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REPRODUCTION OF NATIONAL AND CULTURAL PECULIARITIES
OF GOETHE'S WORKS IN THE ORIGINAL AND TRANSLATION:
THE PROBLEM OF ADEQUACY IN TRANSLATION

Summary. The article is devoted to the reproduction
of national and cultural peculiarities of original works
of J. W. Goethe and their translations into Ukrainian by different
authors. Particular attention is paid to the problems of adequacy.
The article is devoted to the ways in which different semantic
groups of realities are conveyed in German. Using the example
of German translations of Faust, the author briefly analyses
the main translation techniques in the interpretation of specific
national elements. The analysis is carried out by comparing
the original and translated texts in bilingual editions of the above-
mentioned works. This problem has become extremely active
in connection with the appeal to the works of the classics
of German literature, the interest in which was quite significant
even in the 19th century. The purpose of the article is to study
the whole layer of Ukrainian literary criticism on the works
of J. W. Goethe from the standpoint of a holistic, conceptual,
generalising approach. The tasks of the article are to systematise
and generalise the national and cultural peculiarities of Goethe's
works, as well as to determine the adequacy of their reproduction
in translation from German into Ukrainian. The relevance
of the article is due to the consideration of such a translation
technique as compensation. This technique allows the translator
to reproduce the idea and stylistic features of the original
in the best possible way. It is important for a translator to
understand a work of fiction not only at the semantic level, but
also at the poetic level, which means creating imagery. The
common culture, experience, outlook, and intention of the author,
and not just the use of stylistic devices, create a work of art in
which each element acquires meaning and has a special power
of influence. In translation, foreign language realities can be
conveyed by replacing component parts — morphemes — or by
using direct lexical equivalents in the target language (calquing).
Another way is to convey the meaning of the original lexical unit
with the help of expressions and phrases that reveal the features
of the phenomenon (descriptive translation). Often, in order to
achieve brevity of expression and reveal the semantics of a lexical
unit, a translator combines different translation techniques.

Key words: translation, adequacy, national and cultural
features, original, transliteration, transcription, Goethe,
‘Faust’, interpretation, realities, semantic adequacy, semantic
equivalent, analogy.

The significance of translation in the history of human culture
is enormous, but it is undeniable that the process of translation or
interlingual transformation is an extremely complex phenomenon,
as it involves not only the comparison of different language sys-
tems, but also the clash of different cultures and even civilisations.
Taking into account the extremely important role of literary transla-
tion in the development of language and enrichment of the culture
of a nation, it is undoubtedly paradoxical that such a widespread
phenomenon as translation is still insufficiently studied.

The theory, history, and practice of translation have been studied
by S. Vlahov, S. Florin, O. Kundzich, M. Rylsky, I. Franko, P. Tychyna,
and M. Lukash. The problems of adequacy in the translation
and interpretation of fiction are the subject of the works of such schol-
ars as: T. R. Kyiaka, A. M. Naumenko, V. V. Demetska, O. D. Ogui,
T. E. Nekriach, Y. P. Chala, I. V. Korunets, etc. Their research high-
lights extremely interesting issues of literary translation.

This research is devoted to the study of the possibility of trans-
mitting national and cultural peculiarities in translations of Goethe's
works. It should be noted that Goethe's works were translated into
many languages, especially successful were the translations into
Ukrainian created by 1. Franko, M. Lukash, M. Orest, V. Stus, etc.
The article examines the translations of the work Faust by I. Franko,
D. Zahula, D. Nalyvaiko, and M. Ulezko.

The purpose of the article is to study the national and cultural
peculiarities of Goethe's works and linguistic means and their repro-
duction in the original and translations.

The purpose led to the solution of the following tasks:

1) to systematise and summarise the national and cultural pecu-
liarities of Goethe's works;

2) to identify the problems of adequate reproduction
of the national and cultural peculiarities of Goethe's works in trans-
lation from German into Ukrainian.

Taking into account the objectives of the article, it would be
advisable to consider such a means of lexical and grammatical
translation transformations as compensation, which makes it possi-
ble to equally convey the meaning of the original. All of this has led
to the relevance of the article. Thanks to compensation, the transla-
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tor is able to fully reproduce the idea of the original work, the sty-
listic peculiarities of the original, preserve its beauty, and reproduce
the life of the era and country to which the original belongs.

The characteristic features of fiction, the boundless variety
of lexical, grammatical and syntactic means of language, the mani-
festation of the writer's individual artistic style in each case, the vari-
ety of combinations of written and spoken language — all this makes
the problems and complexity of literary translation extremely
difficult. When translating fiction, the task is always to reproduce
the individual originality of the primary source.

In recent years, linguistics has seen the emergence of scientific
works devoted to Goethe's work (O. Biletskyi, Y. Boyko-Blohin,
N. Bondarenko, V. Zhyla, D. Zatonskyi, A. Naumenko, E. Nechepo-
ruk, M. Novykova, L. Rudnytskyi, B. Shalaginov, K. Shakhova, etc.),
as well as studies that characterise the interconnections of Ukrainian
literature with German literature (H. Pestriy-Koshelets, H. Verves,
V. Lukianova, V. Hladkyi, O. Panchenko). These works investigate
and characterise the sources of Ukrainian-German literary ties and their
significance for the development of the world literary process.

Regarding the problems of translating J. W. Goethe's works
into Ukrainian, special attention should be paid to the works
of Y. Boyko-Blohin. Y. Boyko-Blokhin notes that M. Lukash's trans-
lation of Goethe's proverbs and aphorisms in Faust deserves a spe-
cial positive assessment, since the author of the translation man-
aged to accurately, concisely and expressively convey the sharpness
of the German poet's thought. For example, Faust's aphorism from
the third act of the second part of the tragedy is quite famous:

Nur der verdient die Gunst der Frauen,
Der kriftig sie zu schiitzen weif.

M. Lukash translates it in these words:

Jluw moit n10606i Jncinku eapmuii,
Xmo emie 3axucmumo it

It is a well-known fact that the language of the German poet in
Faust is marked by the layering of different linguistic strata. The
work shows significant and multifaceted trends in the develop-
ment of the German language, from Lessing, Herder and the Wei-
mar court to the burghers and maids. And the Ukrainian translator
has managed to capture and convey all this complexity of the lan-
guage, its multilayered nature. The scholar's undoubted praise goes
to Lukash's newly created neologisms, which are quite common,
especially in the second part of the translation of the tragedy.
These are mostly words with two roots: "kpacompuxumbHUK",
"kpacomo0ism”, which, in the critic's opinion, is quite successful.

In the realities found in Goethe's works, the closeness between
language and culture is clearly demonstrated: the emergence of new
realities in the material and spiritual life of society leads to the emer-
gence of corresponding words in the language. A distinctive feature
of reality is the nature of its visual content. As a linguistic phenom-
enon most closely related to culture, these lexical items respond
quickly to all changes in the development of society. Among them,
you can always distinguish realities — neologisms, historicisms,
archaisms, and each type of reality requires an individual approach
to translation [1, p. 178]. For example, the alliteration in the words
of the Evil Spirit in his dialogue with Gretchen (scene ‘The Cathe-
dral’) is quite accurately conveyed:

Aus dem vergriffnen Biichelchen
Gebete lalltest.

And translated by M. Lukash into Ukrainian:

3 nowiapnanoi Knuxyceuxu
Monumea nepedina.

The sound effect is the alliteration of the consonant sound ‘1’,
which is very strong in both texts: the original and the translation.
This is a sound-image that is very important from a stylistic point
of view; it differs from other sounds in its vivid expressiveness,
overlapping and shading other smooth sounds.

Faust is a profound philosophical treatise, the philosophical
construction of which requires reader's knowledge of the basics
of Kant's philosophy, which replaced the empiricism and scepticism
that had dominated before. It is these two philosophical trends that
embody the main antipodes of the tragedy: Faust is an idealist who
seeks the meaning of life and eternal truths, while Mephistopheles
seeks only momentary sensual pleasure and tries to persuade Faust
to do the same.

In the original, philosophical thoughts intersect with obscene
language. The characters of Faust in M. Lukash's translation are no
longer Germans, their images are infused with elements of Ukrain-
ian mentality. This can explain the translator's selectivity in soften-
ing some of the original's lines. In the scene ‘The Prison’, Gretchen
sings a song taken from a German folk tale about a girl who was
murdered by her evil stepmother:

‘Meine Mutter, die Hur’ [2, p. 261]. M. Lukash translates
‘die Hur’ as ‘memamo,’ although other translators used the words
‘kypsa’ (I. Franko [3, p. 344] and D. Zahul [4, p. 131-132]),
‘mutroxa’ (M. Ulezko [5, p. 281]). M. Lukash could not follow
the path of other translators, because it would mean a complete
erasure of the image of the Gretchen he portrayed in the first
part. That is why in his translation we read ‘Mos maru, nepamo’
[6, p. 174].

At first glance, because of the ease with which M. Lukash's
translation is read, it is difficult to feel the painstaking work
and attention to detail that create this coherence and harmony:

Faust (allein). Wie nur dem Kopf nicht alle
Hoffnung schwindet,
Der immerfort an schalem Zeuge klebt,
Mit gierger Hand nach Schétzen grabt,
Und froh ist, wenn er Regenwiirmer findet! [2,p. 150].

This is the beginning of Faust's second monologue, when he
criticises Wagner. Wagner and Faust are both scholars, but Wagner
is convinced that all wisdom is in books and that they can answer
all questions; he is not interested in real life, he is convinced that
he knows almost everything and can teach anyone, and he respects
Faust only because he is a recognised authority. Faust, in contrast to
Wagner, is more interested in reality and takes a more global view
of life; he realises that, although he has read many books, he knows
very little about life. This monologue of Faust's was not present in
Prafaust, that is, it is already a reinterpretation of life by a more
mature Goethe. Let's compare:
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®agert (cam). [ ax aw 201084 tiomy He mpicHe,
o 6 Hio paz 6 paz maxe mepmimms mucke,
3a ckapbamu max noxeanto epebe,

A padyecy, sx xpodaka atide! [3, p. 199]
Dager (cam). Ak yei conosu we depacampes Hadi,
o nao obepuskamu KyHse no KymKam,
JKadibnoro pyxoro uiykae ckapfie mam, —

A 3Haiide ueps'axa, — boe 3nae, sk 3padie! [4, p. 32]
Daycr (cam). I ax 6 yiti 201061 He 3HUKHE 8¢ HADs!..
Bix aunne do xaamimmsa eumxi020 i cudums,
JKaonusoto pyxoio xoue knadu pumo,

A Haepebe dowjosukis, mo exce Ui padie... [6, p. T1]

We find inconsistencies already at the phonetic level. Transla-
tors add extra stanzas and thus change the very mood of the poem.
Only M. Lukash's translation preserves the rthyme and rhythm in
full, just as in the original:

@ayct (cam). Iwe tio2o ne 3paduna Hadis;
Konaembwcs 6 eHoicwky, ckapb uiyxa,
A 3Hatide yacom yepe'axa,
To, dypenwv, i momy padie... [6, p. 42]

At the lexical level, we can also identify certain differences
between the images of Faust in the original work and its translations.
Thus, Ivan Franko's Faust speaks the language spoken by the inhab-
itants of Western Ukraine at that time. This is evidenced by such
word forms as ‘Hi0’ — ‘Hei’ and ‘pajyecs’ — ‘pajie’. In his preface
to Faust, Ivan Franko explains this as follows: ‘Sl mokiaB ronosHo
Bary Ha 3pO3YMITICTb 1 SCHICTb OECI/IM, YHUKAIOUH 110 3MO31 MEHIIIE
BKUBAHUX IIPOBIHIIA/TI3MIB, OKPIM Xi0a THX HEMHOTHX MiCIlb, 1€ TOTO
BUMAralo OkpeMilHe 3a0apslieHHs B camim opurisani’ [4, p. 180]. In
M. Ulezko's and D. Zahul's versions of Faust, the beginning of this
monologue does not sound as respectful as in the original, since they
replaced J. W. Goethe's four— and five-line iambic pentameter with
six-line pentameter, and thus the tone of the poem changed: where
J. W. Goethe's poem is full of drama and despair, the translators' is
full of reflection. Of course, they tried to compensate for this with
expressive vocabulary, such as: ‘00rpuskamu’, ‘X1amiTTs BUTXJIONO

To make the characters' monologues more humorous,
J. W. Goethe used short feet. Thus, in Monkey’s monologue, a two-
footed iambic meter is used, which gives the poem a ‘dancing’
rhythm. Although at the lexical level it sounds respectful, due to
the fact that it is spoken by Monkey and in iambic pentameter,
the reader will not take these threats seriously:

Der Kater, Das ist die Welt: / Sie steigt und fallt/ Und rollt
bestindig; / Sie klingt wie Glas — / Wie bald bricht das! — / Ist
hohl inwendig. / Hier glénzt sie sehr/ Und hier noch mehr: /
"Ich bin lebendig!" — / Mein lieber Sohn, / Hall dich davon!/ Du
mufit sterben. / Sie ist von Ton, / Es gibt Scherben! [2, p. 200].

Here, a nine-line stanza with the rhyme aa0BBorr0 is used, followed
by a five-line stanza with the thyme aa06a0. All translators tried to preserve
the iambic pentameter. But in the original, Goethe introduces a chorus in
the five-line stanza: ‘Du mufit sterben’ to enhance the effect of drama
at the lexical level. M. Lukash reproduced the accents of the original in
full, observing the size, placing the lexical and semantic load exactly
where Goethe did: ‘I cam 3a Te %/ Toi nomper 1i’. Yet the ‘mufit’ that

conveys the certainty of the end, that is, that “Tit Mycum nomepra’ is not
reproduced in the translation. This passage sounds more like a warning,
i.e. there is a way to avoid death, which is not in the original, e.g:

Maeniii. Oye semns.: /nemumv, kpyxcns, / He snae énuny; /
Bpsiorcuum, six ckno, / bo 6 niti dynio / Ha ecto nympuny, / Buuyume,
Muemumb, / Kpyeom psxmumv, — / [adu, miti cuny, / 3a pyxom
cmearc, / 5o posit'ewt / Ii 0o pewsmu /I cam 3a me ac/ Tooi nompews
mu [6, p. 98-99].

A comparative analysis of the translations by Ivan Franko,
D. Zahul, M. Ulezko, and M. Lukash shows that Faust in the trans-
lation by M. Lukash meets the requirements of the time most of all.
His understanding of the philosophical content of Faust is con-
firmed by his thorough commentaries, deep erudition, well-read
and understanding of the spirit of the original work.

The study has led to the following conclusions:

1) the text of a work of fiction is perceived by the translator not
only on the semantic level, but also on the so-called poetic level.
The author creates imagery, a special power of influence, without
necessarily resorting to unusual metaphors or any other stylistic
devices. In verbal and artistic creativity, each element acquires
meaning, it is conditioned by the entire context of a particular work
of art and, more generally, by culture, i.e. experience, worldview,
and the author's intention;

2) when tracing, foreign language realities are conveyed by
replacing their constituent parts — morphemes, or by direct lexical
correspondences in the target language. In contrast to the above,
descriptive translation reveals the meaning of the original lexical
unit with the help of extended phrases that show the essential fea-
tures of the phenomenon denoted by this lexical unit;

3) translators often use a combination of two techniques — transcrip-
tion or tracing and descriptive translation, presenting the latter in the com-
mentary. This makes it possible to combine the brevity and economy
of expression inherent in transcription with the disclosure of the seman-
tics of a particular unit achieved through descriptive translation.

We see the prospect of the study in the analysis of linguis-
tic and extralinguistic aspects of translation and in expanding
the boundaries of further research on the problem of translation.
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Map'sinko 5., Boca T., Cranuuxk €. BigTBopeHHs
HALIOHAJILHO-KYJIBTYPHUX oco0auBocreii TBOpiB Iete
B opuriHaj;i Ta mepekiaii: mpodjema ajeKBaTHOCTI Ipu

nepexai
AHoTauis. Crarrs IPUCBSYEHA BiJITBOPEHHIO
HALlIOHAJIBHO-KYJIBTYPHUX ~ OCOOIMBOCTEH  OpUIiHAIBHUX

tBOpiB M. B. Tere Ta iXx mepeknaniB yKpaiHCHKOIO MOBOIO
pisHumMu  apropamu. OcoOnuBa  yBara  IPHUIUISETHCA
npobnemaM  ajiekBaTHOCTI. CTarTsd NpHUCBSAUEHA crocodaM
mepefadi HIMEIbKOIO MOBOIO PI3HHX CEMAHTUYHUX IpyIl
peaniii. Ha mnpuxmani HiMenpkux nepexnafuiB «®Daycray
KOPOTKO IPOAHaJIi30BaHO OCHOBHI NEepeKIajalbki NpuiomMu
B iHTeprnperanii crneuuQiuHuX HaAIIOHAJIBHUX EJIEMEHTIB.
AHani3 311MCHEHO LUIIXOM IOPIBHSHHS TEKCTIB OpUIiHAILY
Ta NepeKiIaay y ABOMOBHHUX BUIAHHSX BUIIE3raJaHUX TBOPIB.
s npoGnema Haa3BHYAallHO aKTHUBi3yBajacs y 3B'S3Ky 3i
3BEPHEHHSAM JI0 TBOPYOCTI KJIACHKIB HIMEIBKOI JIiTEpaTypu,
iHTepec 10 Ako0i OyB JOCUTh 3HAUHUM HaBiTh y 19 cromiTTi. Mera
CTaTTi — JOCIIANTH LITUH IUIACT YKPaiHCBKOI JIiTepaTypHOI
KPUTHKH TIPO TBOPUICTh M. B. Tere 3 mosmmiii mimicroro,
KOHIIENTYalbHOTO, Y3arajbHIOIOUOro MifXxoay. 3aBIaHHAMU
CTaTTi € CHUCTEMATH3yBaHHsA 1 y3arajJbHEHHS HalliOHAJIbHO-
KyJIbTypHUX ocoOnuBocTel TBOpiB I'eTe, a TakoK BU3HAYECHHS
a/IeKBaTHOCTI X BIITBOPEHHsI IIPU IIepeKIai 3 HIMELIbKOT MOBU

YKpaiHCBKOIO. AKTYalbHICTH CTaTTi 3yMOBIICHA PO3IVIIOM
TaKoOTo IEepeKIafanbkoro MpuiioMy, sk KomreHcaris. Lei
3aci0 Hazmae mepexianadyy MOXKIUBICTh HaWKpallle BiATBOPUTH
iIer0 1 CTWIBbOBI OCOOMUBOCTI oOpuriHamy. BaxiuBum
€ CIPUIHATTS TepeKiagayeM XyIOXKHbOTO TBOPY HE TUIbKH
HA CEMAHTUYHOMY piBHI, aj¢ TakoX 1 Ha [OCTUYHOMY,
IO O3HA4Ya€ CTBOPEHHS OOpa3sHOCTi. 3aBISKU 3arajibHii
KyJIBTYpi, AOCBiIY, CBITOINISIIY, 3ayMy aBTOpa, a HE TUIbKH
BXKMBAHHIO CTHJIICTHYHUAX TPHUHOMIB, CTBOPIOETHCS XYIOKHIH
TBIp, y KOHTEKCTi SKOTO KOXKHHII eleMEHT HalOyBae CMHUCIY
Ta Mae OCOONHMBY CHJIy BIUIMBY. Y IIepeKiaii iHIIOMOBHI
peanii MOXYTh IIepeaBaTHCh IIIIXOM 3aMIiHM CKJIAQJOBUX
9acTHH — MopdeM, ab0 BUKOPHUCTAHHS NPAMHX JEKCHIHHX
BIZIMTOBITHUKIB B MOBI Iepekiiany (KaibKyBaHH). [HIIN muisx
JIO3BOJISE, 3a JIOIIOMOTOI0 BHPA3iB Ta CIIOBOCHONYYCHB, IO
PO3KPUBAIOTH O3HAKH SBHINA, MEPENaTH 3HAYCHHS JEKCHYHOI
OJIMHWII OpuriHany (omucoBHd mepeknan). Haituacrime,
3 METOI0 JOCATHCHHS CTHUCIOCTI 3acO0iB BHPaKCHHS
Ta PO3KPHUTTSA CEMAHTHKM JEKCHYHOI OIWHHI, NepeKiIamad
HOEHYE Pi3HI IPUAOMH HEpeKIary.

KirouoBi ciioBa: nepexiiaj, aleKBaTHICTh, HAIllOHAJIBHO-
KyJIBTYpHI 0C00IUBOCTI, OpHUriHal, TpaHCIiTepallis,
Tpanckpunuis, Iere, «®aycr», iHTepHperauis, peaii,
CeMaHTHYHA aJICKBATHICTh, CEMAHTHYHHUI €KBIBAJICHT, aHAJIOTIsI.
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