw)
Topi s B Mopi, mizgy.
Memne na nomiu kauge Oxeas,
106 He CIIMJIOo 1 B HPOTO Yallly COHIIE.
Sx nap Mopcekuit mokude — Tpeba Cayxars.
Ha e e ciy»6a, — cam 3gopoBuit sHaen.
0029 Bopauuk
Ere »x, Toni T B MOpi... A MeHi,

A0 He ToMaras Mitt APYT OfIBIYHUI,
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0030
0031

0032

0033

0034

0035

0036

0037

Mill MAPUI TPUATEND OCIHHIN TOINUK,
IPHIIITIOCH 0¥ STUHYTH 3 TAPOIo!

«Toti, mo 2pebai pee> He3AMIMHO X0BAEMBCS 8 800Y.
Pycanka

Tarycrwo!

He MOXKe [1apa 3TUHyTH, 60 3 mapu

3HOB 3POOHTHCS BOZA.

Bopanuk

Axa i myzpa!

Inu na guo! Tosomi Tyt 6asixats!

Pycanka

Ta sapas, Taty! Boke »x itoro Hemae.

A posuemy moruryTaHmit CikHAT.

(Butimac 3-3a nosca 2pebinky 3 mym.ai, 4eme npubepescre
31444.)

Bopanuk

Hy, posuemn, 51 cam mo6:1i0 opsgoK.

Yeru, yemu, 51 TyTa MFOXKAY,

noku ckirgum poboty. Ta mompas

JIaTaTTsA, OO PIBHEHBKO POSCTEIIANIOCH,

Ta KUJIMM 3 PACKH ITO3IIMBAM FAPHEHBKO,

IO TOM MOPBAB IPOMAUCBIT.

Pycanka

Hobpe, Tary.

Bodanux 6uciono 6x1a0acmucs 8 ouepem, 04uma cAIOKY04n
pobomy Pycaruury; oui tiomy nososs 3aniiomnyywmscs.
«Toi1, mo rpebui pse»

(6upumysmn, cmuxa do Pycasxn)

CxoBpaiics 3a Bepboio!

Pycaaxa xosaemucs, o2a20a1w4ucy Ha Bodanuxa.
TTonnunemo 3 Tob010

IeH Ha PO3TOKU,

nip; 6ucTpil 1oTOKH,
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0038

0039

0040

0041

0042

0043

0044

0045

sipBemo rpebito pisHy,

YTOIIMM MeJIbHUKIBHY!

(Xanae Pycasxy 3a pyxy i meudxo muuma 3 new uepes o3epo.
Hedauexo 610 dpyzozo bepeea Pycaska cnunsemscs i ckpuxye.)
Pycanka

O11, 3ayenmmacs 3a ,uy6 TopimHiii!
Bodanux npoxudaemaocs, xudaemucs nasneperimu i
nepexonawe Pycasxy.

Bopanuk

To ce T tak?!. Tu, kaaTuit 6amamyre,

1€ 3HATUMENI, K 3BOJUTHU PyCayIoK!
ITockapsxycs s matepi TBOIH,

Meremuui I'ipcpkiit, To HauyBaiics!

«Toi1, mo rpebii pse>»

(3 pecomom)

IToxu mo Oyxe, st me HaryILIIOCh!
IIpomraii, Pycanonsko, cioBHAl KOHOBKH!
(Kudaemuwcs 6 aicosuti cmpymox i snuxae.)
Bopanux

(do Pycanxu)

Inu ma guo! He cmiit Meni spunaTu

TPH HOYi MiCAYHI TOBEPX poau!

Pycanka

(npyuaruucy)

3 AKOTO Yacy TyT PyCaJIKU CTAIH
HEBITbBHUILAMM B 03epi? S — BinpHa!

A BinpHAa, Ak Boga!

Bopanuk

B Mmoitt 0b6nani

BOZIA [TOBUHHA 3HATH Oeperu.

Inu ma guo!

Pycanxa

He xouy!
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0046

0047

0048

0049

0050

0051

0052

0053

0054

Bopanux

A, He xouemn?

Bippait ciopu inenp nepnosuii!
Pycanka

Hi!

TO JJaPYBaB MEHi MOPCHKHUII LIAPEHKO.
Bopanuk

Tobi BiHIL HE IPUIAETHCS HOCUTH,
60 3a Henoctyx 3abepe Tebe

«ToM, mo B cKaJli CUTUTDH».

Pycanka

(3 mcaxom)

Hi, mobuii Tary,

s 6yny ciyxarucs!

Bopanuk

To ity Ha gHO.

Pycanxa

(no0804i onyckanuucs 6 60dy)

A gy, s iapy... A 6aBuTHCA MOYXKHA

3 pubanKo?

Bopanuk

Ta Bxe 5, po MeHe, 6aBcs.

Pycasxa cnycmusracs 6 Boay 10 naeyt i, #aitbHo
BCMIXANUUC, OUBUINDCS 820D) Ha OANYKA.
Yynna i, pouxo! A »x mpo Tebe baro.
Ta>x BiH Tebe 3aHaACTUB 6U TiNBKY,
TIOTAT OH 110 KOTIOYOMY JIOXKUCHKY
CTPyMOYKa JIICOBOTO, 6ine Tino
TIOHIBEYHB T4 i KUHYB 61 CAMOTHIO
nech Ha be3Binmi.

Pycanka

Aue x BiH BpopIBUiA!

Bopanuk
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0055

0056

1000
1001

1002

1003

Tu 3HOB cBOET?!
Pycanxa
Hi, ui, mi! A iay!
([opunae.)
Bopanuk
(noeagdarwun szopy)
Yke BeCHAHE COHIIE NIPUITIKAE. ..
Xy, gymso sx! ITpoxonogurucs Tpeba.
(L Iopunae 1 cobi.)

Jlia 1
1a cama micmuna, misvKu 8eCHA 04NL NOCILYNUAA; Y3ATCCS
HAYE NOBUMNE HINCHUM 3CACHUM CEPNAHKOM, Oe-1e-0e Bace 1
sepxosimms depes nososouene seseHorn bapsorn. Osepo cmoims
n08HE, 8 3eACHUX Depeax, AK Y PYMBIHIM 8IHKY.
3 uicy Ha npozasnny suxodsms: 020vk0 Jles i nebisn fiozo
Hyxam. Jles yoce cmapuii 401087x, nosaxcruti i dyxce do6puii 3
8140Y; NO-NOAICLKOMY 0082€ B0AOCCS OIAUMU XBUNIMU
CYCKAEMBCL Ha NAekl 3-110 Cu80i nOBCMAHOT manku-
poeamiu; Yopanuii Jles y norommany 0dexcy i 8 AcHo-cusy,
Maince OILY CBUMY; HA HO2AX NOCIOAU, 8 PYKAX KAOBHS
(Marnii smipeys), K040 NOICA HA PeMIHYT HONCUK, HEPE3 naeHe
BUNACTNEHUTE 3 AUKA KOMIAL (MOPOA) HA MUPOKOMY pemer.
Jlyxam — 0ysce moroduii xroneun, 2aprut, woprnobposut,
CIMPYHKULL, 8 04AX WyE € WOCH OUMAUE; YOPAHULE MAK CAMO 8
ROAOMHAHY 00€IHCY, MIALKU 3 MOHWLO20 NOAOMHA; COPOUKA
BUNYIYEHA, MEPENAHA OTANI0, 3 BUAONCUCTRUM KOMIPOM,
nionepesana 4epeoHUM NoICOM, KOO KOMIPA L HA HOXAAX
YEPBOHT 3ACTNINCKIL: CBUMNU BIH HE MAE; HA 204081 OPULY; Ha
NOSCE HONCUK © KIBIMUK 3 AUKA Ha momy3Ky. Jitimosmu 0o
bepeza osepa, JlyKam 3ynunuscs.
Jles

Yoro »x 1 SYHI/IHI/IBC}I? TYT HEC MO>XHa
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1004

1005

1006

1007

1008

1009

1010

1011

3airti o puby. Mysko BesbMu, rpysbKo.
Jlyxam

Ta s xoriB cobi cominky BrATH, —
XOPOIIMH TYTa BEJIbMU OYEPET.

Jlen

Ta Byke TUX COIIJIOK J10 TMxa Maem!
Jlyxam

Hy, ckinpku x ix? — kanuHOBa, BepbOBa
Ta JIMIIOBA, — OTO i yci. A Tpeba

mie i ouepeTsaHy cobi spobutu, —

Ta JIETICBKO rpae!

Jlen

Ta Boxe 6aBcs, 6aBcA,

Ha Te 60T CBATO f§aB. A B3aBTpa IPHIAZEM,
TO OyzieM XMDKKY cTaBUTH. Boke dac

o micy 6upo Buramsty. badum,

B)KE OH/IC € TPABA IIOMEXKH PSICTOM.
Jlyxam

Ta 51k »xe 6yaemo cupitu TyTa?

Taxx mopu KXKyTh — TYT HETIEBHE MiCIg. ..
Jles

To sx nna xoro. A, Heboxe, 3HAIO,

AK 3 9MM i KOJIO 90T0 0bikTHCA:

Jie XPECT MOKJIACTH, Jie OCHKY BOUTH,

Jle IPOCTO TPUYi ITIOHYTH, Ta 1 TOfii.
ITocieM K010 XMYKKU MaK-BiIOK,

TEPJIMY OCAFIMO KOJIO ITOPOTa,

Ta i1 He MPUCTYIUThCS HifKA CHIIA...

Hy, a miny, a Tu cobi sk xouerr.
Posxodamuca. Jyxam ide do osepa i snuxac 6 ouepems. Jles ide
noHAa0 bepeeom, 1 16020 He cMAE 8u0K0 34 8epbam.
Pycanxa

(6unansac na bepez i Kpuuums)
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Hinycio! Jlicosuit! 6ina! psaryiire!

1012 JlicoBux
(manndi, bopodamuii didox, memiuti pyxamun, nosarcHui
0bauuyaM; Y OPYHAMHOMY 80paHHT bapsn Kopu, Y 80.40XAMIE
manyi 3 Kynuyz)
Yoro T06i? Yoro kpuawm?

1013 Pycanxa
Tam xyronenp
Ha JIyIKK pixke oueper!

1014 JlicoBux
Ossa!
Ko6wu Bcif 6igu! Axa cxyma.
Ocp TyTa MatoTh X¥KKy OyayBaTH, —
4 ¥1 To He 6opOHI0, b1 He Opann
CHPOTO AepeBa.

1015 Pycanxa
O nene! xixy?
To ce Tyt mopu 6ygyTs? Oit Ti moan
3-mmig crpix comom stux! A ix He sHOMIY!
A e Teprumio coom’stHOTO AYXY!
4 ix Tommo, o6 BUMUTH BOJOIO
TOM JIyX HEHABUJHUM. 3anoc1<0l1y
TUX HATPYTHiB, AK TPUNLYTh!

1016 JlicoBuk
Criit! — He kBarcs.
To >« gappko JIeB cupiTmMe B TiM XUk,
a BiH HaM npuATeNs. 10 BiH Ha XapT
OCHKOIO T4 TEPINYEM JIIKAE.
Jliobmmo craporo. Tax sxbu He BiH,
7aBHO 6 yKe He cTasto choro fyba,
110 CTiMBKY O249MB HAKX pag i TaHIB,
1 TICOBUX BEJIMKUX TAEMHUIIb.

Bsxe nimui mipsnu fioro, HaBKoIO
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BTPBOX ITOCTABABIIU, OOCAIIN PyKaMU —
i mexBe wo crikito. Jlasamu rpomi,
TAJIAPU 6uTi, MogAM Ty>Ke MU,

Ta 1a06K0 JIeB 3aKJIABCA Ha YKUTTA,

110 Ay0a BiH MOBIK He acTh pybaTH.
Topi » i 2 Ha Gopopy 3axsiABCs,

mo aanbko Jles i Bca Horo pinHs

noBix beaneani OygyTh B CbOMY JIici.

1017 Pycanxa
OsBa! A 6aTbKO Mil1 iX BCiX IOTOIIUTS!

1018  JlicoBux
Hexait ne Baxxutsca! bo sasamo
BCE 03€PO THUJIMM TOPilIHiM J1ucTOM!

1019  Pycanxa
Oi1 mumeuxo, Ak crpamso! Xa-xa-xa!

(BHuxac 6 o3ept.)

1020 JTicosux, mocy soprowysn, 3aKyproe A10LbKY, CL6ULHU Ha
3A8aNEHOMY Depesi. 3 04EPEIML8 LY MHO 2040C CONTAKY [MeA00TE
Ne 1,2,3,4], nincnudi, xysepasusi, 1 2k 81 Po36uBAEMbCL, MAK
possusaemucs sce 8 aict. Cnowamiy na 8epbi ma 6i4vxax
3AMatiopian cepeicKu, nominm bepesa AUCmom 3aLenemaa.
Ha osepi poskpurncey ALACT 0T T 3A3040MIAN KEIMKYU HA
aamammi. JJuka ponca noagAse HinHi nyn anku.

1021 3-3a cmosbypa cmapoi posugenienoi eepbu, nigycox.0i,
suxodumsy Masxa, 6 sacro-3eaeniti 00exni 3 posnymernumn
YOPHUMM, 3 SCACHUM NOLUCKOM, KOCAMM, POSNPABAIE PYKUL L
nposodums J0L0HENW 10 04AX.

1022 Maska
Ox, ax 1 goBro crana!

1023 JlicoBuk
Hogro, nouxo!

Boxe it con-TpaBa nepensitatu crana.
OT-0T 303yI1bKa MACJIEYKO CKOJIOTHT,
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1024

1025

1026

1027

1028

1029

1030

1031

1032

B YCPBOHI YepeBUIKH yOepeThCs

i mopaM ogMipATHME JTiTa.

Boxe 3 Bupiio momputitamm rocti.

OH >KOBTUMM ITYIIMHKAMU B)KE IIJTABIIOTh
Ha YMCTIM IJIEC] KAYEeHATKA JUKI.

Masxka

A xT0 MeHe 30yauB?

JlicoBuk

JIubous, BecHa.

Masxka

Becna mie tax mixonu He criBana,

Ak orenep. Yu To MeHi Tak CHUIIOCH?
Jlyxam 3108 epae [menodiz N° 5].

Hi... criit... ba! uyem?.. To BecHa criiBae?
Hyxam spae merodirn N° S, misviu bauncue.
JlicoBuk

Ta Hi, TO XJI0TIELIb HA COMIL rpae.
Masxka

Axuir? Hewxe ce «Toit, mo rpebii ppex»?
Or 4 He ciopiBasacA Bim HBOTO!

JlicoBuk

Hi, moncexuit xsomnens, nanpka Jlesa Hebidx,
Jlyxam Ha fIMEHHA.

Masxka

A tioro He 3Halo.

JlicoBuk

bo Bin ynepme tyra. Bin sganexa,

HE 3 CHX JIICiB, 4 3 TUX 6opiB COCHOBUX,
fie Hama 6a6a mo6UTH 3SUMyBaTH;
OCHPOTIB BiH 3 MaTip’Io—BJ:LOBOIO,

T0 psiabKo Jles mpuitnsas 06ox fo cebe...
Masxka

Xorina 6 s mobaduTH HOTO.
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1033  JlicoBuk
Ta Hamo BiH TOOI?
1034 Maska
Bin, nesne, rapuuii!
1035  JlicoBuk
He sapuBnaiica Tu Ha XJIOMILIB JIIOACHKUX.
Ce nicoBuM niBuaram Hebe3neyHo...
1036 Maska
Axwuii-60 Tu, ginycio, cras cysopuii!
Ce 11 MeHe OTaK Jepkatu Oyzer,
ax Boganux Pycanxy?
1037  JlicoBux
Hi, nutuuxo,
1 He iepxy Tebe. To Bogsanuk
B IParOBHMHI IyTIKill IPUBUK OfIBIKY
yce )KUBE 3aCMOKTYBaTu. 1
3BUK BOJIIO IIaHyBaTHU. I paiicsa 3 BiTpoM,
xapryi i3 [Tepenecuuxom, Ax xode,
BCIO CUJIY JTiCOBY i BOJAHY,
TipchKYy # MOBITpsHy mpuBab go cebe,
aj1e MUHAH JIIOAChKI CTEXKKHU, JUTUHO,
00 TaM He XOTUTH BOJIS, — TAM XKypa
TArap cBiit Hocuts. OOMuUHAI iX, JOHIO:
a3 TiIbKM CTYNHUII — i IpOIaja BoJia!
1038 Maska
(emiemocs)
Hy, six-raku, mo6 Boss — Ta mporana?
Ce Tax xommce i Bitep npomage!
1039 Jlicosux xoue wocy siomosuma, aie suxooums Jlykam i3
coniaxorn.
1040  Jlicosux i Maexa xosawmucs.
1041 Jlyxam xoue nadpizamu Hoxcem bepesy, w06 cmovumau cix,
Masxa knudaemocs i Xanae 1020 3a pyxy.
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1042 Masxka

He pym! e pym! ne pix! ne youpaii!
1043 Jlykam

Ta mo Tu, giBunzo? Yu st posbiitHuk?

A rinpxu xTiB 061 BTOYUTH COKY

3 bepesu.
1044 Maska

He Toun! Ce xpoB ii.

He i sxe KpoBi 3 ceCTpOHBKH MOET!
1045 Jlykam

bepesy T cecTporo HazuBaem?

XT0 5K TH TaKa?

1046 Masxka
51 — Masxka nicosa.
1047  Jlyxam

(e max 30us08amo, 2K y8aiHo npuounsisemucs 0o Hei)
A, ot tu xTo! A Bigy cTapux mopei
PO M4BOK 4yB HE Pas, aJIe Lje 3POAY

He 6a4uB caM.

1048 Masxka
A 6aunTtu x0TiB?
1049 Jlyxam

Yomy > 6u =i?.. ITlo 5, — Ti 30BCiM Taxa,

SIK #iBYMHA... 02 Hi, XyT4ili AK 1aHHA,

60 i1 pyxu 6imi, i cama ToHEHbKa,

i sikoCh TaK yOpaHa He O-HACHKH...

A yom xe B TeDe 04l He 3emeH]?

(IIpuousasemupcs.)

Ta ui, Tenep seneHi... a 6ynmn,

sAK Hebo, cuHi... O! Terep Bxe cuBi,

K Tas XMapa... Hi, 371a€ThCA, YOPHi,

9, MOXKE, Kapi... TH TaKu juBHa!
1050 Maska
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1051

1052

1053

1054

1055

1056

1057

1058

1059

1060

(yemixaruucn)

Yu rapra x s T06i?

Jlyxam

(copomasuucy)

Xi6a s 3HAI0?

Masxka

(emirowucs)

A xT0 X Te 3Ha€E?

Jlyxam

(308cim sacopomaenuii)

ETt, Take muraem!..

Maska

(gupo dusywuucn)

Yomy  CbOTO He MOYKHA 3aITUTATH?
Own 6aumIn, TaM IMTA€E FUKA POXKA:
«Yu 51 xopoma?»

A scens i1 kuBae B BEPXOBITTi:
«Haiikpama B cBiri!»

Jlyxam

A 4 71 He 3HaB, IJO B HUX TaKa PO3MOBA.
A TyMaB — JIEPEBO HiMe, Ta ¥ TOfi.
Maska

Himoro B mici B Hac HeMa HivorO.
Jlyxam

Yu TO TH BCE OTAK CULUIL y nici?
Maska

1 3popy He BUXOAHIIA ITjE 3 HBOTO.
Jlyxam

A Ty gaBHO >KMBeI Ha CBiTi?
Masgxa Cnpaspi,

HiKOJIM A He JlyMaJIa po Te...

(3adymyemupcs.)
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Meni 3gaeTbes, WO JKUIA A 3aBXKIU. ..

1061  Jlykam

I Bce Taka Oyora, s OT Temep?
1062 Maska

3maeTnCs, BCE TAKA...
1063 Jlyxam

A xTo X TBil pin?

Yu T 11010 30BCiM HE Maen?
1064 Maska

Maso.

€ JlicoBuK, g 3By HOTO: «AimycCio»,

4 BiH MEHe: «JUTHUHKO» 200 «JJOHIO».
1065  Jlyxam

To xTo >« BiH — min uyu 6aTHKO?
1066 Maska

A ue 3namw.

Xiba He Bce OTHO?
1067  Jlyxam

(emiempes)

Hy, Ta it ayani Bu

oryT y nici! Xro » T0bi TyT MaTH,

au 6264, M1 BXKE SIK Y BAC 30BYTh?
1068 Maska

Meni 3gaeThes yacoM, mo BepbOa,

OTa CTapa, CyXeHbKa, TO — MaTYCA.

Bona mene Ha sumy npuiiasna

i MOPOXHOM M’SKEHBKHM YCTEIHIA

IJ1 MEHE JIOXKE.
1069 Jlyxam

Tam Tu i1 sumyBana?

A 1mo > TH TaM pobuIIa Liny sumy?
1070 Maska
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1071

1072

1073

1074

Higoro. Cnaa. XT0 5¢ 3uMOI0 poOUTH?

Cnurtb 03€po, CIIUTH JIC i OYeperT.

Bep6a pumina Bce: «3acHu, 3acHH...»

I caunmca meni Bee 6imi cHu:

Ha cpibui csu sicHi camonBiTH,

CTEJIUIIUCA HE3HAHI TPABU, KBITH,

Omckyui, 6imi... Tuxi, HixHi 30pi

criagan 3 Heba — 6ii, Herposopi —

i KJIaymica B HaMeTH... biso, yucro

oI HaMmeraMu. fFlcHe HaMucTO

3 KPMIUTAJIIO TPAE i PAXTUTB YCIOAM. .

A cnana. JTuxanu Tak BiIBHO Ipyzu.

ITo 6immx cHax poskeBil ragku

JIEreHBKi FaNTyBaIM MEPEXKKH,

i Mpii TKaCh 30J10TO-OJIAKUTHI,

CITOKIMHI, THXi, HE TaKi, K JITHI...

Jlyxam

(3acayxasmucy)

Ax T roBopMIL...

Maska

Yu T06i Tax nobpe?

Jlyxam nomaxye 20408010.

TBos cominka Mae Kpamjy MOBY.

3arpaii MeHi, a A MOKOJIMIIYCA.

Masxa cnaimae dosze 8imma Ha bepest, cidae 8 Hbo2o
eotidaemucs muxo, mog y Koaucyr. Jlyxam spae coro meaodii N°
6, 71 8, npuxususmucy 00 0y6a, i ne 3600ums oueri 3 Masxu.
Hyxam epae secuanxu. Maska, cryxarsn, mumosori
03UBAEMBCL MMUXECEHBKO Ha 2040C MeA00Li N? 8, z']]ymm it
npuzpae opyee mea00iro N° 8. Cnis i 2pa 8 yuico.
Maska

Ax comopxo rpae,

AK ITO0KO Kpae,
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1075

1076

1077

1078

1079

1080

1081

1082

1083

1084

postuHae 6ini rpysu, cepAeHbKO BUiMae!

Ha 2040c 8ecHanku 810KAnKAEMBCS 303YA5, NOMIM COL0BELKO,
posysimae apime ouxa poxca, iiie y8IMm KALUHU, 2400
COPOMAUBO POAHCEBLE, HABIMY UOPHA DE3AUCNA TNEPHUNA
N0S8ALE HINCHI KBIMU.

Maska, 3a4apoéara, muxo KOAUMENCL, YMIXAETNGCL, d 8
ouax aKacy myea axc 00 cais; Jlyxam, sassancusmn me,
nepecmac epama.

Jlyxam

Tu nagent, giBuuHO?

Maska

Xib6a s rragy?

(I1posodums pyxow no oxax.)

A cnipaspi... Hi-60! To poca BedipHs.

3axopuTs coHug... bay, yxe BcTae

Ha 03€pi TyMaH...

Jlyxam

Ta Hi, me pano!

Maska

Tu 6 He x0TiB, 06 AeHb yoKe CKIHIUBCA?

yxam xumace 204080, uj0 He X0mig Ou.

Maska

Yomy?

Jlyxam

Bo nappko no cenma moxmdyTh.

Maska

A T 30 MHOIO XO4em OyTu?

Hlyxam xusae, nomaxywuu.

bauum,

i TM HEMOB TOM SCEHb PO3MOBJIAEIL.

Jlyxam

(emirowucs)
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1085

1086

1087

1088

1089

1090

1091

1092

1093

1094

Ta Tpeba no-TyTemHbOMY HABIUTHCE,
00 Malo X TyTa JTYBaTH.

Masxka

(pado)

Crpaggi?

Jlyxam

Mu BsaBTpa it OyayBaTHCA TOYHEMO.
Maska

Kypinb mocraBure?

Jlyxam

Hi, moxe, xmxxy,

a MOXKE, 1 LILJTy XaTy.

Masxka

Bu — ax nraxum:

KJIOTIOYETECh, OyzyeTe Kybesbiis,
106 MOTiM KMHYTH.

Jlyxam

Hi, mu bynyem

HaBIKH.

Masxka

Sx masixu? Tu »x xasas,

11O TiMbKY TiTyBaTH OyAem TyTa.
Jlyxam

(nigx060)

Ta s ge 3Haw0...140bK0 JleB Kasanu,
IO TYyT MEHI JaZlyTh TPYHTELb i XaTy,
60 BOCEHU XOTATb MEHE YKEHUTH...
Masxka

(3 mpusozomw)

3 kum?

Jlyxam

A ue 3naro. Jlagpko He Kazanu,
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a4 MOJKe, II1e 1 He HAIIUTAJIU JJiBKU.

1095 Masxka
Xib6a i cam cobi He 3Harzent mapu?
1096  Jlyxam

(noeagdaryuu na nei)
S, moxxe 6, i 3HAMIOB, Ta...

1097 Masxka
o?

1098  Jlykam
Hiuoro...

(I1ozpasac y coniaky cmuxa mocy dysce scaribnenvke [mesodis

Ne 9], nomim cnyckae pyxy 3 coniaxow i 3amuciemscs.)
1099 Maska

(nomosuasmun)

Yu y mopet mapyoTscsa HajoBro?

1100 JIykam
Ta Bxe x HaBik!
1101 Masxa

Ce Tax, AK romy0m...

A gacom 3a3[puJIa Ha 1X: TaK HKHO
BOHM KOXAIOThCA... A 4 He 3HaI0
HIYOrO HDXKHOTO, OKpiM bepes,

3a T€ XK ii i CECTPULIEIO B3UBAIO;

ajie BOHA 3aHAJITO BXKE CMYTHA,

TaKa OJtizja, ITOXKIa Ta XKypiuBa, —

A 9aCTO M1y, JUBJIAYMCH HA HE.

Or Bibxu He TIOOJTIO — BOHA IIOPCTKA.
Ocuka Bce MeHe 4OTOCh JIAKAE;

BOHA i1 cama 60IThCS — BCE TPEMTHTb.
Hy6u moBaxHi Hagro. Jluka poxa
3aJUPJIMBA, TAK CAMO U IJIiJ, i TEPEH.
A Acesb, Ki1€eH i ABIP — TOPOBMTI.
Kanuna Tax xusyerscs kpacoio,
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1o Gaitzgyske i1 O BCbOTO Ha CBITi.
Taka, sgaeTnes, i 4 6yna TOpik,
ajie Terep MeHi YOMYCh Te PUKPO...
Ax nobpe sBaxuTH, TO 51 y mici
30BCIM CAMOTHSL...
(Kypanso sadymyemscs.)
1102 Jlyxam
A TBOsI Bepba?
Taxx T ii MaTycelo HasBaIa.
1103 Maska
Bep6a?.. Ta mo ... B 1i1 obpe sumMyBaTH,
a iToM... 6ad, BOHA TaKa Cyxa,
i Bce pHUITHTD, BCE 3rafiye mpo 3UMY...
Hi, s Taxu 30BciM, 30BCiM CAMOTHAL...
1104 Jlyxam
Y nici x He camii gepesa, —
TaXK TYT OaraTo pisHol € cuin.
(Tpoxu ymunauso.)
Boxe He npubigsoiics, 60 it Mu qyBamu
PO Ballli TAHII, YKAPTHU Ta 3a1b0TH!
1105 Maska
To Bce Take, 4K TOM PanToBUI BUXOP, —
OT HAJICTUTb, 3AKPYTHUTb T4 i IOKHUHE.
B nac Tak Hema, Ak y mope#t, — HaBiku!
1106 JIyxam
(npucmynanuu bauxcye)
A tu 6 xoTina?..
1107 Panmom wymmo 2os0cte 2ykan#s 040vka Jlesa.
Tomnoc
I'os, JTykamy, ros!
ro-ro-ro-ro! A ge tu?
1108 JIykam
(8203n8aemocs)
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1109

1110

1111

1112

1113

1114

1115

1116

1117

1118

1119

Ocp 5 1y!

Tomnoc

A vy xyTuiii!

Jlyxam

Orto me HeTeprAuKal
(Bidzyxyemupca.)

Ta itpy Boxe, izry !

(I1odaemucs timu.)

Masxka

A BepHemics?

Jlyxam

He snaro.

(L0e 6 npubepencri xamy.)

3 eymasunu aicy eurimac Ilepesecnux — eapruii xao0neys y
uepeonisi 00exct, 3 wepeonacmum, 6yino possisnum, ax simep,
B0A0CCAM, HOPHUMU OpoBamu 3 baucKywumu ovuma. Bin xoue
obnamu Masxy, 60HA YXULIEMBCA.
Maska

He pym mene!

Ilepenecuuk

A T0 9omy?

Maska

Inn,

TIOTJISIHb, YH B ITOJIi PyHb 3a3€JIEHIIA.
ITepenecank

Meni HaBimo Tas pyHb?

Masxka

A Tam xe

TBOA Pycanka ITomsoBa, mo B 5xuTi.
Bona gy1a Tebe noci Byxe BIHOK
3€JIEHO-APUH TT0YaJIa CIUTITATH.

Ilepenecuuk
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A woxe 1i 3a6yB.
1120 Maska
3abynp MeHe.
1121  ITepenecHux
Hy, ne rnysyi! Xopu, nonerumo!
A monecy Tebe B seneni ropu, —
TH K TaK XOTisa 6aunTH CMEPEKH.
1122 Maska
Tenrep He xo0uy.
1123 Ilepenecuux
Tak? A To domy?
1124 Maska
bo Bigxorinocs.
1125 IlepenecHux
Axice xumepu!
Yowm BigxoTinoca?
1126 Maska
Hema oxoru.
1127 IlepenecHux
(ysecanso 8 emocs koao nei)
JIuubmo, muabMo B ropu! Tam Mot cectpui,
TaM ripcpKi pycankwy, BimbHi JliTaBuii,
OyzyTh TAHIFOBATU KOJIO IO TPABHIL,
Haye 6muckasui!
Mu T06i 3HaIEMO 3 HaIIOPOTi KBIiTKY,
3ipBeM 3 Heba 3ipKYy, 30JI0TY JIETTKY,
Ha CHIT'y HaripHimMm BUbLIMMO BJIITKY
YapiBHY HAMITKY.
[I106 T06i 3706y TH JiICOBY KOPOHY,
mu 3miro-Ilapumo ckunemo i3 Tpoy,
i pramo xpem’sui ropu B 0bopomy!
byab mos xoxana!
3Beyopa i 3pana

372



1128

1129

1130

1131

1132

1133

CaMOLBITHI mIaT

Oyay mpuHOmATH

1 BIHOYOK IIJIECTH,

1 B TAHOYOK BECTH,

i Ha KpUJIaX HECTH

Ha Mops1 barpsHi, fie baraTe coIie
30JI0TO XOBa€ B TAEMHY IJTHOiHb.
ITorim Mu 3aryiaHEM 10 30pi B BiKOHIIE,
3ipKa-Tipsixa BALIMTS CpibHE BOTOKOHIIE,
OyzieM ranTyBaTH OKCAMUTHY TiHb.
ITotiMm, Ha cBiTaHHI, AK 6iaBi XMapu
CTaHYTb OKpPa Heba, MOB ACHI orapu,
IIO XOJIOZHY BOAY IT'IOTh Ha THUXIM Opozi,
MU CIIOYMHEM JII000 Ha KBITYACTIM...
Masxka

(nemepnasue)

Toni!

Ilepenecuuk

Ax ™ o6ipBaJ1a piu Moi0 ceppuTo!
(Caseymmo i pasom wyxaso.)

Tu xi6a 3abyma npo TopiuiHe siTo?
Masxka

(6adidysnce)

Ox, TopiniHe J1iTO TaK JABHO MUHYIIO!
o Topi criBasto, T€ B 3MMi 3aCHYIIO.

S Bxxe 1 He 3ragaio!

ITepenecank

(maemnuye nazadyrwun)

A B iy60BiM rao?..

Masxka

o > tam? A mrykana srigok, rpuoxis...
Ilepenecuuk

A He mpUIIAAANach 1O MOIX CIIiAKiB?
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1134

1135

1136

1137

1138

1139

1140

1141

1142

1143

Maska

B rao s1 spuBana kyuepuxu 3 xmeno...
Ilepenecuuk

106 MeHi MOCIATH MUIIHYIO TOCTEITIO?
Maska

Hi, mo6 nepesuTu ce Bosoccs yopHe!
ITepenecank

CrogiBaace: MOYKe — MHJIEHBKUI IIPUTOPHE?
Masxka

Hi, mene 6epesa HI>KHO KOJIMXaJIa.
ITepenecank

A TIpOTE... 35A€THCA... TH KOTOCh KOXaJIa?
Masxka

Xa-xa-xa! He snaro!

ITomnuraii y raso.

A iy KBITYaTH ,I[pi6HI/IM PACTOM KOCH...
(I1odaemwcs do aicy.)

ITepenecank

O ragu!

e smuI0TH iX X0MOAHi pocu!

Masxka

Birepens nosie,

COHEYKO MpUrpie,

TO i1 poca crage!

(Bruxace 6 aici.)

ITepenecank

ITocrpusait xpumuHy!

4 6e3 Tebe runy!

He mu? e tu? Je ?

Biswcuma 1 cobi 6 aic. Tlominc depesamu AKYCo X6UAUHY

MATUUMD 10020 HEPBOHA 00LIC T, MO8 LYHA, 03UBAETNBLA:
«Jetu? He?..»
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1144 o aici 2pace uepsonuii 3axid conys, dari noeacae. Hao osepom
cmae 6iauti myman.
1145 Ja0vxo Jles i Jlykam suxodsmy Ha 2a458).
1146 Jles
(cepoumeo soproue)
Toit xnatuit Bonsuux! bopait 6u Bcox!
A, nanosusmY prby, TIIBKY BUILINB
Ha I171eCO AyIOryOKOI0, — XOTiB
Ha To¥ OiK mepefaTucs, — a BiH
BUETIMBCS LIYITKO JIATIOK 34 JHUIIE,
Ta 11 ani pym! Ile Tpoxu — saTorus 6u!
Hy # 51 5x He fypeHs, AK 3acAT PyKOIO
3a bopopy, TO i1 3aMOTaB, SIK MUUKY,
Ta HOYKMKA 3-3a 110sica, — birMe,
Tax i BigTas 6u! Ta npoxsaTa sx mapa —
ITYpXinp! — i mepexuHysa 4oBHa!
A nepp mo Bubpascs xxuBuit Ha Oeper.
I puby posrybus... A, o6 i scus!
(o Jlyxama.)
A Tyt ime > Tebe mock yyenuo, —
KpUYY, TYKaI0, KJIM9y — XO4 TH 3TUHb!
I ne Tt pasca?
1147 Jlyxam
Ta xaxy x — OyB TyTa,
BUPi3yBaB COIILJIKY.
1148 Jles
ITock moBrennro
BUpisyer, HeOOXKe, comiKu!
1149 Jlyxam
(nigx060)
A6O X 51, BARBKY...
1150 Jles
(yemixmyses i nodo6pie)
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1151

1152

1153

Ei1! He Bamce OpexaTn,

60 me Tu monoguit! J3uka mxona!

Or nimme XMU3Y HOIIyKai 0 JIici,

Ta PO3IAJIK BOTOHb, — X04 00CyImycs,

00 5K F10TO TAKUM iTH FOKOMY?

TToxu gifimeM, e ¥1 Tag Hanaze —

He TyTa CIIOMUHAIOYH — Liyp-Tek! —

anoTim byze Ayury BUTPSCATH...

JlyKam ide 8 41ic; £yMHO 32000M, LK 811 XPACKAE CYXUM 2IANIM.
Hsnbko Jles

(cidae nid dybom na 2pyby koperumny i npobye suxpecamu
802110, W00 3aNALUMU A104LKY)

Astioke! Buxperrern! i rybxa sMoxiIa...

i TpyT srybuscs... A, Hema Ha Tebe

nuxoi Tpacuil.. 9u e Hapocia

Ha 71y6i cBiKa?

(Obmanye dyba, myxarwun 2ybxu).

3 03¢pa, 8 MymMary, BuUpurae 0144 HCTHOYA NOCIATND, biibuLe
10016HA 00 cMY2U MAL, HINC 00 A100UHYU; NPOCNASHEHT OLAT
00821 pyK 3a2pebucno 60pymamy MmoHKUMY NANGYIMU, KOLU
80Ha Habauxcaempcs do Jlesa.

Jles

(ymcaxnysmucn)

Ce mo 3a mapa?

Ara! Bxe snao. Jlobpe, mo nobauus!..

(Oeo8masmucy, sutimac 3 Komess IKicy KOpiHyL ma 31445 1
NPoCcMA2aE HA3YCMPTy Mapl, Hemo8 bopona4ucy 610 Hei. Bona
mpoxu sidcmynac. Bin npouumye, samosiawun, 0edar sce
weudme.)

Iinne-gisune,

ITpomacuume-Tpsicasure!

Inu vt cobi Ha KyITs1, Ha 60710TA,

Zi€ JIIOIM HE XOJIATb, [I€ KyPH He ITIOTb,
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1154

1155

1156

1157

1158

1159

1160

JIe Mil IJ1aC HE 3aXOHTh.

Ty T06i He XOmUTH,

6inoro Tina He B’anuTy,

>KOBTOI KOCTi HE MJIOITH,

YOPHOI KPOBi HE CITMBATH,

BiKY HE BKOPOYATH.

Ocp T06i oM=L —

3TUHb, MAPO, 3TUHb!

Mapa nodaemuvcs nasad 00 03epa i 34UBAEMBCL 3 MYMAHOM.
Haoxodums Jlykam 3 obepemxom xmu3y, kiade neped 020vkom,
BUTLMAE 3-34 NA3YX1L KPecano 1 2YOKY I po3snaLtoe 8020Hb.
Jlyxam

Ocp Hate, gappKy, rpirecs.

Jles

Cnacu6i.

Tu poromxaen FAAbKOBI CTAPOMY.

(Posnaarwe xoro 8o2n10 41046K).)

Tenep wio inmoro!

(Braadaempcs npomu 802110 Ha MPast, NOKAABUN KOMELS
110 20.008Y, NAKAE A10AVKY L HMYPUINDBCL HA BO20HD.)
Jlyxam

Ax6u Bu, Aa7bKY,

SIKOI 6aliKy Harajmaiu.

Jlen

bau!

ymaymgcs!.. A i 6 sxoi xTis?

ITpo Oxa-Yygorsopa? ITpo Tpsomcuna?

Jlyxam

Taxi s gys! Bu BmieTe iHaxmux,

IO 1X HIXTO HE BMIiE.

Jlen

(nadymasmucy)

Hy, To ciyxai:
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A npo Lapisuy-XBrmo po3kaxy.
(ITouunae cnoxisinum, cnigyuum, posmipHum 20.40CoM.)
Sx6u HaMm xaTta Teria

Ta JIIOAU [00Di,

Kazaiu O MU KasKy,

Oasmm baiiky

O CaMOTO CBITY.

3a remHuMU bOpamu,

Ta 32 NIMOOKUMH MOPSMH,

Ta 32 BUCOKUMHU TOPAMH,

TO €CTb TaM JIUBHUN-TIPEUBHUMN Kpai,
7ie maHye Ypait.

IIo B ToMy Kpalo COHIIE He Cifjae,
MiCsALb HE TIOTaCaE,

a SACHI 301 IO TOJTIO XOJATb,

TaHOYKU BOJIATb.

OTosx y HalIKpamoi 30pi Ta 3HAUIIOBCA CUH
binun I Tanauun.

Ha maxy 6inmi,

Ha BPOJy MUJIUH,

30JI0TUM BOJIOC IO BITPY Mae,

a cpibHa 36post B pyYEHBKAX CSE...

1161  Jlyxam

Bu x npo Llapisay manu.
1162  Jles

Ta zaxau!..

Or sax cras binuit [Tanasun go git goxomxary,
craB BiH cobi iymaTu-ragaTy,

PO CBOE JKUTTS PO3BAKATH:

«3 ycix 1, Kake, BpOJOIO BJaBCA,

a me x 60 5 oIl He mi>kaaBcs.

ITopans mene, 3ipHune-maty,

i€ MEHi ITapH ITYKaTH;
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9 MEXH O0APCTBOM,

TIPECTABHUM JIULIAPCTBOM,

91 MEXH KHA3IBCTBOM,

9 MEKH IPOCTHM IIOCIIUIECTBOM?

o xi6a sika napiBHa

Ta Oysa 6 MeHi piBHa...»

([Touunae dpimamau.)

Or i mimos BiH 1O CMHBOTO MOPH,

i posikyas Ha 6epesi IIEPJIOBE HAMUCTO...

1163 Jlyxam
Bipaii, By, ganpKy, mock TyT IPOMUHYIIH.
1164 Jles

Xi6a?.. Ta T 5 60 Bxe He 3aBaXKai!

.Ori p036imac;1 Ha MOpIi CyNIpOTHUBHA XBUJIA,
a 3 Tel XBUJII BUJIETIJIN KOHI,

K )Kap YEPBOHI,

Y Y€PBOHY KOJLACY 3aIPsIKEHI...

A ua Tii1 KosAci...

(Bmosxae, smoxncernii cnom.)

1165  Jlyxam
Ta i1 xTo > Ha Tiit Konsci 6ys? IlapiBHa?
1166 Jles

(xpi3v con)
Ia2.. Tee.. fxa IlapiBHa?..

1167 Jlyxam
Boxe it sacaymu!

1168 (Axuii wac dusumuca 3a0ymMAn80 Ha 80201, NOMIM YCINAE,
810x00ump 0ai1 810 02HUWA T NOXOONHCAE N0 2ALI8L, MUX0-
MuxXeceHvKo, A€08€ LYMHO, NOZPABAYH Y CONiLKY [mer0dis N°
10].

1169 Buici nonouie, ase mempssa ne 2ycma, a nposopa, 4« 6ysae
neped cxodom micays. Hasxoro soznuma bauckn ceimia i 3601
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1170

1171

1172

1173

1174

1175

1176

1177

1178

MIHT HEHAYUE 800D XUMEPHULE MAHOK; OAU3bKE 00 802110
K8imu mo noﬁ/mmymmzj 6&1])661./%%, M0 2acHyYMb Y NIMBML.
Llokpaii aicy maemmuye 6iairoms cmosbypu ocux ma bepes.
Becnanuii simep nemepn.asue simxae, 0bbiearnyu yziiccs ma
possisarun 2iaas naaxyuis bepesi. Tyman na osepi biaumu
XBUAIMU NPUOUBAE 00 HOPHUX XaAny16; ouepem
NEPEUININYEMBCA 3 0COKOI0, CXOBABUUCD ) MAL. 3 2YMABUHU
subieae Maska, 6iicums npyoxo, mos ymixan4u; 6040ccs it
po3sisL0C, 00enca posmasiacy. Ha ears6i 6ona cnumnsemocs,
02420a14uct, nPUMYALE PYKu 00 cepya, 0aLl Kudaempcs 0o
bepesut i e pas 3ynunIEmuca.

Magxka

Jsika mupas T06i, HideHbKO-4apiBHUYEHBKO,

L]0 3aKPUJIA T MOE JIMYEHBKO!

I BaM, CTEXKEUKH, AK MEPEIKEIKH,

110 BeJIM MeHe 10 bepesouxu!

Of1, cxoBail MEHe, TH, CECTPUYEHBKO!

(Xosaemuvcs nid bepesy, obiiimaruu ii cmosbyp.)

Jlyxam

(n10x00uma do bepesu, Humxom)

Tu, Masko?

Magka

(e muxme)

A.

Jlyxam

Tu Gira?

Magka

Ax 6imuns.

Jlyxam

Brixana?

Magka

Taxk!
Jlyxam
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1179

1180

1181

1182

1183

1184

1185

1186

1187

Big xoro?

Masxka

Big Taxoro,

SK CaM BOTOHb.

Jlyxam

A 5e x BiH?

Maska

urs!.. bo 3HOBY mpueTHTS.

Mosuanus.

Jlyxam

Ax ta rpemrum! A ayio, six 6epesa

CTHHAETHCA 1 IUCTOM ITIEJIECTUTE.

Masxka

(670xu126mocs 610 bepesn)

Oi1 nuxo! S 6or0cst IPUTYILATHCE,

a TaK HE BCTOI.

Jlyxam

ITpurymace no mene. A gysxuii, — 3pepixy, me 1 o60p0H10.
Maska npuxussemuvcs o nvoeo. Bonu cmosme y napi.
Micaune c8imao nouunae X00umu no Aici, Cmeiemsca no
ea.261 1 3axpadaemucs nio bepesy. B aici osusaromucs cnisu
C0408'i11 1 8¢1 2040cu 8ecHanOi Houl. Bimep nopusuacmo
simxae. 3 ocatinozo mymany euxooums Pycasxa i numiom
nidessdae morody napy. Jlyxam, myassuu do cebe Masxy, sce
OauNCHe HAXUAIEMBCS 00AUUHUIM 00 Hel I panimom yiye.
Maska

(cxpurcye 3 borem macms)

Ox!.. 3ipka B cepue Brana!

Pycanxa

Xa-xa-xa!

(3 emixom i naeckom kudaemaucs 6 03epo.)

Jlyxam

(ymcaxnysmucn)
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1188

1189

1190

1191

1192

1193

1194

1195

o ce Taxe?

Masxka

He 6iiics, To Pycanka.

Mu nogpyru, — BOHa HAC HE 339EITUTb.
Bomna cBaBinbHa, mobuTs r1ysyBaty,

ajie MeHi fapma... Meni napma

po BCe Ha CBiTi!

Jlyxam

To i1 mpo mene?

Masxka

Hi, tir cam 71 MeHe CBiT, MIUTIIINEH, KPAIIHI,
HI>X TOM, IO JOCIi 3HaJA 51, 4 ¥ TOU
TIOKPAIaB, BiIKOIM MU ITO€HAIIHC.
Jlyxam

To Mu BXXe OETHATHUCEH?

Maska

Tu e gyem,

SIK COJIOB’T BECIIBHUM CIiBOM I3BOHATH?
Jlyxam

A ayo... Ce BonHu Bxe He mebedyTs,

HE ThOXKAIOTh, K 3aBXK/IM, 4 CIIiBAIOTh:
«imyit! mimyit! mimyit!>»

(Lixye ii doszum, HiscHUM, MPEMMAUUM NOYLLYHKOM.)
A saninyio

Tebe Ha cMepTs!

Spusaemucs suxop, O1aui y8IM MEMELUETD 8 EMBCL NO
244981,

Masxka

Hi, s He MOXXy BMEPTH...

a IKOpxa...

Jlyxam

o tu xaxxem? I He x0uy!

Hagimo s cxazas?!
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1196

1197

1198

1199

1200

1201

1202

1203

1204

Maska

Hi, ce Tak gobpe -

YMEPTH, AK JIETIOYA 3ipKa...

Jlyxam

Toni!

(Losopums, necmaun.)

He xouy npo raxe! He rosopu!

He rosopwu nivoro!.. Hi, xaxxu!

YyzaHa y Tebe MOBa, aJe SIKOCh

TaK gobpe cayxaru... [o o ti MoBumur?
Posraisamace?

Maska

A cayxao Tebe...

TBOT'O KOXaHH...

(Depe 6 pyxu 20108y tio20, 0bepmae npomu micaus i nusbHO
ousumucs 6 8141.)

Jlyxam

Hamo Tax? Ax cTpamno,

AK TH OYMMA B JyLIy 3a3UPA€IL...

A Tax He moxy! IoBopu, xapry#,

[IUTAH MEHE, KOKH, 0 JIOOUII, CMIiHC...
Masxka

Y Tebe ronoc YHCTHIA, AK CTPYMOK,

a 04i — HEPO30pi.

Jlyxam

Mooxe, micanp

HESICHO CBITHUTb.

Masxka

Mooxe...

(Cxunsempcsa 20108010 iony do cepys i samupac.)
Jlyxam

Tu somnina?

Masxka
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Iurs! Xait rosoputs cepre... HeBupasuo

BOHO I'OBOpI/ITI), SIK BECHSTHA HiYKa.

1205 Jlyxam
Yoro tam npucnyxarucsa? He Tpeba!
1206 Masxka

He tpeba, xaxxenr? To e tpeba, mumuii!
He tpeba, mobwuit! A ue 6yay, macrs,
He Oy/ly IpHCIyXaTUCs, XOpOIIHii!
A 6yny necturu, Moe KoxaHH!
Tu 3BUK 1O TECTOLIiB?
1207 Jlyxam
A1 me mobuscsa
Hi 3 KM e 3popy. S Toro i1 He 3Has,
1o Jrobormi Taki comonki!
Maska npucmpacro necmums 1020, 611 CKPUKYE 3 MYKOT0
8MIXH.
Masxo!
TH 3 MEHE JIyIny BUMMeI!
1208 Maska
Buiimy, Buiimy!
Bispmy cobi TBOIO CITiBOYY IymIy,
a CEpZIEHBKO CJIOBAMU 329apyIo...
1 minyBaTiMy ByCTOHBKA TOXi,
06 saropinucs,
1106 3amapinucs,
Haye Ti KBITOHbKHU 3 TUKOI po>1<i!
A 6yny BabuTH 04i OimakuTHI,
Xal BOHU IPAIOTh,
Xayl BOHU CAIOTb,
Xail pO3CUIIAIOTh BOTHI CaMOLBITHI!
(Panmom cnaeckye pyxamu.)
Ta qum ke s mpuHAmKy Mo6i o4i!

A goci He 3akBiTyaHa!
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1209 Jlykam
Hapmal
TH 11 6€3 KBITOK XOpOIIa.
1210 Magka
Hi, s xouy
11 Tebe TaK 3aKBITYATUCA [TULIHO,
AK JlicoBa LapiBHal
(Diwcums na dpyeusi xineys eara8u, darexo 810 03epa, 0o
YBIMYHUX KY1418.)
1211 Jlyxam
[Touyexaii!
A cam Tebe 3axBiTyal0.
(£0e do nei.)
1212  Masxka
(ecmymmo)
He xpacni
KBITH BHOYI, TENIEP MTOCHYJIN 6apBH...
1213 Jlyxam
Tyt cBiT/AKH B TpaBi, s Hasbupaio,
BOHH CBITUTUMYTS y Tebe B KOCaXx,
TO Oyzie Hade 30PSHUI BIHOK.
(Krade cxinvku ceimasxis ifi na sor0ccs.)
Hait nogusmocs... O, AKa 5x xopoma!
(He mamasuucy 810 macms, nopusac ii 8 0biiimu.)
A me mabpatu myury. A 86epy
Tebe, MOB KOPOJIiBHY, B CaMoIBiTu!
(yxae 6 mpasi nonio Kymamu c8imasx1s.)
1214 Magka
A 51 3 KalMHY UBITY HaIaMalo.
Bona He ciius, 60 conoeitko OyguTs.
(Mlamae b6ianti ysim i npurpamye cobi odesxcy.)
1215 Pycanxa
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1216

1217

1218

1219

(3108 6ux00ums 3 mymarny. Illenoue, noseprysmucs do
ouepemia)

Hutunyara-Ilorepyara,

3acBiTiTe Karanyara!

B ouepemax sabaumanu 08a 6podsui soznuxu. /Jari suxosms
Tlomepuama, 8 pykax manwms Kazaniuxu, wo oAumanms,
MO ACHO CRALAXY UM, MO 308CiM no2acardu. Pycaika
npumyase ix 0o cebe i menoue, noKkasyw4u 8 0aLeiny Ha by
nocmama Jlyxamesy, mjo Mpie 8 MOPOKY NOMINC KYMyAML.
JuBiThCs, OH OTOI, IO Tam OiyKae,

TaKu, K 6aTHKO BAL, IO BAC TOKMHYB,

IJO BAIIy HEHEYKY 3aHAMACTHB.

I>10My He Tpeba SKUTH.

ITepme ITorepua

Vronu!

Pycanka

He cmiro. JlicoBux 3abopoHus.

Hpyre IloTtepua

A My He 31y>KaeM, 00 MU MaJICHBKI.

Pycanka

Bu manensxi,

BH JIETEHBKI,

B Py4YKax BOTHUKH SCHEHBKI,

BU SIK JIACOYKH TUXCHBKI, —

BU IiJIiTh Y YaTapHUK,

He nouye JlicoBuk,

a SIK cTpiHe —

BOTHUK CBiHE —

OyB i sHuK!

ITepexuHbTech OMCKaBKAMIE

HaJ| CTEXKKAMHU.

CranaxHiTh Hajj KyIIHHOIO,

TOBEJIITh IParOBUHOIO, —
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1220

1221

1222

1223

1224

1225

Jle BiH cTaHe,

TaM i KaHe

K Ha came HO 6oJ1oTa. .

Hani — Bxe most pobora!

Hy! 6immch-6mucs!

ITorepyaTa

(pymaruu 0dro do 0dro20)

Tu crogoro, st TygoIO,

a 3il1meMocCh Hag, BO#O0!

Pycanxa

(pado)

TTomanucs!

(Hadbizae do boroma, 6puskac 6000w 3 nasvyis nosad cebe
uepes naeut. 3-3a Kynunu suckaxye Kyys, morodenvius
YOPMUK-NAHUYUK.)

Kymo-Kymo,

nouiny# y pyuo!

(Coasiavrum pyxom npocmseae tiomy pyxy, 8in yisye.)
Kyup

3a 1m0 X TO, MAHAHKO?

Pycanxa

A tobi cHiganko

rapHe BUTOTYIO, TIJIBKU HE ITPOT4B.

(I1oxasye 6 dareuins na Jlyxama.)

Baupm? [Jo? ITpuBuk T1 70 TaKKMX TOTPaB?
Kyup

(maxmys pyxorw)

IToxwu =He B 6osoTI, —

CyXO B MeHe B poTi!

Pycanka

byne xnomens Tsii,

paaicts Oyze #1 6a6i, it MaTiHI TBOTII!
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Kyys cmpubae 3a kynumy i suuxae. Pycasxa 6 ouepemi
sopumy 3a Ilomepuamanu, mo mucomams bi2yHysmu,
CRANAXY0ING, OAUMAINY, CHYWOMBCL, NEPEbi2aomp.
1226  Jlyxam
(meyxarouu ceimasxis, 3a86aiac goenuxm)
Axi xopomti cBiTaku! nerioui!
S me Taxux He 6auus! A Benuxi!
A mymry ix niFimaru!
({ansemoca mo 3a 00num, mo 3a Opyeum, 0HU HENOMIMHO
Hadsmp 11020 00 dpazosur.)
1227 Maska
He nosu!
Koxanwiz, ne nosu! To ITorepuara!
Bonu spenyTs Ha 6e3BicTh!
1228 Jlykam we wye, 3axonienusi 201Humeow, i 8100i2ae 2ems 0aexo
610 Masxu.
1229 Jlyxam
(panmom cxpuxye)
ITpobi! Tuny!
B nparosuny nmonas! Oit cmokue! Tarne!
Masxa nadbizae na 1io20 Kpux, aie He moxce dicmamucs 0o
Hb020, 60 811 3a2pY3 daieko 610 meepdozo bepeea. Bona kudae
tlomy 00un Kineyw c8020 nosca, depacadu a dpyzui.
1230 Maska
Jlosu!

Tlosc me docszac pyxu Jlykameso.

1231  Jlyxam
Oi1, ue carae! o s ce byae?
1232 Maska

(xudaemucs do sepbu, mo cmoims, noxuinsumucy Haod
dpazosurow)
Bep6uuenpko-marycensKo, pATyii!
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(IITndxo, sx biruys, 34a3ums Ha 8¢pOY, CYCKAEMBCS 1O
Kpatinvomy eimmi, KUOAE 3108 NOICA — BLH HA cell pas docaeae,
- Jykam xanaemucs 3a Kineys, Maska npumszae tio2o do
cebe, nomim nodae pyxy i nomazae saizsmu wa 8epoy.)
Pycanxa 6 ouepemi 8udae 2ayxusi cmoair 00cadu i 3Huxae 8
mymani. Ilomepuama mex snuxanms.
1233 [Tsansxo Jles
(mpoxumnysca 810 kpuxy)
Ia2.. ITo Take? Boxe 3HOB sixach mapa?
yp-nex! mesati!
(Oza50aemucs.)
Jlyxamy, ne Tu? ros!
1234 Jlyxam
(03usaemucs 3 sepbue)
A Tyra, pappky!
1235 Jles
A T TyT 9OTO?
(ITi0x00ump i 3a2a50a¢ na sepby.)
33 Ha BepOy, mie i1 3 AiBKOKO!
lyxam i3413a€ 3 8epbu. Maska mam sumaempcs.
1236 Jlyxam
Oi1 panpxy!
A tyt 6ymo B gparosuHi sarpys,
HATPAIIUB Ha BiKHO, Ta B)KE BOHA
(noxasye na Masxy)
TIOPATYBAJIA AKOCh.
1237 Jles
A goro x tn
CTHKAEIICA OTYT AK HOTOpPOYa? —
TaX MOHOYI!
1238 Jlyxam
A cBiTnsiku TOBUB...

(Ypusae.)
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1239  Jles
(3as6axncae csimasxu na Masyi)
Ba! tax 6u Tu i1 Ka3as, TO 5 >k 61 3HaB!

Tenep st 6ady cam, 4us TO cripasa.

1240 Masxka
Ak, panedKy, Horo mopATyBaa.
1241 Jles

JuBrch TH — «pspedKy>»! JHainuracs Hebora!
A xT0 % Moro NPU3BIB y MaCTKY JIi3TH?
(Hoxipauso xumace 20108010.)
E#1, xogno micose! Taka B Bac npaspal..
Hy, monagy » i s JIicoBuxa,
TO B)KE HE BUPBETHCS, — B [IEHBOK /iyOOBHIT
BIIEMJTIO T€ DOpOfHIIe-IOMEIHIIE,
TO 6y,ae Bigatu! bay, migcumae
CBOIX JIiBOK, a caM — i 51 He s!
1242 Maska
(msudxo 36i2a¢ 3 sepbu)
Hi, Bin ne Bunen! Xait 3mia-Llapunsa
MEHE CKapae, AKINO ce Henpaspa!
I 1 ne Bunna!
1243 Jles
O, Tenepa Bipio,
00 3Ha10, Ce B BAC IPHCATA BEJIUKA.
1244 Jlyxam
Bowna mene nmoparysana, pazexy,
or birme srunys 6u Tenep 6e3 Hei!
1245 Jles
Hy, niBoHbKO, XO4 TH yIIi HE MA€NT,
Ta cepue fobpe B Tebe. ITpobadai,
IO 5 HATPUMAaB 30TaJy.
(o lyxama.)

Yoro x 1
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IO CBITJIIKY TTOTHABCS Ha 6070TO?

Xiba >x BOHH 11O KYIUHAX CUJIATD?

1246 Jlyxam
Ta o sixics Oyau Taxi neriowi!
1247 Jles

Ere! To snato »x s! To ITorepuara!
Hy-#ny, yexaiiTe 5x, mpuBesy s B3aBTpa
IICHATOK-IPYYKIB, TO Lje OOadmM,
XTO TYT 3aCKABY4YMTh!
1248 Tomnocku ITorepuar
(03usaromuvca #aribmo, nodibmo 0o #ab’ 14020 KyMKAHHL)
Hi, ui, gigyszo!
Hi, Mmu ge Bunui!
Mu B gparoBunHi
Arigku Opanm.
Mu x 60 He 3HAMH,
IO TyTa TOCTi,
Mu 6 He 3pUHAITH
i3 IMOOKOCTI. ..
Oi1 Hene, cym!
Hym nnaxats, Hym!
1249 Jles
Yu Gad, s1x 3HITHIIACH HEBIPHA ITapa,
BifbOMChKHiT HakopeHoK! Ta Hexail,
A BKE [Ty, XTO BUHEH, XTO HE BUHEH!..
(o lyxama.)
A mo, HebOXKe, UM He Yac JOFOMY?
Xogim nomaty.
(o Masxu.)
bynr spoposa, misxo!
1250 Maska
Bu sarpa npuiinere? S moxaxy,

Ac e XOpOH.IC JICPCBO Ha XarTy.
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1251

1252

1253

1254

1255

Jles

A 6ady, T PO BCe BXKE POSITUTAIIACK.

Merxa! Ta mo », npuxoys, s 3 BAMU 3BHK,

Ta ¥ BaM JJO HaC IPUMJETHCA TPUBUKATH.

Xogimo. I1pomasai!

(Pymae.)

Masxka

(6700m do Jlyxama, nixc do Jlesa)

A 6yny xparu!

Hyxam 8idcmae 610 020vka, cmuckae mosuxu 06uoss pyxu
Masyi, beseyuro ii yinye i, doerasmu 020vKa, 10e 3 HUM Y AIC.
Maska

(cama)

Komnu 6 Tu, Hiuko, mBUAIIE MUHaIa!

Bu6au, koxanas! I1le x a1 He 3Hama

FHUHY TaKol, mo6 Oysra macHa

TaK, K TH, HIY4EHbKO, TAK, K TH, ACHA!

Yom Tu, bepeso, Taka xyprBa?

InanB, MOS CECTPOHBKO, TX A MacIuBal

He ponu, Bepbo, ciis Hag Bogoro,

Oyzie K, MaTYCEHBKO, MUJIHI 30 MHOIO!..

barexy miit pigHuil, TEMHEHBKHH raio,

AK 5Ke 5 HiYEHBKY CIOI0 IPOTaio?

Hiyxa xopoTka — joBra poamiyka...

o >x MeHi CyzKeHO — MACTA YU MyKa?

Micayp cx08a6cs 3a memy CMIHY AICY, MEMPIBA HANAULA
Ha npozaiury, wpra, mos oxcamumua. Hiozo ne cmaso
BUOKO, MIAYKU HEBPTE D0LL AP, NO30CMALUTL 810 02HUWA, MA
70 BIHKY 13 CBIMALKIB 3HANU, Oe xodumwv Magxa nomix
depesamu: 6IHOK MOt ACHIE MO YLAUM CY3IPIM, MO OKPEMUMU
ickpamu, dari mema i 1020 noxpusae. Linboxa nisniuna
Muma, MIAbKU LACOM ACKIULL MEAECTIL LYEMNBCS 8 2410, MOB
3IMXAHHL ) CHL.
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2000 Tlin 2

2001  [lisme aimo. Ha memmim mamosim sucmi 6 2aw de-we-0e
sudnie ocinna npososoms. Osepo smarino, bepezosa eaba
NOMUPIANA, OUEPEMIL CYXO ULEACCTNAMY CKYNUM AUCTIOM.

2002 Ha 2ax6i 6o1ce 36y008a10 xamy, 3acadicero 20podeys. Ha
0011t Husyl nmenuys, na opyeii — scumo. Ha osepi
naasawms eycu. Ha bepesi cymumocs Xycms, Ha Kymax
cmpumaLms 20pugukn, eradumxn. 1pasa na 2a4281 4ucmo
suxomena, nio dybom saoxcernuti cmicox. Ilo aici
KAAAMAwmMy KAOKIuKU — 0ect nacemuvcs mosap. Hedareuxo
YYIHO CONTAKY, 140 2PAE TKYCo MOMOPHY, MAHUIOPUCIILY
mea00i10 [merodii Ne 11, 12, 13].

2003  Maru JIykamesa
(6ux00umn 3 xamu i 2yxac)

Jlyxamy, ros! A ne Tu?

2004  Jlyxam
(6ux00umb 3 A1CY 3 CONIAKOW L MEPEHAHUM KUILKOM Y PYKAX)
Tyt 51, Mmamo.

2005 Maru
A 491 He rofii BYKE TOTO IPaHHA?

Bce rpaii Ta rpaii, a ti, poboro, crii!

2006  Jlyxam
Axa ¢ pobora?
2007 Maru

Ax - axa pobora?

A xT10 5% 000pY MaB 3aropoauTH?

2008  Jlyxam
Ta gobpe Bixe, 3aropoKy, Hexaii-Ho.
2009 Maru

Ko »x BoHO OTe «Hexait-HO» Oyne?
Tobi 6 yce ranaTH 1o mypxax

3 npn6ny,aoro, 3 HAKUJA4eM OTHUM!
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2010

2011

2012

2013

2014

2015

2016

2017

2018

Jlyxam

Ta xro ranse? bupo x s nacy,

a Maska nmomarae.

Maru

Opuenuca 3 Takow ToMivgmo!

Jlyxam

Camu x kasanu,

IO K BOHA IIAUTh KOPiB, TO 6isbme
[atoTh HabLy.

Maru

Boxe >x — Bigbomcbke xomi1o!

Jlyxam

Hemae Bimoma, unm Bam rogutu!

SIx xaTy craBumM, TO HE HOCHIIA

BOHA HaM JiepeBa? A XTO CafiuB
ropoyia 3 BAMH, HUBKY 3aCiBaB?

Tax, sk ceit pik, xiba komu poguao?
A me oH K yMaina KBiTKaMu
MOMifBIKOHHIO — 11000 MOAUBUTUCS!
Maru

ITorpibui i kBiTKM! Tk 1 He MalO

y cebe B XaTi IiBKM HAa BUNAHHIO...
I>10My KBITKM T4 CITiBU B TOJIOBI!
Jlyxam 3HM3ye HeTEpIULAYE IUIEYMMA i TOTAETHCA HTH.
Kymu tu?

Jlyxam

Tax obopy ropogur!

(L0e 3 xamy, 32000m wymHo yrwKanHI COKUPOTN.)

Masxa 8uxo00uma 3 41cy NUMHO 3AKIMUAHA, 3 POSIYUCHUMU
Kocamu.

Maru

(nenpusimmo)

Yoro 106i?
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2019 Masxka
He, napuno, Jlykam?

2020 Maru
Yoro tu Bce 3a HUM? He Bunanae
3a TapyOKOM TaK JiBIi yraHATH.

2021 Maska
Meni HiIXTO TakoOro He Ka3as.
2022 Martu

Hy, To xo4 pas mociyxaii — He 3aBaJiuTb.
(IIpuxpo onsumuwcs na Masxy.)
Yoro Tu Bce posnaTaHa TaKa?
Hewma, m06 sagecatuce 4enypHEHbKO, —
yce sK Bigpma xopuTh. Heuenypro.
I mo ce 3a MaHaTTA Ha TOOI?
Bono »x i HeBurigHe npu poboTi.
S Maro memo TaM 3 JOYKHU-HeOIKKH,
oigu B6€pI/IC}I — TaM Ha JKEPAILi BUCUTb.
A ce, AK X0, Y CKPUHIO TOKIafH.
2023 Masxka
Ta mobpe, MOXY 1 IEPEOTATTHCSL.
2024 (10e 6 xamy. 36idmu suxodums d20vxo Jles .)
2025 Maru
Xou bu mopskysaa!
2026 Jles
o Tu, cecrpo,
TaK yijaem pas y pas Ha fiBKy?
Yu to BoHa TOOI YMM 3aBUHMIA?
2027 Maru
A T, OparyHio, Bxe 6 He Bif3uBaBCH,
KOJIM He 3adinaioTs! Tu 6 ime
3i6paB cropu ycix BigpoM i3 sicy.
2028 Jles

Ax6u »x BOHO TaKee TOBOPHIIO,
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2029

2030

2031

2032

2033

2034

2035

2036

2037

11O TSMHTb, HY, TO i CiiyxaB 6u, a To...
«BIIHOM 13 JIicy!» — JI€ 5K € BifIbMa B JIiCi?
Bigsmu sxuByTh 110 Cenax...

Maru

To Bxe TH

Ha TOMY 3HAEIICA... T2 1110 K, mpUHAIKyH
Ty IIOTaHb JIICOBY, TO M€ JKIEIICS
KOJIHCh fobpa!

Jlen

A mo x? Taxu i1 gixpy.

IITo micose, TO He MIOTaHe, CECTPO, —
yCSIKi cKapOu 3 Jticy HAyTh..

Maru

(eaysaus0)

Asxoxe!

Jlen

3 Taxux fiBoK 6yBarOTh JIIOAM, OT 10!
Maru

Axi 3 1x mogu? Yu v Brimsea? [a?
Jles

Ta mo tu 3Haem? Ot Hebi>xuuK Tif
Kazasu: Tpeba TiIbKY CI0BO 3HATH,
TO 1 B JTiCOBUYKY MOJXXE YCTYIIUTH
JyIIa TaKa CaMiCbKa, [K i Hama.
Maru

Hy, a xypu >x Tozi BizboMChKa mapa
MIOAiHEThCA?

Jles

Ty 3HOB TaKU CBOEI? ..

Or ninure 3abepycs go poborw,

AK Mo TYT )KYBaTH KJI044A!

Maru

Wpu!
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2038
2039

2040

2041

2042

2043

2044

2045

A60 >x 51 bopoHIO?

Jles ide 3a xamy, cepdumo cmpycrysutu 20.41080%.
Masxa suxodums 3 xamu nepebpana: Ha i copouxa 3
decamiu, CKyno nomuma i AAManda Ha nieiax, 8Y3vka
CRIOHUYUNA 3 HAOUBAHKI { NOAUHINUT PapmyX 3 OumK,
B80.40CCS 2440K0 3a4ecane ) 081 KOCU I 3AN0NEHE HABKOAO 20408M.
Maska

Boxe i1 nepebpasacs.

Maru

Orax mo iHmoro. Hy, A gy —

YIIPABIIIOCS TUM 94COM 3 APOOHHOIO.

XorTina 1 niti o KOHOIIEb,

TaK TYT ille He CKiHYeHa po60Ta,

4 T [0 HEI I[OCh HE BEJIbMU. ..

Maska

Yom xe?

IITo Tinpky BMilO, pajia TOMOTTH.

Maru

Oro-T1O 11 62, 110 HEKOHEYHE BMi€NT:

MOJITHUILA 3 Tebe abuska,

TAIUTU CiHa — rojioBa OoJina...

S Tax i >xaTy Maen...

Maska

(3 ocmpaxom)

Ax-to? XKaru?

Bu xouere, w06 A cborogHi sxana?

Maru

Yomy sx 6u Hi? Xiba ceoropHi cBATO?

(Depe 3a dsepuma 6 cinsax cepna i nodae Masys.)

Ocbp Ha cepma — nompo6yit. Ak ynpasocs,

TO Tepermy Tebe.

397



2046

2047

2048

2049

2050

2051

2052

2053

2054

2055

2056

2057

(Buxodums 3a xamy, y3a6mu 3 cinei nidcumox i3 sepHom.
Hesabapom wymno, ax 80na xanye: «<Ifinonviu! yinonvu!
miw-miw-mio! mw-miw-mw! Lip-p-p...>)
JlyKam suxodums i3 cokuporo i nidcmynae 00 mo100020 2pabxa,
00 tiozo pybamu.
Masxka
He pym, xoxanuii,
BOHO X CHp€, TH 5K Oadui.
Jlyxam
A1, mait ciokirt!
He maro gacy!
Maska cmymmuo ousumucs Homy 6 8141.
Hy, To maii cyxoro...
Masxka
(meudenvko eusosixac 3 aicy wumary cyxy depesury)
A me sHatiny; T06i bararo Tpeba?
Jlyxam
A mo >x? QLM OTHUM 3aTOPOKY?
Maska
Yorock yoxe i TM CTaB HENPUBITHHUIA. ..
Jlyxam
Ta 6aumm... MaTu Bce rpusyTh 3a Tebe!..
Maska
Yoro i1 Tpeba? I axe it gino?
Jlyxam
Ta ax sxe? 5 > iM cuH...
Masxka
Hy, cun, — To mo?
Jlyxam
bauy... iM Taka HEBICTKA HE 1O MUCIIL...
Bouu He mobsTh s1icoBOTO pOHY...
Tobi Hegobpa 3 ix cexpyxa byze!
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2058 Masxka
Y nici B Hac HeMa CBEKPYX HiAKHX.
Hasgimo Ti cBexpyxu, HEBiCTKH —
He posyMiro!

2059  Jlyxam
Im HeicTkH Tpeba,
60 Tpeba momoui — BOHU cTapi.
Yysxy Bce 0 pobOTH 3aCTABIATH
He BUMAgaE... HalilMuukuy — He JOoYKH. ..
Ta npasga, Tv chOTO He 3pO3yMier...
106 Hami T0ACHKi KIOOTH 30arHyTH,
TO Tpeba CrIpaByi BAPOCTH He B JIiCi.

2060 Masxka
(o)
Tu PO3SKaKH MEHI, s 3pO3yMil0,
60 5 x Tebe mobmo... S x monHaTa
yCi MiCHi COMiJIOHBKM TBOET.

2061  Jlyxam
ITicwi! To me Hayka HeBesMKa!

2062 Masxka
He sueBarxain IyuIi CBOET LBITY,
00 3 HBOTO BUPOCIIO KOXaHH HaIme!
Toi1 uBit Bif manopori yapiBHimmiT —
BiH CKapOU TBOPUTS, 4 HE BifKPUBAE.
Y MeHe MOB 3pOAMIIOCH APYTE CEpIiE,
AK A Horo misHama. B Ty xsununy
OTHHUCTE JIUBO CTAJIOCh...
(Panmom ypusae.)
Tu cmiemcsa?

2063  Jlyxam
Ta cripasgi, AKOCh Hade CMIIIHO CTATIO...
Y6pana mo-0yzeHHOMY, 2 IPaBUTSH
TaKe, HEMOB Ha CBATO oparjito!

399



2064

2065

2066

2067

2068

2069

2070

2071

2072

(Cmzemocs.)

Masxka

(mapnae na cobi odexcy)

Cmauo ce Bce!

Jlyxam

[To6 maTu ripme rpusmu?

Maska

Ta mo s, s1x 1 TO61 y 1jiit operxi
HeHaye OfMiHMIIaCh!

Jlyxam

Taxk 5 11 3HaB!

Tenep y>ke HOIHETHCS ZOPIKAHHA. ..
Masxka

Hi, mobuii, 51 Tobi He fopixaro,

a TiJIBKM — CMYTHO, IIJO HE MOYKELI TH
CBOTM XUTTAM 0 ceOe JOPIBHATHUCH.
Jlyxam

A mocs He posbepy, mwo T roBopuUiL.
Maska

Bay, 1 Tebe 3a Te mobmo HabibIIE,
4OTO TU caM B cobi He posymien,
XO4Ya JylIa TBOSA PO T€ CIIiBa€
BUPA3HO-IMPO FOJIOCOM COMIJIKH. .
Jlyxam

A 1m0 > BOHO Take?

Maska

Bowno me xpame,

HIXX BCA TBOSI XOpO1Ia, Jiioba Bpoya,
Ta BUCJIOBUTD MOTO i I HE MOXY...
(Cmymmo-saxoxaro ousumocs na Hvo20 { MOBLUMD
XBUAUHKY.)

3arpaii MeHi, KOXaHH, y COIILJIKY,

Hexal BOHA BCe JIMXO 3a4apye!
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2073 Jlyxam
Ei1, ne mopa meni Tenepa rpartu!
2074 Maska
To npuropuu Mene, mo6 s 3abyra
OCIO PO3MOBY.
2075  Jlyxam
(02420aemocs)
urs! nouyoTs maTu!
Bonu Boxe i1 Tak TeOE Bce HA3UBAIOTD
HAKUTAYEM...
2076 Masxka
(cnasaxmyra)
Tax! xTo He 3pic MiXK BaMu,
He 3posymie Bac! Hy, mo ce sHauuts
«HaxuHynack» ? ITlo 51 Tebe koxarw?
o nepura ce ckasana? Yu x To ransba,
L]0 MAIO CEpIie He CKyIIe, 1o cKapbis
BOHO CBOiX HE KPHE, TiJIbKH TOMHO
KOXaHOTO 00/japyBaIo HUMHY,
HE JI0)KU/IAI0YH BIIEPE] 3aCTABH?
2077  Jlyxam
Byna Hais, Mo BiAAAYyCh IOTIM.
2078 Masxka
I 3HOB uynHE, HE3PO3yMisIE CTTOBO —
<BIIAIYCA> ... Tu naB MmeHi Japu,
SAKI XOTiB, Taki 6yJ1H ¥ Mol —
HEMipsAHIi, HEJTYEHi. .
2079 Jlyxam
To i1 fobpe,
KOJIM HiXTO HE 3aBUHUB HIKOMY.
Tu ce cama ckasana — mam ATai.
2080 Maska Yomy s Mato cee mam’ATATH?
2081 Maru
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2082

2083

2084

2085

2086

(8ux00umu 13-3a xamn)

Ce Tax Ti >xHem? A TH ce Tak ropogum?

Jlyxam nocnimHo 1moBoJIiK IEPeBO 3a XaTy.

Konu tu, giBousko, He Xouen xaTu,

TO 51 5K Tebe He cuyio. Bike skoch

CaMa yIpaBJIiocs, a TaM Ha BiceHb,

macts bir, sHaiy cobi HeBiCTKY B moMid.

TaM € ogHa BOBUIIL — MOTOPHEHBKA, —

CaMa IPUIUTYBAIACh YEPE3 JIOTH,

TO 5 CKazaa, mo abu Jlykam

Oy ue Big Toro... Hy, gasait pxe, mobxo,

MEHi CepIouKa — JPYTOro X HEMAE.

Maska

A xatumy. IniTh 10 KOHOMEND.

Mamu iide uepes 24428y 00 03¢pa I KPpuemvcs 3a 04ePemom.
Maska samaxye cepnom i Haxuisemvcs 00 scuma. 3 scuma
panmom supunae Pycasxa Ilosrvosa; sesera 00ion 1na it
npocsisye de-re-0e Kpisv nadmy 304011020 BOLOCCS, 1j0 BKPUBAE
BCH0 11 HEBEAUYKY MOCTNATNY; HA 204061 CUHLH BIHOK 3 B0LOULOK,
) 80L0CCE 3ANLYMANUCH PONCEBL KEIMKU 3 KYKOAI, POMEH,
bepeska.

Pycanxa ITonbosa

(3 bnazannam xudaemocs do Masxu)

Cecrpune, momanyi!

Kpacu moei He pyinyii!

Masxka

A mymry.

Pycanka ITonsoBa

Vaxe 5k MeHe nomapaso,

BCI KBITOHBKU 3arap6aHo,

BCi KBITOHBKH-3ipHUYEHBKH

TeTh BUPBAHO 3 MIIEHUYECHbKH!

Max Mmifi 5kapom 4epBOHiB,
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2087

2088

2089

2090

2091

a Tenep BiH NOYOPHIB,

Haye KPiBIA IPOJIMIACH,

B 60po3eHIi 3amexacs...

Maska

Cecrpuue, mymy 5! TBos xpaca

Ha TOM piK IIe 6y131HiLue 3aIIMIIAE,

a B MEHE€ IIJACTS AK TeIlep 30B sHe,
TO B)KE HE BCTaHe!

Pycanka ITomnsoBa

(amae pyxu i xumaemucs 810 20ps, 2K 00 81mpy Kosoc)
O ropensko! xoco mos!

KOCO MOSI 30J10Tas1!

Oi1 mumenrko! Kkpaco mos!

Kpaco Mos Mosopas!..

Maska

TBofii1 Kpaci Bik JOBIHI1 HE CyHUBCH,
Ha Te BOHA 3POCTa, 100 MOJATATH.
Hapemue T Oaraen TaK MeHe, —
HE s, TO iHIIMH XTO ii 30’KHE.
Pycanka ITomnpoBa

Inanb, Mos cecTpo, Ije XBUIIA TyJIAE
3 KpaIo JI0 KPaio.

Jait HaM 325KUTH BECEJIOTO PAIo,
MMOKU IIIe JITEYKO CSIE,

[IOKU 1€ )KUTEYKO HE ITOJIAIIO, —
1Ile 5K HEMHHYYE JIO HaC HE MPUHIIO!
Xpueky! Xsununouky! Muts opgny, pignas!
ITotim moHuKHe Kpaca mos bifHas,
JIKE JOTOITY CaMa...

Cecrpo! He Oyzp 51K 3uMa,

10 He BOJaraTu ii, He BMOIUTH!
Maska

Papa 6 51 BOIO BBOSIUTH,

403



2092

2093

2094

2095

2096

2097

TIJIBKH 5K CaMa A HE MAalO BYXXE BOJTI.

Pycanxa ITonbosa

(menue, cxuansmucy Masyi do naewa)

Yu 5K He TPAIIAETHCS YACOM HA IO

TOCTPHM CEPIIOYKOM IIOPAHUTH PYKy?

Cectponbko! srisHbcA Ha MyKy!

Kpanemsku xpoBi 6y10 6 jist pATYHKY fOBOJI. —

o »x? Xiba xpoBi He BapTa Kpaca?

Maska

(ueprac cebe cepnom no pyyi, kpos bpuskae na 3010mi Kocu
Pycanxu I1oavosot)

Ocb 1061, cecTpo, sical

Pycanxa Ilorvosa xronumucs nusvko nepe@ Masxor,
3}276)/7011%, 1 HUKHE 8 HCUML.

Bid osepa nabauncaemocs mamu, a 3 Hew mMoA00a n08HOBUOA
MOL00UYS, 8 UEPBOHLTL XYCINYT 3 MOPOUKAMMU, 8 OYPAUK06LT
cnidHuyL, OpibHo Mma pieHo 3aPasdosaniii; max camo
3a¢ar008anus i 3eACHUT PAPINYX 3 HAMUNUMU HA HHOMY
OLAUM, UEPBOHUMU M HCOBTNUMU CTNINCKAMU; COPOUKA
2YCTNO HAMUKAHA YEPBOHUM WA CUHIM, HAMUCTNO 0360HUIND
dyxauamu Ha OiAit, nyXKiti mui, MiyHa Kpatixa micno
nepemseae cman i 810 mozo KpyeAd, 3aINUSHA NOCAM
30aemuwcs e poskimnimor. Moaoduys iide samamucmon
X00010, AN CMAPa 4€08€ NOCTLIBAE 34 HET.

Maru

(0o mo00uyi 4106’2310)

Xopits, Kununko, ocpae xpait 6epesu

e cBike siyuraaxo. Ock aepesii, —

BU )K [TIaJUIIKH TOTAPUTH XOTimu? —

Bin no6puit, mob60oHbKO, 1O MOJIOKA.

Kununa

Ta B MeHE MoTOKA BXXE Hine it miTu!

Ko6 sipMapox XyT4iil — KyIIo HA9uHHSL.
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2098

2099

2100

2101

2102

2103

2104

Koposa B MeHe TypchKOro 3aBogy, —

mje Miit HeODKIMK fech TpubaB, — MOJIOYHA,
i rociogu axa! Oue Byxke AKOCh

s B onti 0bpobutacs, To Tpeba

p060Ti xatHii gatu nag. O TiTko,
BIOBUILIl — XO4 HATBOE pOSipBI/IC}I!..

(I Ipubionwemocs, nidobeasmu 2ybu.)
Maru

Ei1 pubonsko, To Bu Byxe 00pobmmcs?
Hy, me To ckasano, sk xT0 pobiTHHIL,
Ta 37y>Ka€... A B HAC — MAJICHbKA HUBKA,
Ta 11 TO OOT CIIOPY HE AaE...

Kununa

(Qusumucs na nusy, de cmoims Masxa)
A xT0 % TO

JKEHIIEM Y Bac?

Maru

Ta Tam opHa cupiTka...

(Humxom.)

Take BoHO, mpocTuOir, Hi 70 HoTO...
Kununa

(nadxodums 3 mamip’n do Masxu)
Hobpupnens, gisoxsko! Yu gobpe sxHeThCs?
Maru

(cnaecxye pyxamn)

O1i1 mumensko! Ime He noynHana!

O mitt ymagonsky! 1o >k T pobmma?
Hespapucexo! Hexromume! JIegamo!
Masxka

(eayx0)

A pyxy Bpisana...

Maru

byno npu yomy!
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2105 Kwinna
A nai1 cronu cepra — HeXau-Ho 4.
2106 Masxa xosac cepna 3a cebe i 8oposce dusumuocs Ha Kuaury.
2107 Maru
Hasait cepra, six KaxyTs! Tax He TBii1!
2108  (Bupusac cepna Masyi 3 pyx i dae Kuauni, mas xudaemocs
Ha HCUMO L HCHE, IK BOZHEM NALUMD, AXHC COLOMA CBUME IO
cepnom.)
2109 Maru
(emimmna)
Oro meni pobora!
2110 Kwinna
(ne odpusaruucy 00 pobomu)
Axbu xTo
TIepeBecya KPyTHB, TO 51 0 yayx
CIO HUBKY BIDKAJIA.
2111 Maru
(eyxae)
A vipu, Jlyxamry!
2112 Jlyxam
(8ux00ums. Jlo Kuannu)
Maraii6i.
2113 Kwinna
(wcryun)
HaxysaTu.
2114 Maru
O, Jlyxamty,
TIOMOYKEII TYT B’A3aTH MOJIOFUYLI.
bo ta «nmomMiuHMIA» BXKe cKatidiia.
Jlykam bepemvcs 8’ 23amu cronu.
Hy, »xniTe X, AiTOHBKY, a 4 mifYy,
3BapIO BaM KHCEJIUIIi Ha IIOJTY/EHb.
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2115
2116

2117

2118

2119

2120

2121

2122

2123

2124

(L0e 6 xamy.)

Masxa 00itimaa do bepesn, npuxuiuiacy 0o Hei' i Kpi3v dosze
BIMML OUBUINBCL HA HCEHYLB.

Kuauna axuii wac max camo 3a832mo yscre, nomim
DO32UHAEMBL, BUNPOCILYEMBC, OUBUMNBLL HA NOXULEHO0
Had chonamu JlyKama, BCMIXAEMbCS, MPLOMA MUPOKUMU
KpoKaMu NPUCKAKYE 00 Hb020 L NAYAE 3 BUNICKOM 0LOHENW 1O
nae4ax.

Kununa

Hy >, mapy6ue, xyruiit! He miss, ax cmumax!

Orto me BepucyKo!

(Baaseaemucs cmixom.)

Jlyxam

(7 cobi sunpocmyemucs)

Sxa tu bucrpa!

Ocp ninure e 3aitmait, 60 mobopro!

Kununa

(xudae cepna, bepemucs 6 boxu)

Amny s, any! Ile xTo Koro — mobaumm!

Jlykam xudaemucs 00 Hei, 80HA NEPEHLMAE 11020 PYKit; 801U
<MIPLIOMD CULY >, YNEPMUCH D0LOHIMU 8 D0AOHT; IKUTL HAC
cuna ix cmoims napient, nominm Kuiuna mpoxu nodarace
HA340, HANPYHCEHO CMTI0YUCY L 2paroun ouumas; JyKam,
Po3Snasnsmucy, mMupoxo posxuise it pyxu i xo4e ii
NOUTAY8ANIU, ANE 8 MOTL HAC, K 16020 YCTNA BIICE MOPKATOMBLL
ii yem, 8ona nidbusac io2o 1o20t, 811 NAAE.

Kununa

(crmoims nad num cmirowucsy)

A mo? Xro mobopos? He 51 Tebe?

Jlyxam

(yemae, saxco dumyyun)

ITinbuTtu — To He Mamis!

Kununa
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2125

2126

2127

2128

2129

2130

2131

2132

2133

2134

2135

2136

Yu ok max?

Y xami cmyxmyau osepi. Kuauna 3108 kunyiacs swcamu, a
Hyxam ga3amau. Xymxo 3a2in 3amemnie cmeprern 1 6Kpuscs
CHONAMU; CKIAKA 20PCTNOK HCUNA HA PO3LONCEHUX NEPEBECAAX
AEHANY, TK NO00LAHT L 1ye He 108 23anL bparyi.

Maru

(3 cinemmvozo nopoza)

XogiTe, )KeHUNKH! BYKE € ONYACHb.

Kununa

Ta s cBO€ cKiHumna, on JIykam HisfK He BOPABUTBCA.
Jlyxam

Meuni ge gosro.

Maru

Hy, To xinuaii; a Bu xopmits, Kunnnxo!

Kuauna tide 6 xamy. /[sept saunnsiomoca. Maska euxodums
3-n10 bepesu.

Jlyxam

(mpoxu smimascs, nobauusmu ii, asre 3apas onpasuscs)
Ara, To Tu? Ochb JOB’ KU CHOIY,

a s mipy.

Masxka

B’ssatu s He MOXKY.

Jlyxam

Hy, To yoro »x npuiIIa TyT HarIA#aTH,

KOJIM HE XOY€Il IIOMOITH?

(B’axmce cam.)

Masxka

Jlyxamy,

Hexall csi JKiHKa bisblre He IPUXONHTD, —

5 He 00O 1i — BOHA JTyKaBa,

AK BUJPA.

Jlyxam
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Tu 1 HiAK He 3Ha€m.

2137 Maska

Hi, snaro! Yyna cmix 1i i rosoc.
2138 Jlyxam

Cporo me majo.
2139 Maska

Hi, cvoro gosoni.
Cs 5xiHKa X¥M>Ka, HaUe PHUCh.

2140  Jlyxam

Tme mo?
2141 Masxka

Hexaii BoHa 10 Hac y J1ic He XOQUTb.
2142 Jlyxam

(6unpocmascs)

A i xiba BKe JicoBa apus,
LJO TAK PAJUII, XTO MA€ B JIC XOUTH,
XTO Hi?
2143 Masxka
(cymro, 3 nozposow)
V nici e Taxi mposass,
3aXOBaHi IiJi XPyCTOM Ta Tajiy33saM, —
He 6a4uTs ix Hi 3Bip, aHi sogKHA,
2K ITIOKU HE BIIAJIE...
2144  Jlyxam
Ime rosopurs
IIPO XKDKICTh, IIPO JIYKABCTBO, — Bike 6 MoByaa!
A 6aay, we He sHAB HaTYpH TBEI.

2145 Maska
S, moxxe, i cama T He 3HaIIA...
2146 Jlyxam

Tak, oTxKe, CTyXail: AKIIO 5 TYT Malo
Tebe MUTATH, XTO JO MEHE CMi€
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XOIUTH, A XTO Hi, TO JIIIIIE CAM s
3HOB 3 J1icy 3abepycs Ha ceJto.
Boxe Axoch TaM He mpomaay Mix JTIOBMU.
bo s He cras oryT cupiTu B Tebe,
K JIUC y TACTL{.
2147 Maska
S macrox Ha Tebe
He HACTAB/ULIA. ¥ MPUIIIIOB 10 BOJI.
2148  Jlyxam
Io Bogi i mify, K TIBKH CXOUY,
HiXTO HIYMM MEHE TYT He an/IB’mKe!

2149 Maska
Yu 5 5x Tebe KoM B 34T XTina?
2150  Jlyxam

Hy, To 10 9oro s« jina cst 6amadxa?

2151 Jjos’a3as ocmannvoeo chona i, ne dusss4ucy na Magky, nimos
do xamu. Masxa cira 8 60posHi 1Had cmepHer i NOXUAULAC Y
CMYMHLTE 3a0YML.

2152 Jlanvko Jles
(8ux00umo 13-3a xamn)

Yoro ce i1, HEOOTO, BKYPHUIACH?

2153 Masxka
(muxo, cymmo)

Munae niTo, AAfKCUKY...

2154 Jles
JLna Tebe
BOHO TaKu >Xypb6a. A mipkysas 6u,

o Bxe 6 Tob1 He Tpa BepOU Ha 3UMY.

2155 Masxka

A pe ¢ 1 maro Oytu?
2156  Jles

Ax Ha Mmene,
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2157

2158

2159
2160

2161

2162

TO He TicHa bya 6 3 TobOIO Xara...

Kosmu 5x cectpa Taky HaTypy Mae,

1o 3 Helo i He sropopui. S Bxe Opascs
i Tak, i inako... Ixbu To 5

OyB TyT rociogapem, TO i He IUTaBCs O;
Ta BXKE JK A IM BiJJJaB CE TPYHT i Xary,

TO BOJIA He MoA. A cam mify

Ha 3UMY /IO CeJia, O CBEI IOMU...

Sx6u Tv Ha ceni Mora cupiTy,

1O 51 6 Tebe MPUITHAB.

Masxka

Hi, s e Mmoxy...

AKOu Mora, minwta 6. Bu, msaasky, no6pi.
Jles

Xi6 mobpuit, AiBOHBKO, 4 HE JIOJHHA.
Aute, momnpaspa, s TAKH BIIOJ00AB
nopogy Bauty sicosy. Sk Oymy

BMMPATH, TO IPUIALY, AK 3Bip, [0 JICy, —
OTYT Iifg ,uy60M Xa 1 IOXOBAIOTh...

Tei1, ny6oHbKYy, 4u Oyaen Tu CTOSTH,

SAK CHBA rOJIOBA MOS. CXUTHETBCA? ..
He-ne! me it He Taxi 6ym fy6u,

Ta ¥ Til moCTUHANM... 3eJIeHil e

X049 JIO MOPO3Y, Ky4ePABUM JPYIKE,

4 TaM... 9 JaCTh OIr Ije BeCHU AiXKOaTH? ..
(Cmoims, crymmo noxusnsmucy na yinox.)
Masxa nososi subupac Hanig3ie’sui KImKu 3 nONAMO20
HUma i ckAaoae ix y nyuewox. 3 xamu BUX00LMb: MATNUL,
Kuauna i Jlyxam.

Maru

(0o Kuaunn)

Yoro Bu crimmuTecs? 1a me nocuasre!

Kununa
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2163

2164

2165

2166

2167

2168

2169

2170

2171

En, =i BXe, paguHyCIO, A TIifY.
JuBiTh, yoke HepaHo, — 51 boKCs.
Maru

Jlykamy, T IpOBiB 6w

Jlyxam

YoM xe, MOXKY.

Kununa

(noeagdae na nvozo)

Ta, mait, poborae...

Maru

Axa pobora

yBeuepi? Inu, cunamnty, iy,

Ta Hagseau Kununky no noporu.
Camint yBEUEPI B Ciil ITyIIli CyMHO.
Ta me Taka xopoma MOIOAHYIKa, —
Ko 6 XTO He Hanas!

Kununa

O11 papunycio,

Ce K BU MEHE TeTep 30BCiM 3s1Kau!
Jlyxamy, iizim, OKM He 3BE4OPITIO,
a 1O ¥ yfBoX 60ATHMEMOCH!
Jlyxam

A6 T0?

6osBcsa B yici? Oro-ro! momany!
Maru

Ta BiH y MeHe XJIOTIEIb-MOJIOfELIb,
BU BKe, Kumnko, gecti He yimarire!
Kununa

Hi, To s xaproma...

(Bassancae Jlesa)

Os! [Janpxy Jlese!

TO BHU-TE BIOMa?

Jles
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2172

2173

2174

2175

2176

2177
2178

2179

2180

2181

2182

2183

(ydae, mos e dowys)

Ia? igiTe 3poposi!

(Hlde cobi 6 aic.)

Kununa

Hy, 6ynsre Bxe 30poBeHsKi, TiTyco!

(Xoue noyinysamu cmapy 8 pyxy, mas ne oae, obmupac cobi
poma papmyxom i mpuii <3 yepemonien > yiLyeMvcs 3
Kuaunon.)

Kununa

(821ce Ha x007)

JKusi 6ysaiite, Hac He 3abyBaiite!

Maru

Beceni 6ygpre, Ta 1o Hac mpubyasre!

(Hoe s xXamy i 3aco8ye 08epi 3a c06orw.)

Masxa nideodumscs [ muxorw, Ha4e 6MOMACHON, 10X00010 10€
0o 03epa, cidae na noxuiery 8epby, CKAOHIE 20408) Ha PYKHL §
muxo naaye. Ilouunae naxpanamu dpionuti domux, 2ycmoio
CLIMKOM 3A804IKAE 2ANL8Y, XAMY U 2aH.

Pycanka

(nidnausace do bepeza i 3a2asdae do Masxu, 30usosana i
yixasa)

Tu rnaverr, MaBko?

Masxka

Tu xiba HiKONMM

He IU1aKaa, Pycanonsko?

Pycanka

O, a!

Sk 5 samumady Ha MaJty XBUJIMHKY,

TO MYCHUTb XTOCh CMIATHUCA IO CMEPTi!

Maska

Pycanxo! tu Hikomu He KOXaa...

Pycanka
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2184

2185

2186

2187

2188

2189

2190

A ne xoxama? Hi, to Tn 3a0yna,

AKe OBUHHO OyTh KOXaHHA CIPaBXKHE!
Koxanns — sx Bogja, — miaske ta buctpe,
pBe, Ipae, IECTUTD, 3ATATAE U TOITHUTS.
Je man — BOHO KUIIUTB, a CTPiHE XOIOog, —
cTae MoB Kaminb. OT MO€ KoxaHH:!

A Te TBOE — COTIOM SIHOTO JiyXy

AUTHUHA KBOJIA. XUJIUTECA OF, BITPY,

Iijl HOTU CTeJIeThCA. 30CTpiHe icKpy —
3TOPUTB, He HOPIOYHCE, 4 TOTIM 3 HHOTO
JIMIIUTHCA YOPHMIA 3rap Ta CUBUH IO
Kommu > fioro 3HeBa>kaTh, K MOKUBKY,
BOHO JIEKUTH 1 KUCHE, IK COJIOMA,

B BOJIi XOJIOAHIM MapHOI 1ocan,

i mi3HIMHY JOIJaMU KaaTTA.

Maska

(nidsodumas 20.108y)

Tu xaxem — xastra? Criurait bepesy,
YM KAETHCA BOHA 32 Til HOUI,

KOJIM BECHAHMM BiTEP POSILIITaB

ii1 moBry KoOCy?

Pycanxa

A goro x cymye?

Maska

[ITo musoro He MOXKe OOIHATH,
HABiKM IPUTOPHYTU JOBIUM BiTTAM.
Pycanka

Yomy?

Masxka

bo mumit Toit — BecHAHMIA BiTEp.
Pycanka

Harmo » 6y0 xoxaru i Takoro?

Masxka

414



2191

2192
2193

2194

2195

2196

2197

2198

bo Bin 6yB HIDKHUM, TOX BECHAHUM JIETIT,

CI1iBaro4u, 1 pO3BUBAB JIUCTOYKH,

MUJTYIOYM, PO3MasB 11 BiHOYKa,

i, mecTAYM, KPOIUB POCOIO KOCY...

Tax, Tak... BiH cripaBxHii OyB BeCHAHMIT BiTEp,

Ta iHmoro BoHa O He MOKOXaJIa.

Pycanxa

Hy, To Hexai1 Tenep >xanoby cryctuts

K 10 3emui, 60 BiTpa 00ilHATH

TIOBiK HE 3MOYKE — BiH YK€ IIPOJIMHYB.

(Tucxo, be3 nacecky, 6idnansac 610 bepeea i 3nuxac 8 03¢pt.)
Maska 3108 noxuiniacy, 0082 4opui Kocu ynasu 00 3eMAL.
Tlounnaemocs BIMEP L HCEHE CUBT XMAPHU, 4 BKYNL 3 HUMU
©OpHL KAWYT NIMAMUHT, w0 8104imaroms y eupit. Ilomim 610
CUNBHIMO20 NOPUBY BIMPY XMAPU 0015081 PO3X00LMbCS T BUIKO
AEC = YoHce 8 ACKPABOMY OCTHHBOMY YOOPT 1Ha MAL 2YCTNO-CUHBO20
nepedsaxiornozo neba.

Masxka

(muxo, 3 2aub0x0m0 HCYPbOIW)

Tax... BiH y>ke IPOJIHHYB...

Jlicosux suxodums 3 2ymasurnu. Bin y doseiti kupei bapeu
CIMAP020 3040MA 3 MEMHO-4EPBOHON 240010 BHU3Y, HABKOAO
manxu 008uma 2i4xa 00Cmu2L020 Xmeiw.

JlicoBuk

Hotro, noHio,

AK TAXKKO TH KapPaeUICA 3a 3pajy!..

Maska

(nidsodumas 20108y)

Koro s spaguna?

JlicoBuk

Camy cebe.

IToxunyna BUCOKE BEPXOBITTA

1 HU3BKO Ha ,I[pi6Hi CTEXXKH CITyCTUIIACD.
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Mo xoro tu nogpibna? [lo cysxebku,
3api6HHui, IO TIPALIEIO T PKOIO
OKPaMYUK MACTA XTi/Ia 3apOOUTH
i HE 3MOTII14, Ta III€ OCTAHHINA COPOM
i1 He fae >keOPaIKO 3POOUTHCH.
3ragait, sxoro v Oys1a B Ty Hid,
KOJIU TBOE KOXaHHA PO3LBLIOCA:
Oyna Ti Hade JlicoBa LapiBHA
Y 30psAHIM BiHKY Ha TEMHHUX KOCaX, —
Tomi >kanibHO PYKH IPOCTATaNo
fo tebe macts i Hecsto gapu!
2199 Masxka
Tak mo >x MeHi pobuTs, Ko Bci 30pi
TIOTaC/IM i B BiHKY, i B CEp1ii B MeHe?
2200  JlicoBux
He Bci Binku morusynu auust tebe.
OraHbCA, TOAUBHCE, AKE TYT CBATO!
Baar sacens-xuA3p Kupeio 30107y,
a iuKa poxxa 6y131Hi'1' KOPaJIu.
Hesunna 6inp 3miHuzace B TOpAMIA Ty PIyp
HAa Tilt KaJIuHi, mo Tebe KBiT4ama,
Jle COJIOBEM CIIiBaB ITiCHI BECI/IbHI.
Crapa Bepba, cmyTHa bepesa HaBiTh
y 3JIATOIVIABH ¥ KAPMA3UHU BOpaIHCh
HA CBATO OCeHi. A TiIbKK TH
»keOparbKi MMaTH CKUHYTH HE XOYell,
00 11 326yo1a, 110 HisKa Tyra
KPacy ePEMAaraTy He IIOBUHHA.
2201 Maska
(nopusuacmo scmace)
To mait MeHi cBATKOBI mmaTy, Ainy!
A 6yny sHOB, six sicoBa LjapiBHa,

i macTs ymasie MeHi 10 Hir,
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2202

2203

2204

2205

2206
2207

2208
2209

2210

2211

6mararouu Moe€l macku!

JlicoBuxk

JoHi0, JaBHO rOTOBI WATH AJIS LapiBHH,

ajie BOHa Jiech 0aBUIIACh, XMMEPHA,

yOpaBIIKCS 4711 XKAPTy 32 KeOpaUKy.

Posxpusac ceow xupero i dicmae 0oci 3axo8amny nio Hew numiny,
340/MOM 2aNMOBAHY bazparuyw i CPIOHUTL cepnanox; Hadisae
bazpanuy nosepx yoparnns na Masxy; Maska tide do
KAAUHU, MBUOKO NAMAE HA HITL 4ePBOHL KuMuyi 5210, 361BAE
007 81HOUOK, posnyckae €007 KocH, KBIMHAEMBC BIHKOM L
cxaonaemucs neped Jlicosuxom, — 8in HaXuoa€ it cpibHuti
CEPNAHOK Ha 204108).

JlicoBuk

Tenep 51 Bixe 3a Tebe He HorOCs.

(I1osascro knsrysmu iti 20408010, mMemK010 10x00010 1i0e 6
2ymasuny i SHUKAE.)

3 aicy subizae Ilepesecrnk.

Maska

3H0B TH?

(Hamipsemocs emixamau.)

Ilepenecuuk

(3nesancauso)

He 6itica, He no Tebe.

XriB g onsifati Pycanonpky, mo B »uTi,

Ta bady, Bxe BoHa 3acHya. [1lxoza...

A Ty 3MapHiTa mock.

Masxka

(eopdo)

Tobi spaeTbea!

ITepenecank

3naeTncs, kaxem? Jlait 1 npuauBmOCA.

(ITidx00ump do nei, Maska sidcmynac.)
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Ta tn yoro >xaxaemcsa? 5 sHamo,
LIJO TH 3aPy4EeHa, — He 3a9eILTIO.

2212 Maska
I'ers! He rmysyii!

2213 Ilepenecuuk
Ta 11 He cepabes, — O XK,
Koy A nomunuscs... Ciryxait, Magxo,
JaBail I T0OPaTaEMOCh.

2214 Maska
3 To6010?

2215  Ilepenecruk
A yom xe Hi? Tenep Mu BoceHH,
Ternep, 6a4, HaBITH COHIIE POXOIOTIO,
i B Hac mpocTurna kpos. Tax mMu 3 T06010
KOJIKCh Oystu ToBapui, a MoTim
94U IPAIHCh, 91 KOXAJIUCh — TPYAHO 3BKHUTh, —
Terep HacTas bpaTepcrna vac. Jlait pyky.
Masxa mpoxu Hepimyue nooae iiomy pyxy.
J03Bos1b OKIacTH OpaTHIi IOLTYHOK
Ha JIMYEHBKO TBOE OJrifte.
(Masxa oxursemacs, 6in sce-maxu i yixye.)
O, kBiTH
Ha JITICHBKY Ofipasy 3ausinu! —
LIHOTJ/IMBII, He3aMaIllHi, OCiHHi...
(He sunycxamuu ii pyxu, 02420a€mvcs no 244261.)
ITormaue, AK TaM JTiTa€ TABYTHHHA,
KPYKJLA€ i BUPYE y MOBITPL...
Orax i Mu...
(Panmom nopusae ii 6 maneyp.)
Tak oTiMu KHHEMOCH, PUHEMOChH
B KOJIO camu!
3opi mpeuucTi, ickpu 310THCTI,

SICHi Ta KPaCHI BOTHI IIPOMEHUCT,

418



2216

2217

2218

2219

2220

2221

2222

2223

BCe, 110 OIHcKyde, —
BCE T€ JIETIOUE,
BCe Oe3ynMHHOTO pyXy xaryde!
Tak o1 ...
TaK OT i A1...
byns »xe MoB ickpa, koxaHa mos!
1Ipyoxo supye maneyp. Cpibnuii cepnanox na Masyi 36uscs
Ye0py, M08 OAUCKY4A 2a0WUKd, HOPHL KOCU POSMAINUCD T
smimarucs 3 soenucmumu Kyuepamu llepesecruxa.
Masxka
Togi!.. o1, ropi!..
ITepenecank
B mupiit saropi
He 3YTMHAMNCS, KOXaHa, i Ha MUTb!
IacTsa — To 3pana,
Oymb TOMY pazga, —
THM BOHO I TapHE, IO BiYHO JIETUTB!
Tanens pobumucs marenum.
3Burimocs!
3nuitmocs!
Buxpowm sasutimocs!
2Kuiimo!
3OKUNMO
BOTHUCTOTO paro!
Masxka
T'opil.. mycTu mene... Miiio... BMuparo.
({os08a 17 nadae fomy na naede, pyxu onyckanmscs, ein
Muumb i1'6 manyi omiiry.)
Panmom 3-nid 3emAi 3’ 26AEMbCL MEMHE, MUPOKE, CMPAULHE
Mapume.
Mapume
Bippait meni moe. Iycru ii.

Ilepenecuuk
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(cnunsemocs i sunycxae Masxy 3 pyx, ona 6e31a0Ho
CRYCKAEMBCS Ha MPABY)
XTO T TaKui?

2224  Mapume
Yu T MeHe He 3Haem? —

«ToM, mo B CKaJIi CUTUTDH».

2225 Ileperecnux 38])%2}1)/36}1, npyﬁfc%/w Pyxom Kuwmnyscs 2emv i SHUK
y aict. Maska ouymunace, 36€44c3 Mpoxu, mupoxo poskpuira
oui 1 3 wcaxom dusumucs Ha Mapy, mo npocmszae pyxu
83amu ii.

2226 Masxka
Hi, s ne xouy!

He xouy s o tebe! S xupa!

2227  «Toii, mo B cKaji CUOUTD>»

A moseny Tebe B ganexuii Kpaii,
HESHAHUU KpaW, JIE TUXi, TEMHi BOogu
CIIOKiMHO CIUIATH, AK MEPTBi, ThMAHI 04i,
MOBYA3HI CKeJIi TAM CTOSTb HaJl HUMU
HiIMUMHU CBiIKAMU MOZM, IO BMEPJIH.
CroxkiitHo TaM: Hi IepeBo, Hi 3i/1a

He IIEJIECTUTD, HE HaBiBa€E MPii,
3pajJIMBUX MPii, IO HE JJAI0Th 3aCHYTH,
i HE 3aHOCHTD BiTEP >KAIHUX CITiBiB

PO HEJOCAYKHY BOJIIO; HE TOPUTh
BOTOHb YKEPYIIUM; TOCTPi OyIMCcKaBUI
J1IaMaloThcs 06 ckei i He MOJXKYTb
IPOOHUTHCS B TBEPAUHIO THMH H CIIOKOIO.
Tebe Bisbmy s1. Tu Tyan Hame>KUII:

Ty OJIigHeN Bif OTHIO, BiJ, pyxy mutient,
114 Tebe WAcTa — TiHb, TU HEXKUBA.

2228 Masxka
(8cmac)

Hi! g »xusa! A 6y,ay BIY4HO >XUTH!
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2229

2230

2231

2232
2233

2234

2235
2236

2237

A1 B cepni Maio Te, IO HE BMUPAE.

Mapume

ITo gim 1 3Haewm Te?

Maska

ITo tim, mo Myky cBoiO o610 1 17 Ja10 SKUTTA.

Komnu 6 Moria A TibK4 3ax0TiTH

il 3a6yTu, a mimura 6 3 Tob0IO,

aJIe HisfKa CuJIa B IiJIiM CBiTi

He JacTh MeHi baxaHHs 3a0yTTs.

B mici YYETHCA WIENECT JIOCHKOT XOIH.

Ocsb TOM ife, mo maB MeHi Ty MyKy!

3uukait, Mapo! Ine mos Hagis!

«To1i, w0 8 ckasi cudumo> BLOCIMYNAEMBCL 8 MEMHT XAML |
Mam npumarnemocs.

3 aicy suxodums Jlyxam.

Masxa iide nasycmpiy Jlykamesi. Obanyys ii 6idbusae
cMepMEsbHOT0 OAL0ICTNI0 NPOM UL ACKPABOT 00€ICL, KOHAWYA
Haois Pposmnpuia ii BeAUKI MEMHL 041, PYXU 8 Hel
nopuBuACIN i 3AHUKAIUT, HAYUE WOCH Y Hill 00PUBAEMBLA.
Jlyxam

(nobaunsmu ii)

Axa crpammna! Yoro Tu 3 MeHe Xouem?

(I1ocnimae do xamu, cmyxae 8 08ept, mamu 8104UHIE, He
suxodzun. Jlykam 0o mamepi na noposi.)

Toryiire, Mamo, XJ1i6 s CTapoCTiB, —

A B3aBTPa 3acuIaioch g0 Kumnn!

(L0e 6 xamy, dsepi saunnsmocs.)

«Toit, mo 6 ckari cudumu>» 8uxo0dumas i nodacmscs 0o
Masxu.

Maska

(3pusac 3 cebe bacpanuymw)

bepu mene! A xouy 3abyTTa!
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2238

3000
3001

3002

3003

3004

3005

3006

3007

«Todi, mo 8 ckani cudums > mopxaemucs 0o Masku; ona,
KPUKHYBULU, NAOAE 1OMY HA PYKIL, 8IH 3AKUOAE HA Hel (B0
wopmy xupern. Oboe 3anadanmucs 8 3emamw.

Qlia 3
Xnapna, simpana ocinns niv. Ocmanniii sosmuti 6106.4uck
MICAYA 2acHe 8 xXaoct 204020 sepxosimm. Cmoznyms nyzati,
peeorymp cosu, Yidaunso xasagxawmy nymuxu. Panmom sce
ROKPUBAEMBCS NPOMILAUM CYMHUM BOBYUM BUTIINIM, )0
posaazaemucs ece dyancue, yancue ¢ 8pas obpusaemucs. Hacmae
muma.
Tloununaemocs xeope ceimanns niznvoi oceni. besaucmuii aic
4608 MPTE NPOMIU NONEAICINO20 HEOA HOPHOW WETNUHONW, A
doai no yzaicci cryemucs posmpinarnuti mopox. Jlyxamesa
XAMA NOYUHAE OIALTMU CINIHAMU; npu 00M1t cmini woprie
LKACH NOCIAING, W0 SHEMONEHA NPUXUAULACH 00 0081pK A, 8
Hiti nedse morcra nisnamu Masky; sona 8 4opuit 00excs, 8
CUBOMY HENPOSOPOMY CEPNAHKY, MIAVKH Ha 2PYOLX Kpacie
MANCHOKUIL KAAUHOBUTL NY4EHOK.
Koau possudnsemocs, na 244281 cmae 6u0ko 8eAnKuti newvox,
mam, 0e Cmo8 KoAUCs cmosimuiii 0y, a Heda.iexo 810 Hv020
HE0ABHO HACUNANY, WE HE NOPOCAY MOPIHCKOM MOULY. 3 ALY
suxodumas Jlicosux y cipiii cenmi i 8 manyi 3 8064020 Xympa.
JlicoBux
(npudunsasiouucy do nocmamsi nid xamorw)
Tu, noneuxo?
Magka
(mpoxu nocmynae do nvoeo)
Ce s.
JlicoBuk
Hessxe myctus
Tebe Hazap «Toi, o B CKaJi CUAUTB» ?

Masxka
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‘Tu BU3BOJIKMB MEHE CBOIM 3JI0YHMHOM.
3008 JlicoBuk
Ty momcTy T 37109MHOM Ha3MBa€N,
Ty CIIPABEJIUBY ITOMCTY, IO 3aBJAB 5
3PaJJIMBOMY KOXaHIIEBi TBOEMY?
Xiba x TO He IO IIPaBi, IO 1i3HAB BiH
CAMOTHBOI'O HECBITCHKOI'O O14aIO0,
Ourykatouu B mogo6i BoByiit sicom?
Amxex! Tenep BiH BOBKy1aKa AUKui!
Xail CKaBy4UTb, HEXAl TOJIOCUTD, BHE,
Xa¥l IparxHe KpoBi JIOACHKOI, — HE BraCUTh
CBOEI MyKH 31101
3009 Maska
He pagi1,
00 5 foro mopsrysana. B cepui
3HAMILIA 5 TEE CJIOBO YaPiBHE,
IO ¥ O3BiPIIMX B JIOIU IIOBEPTAE.
3010 JlicoBuk
(mynae 30 3.00cmi nozot i 1amae 3 mpickom ceoeo yinka)
He rigaa Tt pouxoro yricy 3BaTucs!
60 B Tebe AyX He BiIbHUIA TiCOBUI,
a xaTHiit pabcpknii!
3011 Maska
O, xomu 6 Tu 3Has,
Kostu 6 TH 3HaB, AK CTPAIIHO TO OyII0...
I cnana cHOM KaMiHHUM Y TIedepi
rrOOKiF, YOpHii, BOTKIM Ta XOIOAHIH,
KOJIM CIIOTBOPEHUH IIPOOUBC roIoc
KPi3b HEMPUCTYIIHI CKeJIi, i BUTTA
IPOTAI/IE, JUKE CyYMHO PO3iC/Iaoch
I10 TEMHHX, MEPTBHX BOZAX 1 36yAmI0
MK CKEJIAMU JIYHY JaBHO IIOMEPITY...
I 1 npoxunynace. Bornem nigsemuum
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Mil >KaJIb TTAJIKUH 3ipBaB IEYEPHUM CKJIET,
i BupBasace A 3HOB Ha CBiT. I c1oBO
ycTa MOT HiMii 0XKMBHUJIO,
i st BavHMITA AUBO... S 3barnya,
110 3a0yTTA HE CYHKEHO MEHI.
3012 JlicoBuk
He > Bin Tenep? Yomy BiH He 3 TOOOKO?
Yu To i1 1Or0 HEBIAYHICTL HEBMUPYIIA
TaK, AK TBOE KOXaHHA?
3013 Maska
Ox, gigycio!
sx6bu T 6auus!.. Bin B nomo6i mopcekiit
YIIaB MEHi /IO Hir, MOB SICEHb BTATHUM...
Is TOJIy BIOPY BiH 1O MEHE 3BiB
TaKUH OOJIOYUI TOTJIAN, [IOBHUHN TyTH
i KaATTA mankoro, 6e3 Hapil...
JlrogyHa TiNnbKY MOYKE TaK JUBUTHUCH!..
A1 me 10 MOBHM He MPUMIIIA, AK BiH
CXOMMBCh Ha PiBHI HOTH, i Bifl MEHE
TPEMTAYMMU PYyKAMHU 3aCTTOHUBCH,
1 KMHYBCS, HE MOBJIAYM Hi CJIOBA,
B 6a131pa1< TEPHOBUM, TaM i 3HUK 3 OYEM.
3014 Jlicosux
I mo >« Tenep v gymaem pobuTn?
3015 Maska
He snao... A renep, s1x Tinp, bykaio
Kpaii cei xaru. £ He Mato cum
OKUHYTH 1i... 5 ceprem uyio —
BiH BEPHETBCS CIO[IH...
3016  Jlicosux mosuxu scyprungo xumae 20406010. Maska 3108
NPUXUNIEMBCL 00 CIMIHUL.
3017 JlicoBuk
Jurtuno 6igHa,
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3018

3019

3020

3021

3022

3023

3024

3025

3026

YOTO TH MIIIA BiJ HAC y KPall MOHYPUIA?
Hespxe vema CIIOYMHKY B PiIHIM raio?
JuBrce, oH e Tebe TBOS Bepba,

BOHA JJABHO BXXE JIOXKE ITOCTEINIIA

i >KypuThCs, WO TH Aech 3abapHITach.

Inu, counus.

Masxka

(muxo)

He moxy 1, gigyco.

Micosux, ULYMHO STMXHYBUL, LOMALY nodascs 8 uic. 3 AlCy
YYEMBCS HABICHUTE MEYNIM, HAYUE XINOCH 03 BAU HCEHEMNDC
KOHEM, NOMIM CRUHIEMDCS.

Kyup

(6uckaxye 3-3a xamu, nomupaniu pyxu, i cnunIEMvcs,
nobaunsmu Masxy)

Tu, Masxo, TyT?

Masxka

A T yoro Huxaem?

Kyup

41 IM KOHS IPUTAT 33 TMYKY B CTANHIO.
I'apasy MeHe TONIOBO3UB BOCTAHHE,

BYKE HE BOSUTHME HiKOTO Oisbe!

Maska

Henasunuuit! Tu orausbus Ham ic!

Ce Tax aep>xum yMoBy 3 gaapkom Jlepom?
Kyup

YMoBa Hamra BMepi1a BKYII 3 HUM.

Masxka

Ax? pappxo Jles ymep?

Kyup

Oxu i morua.

ITig sy6om moxoBau, a IPUALITOCH

KOJIO TICHbKA CTAPOMY CIIOYHMBATH.
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3027 Maska
O60e mosarmu... Bin npedypas,
IO BXKE HOMY Cel PiK He 3MMyBaTH...
(Haodxodumw do mozuan.)
Ot s1x ke 1Tade ceprie mo To6i,
€AMHMI IPy>Ke Miki! SAxbu 1 mana
YKUBYII CJIbO3H, 51 O 3pOCHUIa 3EMITIO,
GapBiHOK 61 3pPOCTHIIA HEBMUPYLIUIT
Ha ciit Morui. A Temep s B6ora,
Mil XKaJIb CIIaJla€, Ha9€ MEPTBUM JIUCT...
3028  Kyup
7Kasp He mpucTaB MeHi, a Bce XK A MymTy
TIPUSHATHCA — TAKH CTAPOTO LIKOJA,
60 BiH YMiB TPUMATH 3 HAMU 3TOJY.
Byno i mana yopHoro gep>xuth
TIPH KOHIX, W00 51 MaB Ha YOMY 1371 Tb.
A 6nnckaskomo may Oysto Ha mari,
4 KOHMKHM CTOATH cobi CITOKIMHO.
Or ci 6261 30BCiM HE BMIIOTb YKUTH
AK CJIiJ| i3 HAMU, — LIara IOy,
3pybanu gyba. pymmnu ymoBy.
Hy, i1 1 Biggaaus im! Haiikpami xoni
Ha CMEPTb 3a13[1B; KYIUIATD — 3HOB 3aDKIKY.
e i1 BinpMmy, mo B YopTHLi 6abyBana,
rapHEHBKO IOIPOCHUB, 106 M KOpOBH
TeTh-4MCTO MOIICyBasIa. Xai ke 3HAIOTh!
e »x Bogsruk ctikka M migMo4us,
a ITorepuara 36ix0Ks moruoiny,
ITpomacuurs ix goci 6 3a e,
IO 03€PO KOHOIULAMM 3TUJIVIIH.
He 6yne im o6pa renep y ici!
Boxe TyT HaBKOMO XaTu ¥ 3MMAHI XOATS.
3029  3nupui
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3030

3031

3032

3033

3034

3035

3036

3037

3038

3039

3040

(mani, samopeni icmomu, 8 2axmimmi, 3 BT4HUM, ZPUILKUM
200000M Ha 004u44T, 3'TBASI0ONBCL 3-34 KYIMKA XAMHBO20)
Mu tyt! A xTO Hac KIMYE?

Magka

(xudaemucs im nasnepeiimu do dseperi)

Ters! lesarire!

Hixro e kiukas Bac!

Opun 3nugess

3J1erino cioBo, —

Ha3a/] He BEPHEThCSL.

3mmpai

(0bcidaroms nopre)

Konu 6 Tam mBuame

HaM JIBepi BITYUHUIIN, — MU rosiofgHi!

Magka

A me nymy Typu!

3nupHi

To nait Ham ictu!

Magka

(3 mcaxom)

Hivoro s ue maro...

3mmpai

Hait kamuny

oTYy, o Hocu Koo cepya! Jlaii!

Magka

Ce xpoB mos!

3nupHi

Hapma! Mu mo61um Kpos.

O0un 3andens xudacmocs il Ha epyou, cmoxue Karuny, inmi
cinarnmas 1020, w00 1 00T NOKYMILYBAMIM, 2PU3ZYINBCL MENCU
coboro i 2apuams, 2K cobaxu.

Ky
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3041

3042

3043

3044

3045

3046

3047
3048

3049

3050
3051

3052

Eit, 3nupui, 3amumite — TO He moguHal

SAUOHT CnUHL10MBCL, YOKOMAIMND 3Y0AMU T CBUUYMb 810
20400y.

3mmpai

(do Kyy.2)

Tax pait HaMm icTH, 60 i1 Tebe 3'Imo!

(Kudaromuvca do Kyys, moii eidckaxye.)

Kyup

Hy-ny, momany!

3nupHi

Ictu! Mu ronogmi!!

Kyup

Crpusaiire, 3apas s 30yxy 6a6is,

BaMm Oyze Dxa, a MeHi 3a0aBa.

(Depe apydxy semai, Kuac 6 8ixHo ¢ posbusac mubxy.)
Tonoc marepi JIykamesoi

(8 xami)

Ori! o Take? Boke 3HOB HeuncTa cral

Kyup

(do 3auonie nomenxn)

A baunre — npoxunymack. Och XyTKO

TIOKJIMYE Bac. Temep mocuapre THXO,

a TO 11l 3aKJIEHE CTAPa BAC TaK,

IIJO ¥ B 3€MJIIO BBilifieTe, — BOHA CE BMIi€.

SAUOHT cKYA1010MBCS 11D NOPOOM MEMHOW KYNOTW.
3 xamu wymmno Kpize posbumy mubxy pyxu 6cmasanis
mamepi, nomim i 2040, a 32000m Kuaumnun.
Tonoc marepun

O, Bxe ¥ pO3BUIHIIIOCE, 4 TA BCE CITUTb.
Kumuno! Teir, Kununo! Hy, Ta i1 ciurs sxe!
Bopait nasik sacHysma... Bcrans! A Bcrans,

6onart TH BXKe He BcTasa!
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3053

3054

3055

3056

3057

3058

Tonoc Kununuu

(3acnano)

Ta goro Tam?

Maru

(yidauso)

Hopa 5K TOb1 KOPOBUIIIO 310iTH,

OTy MOJIOYHY, TYPChKOTO 3aBOJY,

10 TH Ije 32 HeObKurKa mpuabaa.
Kununa

(61ce npouymasmucsy)

I Tii nopoo, mo TyT 3acrana,

Ta HALJKY TPY KPAILIi MOJIOKA —
XyHT Macna byze...

Maru

Omxe i1 HE BMOBYUTH!

XT0 5K BUHEH, 110 HabLIy B HAC HE CTAIO?
3 TaKoI0 rOCIOAUHENO... 01 rope!

Hy ke #1 mepicrouxa! I ne B3smaca
Ha HaIly TOJIOBY?

Kununa

A xT0 > BeniB

IO MEHe 3acuaTuca? Tax Manu
OTYT KYCh 3aIPUIIAHKY, — OyJ10 BaM
IPUIHATH Ta TPUOPATH XOPOIICHBKO,
or i 6y:a 6 HeBicTOUKa 10 MuCITi!
Maru

A mo x — rapaemn, Hi? Taku i1 6y:a 6!
Hypauit JIyxam, mo npomirss Ha Tebe;
60 T0 Oys10 Take nOKipHe, AO6pe,

XOY MIPUKJIAZAM IO PAHH... Y3UBAEN
11 3aJPUIIAHKOIO, 2 CaMa

11 3eJIEHy CYKHIO TIEPELInIa

Ta ¥ 1OCi COBAa€NI — HEMA€E BCTUAY!
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3059

3060

3061

3062

3063

3064

3065

3066

Kununa

Ta Bxe 5, y BAC HAXOZUIICA B HOBOMY'..

OH 4oJs10BiKa [IECH TIOBITPS HOCHTb,

a i1 Oifyi 3 CBEKPYIIHCHKOM HPOKIIATUM, —

Hi JKiHKa, Hi BJOBA — AKACh ITOKUIbKa!

Maru

Sxwuit 61 4osoBiK 3 TOOOIO0 BCUTIB?

bipo Hampacna! Ilo 6ymo — 1o 3’ina

3 OITUCbKAMHU CBOIMM, — OH, CUIATH! —

60121 TaK BaC CAMUX ITOCIIM 3MUHi!

Kununa

Hexai1 Toro nocagyTs, xTo ix Kiuye!

Ha cux crosax 00uunse dsepi 3 xamu. Kyyp ymixae 6 boromo.
undni cxonawomscs i 3abiearoms y cinu.

Kuauna 3 6idpom y pykax mnapxo npobieac 0o 4ic08020
nomoxa, 3 2ypxomom Habupae eidpom 600y i epmacmvcs
HA3a0 yorce mpoxu muxuior x000%0. 3a88ancae 0.41u3vko 08eperi
Mozmcy, w40 CIOLMb NPU LKL SHECUACHA, CILYCINUBULI CUBUTE
cepnanox Ha obanuys.

Kununa

(cnunsemucs i cmarosums 8idpo doas)

A cex sxa?.. Ieit, cyxaii, uu Ti I1sAHa,

YU, MOJKE, 3BMEP3JIa?

(Tepmocumsp Masxy 3a nacue.)

Masxka

(nacury, mos boprouucs 3 maickow smopor)

CoH MeHe 3Marae...

3MMOBUM COH...

Kununa

(820cnomnse iti 0baunys i niznac)

Yoro ciopu npuitna?

Tobi He sanmatunu 3a poboTy?

Masxka
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3067

3068

3069

3070

3071

3072

3073

3074

3075

(2% 7 nepue)

Memni HiXTO He MOYKE 3aILIATUTH.
Kununa

TTo xoro tu mpuitmta? Moro mema.

A 3nato, Tu o Hroro! IlpusHasaiicsa —
BiH TBill KOXaHOK?

Masxka

(max camo)

Kosmucs 6yB parox

SCHMM, BECENTUM, HE TOU, WO TEMEP...
BiH y>K€ BMEP...

Kununa

Tu 60>xeBinbHAa!

Masxka

(max camo)

Bisnbua 1, BinbHa...

Cymnerbcs xmMapKa 110 Heby MOBisIbHA,
iine besnpuyanbHa, CyMHa, Oe3npUBITHA. ..
e x 6mckaBuia 6maKuTHA?
Kununa

(cinae ii'3a pyxy)

I'es! He Mopou mene! Yoro croim?
Maska

(npumommime, sidcrmynanuu 0d dseper)
CT010 T4 [UBIIOCH, AKi BU IACIIMBI.
Kununa

A mo6 T cTosua y 4ypi Ta B AuBi!
Masxa sMiHIEMBCS panmom y 8epoY 3 CYXum AuCmom ma
NAAKYLUM 2LALIM.

Kununa

(0208masmuce 610 30yminns, 80poico)
Yu 6a! A B gobpwuit vac Tobi cxazana!

Hy-ny, Tenep neposro macroimics!..
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3076  Xijomauk
(subr2a¢€ 3 xamu. Jlo Kuannu)

Oi1 maMo, 1ie Bu-Te? Mu ictu xouem,
a 6a6a He 1a0Th!

3077 Kununa
Ei1, opuenuca!

(Humxom, naxuiusmucs 00 #v020.)
I Tam migy mevero mupir cxosana, —
sAK 6aba Buiize 10 KOMOpH, — 3'DKTe.

3078 Xuomuuk
Bu-re cyxy Bepby Bcrpomun TyTa?
Ta it Hamo TO?

3079 Kununa
Tob6i no Bcworo gino!

3080 Xiomyuk
1 3 HEl BpiXy AymOUKY.

3081 Kwuuuna
IIpo mene!

3082 Xuonuux supisye 2iaxy 3 eepbu i sepmaemuca 8 xamy. 3 icy
suxodums Jlykam, xyouti, 3 doszum 040ccam, be3 ceumat, bes
manxu.

3083 Kumuna
(cxpurcye padicto, s2aedismu fioeo, ase 3apas e docada mamye
i1 padicmy)

Taxu ssuscsa! Jle Tebe HOCHIIO
TaK JJOBro?

3084 Jlyxam
He nuran!

3085 Kumuna
Ile # e muTaii!

Tarascs, BOJIOYUBCA, IUXO 3HAE
1€, IO AKUX CBiTaX, Td M «HEe IUATa» !

O mo64uKy, He TPa MEHi i IUTATH...
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Boxe mecp ota Kopuma cToiTH Ha CBiTi,
10 B Hil 6amoe foci cBUTA I mIaTKa.
3086  Jlyxam
He 6yB s B kopumi...
3087 Kumuna
XT0, [ypHUH, TOBipUTS!
(Basodums.)
Brommuna x s ronoBoHbKY HaBikK
3a CUM IT IHUTEIo!
3088  Jlyxam
Mosuu! He cxurmu!!
Kuauna cnunsemocs, 2A2HY8MU HA 1020 3 0CPAXOM.
Ocp 51 Tebe Tenepa nomuraso!
He nsanpKiB 1y0, 110 OH MEHPOK CTPUMUTH?
3089 Kumuna
(cnowamxy sburace, ase Xymxo cmamuiacs)
A 1o 5k ME MaJIu TyTa — TOJIOp, IcTh?
[Tpuitmmy Ky, KymuIg Ta | yoKe.
Benuxke macts — y6!
3090 Jlyxam
Tax nappko Jles
3aKJIABCA He pyDaTu.
3091 Kuauna
Hsnpka Jlera
HEMa Ha CBITi, — IO 3 1OTO 3aKJIATTA?
Xi6a >x TO T 3aKIABCA 260 A?
Ta 51 6 i ninuit nic npopaTu paga
abo nporepebury, — 6yB Ou rpyHT,
AK Y JIOfIei, He C YOPTiBChKA IMyIIa.
Tax TyT, 1K Bedip, — BUTKHYTHCA CTPAIIHO!
I mo Ham 3 Toro Jicy 3a 5Obpo?
CrrKaeMOCh 10 HiM, AK BOBKYJIAKH,
1ie ¥ CrpaBzi BOBKY/IaKaMH 3aBHEM!
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3092

3093

3094

3095

3096

3097

3098

3099

3100

3101

Jlyxam

ITuts! nuts! He roopu! Mopun!

(B 2010ci ti020 wymmo Goxcesinvruii nax.)
Tu xaxxem

IPOJIATH JIC... 3py6aTH... a Toxi BXKe

He Oyze TaK... K TH Kazaa?

Kununa

Ax? o BoBK...

Jlyxam

(3amyase ivi poma)

Hi, se xaxu!

Kununa

(8u3804n8muce 610 Hpo20)

Ta 6iiica 6ora!

Tu BruBCs, 9M BAYPIB, 4K XTO HABPOYHB?
Xoou do xamu.

Jlyxam

3apas... 1 migy...

OT TiJIBKH... TIIBKH... [Ie BOJM HAIT KOCA.
(Cmae nasxorimxu i n'e 3 810pa. Ilomim ycmae i dusumacs
3a0yMA1B0 nONEPeod cebe, e PymanHu 3 Micys. )
Kununa

Hy? o >« Tu gymaem?

Jlyxam

A? Tak... He 3Ha...

(Bazaruucs.)

Yu Tyt HixTO He OyB Oe3 MeHe?

Kununa

(wopemico)

Xro x 6u

TyT OyTH MaB?

Jlyxam

(cnycmusmn our)

434



3102

3103

3104

3105

3106

3107

3108

3109

3110

He snaro...

Kununa

(34icro nocmixmysmucy)

Tu He 3HA€m,

TO, MOXKE, A IO 3HAIO.

Jlyxam

(mpusoncno)

Tu?

Kununa

A mo x!

A Bigazo, KOro TH JOXKUIA€ENL,

Ta TisbKY 6a) — mKo7a TBOTO >XHaHH:A!
Axuo i1 6ys10, TO BXKE B CTOBIIEL}b MILIJIO. ..
Jlyxam

IJo Tv1 roBopum?

Kununa

Te, mo ayerm.

Maru

(6ubizae 3 xamu i xudaemocs 3 0bisimamu do Jlykama. Bin
XOA00HO NPUTIMAE ME BIMANH)
Cuny!..

Ot cunonsky! O, 110 >k 51 HabifHTach
3 OTEIO BiTbMOIO!

Jlyxam

(30puerysmucy)

3 axomw?

Maru

(noxasye na Kuanny)

3 rero x!

Jlyxam

(3nesanmcaunso scmixarnuuce)

I Ta Bxe BigpMma? — ba, To BXe cyammoch

Bi/IbOMCBKOIO CBEKPYXOI0 BaM OyTH.
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3111

3112

3113

3114

3115

3116

3117

3118

Ta xT0 > BaM BuHeH? Bu x 11 xoTinu.
Maru

k61 > 1 3HaNA, IO BOHA TaKa
HEXJIIOS, HeKyKiOHuIs!..

Kununa

(6nadac 6 piu)

Oti rope!

Xr0 6 roBopus! Y>ke Takux BifboM,
TAKUX HEXJTION, AK TH, CBIT He BUIAB!
Hy ®xe x i marinka, JIykamy, B Tebe! —
3a71i30 — 1 Te meperpuse!

Jlyxam

A tn,

A 6al1y, Jech MILIHIIIA Bif 3asi3a.
Kununa

Bip Tebe mouexarocs oboponu!

Taxoi Marepi Takuii i cun!

Axoro x nmuxa 6pas mene? 1106 TyTa
IIOMiTYBaHO MHOIO?

Maru

(do Jlyxama)

Ta HeBxe K TH

He cKakem ii1 cryauTu ryby! 1o sk To,
YU A 11 ITOIITYPXOBUCHKO AKECH?
Jlyxam

Ta paiite BU MeHi TOIMHY YUCTY!

Bu xouere, 06 A He TibKY 3 XaTH,

a 3 cBiTy rets sitmos? birme, siiny!
Kununa

(do mamepr)

A mo? gixpganace?

Maru

106 1 Tak gi>kpana
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3119

3120

3121

3122
3123

3124

3125

3126

3127

3128
3129

Bij cBOro crHal

(Posarwuena iide 0o xamu, Ha noposi cmpi4acmocs 3
Kunannunum curom, wo 8ubizac 3 coniaxomnw 8 pykax.)
Ocrynucs, snupHo!

(LImypxae xa0nus i 3aX00ums 8 XaNy, MpacHysmn
dsepuma.)

Xomyuk

Bu-re npuitmm e, TaTy?

Jlyxam

Boxe, miit cuny.

(Ha cro8i «<cumy> xaade iponiunuti npumuck.)
Kununa

(6parncena)

Hy, To ckaxu itomy, K Mae 3BaTH, —

yoKe 5K He JAIBKOM?

Jlyxam

(mpoxu npucopomaennii)

Ta xi6a x 5 mo?

Xopu, xoou cIogu, MaIui, He bifics.

(Lradums xa0nys no 6iaiti 20416y1.)

Yu To 11 cam 3pOOUB COMLIKY?

Xomuuk

Cam.

Ta s He BMmilo rpatu. Kob Bu-e!

(I1Ipocmseae Jlykamesi coniaxy.)

Jlyxam

Ei1, xyormde, Byke MO€ IPaHHS MUHYJIOCH!..
(Caeymmno 3adymyempcs.)

Xomuuk

(nxuxarnun)

I! To Bu-Te He xouere! Hy, mamo,

YOM TATO HE XOTATh MEHI 3arpatu?
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3130

3131

3132

3133
3134

3135

3136

3137

3138

3139

3140

Kunmuna

Twme goro! HOTpi6He Te rpaHH:!

Jlyxam

A [1aii CIO| COMITIOUKY.

(bepe coniaxy)

Xopoma.

3 Bepbu 3pobus?

Xnomauk

A mo x, oH 3 Tel-o.

(I1oxaszye na sepby, mo cmaracs 3 Masxu.)

Jlyxam

[Tock Hade s 1i He G6a4uB TyTA.

(o Kuaunu.)

Tu nmocapguna?

Kumuna

Xro 6 1i cagus?

Crupuas Kinok BepOoBHii Ta i1 pospiccs.

Tyr s1x 3 BORHM pocTe — Take goui!

Xnomauk

(6epedanso)

Yomy Bu-Te He rpaere?

Jlyxam

(3adymauso0)

3arpaTn?..

([louunae epamu [meaodis N° 14] cnepmy muxenvio, dari
20n0cHimE, 3600UMb 32000M HA MY 8ecHANKY [menodiz N 8],
o xosucy 2pas Masyi. loaoc coniaxu [npu nosmopenni epu
Ha coniayi mer0dii N° 8] nouunae npomosssmu crosamu.)
«Sx conopxo rpae,

AK IIEOOKO Kpae,

POSTHHAE MEHi IPyAY, CEPAEHBKO BUMMAE...»

Jlyxam
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3141
3142

3143
3144

3145

3146

3147

3148

3149

(6unycxae 3 pyx coniaxy)

Oii! 1o ce 3a cominka? Yapu! Yapu!

XIOIYUK, 3JIAKABIIMCH KPUKY, BTIK IO XaTH.

Kaxxn, gaxiyHxo, mo To 3a Bepba?

(Xanae Kuaumny sa nacue.)

Kununa

Ta Biguenucs, BigKU Maio 3HATU?

A 3 KOIJIOM JIICOBUM HE HAKJIAZAI0

TaK, 5K TBii1 pig! 3pybaii 1i, sk xouerm,

xi6a s 6oponio? Ockb Ha i1 COKHPY.

(Bumseae diomy 3 cineri coxupy.)

Jlyxam

(y326mu coxupy, nidisimos do sepbu, yoapus pas no cmosbypy,
BOHA CINEHYAACH T 3AMENCCININA CYXUM AUCTOM. Bin
3AMAXHYECL Yopy2e — I CIYcImus pyKi)

Hi, pyxu He 3piliMaloThcs, HE MOXKY...

9OroCh 32 CEPLE CTUCTIO....

Kununa

Hait-1o 5!

(Buxonawe 610 Jlyxama cokupy i mupoxo 3amaxyemscs na
sepby.)

B cto mump 3 Heba 802HEHHUM 3MIEM-METNEOPOM 34ITNAE
Lepenecrux i obisimac 8epby.

Ilepenecuuk

S BusBomo Tebe, Mog koxaHa!

Bepba panmom cnasaxye sozrnem. JJocszrysmu scpxosimma,
B020HD NEPEKUOAETNBCL HA XAMNY, COLOM SHA CMPIXA
3AUMAEMNBCI, NONCENCA WBUOKO NOHMAE xamy. Mamu
Hlyxamesa i Kuaununi dimu subizaroms 3 xamu 3 xpuxom:
«lopums! Iopums! Pamysime! Ot, noxucexcal..» Mamu 3
Kuaurnorw memymamaucs, 6uxoniwinn 3 802110, w0 milvku
MONCHA BUXONUNM, | HA KAVHKAX MA MIMKAX 8UHOCLING
CKYACHUX SAUOHTB, W0 NOMIM X08410MbCS Y i MimKu. [imu
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3150

3151

3152

3153

3154

3155

3156

3157

br2awmo 3 KOHOBKAMU 00 800U, 3ALUBANOND B020Hb, AAC BLH
Lmye OyorcHe po32opIEmps.

Maru

(do Jyxama)

Yoro croim? Psryit cBoe gobpo!

Jlyxam

(6mynusmu oui 6 Kpoxey, o 6KpumMa Ky4epssum 802Hem, 1K
y8Imom)

Hobpo? A Moxke, TaM STOPHTH i JIHXO?..

Kpoxsa 3 mpackomom pymumaucs, ickpu cmosnom
NPUCKANND 26 Y20DY, CINELL NPOBALIEMBCS, T 8CL XANA
obepmaemucs 8 kocmpume. Hadxooums sancka bira xmapa, i
nouunae timu cuie. Xymio kpisv 6iauti sacmun cnizosuti ne
CMAE HIKO020 8UIKO, MIABKHU 542])}2}14 MIHAUBA NAIMA
noxasye, oe noxcexca. 32000m 6azpIHa NAIMA 24CHE, T KOAU
cHi2 piomae, mo UK YOPHY NOMCAPUHY, 10 OUMYE L CUdUMD
00 8ozK0CML. Mamept Jlyxamesoi'i dimedi Kuaununux ma
KAYHK18 3 000pom Yuce He sudko. Kpisy criz mpie nedonasernuti
0bopiz, 813 ma deuwyo 3 XA100pOOCHKO20 HAUUHHA.

Kununa

(3 ocmanmin xaynxom y pyxax, cinae Jyxama 3a pyxas)
Jlyxamy!.. Ani pym! 9u ocrosmnis?

Xo4 6u momir MeHi HocUTH KITyHKH!

Jlyxam

'Ta Byxe )X BU ITOBUHOCUJIM BCi 3MUAHI.

Kununa

buiics no ry6i! o ce T roBopum?

Jlyxam

(emiemobes muxum, dusnum cmixom)

A, »xiuxo, bady Te, mo TH He OavwmL...

Tenep 51 Mmyapwuii cras...

Kununa

(329xamna)
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Oi1 yosoBive,
LIJOCh TH TAKE TOBOPHIIL.. 51 6o1ocs!
3158  Jlyxam
Yoro 6ofmes? Jyprs He bostracs,
a Mygporo boirmcs?
3159 Kwununa
Jlyxamynio,
XOmiMO Ha ceJio!
3160 Jlyxam
A ne migy.
A 3 micy He nipy. A B nici 6yay.
3161 Kununa
To mo > 11 TyT pobuTNMern?
3162 Jlyxam
A Tpeba
BCe OCh pobuTu?
3163 Kununa
HAx sxe Maem xutn?
3164 Jlyxam
A tpeba sxurn?
3165 Kwumuna
ITpobi, gomnosiue,
YU TH BYKE B FOJIOBY 3aHIIOB, UM IITO?
To Tax T06i 3 mepesAKy 3pobunToCs.
Xonimo Ha cesto, saxmndy 6aby, —
Tpa BUJUIATH Iepenonox!
3166 (Taene diozo 3a pyxy.)
3167 Jlyxam
(Qusumuca na nei's rcexosancrow yemimxow)
A XTO X TyT
HETOTAPKIB OTUX IJIAIITH 6y,ue?

3168  ([loxasye na 613 i Haunnmns.)
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3169 Kwumuna
(eocnodapmo)
Oi1 npaspa, npasya, mje IOPO3TATAIOTH!
Abu fosiganucs, 1o ropino,
TO ¥ HabXaTh 3 CeJla JIIOUChKA Tii!
To mxe xiba moctiit TyT, JIykamysio.
A mobisxy, aeck KoHei ompory, —
00 Hai )X reTh y CTaiHi momexnaucs! —
TO 30epeMO Ha Bi3 Ta I 3aBE3EMO
JIECh IO POJMHU TBEi, MOXKE, IYCTAT...
Oii rope! fxocs Tpeba pATyBaTHUCE. ..
3170 Ocmanni cro8a npomosase, e 6iocy4u 0o aicy. Jlyxam
nposodscae ii muxum cmixom. Hesabapom ii ne cmae sudxo.
3171 Bid aicy nabauscaemscs SKACH BUCOKA HIHOUA NOCIMAIND )
61477 000iv11tE copouyi I 8 61T, 308’93anTT no-
cmapocsimevkomy, namimuyi. Bona tide, xumanuucy, Haue 00
BIMNPY BANUMNDCL, HACOM CNUHIEMBCL T HUSOKO HAXUNLEMBL,
Hemos uykarnuu 4020ce. Koau naoxooums bauxcue i
CNUHIEMBCL OTAL ONCUHOBUX KY U418, 140 POCTILYMb HEANEKO 810
noNcapuma, mo BUNPOCIYEMbCs, L M00L 8udHO ii smapriie
0614, nodibre do Jlyxamesoeo.
3172 Jlyxam
Xro tu? o 11 TyT pobum?
3173 Ilocrats
A — sarybnena Jloma.
3apena MeHe B febpi
HEpPO3yMHa CBaBOJIAL.
A tenep s biykato
Hade MOPOK IIO Taio,
HH3BKO PHUITAZIAI0, CTEXKEUKH IIYKAIO
710 MUHYJIOTO Palo.
Oi1 yoxe 5K Tad CTeXKKa

6im1M cHiroM NpUIIaIa...
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3174

3175

3176

3177

3178

3179

3180

Oi1 yrxe x 5 B cux aebpsix
7ieCh HAaBIiKH TIporaal..
Jlyxam

Vnomu ¢, mos Jlone,

XOY OTYIO O>KHUHY,

1106 cobi mpomecTH, 10 CHIry mposecTu
XOY MaJIEHBKY CTEXKHHY!
Homnsa

Oi1 xonuch A HaBecHi

TYT I10 Tal0 XOfHIIa,

IO CT@XKKAX Ha IIPU3HAKY
JUBOLIBITY CaguJIa.

Tu cronTaB [UBOLBITU

0€e3 Baru oIy HOTH. ..
Ckpisp TepHu-6aiipaxu, Ta i HeMa IPU3HAKH,
fie IyKATH JOPOTH.

Jlyxam

IIporopuu, mos [lome,
XO4 PyKaMH JOJIMHKY,

YY HE 3HAMEII i CHIrOM
3 IMBOLIBITY CTEOIHHKY.
Homnsa

IToxomomnu Bxe pyxw,

IO ¥ MyYKAMM HE pyIy...
Oi1 tenep s rmutady, 60 Bxe 4ylo i Hauy,
L]0 3aTMHYTH MyILY.
(Bacmoznasmu, pymac.)
Jlyxam

(npocmsearun pyxu do nei)
Oi1 cxaxu, paii mopany,

AK npoykuTH Oe3 goi!

Homnsa

(noxasye na semar 8 Hvoeo nid nozamu)
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3181
3182

3183

3184

3185

3186

3187
3188

Ax oppisana rinka,

IO BAJIAETHCSA 0!

(10e, xuaarwuunce, i 3nuxac 6 cnizax.)

Hlykam naxuigemucs 00 moeo micys, wo nokasaia /joas,
3HAX00uMb BepbOBY CONLLKY, W0 OY8 KuHYs, bepe i1 do pyx i fide
no 6141t 2a4267 00 bepesu. Cidae nid nocusisum 810 crizy
0082UM BIMINAM 1 KPYymums 8 pykax coniio4xy, 4acom
yemixawuuce, 2K oumuna. Jleexa, 6isa, nposopa nocmamas, uo
3 00uny4g Hazadye Magsky, 326496 mcs 3-3a4 bepesu
cxussemvcs Had Jlykamen.

ITocrars Masku

3arpait, 3arpaii, Ja¥i rosoc MOMYy cepiyo!

Bowno > ogHO mUmmiIocs Bif MeHe.

Jlyxam

Ce .. Tu ynupunero npuitmina,

m06 3 mene Ty Kpos? Crupaii! Criusait!

(Posxpusac epyoun.)

Kusu moero kpor’io! Tax i Tpeba,

60 s Tebe 3aHATIACTUB...

Maska

Hi, munui,

TH JIyIly JJaB MEHI, IK TOCTPUI HiX

nmae BepOOBiFt THXIi riami rooc.

Jlyxam

A aymy gas To6i? A Tino 36aBus!

bo mo »x renepa 3 Tebe? Tinp! Mapa!

(3 Hesumosrow myzot dusumucs Ha 1ei.)

Masxka

O, He xypucs 3a Tino!

SlcauM BOrHEM 3aCBITHIOCH BOHO,

9HCTUM, TIATIOYUM, SIK J0Ope BUHO,

BiIBHUMM iCKpaMU BrOpPY 3JIETLIO.

Jlerkuii, myXKuii momisemn
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3189

3190

JIS>KE, BEPHYBIIUCA, B PiTHY 3€MJIULIIO,

BKYTIi 3 BOJOIO TAM 3POCTHUTh BEpOUIII0, —

CTaHe ITOYATKOM TO/I Mill KiHELb.

bynyTts npuxopuTu mogu,

BOoOri 1 Garari, Becesi i1 cymHi,

paziomi i TyTy HECTUMYTb MEHi,

iM TPOMOBIIATH Ay1Ia Mos Oyze.

A obisBycst o Hux

LIEJIECTOM TUXUM BepOOBOI TiKH,

rOJIOCOM Hi>XHUM TOHKOI COIIIIKH,

CMYTHHUMH POCAMHU 3 BiTiB MOIX.

A im Togi npocmniBaio

BCE, 1110 KOJIMCh TH JIJISI MEHE CITiBaB,

1€ AK HaIIPOBECHI TyT BUTPaBaB,

Mpil 36upaioun B rao...

I'paii sxe, koxaHuit, Oarao!

Hyxam nowunae spamu. Cnovamxy [mea00ii N° 151 16] 2pa
1020 CYMHA, K 3UMOBUTE BIMED, K HCALD NPO W0C, 3a2ybaeHe
HE3A0YMHE, Ane XYMKO NEPEMONCHUTE (NT8 KOXAHH [Me1001s
Ne 10, miavku 36yuums 2oa0cnime, scazansime, Hix Y nepuiti
0ii] noxpusae myzy. Ax minumocs mysuxa, max MiHumocs
3UMA HABKOAO: DEPE3A MEACCTNUMY KYHUEPIBUM AUCTILOM,
BECHAHL 2YKit 03UBAIOMNDBCL 6 3AKELINAIM 2410, MMIHUIL
SUMOBUILL OCH® SMIHIEMBCL 8 ACHY, MICIUHY BECHAMY HIY.
Magka cnaraxye panmom 0a8Hv010 KPAcoiw ) 30pSHim 8iHyL.
lyxam kudaemucs 00 1ei's nOKAUKOM WAL

Bimep s6usac 6iauii ysim 3 depes. Lsim aumne, sune i
3AKPUBAE 3AK0XANY NADPY, 04NL NEPeXodumy y 2ycmy
crizosuyro. Koan 8ona mpoxu yumyxia, 8u0Ko 3108 3umosuti
Kpdeguﬁ, 3 BANCKUM HABLCOM CHI2Y HA B1MAX 36])63. JI yxam
CUONMD CAM, NPUXUNUBMUCD 00 OEPEsitL, 3 CONILKOW 8 PYKAX, 04T
1H0MY 3aNAI0MENT, HA YCMAX 3ACNU2 WMACAUEUTE Yemix. Bin
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cuduma bes pyxy. Criz manxorw naiie fiomy na 20408y,

3AN0POMUB YCI0 NOCMAMND T NAVAE, NAOAE 063 KIHYA...

3191 [25.07.1911p.]

Honarox: Hapopni BonmmuCeKi
menoxnil, saxi Jleca YKpa'iHKa
BubOpana go «Jlicosoi micHi»

VYBara:

Yci i menogil HaneXUTh rpaTH
solo, 6es opxecTpoBoOro
cymposogy i 6e3 mrydHoro
apaH)XyBaHHS; KOJIU TPYAHO
TIEPEXOIMTH BiJj OFHOI MENOZIT 10
APyToi B TaKiM MOPATKY, AK TYT
[IOCTABJIEHO, 0€3 JOBIUX i
INTYYHMX MOAYJIALIIM, TO KpaIle
Hexal BOHU BIJiJIAI0THCS OgHA
BiJl OIHOI IIPOCTO IMay3aMH, AK TO
3BUYaitHe OyBae mpu rpi
CiIIBCBKUX My3HK, 00 came TyT i
CJIiJ] MOXOBATH CIIbCHKOTO CTUJIIO,
0e3 3aitBux xurpomyiB. Tiapku
AKIIO /IS TOTO iHCTPYMEHTA, IO

MA€ iMiTyBaTH COIiJKY, KOTOPaCh

Addendum: Volhynian folk
tunes selected by Lesia
Ukrainka for JlicoBa micus

[The Song of the Forest]**’

NB:

All these tunes are to be played
solo, without orchestral
accompaniment and avoiding
artificial arrangement. Where it
proves difficult to achieve
transition from one tune to
another, as here indicated
without lengthy, unnatural
phrasing, it is preferable to
simply insert pauses, as is the
practice with village musicians,
since the folk style ought to be
maintained, avoiding artificial
enhancements. However, if a
tune is not compatible with an

instrument emulating the

7 Below is the musical notation of Volhynian folk tunes played in the

drama, referenced by the respective tune numbers in the stage directions throughout

the play. Images courtesy Mykola Zharkykh.
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MEJIOiA He MiAXOAUTS 110 TOHY, TO  sopilka, the performer may

il MOYKe CaM apTHCT transpose it to a lower or higher
TpaHCIIOHyBaTH BuIne abo Hikde,  key, whichever results in a better
BiZITIOBIAHO 710 TOTO, s1K Oype sound and better facilitates
Kpalle 3By4aTH i K Oyze jerure transition from one tune to
NIEPEXONUTH 3 MEJIOAIIT Ha another.

MEJIOIIO. Lesia Ukrainka

Jleca Yxpainka
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Addendum
Volhynian folk tunes selected by Les

1a
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Ukra
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Allegretto

Andantino
Allegro moderato

)

P L, @ " L]

Ry, b 4 (O 7

A

23

.

R |
¥

oY
~

S

12
04

-

L2

451



Andante

T

W

H |

Andante

gy
N
&g

&

FI S 2 S . i }

i
| A S A

Andante

3

Y
ol

3 &}
L3

452



abbreviation, 100

aberrant form, 98

aberration, 26

abstract concept, 35, 105, 109, 185

achromatic terms 674usi and woprui,
34,105, 108, 334

adaptation, 23, 178, 304, 316, 329,
336

aesthetics, 45, 309

Alexander II, Emperor, 14

allusion, 24, 44, 82,213

analytical phrase, 139

Anglo-American cultural and
publishing sphere, 70

apprehension, 72, 73, 101, 306, 308,
309, 314, 316, 319, 321, 323, 330,
334

appropriate in the context, 47

archaism, 22, 23, 24, 45, 47, 50, 52,
53,57, 90, 334

archaism, inappropriate use, 90

artefact, 34, 109, 192, 266, 268, 269,
273,276,278,279, 282, 285, 286,
287,289, 293, 294, 296, 297, 299,
300

associations of women and love, 307

associations regarding colour, 101

INDEX

453

associations with a different national
culture, 90

associations with clear, calm, 121

associations with hunting, 208

associations with pain, blood, fire,
321

associations with the forest, 81

associations with tragic events, 105

associations, ancient, 16

associations, cognitively similar, 99

associations, cultural, 320

associations, false, 308

associations, folkloric, 34

associations, folkloric, of colour
black, 122

associations, invalid semantic, 308

associations, mythological, 87, 309

Austrians, 16, 21

Austro-Hungarian Empire, 14, 15

authoritarian “parental” relationship
in mythology, 206

authoritarian figure, 26

awareness of cultural differences, 101

awareness of Ukraine, 41

awareness of Ukrainian culture in the

anglophone world, 16



ballad, 27, 28, 106

ballad motif, 108

Bassnett, Susan, 45

Batu Khan, 13

beauty, 74, 81, 82, 106, 107, 113, 117,
121,122,127, 132, 134, 138, 143,
182, 184, 249, 307

Belarusian and Ukrainian written
languages, 13

Belarusian lands, 13

Belarusian language, history of, 13

Belarusian literature, 38, 48, 49, 56

Belarusian territories, 14

benign atmosphere, 238

benign being, 90, 92

benign role, 90

benign situation, 253

benign view, 254

Bida, Constantine, 40, 43, 45

black eyes, 106, 107, 108

Boieva, Evelina, 309, 321

Borysiuk, T, 82

botanical sub-species, 320, 324

botanical terms, 69, 77, 78, 132, 306,
309, 311, 314, 315, 316, 317, 320,
321, 323, 324, 328, 329, 330, 335

botanical terms, common names, 311

botanical terms, frequency of
occurrence, 311

botanical terms, Latin scientific
names, 311

bramble, symbolic meaning, 321

Bukovinian, 16
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C

Carynnyk, Marco, 17

categorisation of counterparts of
botanical terms, 314-16

categorisation of counterparts of
colour terms, 143

categorisation of counterparts of
diminutive/endearing lexis, 264—
65

categorisation of translation
counterparts, 78

characterisation, 74, 78, 81, 82, 87,
920, 91, 93,99, 110, 111, 121, 129,
133, 134, 185, 191, 208, 210, 241,
254, 260, 261, 309

clothing, 24, 34, 109, 139

cognition of colours, 101

cognition of ideo-aesthetic content,
12

cognition of oak as symbol, 310

cognition of the work, 316

cognitive “advantage”, 87

cognitive aspect of Ukrainian folk
style, 105

cognitive poetics, 106

cognitive values, 75, 190

cognitively comparable with the
original, 83

cognitively perceptive, 335

collocation blue-eyed, 113

collocations involving abstract
concepts, 109

colour concepts, 178



colour terms in the contexts of the
drama, 78, 108, 109, 112, 128

colour terms with reference to the
human body, 105, 109, 117, 334

comical effect, 255, 257

connotational content, 333

connotational meanings, 335

connotations familiar to Ukrainians,
81

connotations in language, 101

connotations in Slavonic folklore, 78

connotations of beauty, 121, 122, 334

connotations of beauty or innocence,
107

connotations of colour terms, 101,
109

connotations of devilry, 105

connotations of feminine beauty,
115,121

connotations of human negative
emotions, 105

connotations of original words, 57

connotations of physical beauty, 117

connotations of purity and
innocence, 105

connotations of regret, 108

connotations of the terms 6z4#7 and
wopuuit, 105

connotations of the xama, 238

connotations of 6z.4uii, 115

connotations of xasuwna, 23, 306, 307

connotations, abstract, 105

connotations, folkloric, of colour

terms, 34
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connotations, folkloric, of plants,
flowers and trees, 78

connotations, German, 95

connotations, mythological, 93

connotations, mythological and folk
style, 335

connotations, positive, 106, 107

consistency, 94, 307, 314

context of botanical terminology, 34

context of Mavka’s encounter with
Guardian of the Forest, 139

context of poetic monologue, 129

context of the drama, 133, 208

context of the dramatic purpose, 134

context of the original, 34

context of Ukrainian folklore, 34

context of Ukrainian-British literary
relations, 48

context of violence, 106, 108

context, scientific, botanical, 34

context-derived content, 187

contexts of bily, 107

contexts of 6iansi and wopruii, 334

contexts of voprnuii, 105

conventional epithet, 105

cranberry, 23, 34, 132, 306, 307, 308,
319, 320, 322, 325

creative artistic symbols, 102

creative impulse, 304

creative translation, 35, 50, 51, 87,
127,131, 191, 309

creative use of conventional symbolic

meanings, 315



critique of Gladys Evans’s translation
of 3abyra Tins, 36

critique of the five translations, 190

critique of translations of Ukrainian
literature, 17

critique of Vera Rich’s translations,
48

cultural and educational life, 14

cultural aspirations, Ukrainian, 15

cultural cognition, 69

cultural concepts, 238

cultural connotations, 99, 106, 307

cultural context, 19

cultural detail, 239

cultural differences, 72, 101, 306

cultural factors in the formation of
the author’s dramatic purpose, 78

cultural feature of Ukrainian, 255

cultural features of the source text,
71,77

cultural genocide, 18

cultural heritage, 18

cultural history of Ukraine, 66

cultural information, 116

cultural intelligentsia, 18

cultural loss, 132

cultural messages, 334

cultural or botanical differences, 319

cultural other, 71

cultural revival, 16

cultural significance, 238, 320, 332

cultural significance of xasuna, 23

cultural symbol, 307

cultural tradition, 12, 117

cultural transfer, 69, 73, 82, 87, 143,
316, 319, 320, 331, 335

cultural values, 190, 336

Cundy, Percival, 20, 23, 24, 30, 68,
76, 83, 85, 86, 88, 89, 90, 93, 94,
95,97, 98,99, 110, 112, 115, 117,
118,121, 122,125,127, 129, 130,
131, 132, 134, 137, 140, 143, 149,
178, 195, 198, 203, 213, 219, 221,
228,238, 242, 243, 254, 265, 268,
303, 304, 307, 316, 317, 320, 321,
322,324, 325, 328, 331, 334, 335
his life and work, 19-26
his works in Soviet times, 11
obituary, 20, 21
on Ivan Franko, 15, 16
Spirit of Flame, 19, 20
translation of Ivan Franko's Spring

Song, 26
translation of works by major
Ukrainian literary figures, 20

translations of Lesia Ukrainka's

poetry, 21

Dante Alighieri
aesthetics of The Divine Comedy,
45
Divine Comedy, 43
his genius, 36
his relationship with Beatrice, 36,
37
his wife Gemma, 36
Decree of Ems, 15



denotation, 105, 134, 215, 238, 307,
314, 321, 324, 335

denotation in context, 208, 209

denotation of botanical species, 308,
314

denotation, literal, 255

denotation, scientific, 306

denotation, semantic, 194

denotational content, 333

descriptive analysis, 316

descriptive counterpart, 139

descriptive names, 86

descriptive paraphrase, 84

desirability, 106, 107

dialect forms, 52

dialogue turn, 77, 84, 96, 122, 329,
335

Dickens, Charles, 315

dictionary definition, 24, 37, 105,
112,123,181, 238, 242

diminutive size, 180

diminutive/endearing lexis, 22, 34,
69,77, 95,98, 109, 180, 181, 186,
217,258, 259,334

diminutive/endearing lexis as a
stylistic feature, 185

diminutive/endearing lexis in contexts
of the drama, 191

diminutive/endearing variants of
adjectives, 194

Dingley, Jim, 46, 56, 57

direct word-for-word counterparts,
52
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dissemination of Ukrainian culture,
17
domestic context, 238
domestication, 72, 265
dramatic composition, 105
dramatic purpose, 69, 74, 180, 232,
251,310
dramatic role, 90, 91, 93
dramatic significance, 78, 133, 310
Dubenko, Olena
on Gladys Evans, 35-38
on Percival Cundy, 25-26
Dvot4k, Antonin, 89

E

Eastern European cultural and
political affairs, 38

editorial intervention, 335

editorial process, 304, 331, 335

elements, 34, 109

elements of nature, 185, 226, 235,
266, 270, 274,279, 282, 285, 287,
290, 294, 297, 301

elf, 83, 90, 93, 99

empirical comparison of texts, 316

empirical data, 77

empirical investigation, 70

endearing content, 180

English traditional tale, 86

eternal values, 254

ethnolinguistics, 106

etymology, 91

evaluation, descriptive, 333

evaluation, quantitative, 334



evaluation, transparent, 264
Evans, Gladys, 23, 30, 31, 32, 33, 35,
37,38, 68, 76, 83, 85, 87, 88, 89,
90, 93, 95, 97, 98, 99, 110, 115,
118,121, 123,125,127, 129, 130,
131, 134, 138, 139, 140, 157, 163,
178, 195, 198, 203, 206, 213, 219,
221,228,238, 242, 253, 254, 263,
281, 285, 286, 303, 304, 316, 318,
323, 324, 326, 329, 330, 331, 334,
335
as a personality, 31
her approach to translation, 33
her life and work, 30-38
her skill as a translator, 33
her translation Forest Song, 33
her translation Forest Song,
assessment by Roksolana
Zorivchak, 35
her translation of 3a6yra Tinp
[The Forgotten Shadow], 36
her translations of Ukrainian
poetry, 32
her treatment of colour terms, 34
her treatment of
diminutive/endearing lexis, 34
explicitation, 81, 93, 96, 99, 306, 317

F

fairy drama, 69, 101, 185, 190, 334
fairy drama, Kvapil, 89

fairy tale adventures, 222

fairy tale folk style, 217

fairy tale genre, 86
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fairy tale, Undine, 88

fauna, 34, 109, 185, 266, 268, 270,
274,279, 283,287,290, 294, 297,
301

feminine beauty, 105

Field Nymph, 94, 99

flora, 34, 109, 185, 267, 271, 274,
277,280, 283, 285, 288, 290, 293,
295,297,299, 302

folk beliefs, 75, 229

folk contexts, 185

folk imagination, 75

folk saying, 213

folk song, 24, 28, 30, 31, 32, 61, 101,
105, 106, 109, 117, 132, 185

folk style, 101, 117,122,212, 335

folk symbolism, 132

folk tale, 61, 105, 109, 113, 117, 127,
185, 264

folklore, 57, 105

folklore of Western Ukraine, 81

folklore scholar Aleksandr Afanasiev,
119

folklore symbols, 309

folklore, old Germanic, 83

folklore, Serbian, 92

folklore, Slavonic, 78

folklore, Ukrainian, 27, 34, 75, 90,
105, 307

folklore-based connotations, 334

folkloric connotations of feminine
beauty, 115

folkloric style, 125

folk-style tone, 34



folk-tale context, 210

foreignisation, 92, 190, 264, 322, 323

foreshadowing, 87

form of address, 206, 208, 211, 214,
215,217, 230, 235, 241, 247, 251,
253, 254, 255, 256, 257, 260

Franko, Ivan, 15, 16, 20, 21, 26, 27,
28, 39, 40, 42, 43, 50, 51

functional identity, 58

functional style, 190

functional stylistics, 22, 77, 101, 180,
185,190, 192, 207, 217, 264, 333,
334

functions, semantic and stylistic, 180

G

Galicia, 14, 15, 16

Galician, 16, 21

Galician Ukrainians, 16

Galician-Volhynian state, 14

generalisation, 74, 306, 314, 315, 316,
317,318, 319, 328, 330, 331, 335

generic term, 88, 89, 91, 314, 316,
317,322,323, 335

gnome, 83, 99, 210

goblin, 83, 89, 90, 99, 300

goblins and gnomes of Anglo-
Germanic fairy tales, 99

goodness, 81

goodness, beauty and truth, 74

great oak, 137, 254, 260, 310

Great Ukraine, 15

Grim Reaper, 87, 140, 259
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guelder-rose, 23, 33, 34, 131, 132,
138, 260, 307, 312, 317, 318, 319,
320, 322, 324, 325, 326, 327, 329,
330, 331, 332

guelder-rose in context, 34

H

Harvard University, 17, 62, 63, 65
Harvard University, Ukrainian
Research Institute, 60
historical progression in the five
translations, 178, 303, 335
Hodges, Jennifer, 25
on Percival Cundy, 24-25
homograph in context, 323
Hrinchenko, Borys, Dictionary of
Ukrainian, 311
hromada movement, 15
human protagonists, 98
human society, corrupt, 81

human society, negative traits, 81

Ibsen, Henrik, 45

ideo-aesthetic content of a whole
phrase, 195

ideo-aesthetic content of botanical
terms, 309

ideo-aesthetic content of
diminutive/endearing lexis, 264,
334

ideo-aesthetic content of Jlicosa
nicng, 12,55, 69,77,78, 190, 333,
335,336



ideo-aesthetic values, 73, 308

inaccuracy, 309, 335

inappropriate use of little, 217, 221,
265, 334

incommensurability between
languages, 73

incommensurability, cognitive, 82,
87, 93,95

incommensurability, systemic, 72

independence of Ukraine, 41, 42

independence of Ukraine and
Belarus, 14

independent languages, 13

Ingarden, Roman, Cognition of the
Literary Work of Art, 72

innocence, 106, 107, 129, 138, 144

intellectualisation, 74

International Association of
Belarusianists (MixzaponHas
acaupuinbu Oenapycicray, 46

interpretation, 26, 72, 73,75, 83, 85,
101, 109, 113, 119, 123, 208, 213,
228,308, 309, 314, 316, 319, 330,
334

interpretation in context, 218, 221

inter-relationships of sounds and
colours, 102

intimacy, 37, 38, 260

Isaienko, Lubov, 102, 119, 142

Tushchenko, V, 42

Tuzefovych, M, 14

Ivan Franko Literary Prize, 42

Ivan Franko National University, 11,
39, 49
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Ivanina, Tetiana, 181

K

key expression in context, 77/
key features of the source text:, 77
Kobylianska, Olha, 20
Koguchi, Keisuke, 315
Kononenko, Eugenia, 31, 32, 344
Korunets, L I, 180
Kosiv, Hanna, 12, 38, 43, 44, 49, 50,
52, 54, 55, 56, 75, 304, 344
on Vera Rich, 52-54
Kotlyarevsky, Ivan, 42
Krupeniova, Tetiana, 95
Kuziakina, Natalia Borisovna, 142
Kvapil, Jaroslav, 89, 92
Kyiv, 13, 30, 31, 32, 49, 61, 65, 66,
185, 344
Kyiv principality, 14
Kyivan Rus, 12, 14

Lesia Ukrainka

her creative genius, 81

her deep knowledge of folk tales
and folk songs, 109

her individual values combined
with folk symbolism, 309

her intimate moods, 22

her lyrical intensity, 22

her modernism, 22

her poetics, 34

her stage directions, 90



symbols derived from her
perception of natural
surroundings, 102
Lesia Ukrainka's /Ticosa nicns (The
Song of the Forest), bilingual
scholarly edition, 3
Lesya Ukrainka Eastern European
National University, 23, 68, 76
Levy, Jiti, 73, 83, 309
on foreshadowing, 87
on functional identity, 58
on generalisation, 314
on intellectualisation, 74
on interpretation, 73, 309
on logicalisation, 74
on principles of translation, 72
on repetition, 74, 315
on re-stylisation, 73, 308
on Roman Ingarden, 72
on translation of proper names,
83, 88
on translation of titles, 81
on translation tendencies, 74
literal translation, 85, 109, 117, 125
Lithuania, 13, 14
Lithuania, Grand Duchy, 13
Lithuanian lands, 13
Lithuanian-Ruthenian state, 13, 14
Livesay, Dorothy, 30
Livesay, Florence Randal, 23, 26, 27,
29, 30, 68, 76, 83, 85, 86, 88, 89,
91, 93, 94, 95, 96, 97, 98, 99, 110,
111,113,116, 117,118,121, 122,
123,125,127, 129,130, 131, 132,
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134, 139, 141, 150, 155, 156, 178,
195, 198, 203, 213, 215, 217, 219,
220,221, 222,228, 239, 240,241,
242,244, 247,253, 254, 255, 257,
265, 273,276,277, 303, 304, 310,
316, 318, 321, 322, 323, 324, 325,
328,331, 334
her life and work, 26-30
her translations of Ukrainian
literary works never published,
27
Livesay, ] F B, 28
Loeb, Louisa, 27, 28, 29, 30
logicalisation, 74
love song, 106
Luckyj, George SN, 17

Manning, Clarence A, 15, 20, 21
Matthews, WK, 13
Mavka, a benign being, 91
Mavka, personification of goodness,
beauty and truth, 81
methodology of the analysis, 74
micro-contexts, 191
Muscovy, 14
mythological air spirit, 92
mythological and folkloric
connotations, 310
mythological beings, 75, 81, 82, 86
mythological characters, 98, 109, 113,
192, 247
description, 112

identities and roles, 333



names, 333
mythological provenance, 93, 96
mythological role, traditional, 86
mythology, classical, 99, 261
mythology, classical English, 82
mythology, folk, 33,75, 78, 81
mythology, Greek, 82
mythology, Slav folk, 82
mythology, Ukrainian, 94
mythology, Ukrainian folk, 85, 91
mythology, Ukrainian/Slavonic, 82

names of mythological characters, 77,

83, 84-97,99
names of mythological characters,

summary, 99-100
natural surroundings, 110, 310
nature, 271, 275, 288, 295, 302

colours in, 105

fading, 132

features of, 82

goodness of, 254

phenomena of, 205

positive values of, 81

power of, 192

reality in, 105

re-awakening of, 85

superior forces of, 192
negative symbolism, 105
Nekriach, Tetiana, 185
neologism of Lesia Ukrainka, 230
neo-romantic fairy tale genre, 185

norm of literary English, 189
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(0]

objective assessment, 264

objective of the monograph, 74

objective of translation, 71, 74, 190

objective results of the translational
decisions, 77

objective, transparent, evidence-based
comparison, 76

omission, 116, 130, 140, 178, 179,
213, 264, 304, 305, 306, 309, 314,
315, 316, 328, 329, 330, 331, 333,
334, 335, 336

Orest, Mikhail, 39

P

perceptions of Ukrainian readers, 75

personification of disaster, 97

personification of fate, 96

personification of fever, 97

personification of nature, 26, 35, 82,
85, 86, 109, 192, 226, 230, 235,
250

personification of the dams, 85

personification of the great oak, 137

phonetics, 98

poetic context, 114

poetism, 52

Polish-Lithuanian Commonwealth,
14

Ponomariov, P P, 91

Portinari, Beatrice, 36, 37

post-Soviet corrupt governments in
Ukraine, 18



pragmatic, 206, 210, 241, 255, 257,
307

principles of translation, Jifi Levy, 72

principles of translation, Vera Rich,
43

proper names, 35, 83, 88, 89, 92, 109,
307

Prykhodko, Viktoria
on colour terms, 101
on treatment of colour terms by

Gladys Evans, 34-35

Q

quantitative analysis, 78, 303

quantitative assessment, 335

quantitative categorisation, 264

quantitative characterisation, 192

quantitative comparison, 264, 305,
334

quantitative evaluation, 335

referent, 34, 108

relationship between forest and
humans, 208

relationship between Guardian of the
Forest and Mavka, 214

relationship between Lukash and the
boy, 261

relationship between Mavka and
Water Nymph, 258

relationship between mother and
Kylyna, 241, 251, 254
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relationship with the natural world,
203
relationships between characters, 119,
185, 191, 308
relationships with trees and plants,
Mavka's, 215
relationships, inter-personal, 191
relationships, markers of intimate,
180, 216, 258, 260
relationships, romantic, 185
repetition, 74, 139, 306, 315
re-stylisation, 52, 72,73, 101, 308
revival of Ukrainian language and
national awareness, 14
revival of Ukrainian life and culture,
15
Rich, Vera, 23, 33, 68, 76, 83, 84, 85,
87, 88, 89, 90, 93, 94, 95, 97, 98,
99,110, 114, 115, 117, 118, 119,
121, 125,127,129, 130, 131, 139,
140, 164, 170, 178, 195, 198, 203,
213,216,219, 221, 222,228, 230,
238, 240, 242, 254, 263, 288, 293,
303, 304, 317, 318, 324, 327, 329,
330, 331, 332, 334, 335, 344
her approach to translation, 43
her earliest translations of works
by Lesia Ukrainka, 40
her life and work, 12, 38-58
her published translations of
poems by Lesia Ukrainka, 40
her translation of Jicosa nicwa, 38,
42



her translations of dramas by Lesia
Ukrainka, 41
human rights activist, 42
in Soviet times, 11, 48
translator of Belarusian literature,
49
Rus, 14, 15
Rusalka, 88, 89
Rusin, 15
Rusnak, Olena, 307
Russian cultural and political
domination, 14
Russian Empire, 14, 15
Russian intellectuals, 15
Russian language, status, 13
Russian patriots, 15
Russian power and influence, 14
Russians, 21
Ruthenian, 14, 16, 21
Ruthenian language, 14
Rylskii, M, 43
Rysak, Oleksandr, 102

S

Sapir, Edward, 70
Sapir-Whorf hypothesis, 70
Savenets, Anatolii, 33

on Gladys Evans, 33-34
Sayers, Dorothy, 43, 44, 45

her translation of Dante’s Dzvine

Comedy, 44

seasons of the year, 118, 310
semantic accuracy, 335

semantic component, 178

semantic considerations, 336

semantic content, 98, 195, 246, 264,
334

semantic function, 184

semantic loss, 118, 139

semantic shifts, 25, 330

semantic variation in context, 331

semantic/stylistic content, 191

separate political, cultural and
linguistic development of Eastern
Slavs, 13

Shevchenko Scientific Society, 15, 42

Shevchenko, Taras, 20, 27, 28, 32, 39,
40, 42, 43, 48, 51, 52, 53, 60, 62

Shymchyshyn, Maria, 75

Skomorokhova, Svetlana, 47, 49, 56,
57,58, 338
on Vera Rich, 49, 56-58

skopos, 304, 336

Skrypnyk, Mary, 17

snowball tree, 34, 307

Soviet institutions, 18

Soviet Literature journal, 32

Soviet sphere of influence, 39

Soviet Ukraine, 17

Soviet Ukrainian Writers, 32

Soviet Union of the 1970s and 1980s,
30

Soviet Union, collapse of, 14, 18

speakability, 59, 304, 336

spring songs, 33, 124, 262

stage directions, 24, 77, 84, 87, 90, 91,
95, 99, 109, 116, 117, 129, 140,



142, 193, 194, 210, 230, 238, 310,

333, 446

stage production, 66, 179, 316, 331,

336
Stocking, George W, 70, 339
structural-stylistic features of
Ukrainian, 77
style, 25, 33, 49, 86, 101, 180
style in English translations, 48
style of Lesia Ukrainka, 53
style of the drama, 105
style of Ukrainian folklore, 34
style, considerations of, 336
style, fairy drama, 190
style, fairy tale folk, 199
style, folk, 333, 446
style, lyrical, 185
style, neutral, 195
style, sympathetic, 86
style, Vera Rich's, 46, 57, 58
stylistic and dramatic role of
diminutive/endearing lexis, 78
stylistic approaches, 333
stylistic category, 191

stylistic choices, 112

stylistic equivalent of Ukrainian
diminutive/endearing lexis, 189

stylistic feature of The Song of the
Forest, 185

stylistic feature of Ukrainian, 185

stylistic function, 184, 213, 315

stylistic function of
diminutive/endearing lexis, 205

stylistic impact of terms of
endearment, 201

stylistic impact of conisouxa, 262

stylistic importance of
diminutive/endearing lexis, 228

stylistic impoverishment, 74

stylistic level, 307

stylistic loss, 118, 243

stylistic peculiarities, 71
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