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T h e  pause add eJ  in Act  I V  te n d s  to emphasize the f r e t  t h a t  Ka l iayev 's  

r e p l y  does not d i r ec t ly  a n s w e r  Sk o u ra to v  s quest ion ,  f a r  more than is 

a p p ar e n t  in the S T :

S K O U R A T O V ,  se r e t o u r n a n t .
Pourquoi? N'ont - i ls  jamais p£uh6?

K A L I A Y E V
Vous ne connaissez pas l e u r  amour .  ( S T :  126)

S K O U R A T O V  ( t u rn in g  r o u n d ) : Why not? Have  they  l e v e r  fa l te r ed?  
(A  pause)

K A L I A Y E V :  You do not k n o w . . . t h e i r  love!  ( T T :  1(9)

T h e  pause added  to the T T  i.i Ac t  V  implies a b u i l d - u p  to a complete loss

of control  by Dora which is not ev i d e n t  at all f rom the S T :

D O R A ,  a v e u g le m e n t .
Le b ou r r ea u  saute su r  les £pau les .  Le cou c r aque .  N ' e s t - c e  pas  
te r r ib le?  ( S T : 142)

DORA ( w i l d l y ) ; Th e  hangman jumps on to y o u r  shoulders and y o u r  
neck.  . . c r a ck s !  ( A p a u s e . . .Wi th  a s h r i e k . ) '  I s n t  It  ghas t ly?  ( T T :  
174)

O t h e r  par a l ingu is t ic  signs f o un d  in th? stage di rec t ions r e f e r  to the tone  

o r  emotion with which a l ine is to be said.  On th ree  occasions,  the  

p a r a l in gu is t i c  signs used in the  ST to r e f e r  to the manner  in wh ich a l ine 

is to be said ( in a w h i sp er ' ,  sh o ut in g ' ,  for  example)  have been ex pa n de d  

in the  T T  to include a de f in i te  emotion.  For example,  in Ac t  I I :

K A L I A Y E V .  Plus bas encore .
A lo is ,  jc ne sais pas ce qui  s'est passS.  Mon bras est  dcvor.u  
faible Mes jambes t r e m b la ie n t .  Une seconde apr£s,  il fetait t r o p  
t a r d . ( S T  : 55)

1 The  addi t ion  here is d iscussed  below
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In the T T ,  t h e  stage d irec t ion  has been a l te r ed  to inc lude th e  ad jec t ive  

b r o k e n ' ,  and  this emotion is impl ied in th e  fo l lowing  passage b y  the  

cont inuous use of the t h re e  points of suspension ( . . . )  to ind ica te  sl igh t  

p a u s e s :

K A L I A Y E V ( . .  . t h e n  in a low,  b r o k e n  voice)  : I cannot  expla in  what  
happened  to me t h e n . . . M y  a r m s . . . w e n t  l i m p . . . m y  legs began  to 
t remble .  . .  and a moment l a t e r . . . i t  was too late!  ( T T :  138)

In Act  I I I ,  two  more para l ingu is t ic  s igns have been e x pa n de d  in th e  T T  

to inc lude speci f ic  emotions which a re  not r e f e r r e d  to in th e  S T :

DO RA
( . . . )  M a i m e ra is  tu  ISgSre et  insouciante?

K A L I A Y E V ,  i l  hesi te et t r$s  bas.
Je meurs d envie  de te d i r e  oui .

D O R A ,  dans un c r i .
Al ors ,  dis oui ,  mon ch6r i  ( . . . ) .  ( S T :  87)

DO R A :  ( . . . )  Would you love me if I were  l ike t h a t  - c a re f re e  and  
i nnocent? ( /  p a u s e . )

K A L I A Y E V  ( in  a low,  d esp er a te  vo ice )  : I 'm long ing to s. 'y y e s 1

DO RA  {w i th  a passionate c r y )  : T h e n  say  yes,  d ar l ing  ( . . . )  ( T T :  
152)

In the  above passage,  the addi t ion of  vhe pause in th e  T T  is obv iously  

a compensatory device fo r  i l  hesi te'  in the S T .  By add ing  th e  adject ives  

despe ra te '  and passionate  in the  T T ,  the t r a n s l a t o r  is making  his p e r ­

sonal in te rp re t a t i o n  of how the l ines a re  to be said into a speci f ic d i ­

rect ion .

In Ac t  I V ,  two para l ingu is t ic  signs h ave  been added  to th e  T T  which also 

r e f e r  to how the  l ine is to be said.  T h e  addi t ion of his tone changes'  

in the  fol lowing passage is a l i t t l e  ambiguous as t h e r e  is no prev ious
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mention in e i th er  t e x t  of what  tone Sk o u ra to v  has t a k e n ,  nor  does his 

tone changes'  make c lear  the new emotion or  a t t i t u d e  to be ex pr es se d:

K A L I A Y E V
T a i s e z - v o u s .

S K O U R A T O V
Bon.  Je voulais d i re  simplement  que  si vous vous obst inez  a p a r l e r  
du  ve rd i c t ,  a d i r e  que  c 'est  le p ar t i  et lui seul qui  a j uge  et  e x e ­
c u t e ,  que  le g r a n d - d u e  a ete tu<* non p a r  une bombe,  mais p a r  une  
idee,  alors vous n ’avez pas besoin de grSce .  ( S T .  110-111)

K A L I A Y E V :  Be qu iet !

S K O U R A T O V  (his tone c h a n g e s ) : All r i g h t ,  b u t  I just  w ant  to say 
th a t  if you pers is t  in ta lk in g  about  a sentence ,  and insist  t h a t  it 
was the p a r t y  and the p a r t y  alone t h a t  t r i e d  and condemned the  
G r a n d - d u k e  to dea th ,  in fac t  t h a t  he was ki l led not by a bomb but  
b y  an idea,  then you don ' t  need a p a r d o n . . .  ( T T :  161)

In th e  second addi t ion in this ac t ,  th e  t r a n s la t o r  is again in t r od u c i ng  

his personal  in t e rp re ta t io n  of th e  tone used in th e  fol lowing speech:

K A L I A Y E V ,  avec e x u l t a t i o n .
( . . . )  J ai une longue lu t te  a sou ten i r  et je la so u t ie nd ra i .  Mais 
q ua nd  le v e r d ' c t  sera p rononc# ,  et I ' exdcut ion prSte ,  a lo rs ,  au pied  
de l ’6cha faud ,  je me dfctournerai  de vous et de ce monde h ideux  
et  je me laisserai  a l ler  a I 'amour qui  m'empl i t .  ( S T ;  122)

K A L I A Y E V  ( t r i u m p h a n t l y )  : ( . . . )  A long ordeal  lies ahead of  me,  
b ut  I shall  see it t h r o u g h . . .  and t h e n . . . w h e n  t h e y ' v e  prono unc ed  
th e  sentence,  and t h e y ' r e  all read y  fo r  the e x e c u t i o n . . .  t h e n . . .  at 
th e  foot of th e  s c a f f o l d . . . !  shall  t u r n  away f rom you and this v i le  
wor ld .  (Q u i e t e r  an d  in an intense  w h i s p e r . )  And  at last my hear t  
wil l  be f i l led wi th love! ( T T :  167)

T h e  added  d i rec t ion  in the  T T  in t roduces  a slower  pace than  in the S T ,  

w h e re  the pace is constan t  unt i l  the  end of the  passage.  T h e  T T  d i ­

rect ion of quiet  in te ns i ty  is not impl ici t  in th e  ST ;  in the la t t e r  the only  

d irec t ion  is one of exu l t a t io n ,  and th is emotion is sup por te d  by  th e  use 

of successive shor t  p hr ase s ,  w ith  no pause before  or  p a r t i c u l a r  emphasis  

on t h e  f inal  phrase .
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In Ac t  V ,  two para l ingu is t ic  signs h ave  been added  to one stage d i r ec t ion  

in th e  T T :

D O RA ,  av eu g le m en t .
Le bo u r r eau  saute sur  les 6pau les .  Le cou c r aque .  N e s t - c e  pas 
t e r r i b l e ?  ( S T :  142)

D O R A  [ w i ld ly )  : T h e  hangman jumps on to y o u r  shoulders and y o u r  
n e c k . . . c r acks !  ( A p a u s e . . . w i t h  a s h r i e k . )  I sn ' t  it ghast ly? ( T T :  
174)

T h e  addi t ion of A pause  as a b u i l d - u p  to the  fol lowing sentence has 

a l re a d y  been discussed above.  T h e  r e fe r e n c e  wi t h  a s h r i e k ’ implies a 

momentary  loss of Dora s control  due  to h o r r o r  at what  she is d e s c r i b in g ;  

th is  is not in fe r re d  in the S T .  T h e  inc reased  emotion in the  T T  cont ras ts  

r a t h e r  odd 'y  v\ith the reply  tha t  fol lows this l ine,  a cont ras t  wh ich  is 

not  as ap p ar e n t  in the S T :

A N N E N K O V
Oui .  Dans unc sens.  Dans une a u t r e  sens,  c'est  le b onh eur .  ( S T :  
142)

A N N E N K O V :  Yes ,  in a w a y . . . a n d  in an o t h e r  v\ay i t s  r a t h e r  w o n ­
d e r f u l .  ( T T :  175)

A d i r ec t ion  in the S T ,  also in Ac t  V ,  wh ich makes the sub sequent  l ine 

more of an aside,  is omit ted in th e  T T :

D O R A
Oui .  tu es mon f r 6 r e ,  et  vous £tes tous mes frf tres que j ’aime.
( O n  e n fe 'd la p lu ie .  Le jo u r  se l $ v e .  Do ra  par le  a voix b a s s e . )  
Mais quel  a f f r eux  gout  a par fo is  la f r a t e r n i t e !  ( S T :  143-144)

DO R A :  Y e s . . . y o u ' r e  my b r o t h e r ,  y o u ' r e  all my b - o t h e r s ,  my  
b r o t h e r s  whom I l o v e . . . b u t  what  a foul  tas te  b ro therhood  sometimes 
has!  ( I t  is r a i n i n g . .da y  is b r e a k i n g . . . )  ( T T :  175)

T h e  f inal  stage direc t ion  in the  p lay  has been intens if i ed  in the  T T ,  and  

again th e  th re e  points of suspension ( . . . )  have  been used to su p p o r t  

the  stage  d irect ion in the actual  l ine of  d ia logue:
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D O R A ,  e/ /e p lc u r e .
Ya n e k !  Une nui t  f ro i d e ,  et la mSme corde !  T ou t  sera plus faci le  
ma in tenant .  ( S T :  152)

DO RA  (she cr ies u n c o n t r o l la b l y )  : Oh ,  Y a n e k ! . .  
n i g h t . . . t h e  same r o p e . . . e v e r y t h i n g  wil l  be easier .  
178)

y e s . . .  one cold 
n o w . . .  ( T T :

Al l  o t h e r  para l ingu is t ic  changes  made in t h e  T T  occur  in th e  l ines of  

d ia logue  in the  form of e i t h e r  i tal ics to show th e  stress w ith in  a sentence,  

o r  in th e  form of the t h r e e  poin ts  of  suspension ( . . . )  in o r d e r  to show 

sl igh t  hesi tat ions or  pauses in speech.  Both forms are  used f a r  too f r e ­

q u e n t l y  t h ro ugh ou t  the  T T  f o r  an e x h a u s t i v e  account  to be feasible.  

Examples where  the points of  suspension ( . . . )  have been used to show 

br ea ks  in speech as a resu l t  of t h e  emotion un d er  which a c h a r a c t e r  is 

l abo ur i ng  have a l ready  been quo ted  above ,  when o th e r  par a l in gu is t ic  

changes  were being d iscussed.  One  more example,  taken f rom Act  I I I ,  

wil l  be g iven here to f u r t h e r  i l lu s t ra te  this t y p e  of change:

D O R A ,  &gar£e.
T ou t  a I heure? Oui ,  j o u b l i a i s . . .  (E l le  r i t  comme si el le p l e u r a i t . )  
Non,  c est t rds b ien,  mon chferi.  Ne sois pas fSch£,  je n etais pas 
ra isonnab le .  C ’est la f a t i g u e .  Moi r.on p lus ,  je n a u r a i s  pas pu le 
d i re .  Je t aime du m£me amour un peu f i x e ,  dans la just ice et les 
pr isons .  L £t6,  Va n e k ,  tu te  souviens? Mais non,  c e s t  l eternel  
h iv e r .  Nous ne sommes pas de ce monde,  nous sommes des jus tes .  
II y a une cha leur  qui  n e s t  pas p our  nous.  (Se d t t o u r n a n t . ) Ah!  
Pitife p our  les justes!  ( S T :  8b)

DORA ( b e w i l d e r e d ) : S o o n ? . . . O h ,  yes,  I d  f o r g o t t e n . . .  ( l a u gh in g  
and  c r y i n g  at the same t i m e ) No,  i t s  j I I  r i g h t ,  my l o v e . . . D o n ’t 
be a n g r y . . .  I was being  u n r e a s o n a b l e . . .  I 'm jus t  t i r e d . . .  I cou ldn ' t  
have said it to you e i th er .  . . I love you in the same way as you love 
j ust ice and those in p r i s o n . . .  (A  p a u s e . )  Do you remember what  
summer is l ike,  \ a n e k ? .  . b u t  n o ! . . . i t  s a lways w in t e r  here.  We are  
net  of this w o r l d . . . w c  a rc  th e  jus t  . . . T h e r e  Is a warmth  in the  
w or ld ,  bu t  it is not to r  u s . . .  ( T u r n i n g  a w a y . )  Oh,  p i t y  th e  jus t  ! 
( T T :  152)

T h e  t ra n s la t o r  has segmented th e  tex t  w ith  short  pauses by using  points  

of suspension ( . . . )  to show the  way  in which  he feels it will  be a f fected  

b y  Dora s l augh ing  and c r y i n g .  A l though  this same emotion is app ar e n t
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f rom the  stage d i rec t ion in the S T ,  it has not been made e x p l ic i t  in Dora's  

actual  speech.  Th e  pause which  has been added  in th e  T T  is used to 

h i g h l i g h t  th e  sh i f t  in topic.

I tal ics have been used in two ways  in the  T T .  In the  ma jor i ty  of  cases,  

the  i tal icised word  marks th e  place w he re  the  t r a n s la to r  feels th e  st ress  

should fall  in th e  sentence in o r d e r  to emphasize speci f ic e lements.  In 

Act  I I ,  fo r  example,  i tal ics a r e  used to st ress the  c o n t r as t  between  

' fwo'  and t h o u s a n d s ' :

ST EP AN
Parce que Yan ek  n'a pas tu 6  ces d e u x - l i ,  des mi l l iers d ’en fan ts  
russes mo urr on t  de faim p e n da nt  des ann^es encore .  ( S T :  62)

ST E P A N :  Because Yan ek  d id n ' t  ki l l  those fwo,  thousands  of  Russian  
ch i ld re n  wil l  go on d y i n g  of s ta rv a t i on  fo r  ye ars  to come! ( T T :  
141)

T h e  i tal ics make expl ic i t  the  st ress which  in the ST  is only  impl ici t .

Where l inguist ic means of emphasis which  are pecu l ia r  to F renc h  language  

usage have been used in the  S T ,  th ey  have been chan ged  to the  

para l ingui f . t i c  use of ital ics to show the emphasis i n . t h e  T T .  In Act  I I ,  

f o r  ins tance ,  the  French persona l  p ronoun  eux '  has been omi t ted  in the  

T T ,  and the emphasis shown wi th  i tal ics:

K A L I A Y E V
lls no r ia ien t ,  eux ,  ( S T :  55)

K A L I A Y E V :  T h e y  w e re n ' t  l a u g h i n g . . .  ( T T :  13S)

In Act  I I I ,  i tal ics are used in the  T T  to show th e  emphasis,  replacing  

the  use of the  a d v e r b  bien'  in th e  S T :

K A L I A Y E V
C'es t  un bien g ra n d  b o n h eu r .  ( S T :  83)

K A L I A Y E V ;  Y e s . . . i t  Is a w o n d er f u l  happiness .  ( T T :  150)
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This  t v p e  of sh i f t  f rom l inguist ic emphasis in th e  ST to par a l in gu is t ic  

st ress shown by  th e  use of i tal ics in t h e  T T  is o b l ig a to ry  in terms of the  

norms of the  t a r g e t  l anguage.

M I M I C A L  SIGNS

Six mimical signs have been a l tered  o r  added  in the T T .  In Ac t  I ,  an 

ad jec t ive  has been omit ted f rom one of  the  stage d i rec t ions ,  which  

changes the direr. t ion f rom a mimical s ign to a s t r a i g h t f o r w a r d  proxemic  

one:

A N N E N K O V
II f au t  que  tout  soit pr&t ,  Dora.

DO RA ,  d 'un e  vo ix  sou rde .
Oui .  (El le sort  l e n t e m e n t . )  ( S T :  43 )

A N N E N K O V :  E v e r y t h i n g  must  be r e a d y ,  Dora.

DO RA  ( in  a low vo ice ) : R ig h t .  ( E x i t  D O R A . )  ( T T :  134)

Th e  omission of the  a d v e rb  l e n te m e n t ’ reduces the  mimical s ign ,  which  

in the  ST  suggests Dora s awareness o f  the  g r a v i t y  of the s i tua t ion ,  to 

a simple ex i t  d i rec t ion  in the T T .

Two mimical s igns are added to the  T T  in this act .  T h e  f i rs t  implies tha t  

Dora is pleased to see Ka l iayev :

A N N E N K O V
C est  Y a n e k . ( S T : 24)

A N N E N K O V :  I t ' s  Ya n e k .  ( D O R A  ru she s  o u t . )  ( T T :  126)
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T h e  second addi t ion  in this act implies S tepan  s d o u b t  in Ka l iayev 's  s i n ­

c e r i t y  and capab i l i t y :

K A L I A Y E V
Quoi !  J 'aura is  le t y r a n  d ev a n t  moi et j ’h ts i t e ra i s ?  Comment p e u x - t u  
le croi re? Et si m ime mon bras t r e m b la i t ,  je sais un moyen de t u e r  
le g r a n d - d u e  A coup sOr.  ( S T :  29 -30 )

K A L I A Y E V :  Do vou th in k  tha t  I shal l  hes i ta te  when the G r a n d -  
d u k e  s th er e  in f ro n t  of me? S u re ly  you cannot  th in k  t h a t l  
( S T E P A N  t u r n s  his bu<k on K A L I A Y ' E V . )  An d  even  if my arm did  
begin to t remb le .  . .  I know a su re  way of k i l l ing him.  ( T T : 128-129)

In Ac t  I I ,  a v e r b  has been changed  in one stac,“ d i rec t ion  which al ters  

it f rom a proxemic sign to a mimical one:

A N N E N K O V
Vo in o v!  V'lte!
Do ra  va o u v r i r  ( S T :  51)

A N N E N K O V :  I t s  A l e x i s . . .  q u i c k l y . . . ( DO RA  rus h es  to the  door  and  
opens i t )  ( T T :  137)

T h e  use of rushe s  i nstead of a v e rb  l ike goes  changes the  d i rec t ion  

i nto a mimical s ign showing Dora s an x i e ty  to f i n d  out  what  has happe ned .

In Act  I I I ,  a ve rb a l  p ro tes t  made by S tepan  in th e  ST is changed to a 

mimical gestur e in the T T :

A N N E N K O V
Je p i e n d r a i  la place de Vo ino v .

ST EPAN
Ceci  me re v i e n t  de dro i t .

K A L I A Y E V ,  A A n n e n k o v .  
T u  es le ch e f .  ( S T :  81)

A N N E N K O V :  I shall  t ak e  Vo inov s p la c e . . . ( STL  PAN makes a ge s t u re  
of  p ro tes t  a n d  s ta r t s  to say so m e t h i n g . )  No,  S tepa n .

K A L I A Y E V :  You are o ur  It  -d er ,  Boria ( T T :  149)

T h e  last mimiral  sign to have been a l te red  is also in Act  I I I ,  whe re  again 

a chang e  in v e r b  is used to show Dora s tenseness and  anx ie ty  to d iscover
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what  i t  about  to happen t h r o u g h  her  movements,  thus c h a n g in g  the

proxemic sign in the  ST to a mimical  sign in the  T T :

S T E P A N ,  se r e t o u r n a n t  b r u s q u e m e n t .
Le g r a n d - d u e  va passer ,
Do ra  va  vers  la fen f i t re  et se col le aux  v i t r e s .  (S T :  93)

S T E P A N  (sw in g in g  ro u n d )  : T h e  Du ke  wil l  be going b y . . .  ( D O R A  
r u n s  fo the w indow and pr esses  h e r  fo re h ea d  against  i t )  ( T T :  155)

G E S T I C  S IGNS

Two changes have been made to gest ic signs in the stage d i rec t ions  of 

the  p lay .  In Act I ,  a gest ic sign has been added  to the T T  which  is used  

to show both the impor tance Ka l ia yev  at taches to the topic he is d i s ­

cuss ing ,  and the st ress he is u n d e r :

K A L I A Y E V
Peut -on  par le r  de lac t io n  t e r r o r i s t a  sans y p r e n d r e  par t?

DORA
N o n .

K A L I A Y E V  
II f aut  £ t re  au prem ier  ra n g .  ( S T :  37)

K A L I A Y E V :  Can you just  t a l k  about  revo lut ion  w i thout  ac tua l ly  
ta k in g  par t  in it? (He beg ins  to pace ab o ut )

DO R A :  N o . . .

K A L I A Y E V :  No, you must be r ig h t  at t h e  hear t  of it al l .  ( 7 1 :  
132)

T h i s  sign is not in the  S T ,  so again the movement  reveals how the  

t ra n s la t o r  feels Ka l iayev would be h av e  in th e  ci rcumstances .
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T h e  o t h e r  ges t ic  s ign,  which is in Act  I I I ,  is added  in th e  T T  in o r d e r  

to g iv e  physica l  mani festat ion to the  agi tat ion  and d e termina t i on  a p p a r e n t  

f rom Kal ic iyev’s words :

K A L I A Y E V ,  se l e v a n t , dans un e  g r a n d e  ag i ta t ion .
Au jo u rd  hui ,  je sais ce que  je ne savais pas.  T u  avais ra ison,  ce 
n est p t si simple.  Je croyais que c ’6tai t  f ac i l e de t u e r ,  que  I ' id&e 
su f f is a i i ,  et le courage .  Mai * je ne suis pas si g r a n d  et je sais 
m a i n t e i a n t  qu' i l  n 'y  a pas de b o n h e u r  dans la haine.  T o u t  ce mal,  
tout  ce inal,  en moi et chez les a u t r e s .  Le m e u r t r e ,  la ISchet6,  
I ' i n jus t ice .  . .Oh il f a u t ,  il f au t  que je le t u e . . .  Mais j ' i ra i  j u s q u ’au 
bout l  Plus loin que  In h a i m !  ( S T :  83)

K A L I A Y E V  ( get t i ng  up and peeing  up  an d  d ow n )  : T o d a y . . .  today  
I know something I d id n ' t  know t h en .  You w e re  r i g h t ,  Dora - i t 's 
not so simple a f t e r  al l .  I th o u g h t  it was easy to k i l l . . .  I th o u g h t  
tha t  cou rag e  and th e  :deal wou ld  be eno ugh ;  bu t  I 'm not so d i f ­
f e r e n t  and  I now know th a t  t h e r e  is no happiness in h a t r e d . . .  I 
can see th e  vi leness in myse l f  and  in th e  o thers  - m u r d e r ,  
coward ice ,  i n j u s t i c e . . .  I 've got to ki l l  h i m . . .  I ' v e  got  to,  b u t  I shall  
see it t h r o u g h  to the  end!  I shall  go beyon d  ha t re d !  ( T T :  150)

PR O XE M IC  S IGNS

In re fe rences  to semi f i xed  fe a tu r e  space,  two proxemic signs concern ing  

the l ig h t ing  have been expanded  in the T T .  In Ac t  I,  the t ime re fe r enc e  

in the  ST  Le matin'  ( S T :  12) ,  has been e x p a n d e d  to T he  morn ing  sun  

Is shin ing t h r o u g h  a window  ( T T :  123 ) .  T h e  second re fe re n ce  is La  

nui t  ( S T :  130) ,  in Act  V ,  which  becomes I t  Is midnight  ( T T :  170 ' .  

T h e r e  seems to be no reason fo r  such a spec i f i c time re fe re n ce  in the  

T T ,  and la te r  re ferences  to time in th e  l ines of dia logue of this act  make  

it an un l i ke l y  choice:  Dora remarks  t h a t  it is morning  ( T T :  175) ,  and  

Stepan  re lates tha t  Ka l iayev was hanged  e a r l i e r  at two o'clock tha t
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morning  ( T T :  175 ) .  A f u r t h e r  change to t h e  semi - f i xe d  f e a t u r e  space  

re fe rs to a p r op  used in Act  I I I :

Kol iayev se signe de va n t  I ' icbne  ( S T :  90 )

K A L I A Y E V  ( . . . )  crosses h ’mself  in f r o n t  of  the p r i e - d i e u .  ( T T :  
153)

T he  word  icon’ is de f ine d  in the  Col l ins'  Engl ish  D ic t i o na ry  as a r e p ­

resentat ion of C h r i s t ,  the  V i r g . n  M ar y ,  o r  a sa int ,  especial l y  one painted  

in oil on a wooden pane l ,  depicted in a t ra d i t i on a l  B y z a n t in e  style and  

ve ner a t ed  in the Eas te rn  C h u rc h  (1986: 7 5 9 ) .  I t  is usua l ly  an item p e ­

cul ia r  to Eastern Eu rope ,  and was common in homes in Russ ia .  A 'p r ie -  

dieu , which replaces ' icon'  in the T T ,  is d e f i n e d  as a piece of f u r n i t u r e  

consist ing of a low sur fa ce  fo r  kne?l ing upon and a n a r r o w  f ro n t  s u r ­

mounted by a rest  fo r  the elbows or  f o r  books ,  for  use when p r ay in g '  

(1985: 1214) .  T h e  two items are  c lear ly  d i f f e r e n t ,  and it must  t h er e fo re  

be assumed tha t  the t ra n s la to r  selected ' p r i e - d i e u  fo r  a speci f ic  reason.

The  t h re e  changes made to the informal  space between the actors are all 

in Act  I I I .  T h e  f i rs t  of these proxemic signs is;

V O I N O V ,  s ' e n f u y a n t .
Oh oui .  Ou el le soit heureuse  I Ou el le soit heureuse!
An nenkov  va d la p or te .

V e n e z .  ( S T :  79)
A N N E N K O V

V O IN O V :  Oh yes,  Bor ia .  . .  happy  ! . . . h a p p y . . . ( 7  hey go to the door .  
Exi t  V O I N O V . )

A N N E N K O V :  Vou can come in now. ( T T :  148-149)

In the S T ,  Vo inov run s  to the door whi ls t  speak ing  and th en  ex i ts .  Only  

then does An nen kov  go to the door to tel l  t h e  others to come in. In the  

T T ,  the posi t ioning is a l te r ed  as Vo inov goes to the door  w i th  Ann enk ov ,
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r.nd on ly  a f te r  he,  Vo in o v ,  has sp oke n .  V o in o v  then ex i ts  before  

A n n e n k o v  speaks.

A chang e  in the  posi t ioning of  th e  actors is ev ide nce d  by th e  proxemic  

sign in th e  ST which causes Dora to cross to  Kal iayev ;  th is movement  

is omi tted in the T T ,  which implies t h a t  Dora is a l ready s ta nd i ng  next  

to Ka l iayev :

K A L I A Y E V
Adieu ,  S tepan .  ( / /  se to u r n e  ve rs  D o r a . )  A d i e u ,  Dora.

Do ra  vo vers  l u i . I Is sont  tout  p re s  I 'un  de  I ' a u t r e ,  mals ne se 
t oucheront  pas.  ( S T :  89)

K A L I A Y E V :  Good by e ,  Stepan ( T u r n s  to face  D O R A . )  G o o d -b y e ,  
D o r a . . .  ( T h e y  stand  v e r y  close to one an o t h e r  bu t  do not  
t o u c h . )  ( T T :  153)

T h e  t h i r d  change is also an omission in the  T T  of the  proxemic sign:

S T E P A N
Me m 6 pr i se s - tu  maintenant?

Elle vo vers  lui  et I ' embrasse b r u s q u e m e n t .

DO RA
Oui  mSprisera i t  la douleur? Je t a i m e  aus.si. ( S T :  92)

ST E P A N :  N o w . . . d o  you sti l l  desp ise  me? (She  qu ic k ly  embraces  
h i m . )

DO R A :  Who could despise s u f f e r in g ?  I love you too. ( T T :  154)

By omi t t ing  Dora's movement across to S tepan ,  the informal  space in the  

T T  is a l tered  as it is implied t h a t  Dora  is a l re ad y  posit ioned close to 

S t e p a n .
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Stage d irec t ions  r e f e r r i n g  to sound cues have been e x pa n de d  in much  

the same way as the proxemic signs concern ing  l igh t in g .  T h e  fol lowing  

th re e  changes were  n o t e d : -

In Act

On f r a p p e  le s igna l  c c n v en u .  ( S T :  53)

The  bel l  r i n g s  once and  then  twice.  ( T T :  137)

( T h e  change f rom kno ck ing '  to a bel l  r i n g i n g  should be noted in th e  

above e x a m p l e . )

In Act

On s o n r e .  ( S T :  71)

T he  bel l  r i n g s  once and  then  twice.  ( T T :  145)

In Act  V :

On f r a p p e  ( S T :  144)

T h e re  is a knock  at  the door ,  fol lowed b y  two more.  ( T T :  175)

Each time t h e r e  is a tn o c k  or  a r ing  at the  door  in the p la y ,  an agreed  

signal  is used.  In the  S T ,  this is a b b re v i a t e d  to on f ra pp e '  o r  on 

sonne  a f t e r  a wh i le ,  bu t  it is expr es se d  in ful l  t h ro u g h o u t  the  TT  .

From this m a c r o - s t r u c t u r a l  data,  it can be s en tha t  whereas the basic  

s t r u c t u r e  of  th e  play has been p r e s e r v e d  in the T T ,  a g rea t  many  

changes have  been made to the stage d i rec t ions .  Most of thes« seem to 

be an a t tempt  to make expl ic i t  in the  T T  th a t  which  is implici t  in th e
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S T :  th e  use of i tal ics to show th e  st ress w ith in  a sentence  f o r  example  

T h e  t ra n s la t o r  has a t tempted  to remove possible ambigui t  es f rom th e  tex t  

b y  c la r i f y i n g  cer t a in  d i r ec t io ns ,  such as the  sound cues and  ce r ta in  exi ts  

of  th e  char ac te rs  ( f o r  example,  th e  change of s ' e n f u y a n t  ( S T :  3 9 ) ,  to 

'E x i t  V O I N O V ’ ( T T :  148) in Act  I I I ) .  T h e  major i ty  of th e  changes  expand  

on th e  stage d i rec t ions  of the S T ,  which seems to ind ica te  an at tempt  

b y  th e  t ra n s la t o r  to c l a r i f y  the t e x t  in \  lew of its possible per formance .  

I f  he had ap pr oac he d  the t e x t  f rom the  point  of v i e w  of a l i t e ra ry  

t r a ns la t i on ,  it is u n l i k e l y  th a t  he would have found it nece ss ar y  to change  

th e  stage d i rect  i s  to the  e x t e n t  indicated by  the m a c r o - s t r u c t u r a l  data,  

i o  the stage d i rec t ions  at least have been t re a te d  as p a r t  of a dramat ic  

w o r k .  From this m a c r o - s t r u c t u r a l  data,  it is hyp othes ised  t t i at  l i t t l e or  

no change  will  h ave  been made to the  content  and o r d e r  of t h e  l ines of 

d ia logue ,  bu t  th a t  th e  pr esenta t ion  of the  la t te r  may ha ve  been a l tered  

to fac i l i t ate  possible p resenta t ion  of the  T T .

M I C k O - S T R U C T U R A L  LEVEL

I t  is beyond  the scopc of this p ro jcc t  to analyse the l ines of d ia logue in 

th e  same detai l  as the  stage d i rec t ions  in the prev ious  sect ion.  Lambert  

and Va n  Gorp  sug ges t  th a t  d i f f e r e n t  f ragments '  of th e  t e x t  should be 

looked at and an a ly sed ,  t h e r e b y  al lowing provisional  conclusions to be 

d r a w n ;  these f i n d i n g s  can then be tested against  o t he r  i nd iv i dua l  ex t rac ts  

(1985 :  4 9 ) .  This method is adopted  here ,  and the va r io us  passages se-
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l ected fo r  analysis are to be found  in t h e  appendices.  Because many of  

th e  changes made in the T T  invo lve  more th an  one ty p e  of  sh i f t ,  it was 

considered  unsat is factory to discuss each s h i f t - t y p e  in t u r n  in the  way  

th a t  the  stage direct ions were  t r e a te d ;  f o r  this reason,  each passage is 

considered  se para te ly ,  fol lowing a l inear  examina t ion .  It should be noted  

th a t  as th e  n on -v e rb a l  level of communicat ion has been considered in some 

detai l  in th e  prev ious section,  only  th e  l ines of d ia logue a re  considered  

h er e ,  unless the stage di rec t ions have resu l ted  in a speci f ic change to 

th e  dia logue .

T h e  f i rs t  passage selected fo r  analysis ( A p p e n d i x  B) is the open ing  of  

Act I ,  in which  Stepan a r r i ve s  at the t e r r o r i s t s '  f l a t  fo r  the  f i rs t  t ime.

T h e  deict ic Iu i ' in l ine 2 of the ST  has been replaced by Stepan'  in l ine 

2 of the  T T ,  and Stepan'  in th e  ST chan ged  to the deict ic  he'  in the  

T T .  The se  micro syntact ic  shi f ts avoid t h e  repe t i t ion  of C'es t  lui '  in the  

T T ,  and a re  t her e f ore  also s ty l i s t i c  sh i f ts .  A f u r t h e r  sty l is t i c change  

has been e f fected  t h ro ugh  the  addi t ion  of he's back'  in the same l ine , 

thus len gth en i ng  the sentence.  Ex t r em ely  sho r t  sentences are less common 

in Engl ish than  in F rench ,  so the  la t te r  addi t ion  could be considered an 

at tempt  to fol low the norms of th e  t a r g e t  l anguage .

T h e  lex ico-semant ic  shi f t  f rom 'Quel  b o n h e u r  in l ine 3 of th e  ST  to 

Welcome home in l ines 4 and 5 of the T T  is again a shi f t  to accommodate  

t h e  norms of the t a r ge t  l anguage:  the  convent ional  g re e t in g  of th e  ST  

is replaced by a similar g ree t ing  in th e  T T ,  which al though  not a d i rec t  

t ra ns la t ion  does serve  an equ iva len t  fu n c t io n .
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T h e  lexico-semant ic sh i f t  f rom d6jA' in l ine 5 of  t h e  ST  to jus t  t h i n k ’ 

in l ine 6 of the  T T  is also a styl ist ic,  sh i f t  wh ich b r i n g s  the T T  l ine closer  

to th e  norms of Engl ish spoken language  than  t h e  more l i te ra l  bu t  a w k ­

w a rd  t ra ns la t ion  of T h r e e  ye ars  a l re ad y ' .

T h e  add i t ion of the  ad jec t ive  long ’ in l ine 8 of th e  T T  is a s ty l i s t i c  sh i f t  

to avoid th e  ST repe t i t ion of  T ro is  ans' .

Va r io u s  shi f ts  are p resent  in l ines 10 to 12 in th e  T T .  Th e  f i r s t  sentence  

has been  expanded  to inc lude all th e  t ime' ,  wh ich  is a s ty l i s t i c  sh i f t  as 

it does not af fect  the meaning of th e  sentence.  T h e  p hr ase  mon coeur  

se s e r r a i t  de plus en plus'  in l ines 8 and 9 of th e  ST  is d i f f i c u l t  to re n d er  

sat is fa c to r i l y  t h ro ug h  l i teral  t ra ns l a t ion  into E n g l is h ,  and in the  T T  has 

been ch an g ed  to how my h e a r t  s a n k ’ , which ex pr es se s  the  same emotion 

of f e a r  and  d re a d .  T h e  French  ne ( . . . )  p l u s ’ has been omi t ted  in l ine

12 of th e  T T ;  this is an opt ional  l ex ico -semant ic  sh i f t ,  as it  could have  

been r e n d e r e d  in terms of th e  norms of the t a r g e t  l anguage .

In l ine 13 of the T T ,  a l ex ico-semant ic  sh i f t  has resu l ted in a personal  

const r uc t ion  using the  deict ic we in the place of the  impersonal  use of 

fal loi r '  in l ine 11 of the S T .  T h e  implicat ion in t h e  ST th a t  th e  t e r r o r i s t s  

are  con st an t l y  havinp  move f l a ts  is not p re s e n t  in the T T  due  to the  

omission of 'une fois de p lu s ’ .

In l ines 16 and 18 of the  T T ,  t h e  v e r y  short  ST  sentences have been 

ex p a n d e d  to c la r i fy  t h e i r  mean ing .  T h e  addi t ion of 'I mean’ in l ine 18 of 

the  T T  does not change the  mean ing ,  bu t  in t roduces  elements typ ica l  of 

spoken language.  T h e r e  is a l exical  and cu l tu r a l  sh i f t  in the  choice of 

pr ison'  in l ine 18 of the  T T  f o r  le bagne'  in l ine 16 of  the S T : le bag ne ' ,

C h a p t e r  T h r e e  - T e x t  Analys is 44



ac co rd in g  to the Col l ins Ro ber t  d ic t i o n a r y ,  is a penal  colony,  and a 

se ntence  of h ar d  labour is impl ied (1981 :  5 8 ) .  In select ing the  term  

p r i s o n ’ , the  t r a ns 'a to r  has chosen a more gen era l  term than  tha t  of the  

S T .

In l ine 17 of the S T ,  th e  Frenc h  impersonal  p ronoun  on'  has been r e ­

p laced by  th e  general  Engl ish p ro n o u n  y o u ’ - this is a l ex ico-semant ic  

sh i f t  made in terms of the  norms of  the  ta r g e t  l anguage ,  as the use of

one is f a r  less common in Engl ish th an  it is in F re nch .  T h e  T T  sentence  

has again been expanded  by  the  add i t ion  of a t ime re f e r en ce .

T h e  deict ic you'  added in l ine 20 of th e  T T  implies a close personal  r e ­

la t ionsh ip  between Stepan and t h e  g r o u p  - he knows how they  feel  - 

which  is not ap p ar e n t  in l ine 18 of t h e  S T .  Th e  T T  sentence is less formal  

than  the Fren ch;  this is especial l y  e v i d e n t  in th e  lexical  sh i f t  f rom tu  

avais  pu g a g n e r  in the S T ,  to you d got  t h r o u g h  to in th e  T T .

In l ine 20 of the  S T ,  th e  a d je c t i v e  a u t r e  has been replaced  by  the  

a d v e r b  too in l ine 22 of the T T ,  and  this is both a lexical  and a sty l is t i c  

s h i f t .  T h e  re fe re nce  to B o n a  has been  omi tted in the T T .

Q ue  d is - t u?  in l ine 21 of the S T ,  w h ic h ,  a l though  a rhetor ica l  ques t ion ,  

i nv i tes  par t ic ipa t ion  f rom S t e p a n ,  has been omi tted in th e  T T .  T h e  ad-  

r l i t i o n  of  the e x p r e s s i o n  we l l  in l ine 23 of the T T  does not inv i te  this  

p a r t i c i p a t i o n , but  prefaces the fo l lowing  remark in the same way as the  

ST rhe tor ica l  quest ion.  I t  is t h e r e f o r e  a styl is t ic  sh i f t .

T h e  use of in v e r te d  commas ar ou n d  " f reedom " in l ine 24 of the T T  is a 

g r a p h i c  sh i f t  which resul ts in o ve r t on es  of i rony  in the T T  which are
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not p r e s e n t  in the S T .  T h e  p re s en t  tense  in l ine 22 of the  ST  has been  

a l te re d  to the  f u t u r e  tense  in the T T ,  and a lexical  shi f t  has been made 

to the  choice of v e r b .  T h e  p h r a s e  aussi  longtemps q u ' u n  seul homme 

est  asserv i  sur  la t e r r e  in l ines 22 and  23 of  the ST has been re ve rs e d  

to unt i l  e v e r y  man on e a r t h  is f r e e ! ’ in l ines 24 and 25 of th e  T T ,  which  

i nvolves both syntac t ic  and lex ico-semant ic  sh i f ts .  The  n eg at i ve  concept  

of bondage  in the  ST has been ch an g ed  to th e  pos it ive  concept  of f reedom  

in the T T ; this is p r in c ip a l l y  a s ty l i s t i c  sh i f t  as the impl icat ion remains  

t h e  same. The  v e rb  in th e  fol lowing sentence has been chang ed  f rom the  

n eg at iv e  je ne cessais de penser '  in l ine 24 of the  ST ,  to th e  pos it i ve  

all I cou ld  th in k  about '  in l ine 25 of the  T T ,  which is also a sty l is t i c  

sh i f t  as th e  French could be r e n d e r e d  sa t is fac tor i l y  in the t a r g e t  l anguage  

w i t h o u t  this change.  T h e  a d v e r b  of  c o u rs e ’ added  to the T T  is ano the r  

element  typica l  of spoken language.

T h e  second passage to be analysed  ( A p p e n d i x  C )  is also tak en  from Act  

I ,  d u r i n g  the f i r s t  conf l i ct  between S tepan  and Ka l iayev .

T h e  impersonal  use of fa l lo i r  in l ine 1 of th e  ST has been changed  to 

th e  persona l  const ruct ion  of a man m u s t ’ in l ine 2 of the  T T .  Th is  is 

an o b l i g a to r y  shi f t  in terms of the  t a r g e t  l anguage  norms, as the clumsy  

i t  is necessary  that '  is v e r y  ra re ly  used in th is t ype  of c o n te x t .  Th e  

ch ang e  f rom a v e r b  Y a i m e r  in the  ST  to a noun love for  himselt  in the  

T T  is a s ty l i s t i c  sh i f t .

T h e  de ix is  has been changed  in l ine 4 of  the  ST and lines 5 and G of the  

T T  w h e r e  Que t ' a i - j e  fai t? is ex pr es se d  as what  have you got  against  

me?' .  T h i s  styl is t ic  sh i f t  a l ters the  p e rs p e c t i v e  f rom Ka l iayev to S tepan .
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