Have you heard the one about the Irishman . . . ?
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Puheella ja kirjoitetulla tekstillä on verrattain vähäinen merkitys teatterikääntämisessä, koska teatteritekstit aina sopeutetaan ympäröivän kontekstin, näyttämön ja koko teatterin merkkijärjestelmiin. Kenties selvemmin kuin mikään muu tekstilaji, teatteritekstit muodostavat merkityksensä yhdessä kontekstin muiden elementtien kanssa. Myös niiden vastaanotto on reaaliaikaista eli tässä ja nyt. Näin ollen sujuvuus saa teatterikääntämisessä kirjallisuuden kääntämisestä poikkeavan tulkinnan. Analysoin esityksessäni sujuvuuskäsitettä esimerkkinäytelmän avulla. Martin McDonaghin näytelmän The Cripple of Inishmaan  suomennoksessa kääntäjä Sami Parkkinen on yhdistänyt teatterikäännökseltä edellytetyn sujuvuuden ja henkilöiden Irlannin englantilaisen puheen suomenkielisen representaation. 
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A good translation is like a pane of glass, through which we can have an unobstructed view of the foreign source text. However, what we see must not look too strange. In literary translation fluency, or standardized language, is hailed as a virtue. Although we are told that we are reading a translation, it must read like a piece of indigenous writing 

In the theatre, a good translation gets a somewhat different definition. Compared with literary texts, theatre translations can have more scratches and bubbles. There are two reasons for this. Theatre texts imitate the spoken language, which follows different rules from the written language. Also, theatre as a context relies on redundancy in both verbal and non-verbal meaning production, as there is no time to reflect on all the details. Theatre texts must be written in a fluent language, but fluency in theatre is not the fluency of the written. 

In what follows, I propose to analyse the ways in which the fluency criterion has been combined with signs of the Foreign. For my material I use the translation into Finnish of Martin McDonagh's The Cripple of Inishmaan, where Irishness is one of the themes and comes out, among other things, in the way the dramatic figures speak. Sami Parkkinen constructs the features of Irish English in Inishmaanin rampa  by producing a hybrid at the crossroads of the two language systems.

Theatre as a context for translations
Inishmaanin rampa is a theatre text. It is also a dramatic text or a play. Theatre texts are used for stage productions, whereas dramatic texts can exist without the stage. There is drama which is no longer, or perhaps has never been, performed, and there are performances which are not based on any written work, or which are not accompanied by the publication of any text (see e.g. Aaltonen 2000: 28-40) 

In Finland plays are not commonly used as reading material, and apart from the classics, they are not easily available either. The majority are seen as synonymous with theatre texts, and only theatre practitioners read them. Their reading has often a purely practical motivation and they may choose plays for reading with a possible production in mind.  When T-B Orsmaa, the former artistic director of Vaasa town theatre, was looking for a play some years ago for the following theatrical season, all the plays he read had one common denominator: a cast of three women and one man (Open University course in Theatre studies in Vaasa in 1993-1995).

Theatre texts construct their meanings on two levels. There is the fictional world of the dramatic figures, and there is the world of the audience and theatre practitioners. In the fictional world of the play, the interaction takes place between the dramatic figures, for example through their speech. The speech has, however, also been designed to inform the audience. Thus the reading of a single verbal or non-verbal signal changes according to its context. Lines may be full of clues about the dramatic figures which are relevant only for the audience because they would be self-evident in the fictional world of the play. (see e.g. Pfister 1988:4-5, 27, 40)

Theatre translation v. literary translation

Because Inishmaanin rampa  is primarily a theatre text, there can be scratches and bubbles in it which would not necessarily be tolerated in literary translation. In the theatre, the pragmatics of the stage take priority over other considerations. Theatre translation follows its own conventions, which are neither those of the source text nor those of the target literary system. 

In the realist tradition, speech on stage simulates natural speech and shares certain features with it. However, it is also an artistic creation which follows certain dramatic and theatrical conventions. For example linguistic inconsistency may be part of the plot or important for characterization. A case in point is a dramatic figure who is a liar or pretends to be something that s/he is not. In The Cripple of Inishmaan, in order to appear more authoritative in spreading important news in the village, the local "news agency," Johnnypat, changes his "natural" way of speaking, mixing fine words and an awkward syntax with more colloquial expressions. The translation runs as follows:

Amerikasta he saapuvat, Hollywoodista, ja heitä johtaa Robert Flaherty, yksi kaikkeir rikkaimmista ja vaikutusvaltaisimmista jenkeistä. Tuonne noin Inishmoren saarelle he saapuvat, ja miksi? Valmistaaksensa elokuvan valkokankaalle (. . . ) (1997: 8)

'from America they arrive, from Hollywood, and they are led by Robert Flaherty, one of the richest and most influential Yanks. Over there to the island of Inishmore they will arrive, and why? To prepare moving pictures for the white screen' (my translation)

Inconsistency may be unintentional, and result from an oversight by the author or translator. In the Finnish translation of Carol Churchill's Top Girls, one of the characters is described as 'being married to twins' instead of being the mother of twins. The translator had obviously misread the English preposition. Such unintentional inconsistency is usually spotted at some point of the production process. It may, however, also go unnoticed or not be regarded as important because of the redundancy of both verbal or non-verbal signals. When my students translated some lines of  Johnnypat, in which linguistic inconsistency could, in fact, be explained or justified, they wanted to remove it, and standardize Johnnypat's lines. They doubted whether an old village man would say:   olen yksin hoitovastuussa juoposta äidistäni  'I have the sole care of my mother' (my translation). 

Another type of inconsistency which is very common in Finnish theatre texts involves the mixing of registers and usually involves personal pronouns. This happens also in Inishmaanin rampa  where a character may say within the same speech Mä  en ov varma tahdonko minä nähdä Ramman Billyv vielä joskus. (45). This mixing of informal and standard speech has occasionally been the target of attacks by theatre critics (e.g. Arvelo 1982)

When the fluency criterion is applied in theatre practice to the wish to represent linguistically the foreign speech, the text becomes a hybrid and a mixture of two codes. The resulting intentional inconsistency has in Inishmaanin rampa  created speech which through its artificial nature offers us a pane of glass with a number of scratches and bubbles. 

Martin McDonagh and The Cripple of Inishmaan
Martin McDonagh is a young Irish playwright whose international career started only in 1996 with the play The Beauty Queen of Leenane (translated into Finnish as Vuoriston kaunotar), and so far some four plays have achieved internationl fame in the Euro-American theatre. McDonagh's plays have a number of similarities with traditional canonical Irish plays: they are set in rural Ireland, the dramatic figures speak Irish English, and the plays are a curious mixture of tragedy and comedy. McDonagh follows closely in the footsteps of his predecessors John Millington Synge, Sean O'Casey and Brian Friel. However, McDonagh's Ireland is not the same as their Ireland. It is more artificial and full of curious characters involved in violent and unlikely narratives. 

In The Cripple of Inishmaan, a boy called Billy is leading a miserable life on the remote island of Inishmaan off the west coast of Ireland in 1934. His parents died when he was a baby, and two local sisters have been bringing him up. Billy is ridiculed by the locals because he is disabled, and when the Hollywood director Robert Flaherty arrives on the neighbouring island to film The Man of Aran, Billy seizes his chance and leaves. He is invited to America for screen tests, but in the end he has to return to Inishmaan. 

Irishness is thus important in the fictional world of The Cripple of Inishmaan. Apart from having Irish names, the characters talk about Ireland and refer to Irish locations. Moreover, the play has a number of non-fictional, factual details. Despite all this, and although the characters speak Irish English, we must not be mislead into thinking that we are dealing with a documentary. This applies not only to historical references to society but also to the language the dramatic figures speak. Like Synge, who created a language to suit his special artistic purposes, McDonagh has also created his own Ireland and its Irish English. 

McDonagh's chracters speak like those in Synge's plays. They talk about a tripeen (1997: 21), a biteen (1997: 9) and an armeen (1997: 67) when they want to emphasise that something is insignificant, small, or of little consequence (cf. e.g. Kiberd 1979: 211). The trip to the island of Inishmore must be by a curragh (1997: 2), and the aunts both agree that Billy is a good gosawer. (1997: 4)

In the realm of syntax, we can find other typical Irish English features. These include, for example, the avoidance of yes or no in answering questions, which produces striking repetition.When one of the aunts asks Johnny, the local "newsagency," Is that the end of that piece of news?, he answers with That is the end of that piece of news. (1997: 5)

The dramatic figures frequently use the aspectual marker do to express habitual action:or emphasis. 

I heard you did drop all the eggs on the egg-man. (1997: 12)

I do worry awful when Billy's late in returning. (1997: 4), 

say the aunts. They also use clefting, which has been claimed (e.g. by Taniguchi 1972:146-147), to be used so extensively in Irish-English that some British and American writers employ it to represent the Irish way of speaking. The aunts ask: 

What time was this his appointment with McSharry was and his chest? (1997: 2)

Irish English as part of the characterization of dramatic figures is important mainly in the world of the audience and theatre practitioners in The Cripple of Inishmaan. In the fictional world of the play it has no function. In the translation, it will also remain in the external world of the play but signal most importantly foreigness to the Finnish audiences. 

Sami Parkkinen and Inishmaanin rampa
Sami Parkkinen's translation imitates some of the above Irish English features in the speech of the dramatic figures in the Finnish Inishmaanin rampa. For example, the characters use repetition in answering a question with another question, which to Finnish audiences might suggest a fatalistic monotony and bleakness of the household on the island:

Billy se ei vielä ok kotona?

Billy se ei vielä ok kotona? (1997: 2)

'Billy, he is not yet at home' (my translation)

or

Nys sulla on kaks huonoa kättä.

Niin. Mulla on yks huono käsi ja yks käsi jota on kolastu.

Kolasut häipyy kyllä aikanaan.

Kolasut häipyy kyllä aikanaan. (1997: 2)

'now you have two bad arms

yes, I have one bad arm and another which has been knocked

knocks dissappear as time goes' (my translation)

Parkkinen also imitates the Irish English clefting for emphasis. He produces a possible Finnish sentence, although clefting as such is not nearly as commonly used in Finnish: 

Mihin aikaan se nyt olikaan kun sen piti sitä rintaansa näyttää Mc Sharrylle? (1997: 3)

'when was it that he was supposed to show his chest to Mc Sharry' (my translation)
In addition to the above grammatical devices, Parkkinen's translation may be seen to suggest Irish English speech through the sayings the dramatic figures use. Parempi niin, varalta 'ttä Johnnypat päästää kissan ulos pussista. (1997: 29) 'it's best that way, in case Johnnypat lets the cat out of a bag' (my translation), meaning in case he reveals the secret, or Johnnypat's mother remarks, Sähän keskustelet ohkasen ilman kanssa, tyhmä mies  (1997: 35) 'but you are talking with thin air' (my translation), meaning that he will not get the response he wants, are likely to sound artificial in a Finnish context as they are not "Finnish". However, they are not likely to be seen as disturbingly "foreign" or "incomprehensible", as there is enough redundancy and thus other clues which may compensate for them. 

The everyday life of the characters has its own culture specifics, occasionally resulting in bubbles in the pane of glass. This is the case, for example, when, to his regret, Johnnypat ends up getting peas in payment for his news. He is not happy about the payment and complains about it: 

No mitäs teillä on mulle teen kera sitten?

Meillä ois herneitä.

Herneitä! Eihän ny aikuinen mies syö herneitä teensä kanssa! (1997: 9) 

'So what do you have for my tea?

We have peas.

A grown man does not eat peas with his tea'. (my translation)

In Finland one does not usually combine peas and tea, as tea used in the above way can only suggest afternoon tea, not high tea.. 

All through his translation, Parkkinen has then woven the Irishisms into a Finnish which imitates the coarticulation of the words in speech : 

Mä taas toivon'ttä Patty ja Jack unohtaisi moiset ja sopisivak keskenään. Eikös ne jo poikasinakik kävelleet käsi kädessä kouluun (1997: 6)

The coarticulation of words as suggested by Parkkinen's ortography refers to omissions and preservative coarticulation typical of the spoken language. It is, however, a redundant visual signal as the lines would automatically be spoken like that, unless the intention would be to emphasize the artificial nature of stage speech or to produce a kind of Verfremdungseffekt.
Conclusion

In Inishmaanin rampa , like in theatre texts in general, both intentional and unintentional inconsistencies are tolerated for contextual reasons. Theatre does not allow the audience time to reflect on details, and there is usually a great deal of redundancy to compensate for them. Moreover, we are also aware of the artificial nature of the fictional world on stage. Dramatic and theatrical conventions determine the translation work for the theatre rather than any literary criteria. Inishmaanin rampa illustrates an artistic recreation of an Irish play on the Finnish stage, whereas a printed and published version of the play would most likely have become different.
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