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Abstract. The colors used by W. Shakespeare in his sonnets 127-154 are analyzed in this
article. According to the usage of each color the excerpts from the poet’s sonnets were given, and
their meaning and frequency were determined and shown in the study. The original excerpts are
reviewed and compared with Samuil Marshak’s and Khamit Yergaliev’s variants.

The purpose of this research is a detailed analysis of the use of colors in the sonnets of
W. Shakespeare in all three of its versions. The article aims to reveal the differences and similarities
between the variants, as well as the features of each writer. The idea of this scientific work is to
compare the use of colors in all three versions, to identify the most frequently used color, to show
the frequency of use of colors in the translated variants. The scientific significance of the presented
work lies in the insufficient study of Kh. Yergaliev’s variant of the sonnets in this particular
direction. The practical significance of the study is determined by the usefulness of the presented
data for the research work of students, undergraduates and doctoral students.

Methods of analysis and synthesis were widely used. Sorting method was effective for the
systematization of the research. The basis was the comparative method, through which significant
results were obtained. These methods allowed us to conclude that there are various differences in
the use of colors between the original sonnets and versions by S. Marshak and Kh. Yergaliev. This
article can become a guideline for future research on the analysis of translated versions of sonnets.

Keywords: translation of Sonnets, indirect translation, colors translation, complex colors
interpretation, Shakespeare’s color palette.
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byn 3eprreynig makcatsl — Y. lllekcriup coneTTepinaeri TycTepAiH KOMAaHBICHIH OapJIbIK YIII
HYCKaJIapbIHJa J1a erKen-TerKelsi Tannay. Makaia HycKanap apachblHIarbl albIpMaIIbUTBIKTap MEH
YKCaCTBIKTapAbl, COHJAN-aK op JKa3YIIbIHBIH EPEKIICTIKTepiH aHbIKTayFa OarbpITTayiiFaH. by
FBUIBIMH JKYMBICTBIH UESICHl — COHETTEP/iH YII HYCKACBIHJAFbI TYCTEP KOJJIAHBICBIH CAJIBICTHIPY,
€H JKWl Ke3JeceTiH TycTi poiiekrey, Ttycrepiain Camynmn Mapmak >xoHe Xamut Epranues
HYCKaJlapblHJa KOJJaHY JKUITITIH KOepCeTy. ¥CBHIHBUIFAH JKYMBICTHIH FBUIBIMH MaHBbI3IbLUTBIFBI
X. EpranueB aymapMacbIHIArbl COHETTEPAIH IO OChl OaFrbITTa JKETKUTIKCI3 3epTTemyiHe.
3epTTeyliH MPaKTHUKAIBIK MaHBI3IbLUIBIFBl YCHIHBUIFAH JCPEKTEPIiH CTYICHTTEP, MaruCTPaHTTap
’KOHE JIOKTOPAHTTAP/IbIH FHUIBIMU-3EPTTEY )KYMBICTApbIHA Tai1aJIbl OOTYBIMEH alKbIHAAIA b,

3eprTey OapbIChIHIA TaJJIay JKOHE CHUHTE3 dJICTepl KEHIHEH KOoAaHbLIAbl. CyphInTay ofici
3epTTeyl Kyheneyae THIMII 0oabl. CambICTRIpMabl 9IIC OYII 3epTTeye ipreii OOBIN, MaHbI3 bl
HOTIKenepre okenai. KepcerinreH omicTep COHETTEpAIH TymHYckackl MeH oHblH C. Mapiak
ayaapraH opsIc TiUMiHIETI koHe X. EpranmueB aynapraH Kas3ak TUTIHIET! HYCKaJapbIHBIH apachlHa
TYCTepi KOJJIaHyJa SPTYPJIi albIpMAIIbLUIBIKTAPIbIH O0ap €KEHIIri Typaibl KOPBITHIHIBI JKacayFa
MYMKIHJIK Oepai. bepiren Makama COHETTepIiH aynapMa HYCKaJIapblH Tajjiay OOWBIHINA OoJianak
3epTTeyliepre OarbiT Oepe ajabl.

Kiar ce3mep: coHerrep aymapmachl, ’kaHama aynapma, TYCTEpIiH ayaapMachl, Kypmaeni
TycTepi uHTepnperanusuiay, lllekcnupiH Tycrep nNaJinTpacsl.

I'.A. XacenoBa
PhD ooxmopanm Espazutickoeo nayuonanwro2o ynueepcumema umenu JILH. I'vmunesa
(Kazaxcman, 2. Acmana), e-mail: khassenova_gulmira@mail.ru

CpaBHHTeIbHBII aHAJIN3 LIBETOBOI JIeKCMKH B niepeBoaax coHeToB Y. lllexcnupa 127-154

AHHOTanusi. B mpeacraBieHHOW CTAaTbe AHANU3HUPYIOTCA  IIBETA, MCIOJIb3YEMbIE
V. lllekcriupom B conerax 127-154. Ilo mepe NMpUMEHEHUS KaKIOTO IBETa OBUTM TPUBEICHBI
OTPBIBKM W3 COHETOB II03Ta, OINpPENEICHBl M IOKa3aHbl B HCCIEJOBAaHUM HUX 3HAYCHUE U
4acTOTHOCTb. OpUIMHAJIBHBIE OTPBIBKM PpAacCMaTpUBAIOTCA W CPABHUBAIOTCA C BapHaHTaMU
Camymnna Mapmaka u Xamura Epranuesa.

Llenpto MaHHOTO HCCIEIOBAHUS SIBJISETCS MOAPOOHBIM aHAIM3 HCHOJIb30BAHUS IIBETOB B
conerax Y. lllekcninpa Bo Bcex Tpex ero BapuaHTax. CTaThs HallpaBlieHa BBISIBUTH PA3IUyUs U
CXOJICTBA MEXIY BapHaHTaMHM, a TaK)Ke OCOOCHHOCTH Kaxkaoro mnucarens. Maes naHHON HaydHOM
paboThI 3aKIIIOYaETCsl B TOM, YTOOBI CPABHUTH HUCIIOJIb30BAHUE I[BETOB B TPEX BapHaHTaX COHETOB,
BBISIBUTH HanOoJiee 4yacTO BCTPEUAIOIIMIACS 1IBET, MOKa3aTh YaCTOTHOCTh MCIIOJIB30BaHUS I[BETOB B
BapuaHTax coHeroB Camymna Mapmaka wu Xamuta EpranumeBa. Haywynas 3HauMMOCTb
NPEJCTaBICHHON paboThl 3aKiioyaeTcs B HEJIOCTaTOYHONW M3YYEHHOCTH HMMEHHO B 3TOM
HalnpaBJI€eHUH BapuaHTa CcoOHETOB B mnepeBoje X. EprammeBa. IlpakTthueckas 3HaYMMOCTH
UCCIIEIOBaHMsl  OINpPEAENAETCS  IOJIE3HOCTBIO  IPEACTABICHHBIX  JAHHBIX  JUII  HAy4yHO-
UCCIIEIOBATENbCKON pabOThI CTY/IEHTOB, MATUCTPAHTOB U IOKTOPAHTOB.

B xome wuccienoBaHMs IIMPOKO MCMONB30BAJIMCh METOABI AHAlIM3a UM CHUHTE3a.
CopTupoBOYHBIA METOJ] OKa3zaics 3QGEKTUBHBIM ISl cUCTEMaTH3aluu ucciaenoBanus. OCHOBHBIM
B OTOM HCCJIEIOBAHUU OBUI CPaBHHUTEIbHBI METOM, MOCPEACTBOM KOTOPOrO OBUIM IMOJTYyYEHBI
3HAYUMBIE PE3yJIbTaThl. YKa3aHHbIE METOJbI MO3BOJWJIM ClIENaTh BBIBOJ O HAJMYMU Pa3IMYHBIX
pasnuuMii B MCIOJIB30BAaHMM IBETOB MEXAY OPHUIMHAJIbHBIMU COHETAaMM U €ro BapUaHTAMH
C. Mapiiaka B nepeBojie Ha pycckuil a3blk U X. EpranueBa B nepeBoje Ha Ka3axCKHUM A3bIK. JTa
CTaThsl MOXKET CTaTh OPUEHTUPOM Ui OyIyHIMX HCCIICAOBAHHUM 1O aHATU3y MEPEBOJHBIX BEPCHil
COHETOB.
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KiroueBble cjioBa: epeBoj COHETOB, KOCBEHHBIN MEPEBO/I, IEPEBO/I LIBETOB, HHTEPIIPETALIUS
CJIOKHBIX LIBETOB, LIBeTOBAas nanurpa [llexcnupa.

Introduction

The personal and simultaneously universal sonnets by English poet, writer, and playwright
William Shakespeare were initially published in 1609 in London. Since then, the sonnets, rich of
emotional depth, have been translated into numerous languages.

This article speciffically delves into the methods of translation of the color vocabulary utilized
by W. Shakespeare in his sonnets. Color symbolism, as noted by the Spanish poet J.E. Cirlot, “is
one of the most universal of all types of symbolism, and has been consciously used in the liturgy, in
heraldry, alchemy, art and literature” [1, p. 52]. This indicates that color symbolism is a pervasive
and cross-cultural form of symbolism, intentionally employed in various aspects of human
expression. Colors inherently carry meanings and are deliberately utilized to convey symbolic
messages across different cultures and throughout history.

The function of a color symbolism varies, from providing different kinds of clues to readers,
emphasizing feelings and emotions, to better revealing characters, and always accompanying the
mood of the text. However, as noted by Swiss psychologist Jolande Jacobi: “The correspondence of
the colours to the respective functions varies with different cultures and groups and even among
individuals” [2, p. 114]. This variability in color associations with specific functions or meanings is
observed across different cultures, social groups, and individuals, emphasizing that interpretations
and significances of colors are subjective and context-dependent, influenced by cultural norms,
social contexts, and individual perspectives.

Colors play a significant role in the literary works of William Shakespeare, as he adeptly uses
them in his sonnets, plays, and poems. Particularly, it is stated that the most significant colors in W.
Shakespeare’s work were red and blue [3, p. 153].

Translating colors used in literary works, like any other items of the text, is a challenging
process for translators. This difficulty arises not only from the color itself but also from its deeper
symbolic associations. Color is symbolic and associated with something, making it crucial to
translate colors accurately into other languages.

This work focuses on analyzing Sonnets 127-154, dedicated to the Dark Lady. These sonnets
deviate from conventional motifs associated with courtly love and instead engage in a nuanced
exploration characterized by heightened realism and intensified depiction of romantic relationships.
Furthermore, the interpretation of colors used in the original work into Russian by Samuil Marshak
and into Kazakh by Khamit Yergaliyev will be considered, compared, and analyzed in this study.

Research methods and materials

During the research, we primarily utilized the methods of analysis and synthesis. These
methods facilitated a thorough analysis of the Sonnets by W. Shakespeare and their Russian and
Kazakh variants. The sorting method aided in organizing the research, while the comparative
method allowed for the collation of obtained results with S. Marshak’s and Kh. Yergaliyev’s
translations.

The translation by Samuil Yakovlevich was chosen for its noted inclusion of epithets absent
in W. Shakespeare’s original works, along with S. Marshak’s enrichment of W. Shakespeare’s color
palette and deliberate substitution of simple colors with more complex ones” [4, p. 109].

To complete the research, the original Sonnets by W. Shakespeare, edited by Katherine
Duncan-Jones and published in 2010, served as the basis. S. Marshak’s translation, published in the
8" volume of “William Shakespeare. Complete works in eight volumes” under the general
editorship of A. Smirnov and A. Anikst in 1960, was used for comparison with its Russian variant.
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Khamit Yergaliyev’s translation of the Sonnets into Kazakh, published by the “Audarma”
publishing house in 2004, was chosen for analysis.

This scientific paper discusses the translation of colors used by W. Shakespeare in his Sonnets
127-154 into Russian and Kazakh. Additionally, various researches on related topics were studied.

The work of R.1. Rozina titled “William Shakespeare, the Russian poet: transformations of the
text of Shakespeare’s sonnets in S.Ya. Marshak’s translations” was carefully scrutinized and
influenced our current research. Furthermore, researches by A.A. Petrichenko on “Phraseological
units with an element of color designation in english and russian: origin and translation methods”;
K.K. Dzhguburiya on “Features of the semantics of adjectives of color in the Russian and English
language picture of the world”; F.I. Kartashkova and L.E. Belyaeva on “Colour Meaning in English
Literary Pieces”; the PhD dissertation of A.M. Janziz on “A study of colour words in Shakespeare’s
works”; A. Qatatsheh on “The use of colors in Shakespeare’s Venous and Adonis poem from
pragmatic perspective”; and the research of Matsuda Misako on “Representations of the Color
Green in Shakespeare” were all observed and reviewed.

Results and discussion

To identify the most frequently used color in W. Shakespeare’s Sonnets, we employed the
sorting method and presented the frequency of each color’s usage in Table 1. The first column
indicates the colors used, the second column specifies the sonnets in which they appeared and their
frequency, while the last column provides the total quantity of usage for each color.

Table 1 — Colors used in original Sonnets by W. Shakespeare

Colors Sonnets The frequency
of usage
black 27, 63, 65, 73, 127 (3 times), 130, 131 (2 times), 132 (2 times), 147 13
white 12 (2 times), 98, 99 (2 times), 130 (2 times) 7
golden 3,7, 33,68, 85 5
red 99, 130 (3 times) 4
green 33, 63,104 3
vermilion | 98 1
purple 99 1
rosy 116 1
dun 130 1
grey 132 1
scarlet 142 1

It is important to note that adjectives characterizing color typically do not pose challenges in
translation, whereas terminological and phraseological combinations containing a color component
may present difficulties for translators [5, p. 91].

Based on the data provided in Table 1, it is evident that the predominant color consistently
employed by W. Shakespeare across all 154 sonnets was black. David Swartz asserts that
“Significantly, the black and the beautiful is also a recurring motif in Shakespeare’s work. It
appears most notably in his Sonnets” [6, p. 84].

The color black is often associated with death, mourning, mystery, and other phenomena.
Alexander Abramovich Anikst also observed that W. Shakespeare’s sonnets often conclude with
moods reminiscent of tragedy [7, p. 329].

The translation of the color black into Russian and Kazakh will be presented below in Table
2. The symbol “~” indicates cells where translators did not use the color in their variants of the
Sonnets.
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Table 2 — The translation of the color black into Russian and Kazakh

Sonnets | The usage of color | The translation of color black The translation of color black
black by by S. Marshak into Russian by Kh. Yergaliyev into Kazakh
W. Shakespeare
127 “black” “uepusiii e’ (black color) “kapa mopce” (black thing)
“black beauty’s - “AKTBI Kapa MacKapaJaI
successive heir” keprenze...” [9, p. 670] (when
[8, p. 369] black shamed white)
“raven black” “gepuee noun” (blacker than the | “kapa kxe3i TyHHIH TyCiH
night) xyrraumaii” [9, p. 670] (as if her
black eyes swallowed the color of
the night)
130 “black wires” “gepHoit mposostokoit” (black “cpiMai Kar-kapa” (very black
wire) as wire)
131 “thy black” “gepHBIN I[BET BOJIOC TBOUX “Kapa mrambIg Tamamia’
(black color of your hair) [9, p. 672] (your black hair is
[10, p. 492] admirable)
“In nothing art thou | “He TbI uepHa, YepHBI TBOH “Tycin emec, iciH kapa, Oumapa!”
black save in thy nena!” [10, p. 492] (You are not | [9, p. 672] (Not your color, but
deeds” [8, p. 377] black, your deeds are black!) your deed is black, poor fellow)
132 “Have put on black, | “Onm, kak Tpayp, HOCAT I[BET “KapamsikTa Kapa 0osy Teri
and loving mourners | cBoit uepnsiii” [10, p. 493] Mo’ [9, p. 672] (There is a lot of
be” [8, p. 379] (They, like mourning, wear their | black paint on the pupil)
color black)
“Then will I swear “S myman Obl, 4TO KpacoTa cama | “OcTe cyJly TYHHEH KepiK
beauty herself is YepHa, KaK HOYb, U sIpY€ CBETA — | AJBIITHI-AY,
black, tema!” [10, p. 493] (1 would Kapa TyHek ak coyseieH
And all they foul think that beauty itself is as anpikTay!” [9, p. 672] (The
that thy complexion | Black as night, and brighter than | perfect beauty has acquired its
lack” [8, p. 379] light is darkness!) beauty from the night,
Black darkness is clearer than
white light)
147 “For | have sworn - -
thee fair, and
thought thee bright,
Who art as black as
hell, as dark as
night” [8, p. 411]

According to Table 2, we observe that the initial color in the phrase “black was not counted
fair” [8, p. 369] used in Sonnet 127 was interpreted by S. Marshak as “gepwnsrit user” (black color),
indicating that Russian translator added the word “uBer” (color) in his variant. Kh. Yergaliyev, on
the other hand, appended the word “mopce” (thing) to the color. However, such additions by
translators didn’t ruin the original semantic of the phrase.

In the continuation of the quatrain, the color black was used again by author, this time in the
context of beauty with “black beauty’s successive heir” [8, p. 369]. In the Russian translation the
color black wasn’t employed, nevertheless S. Marshak in his variant used the word “ouepHunu”
(blackened), which is a verb, and has the same root (-uepu-) with the word black (uepmsrit).
Kh. Yergaliyev utilized black in his variant but changed its position in the quatrain from third line
to fourth.
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The phrase “raven black”, used in Sonnet 127 to describe mistress’ eyes, was interpreted by
S. Marshak as “gepnee noun” (blacker than the night). It can be assumed that translator could have
opted for something like “black as a raven”, but this would have introduced a simile.
Kh. Yergaliyev’s translation was: “kapa ke3i TyYHHIH TYyciH xyTKanmaii” [9, p. 670] (as if her black
eyes swallowed the color of the night), indicating that he followed S. Marshak, although he could
have used collocations like “black as soot” or “black as coal” which are commonly employed in
Kazakh. Nevertheless, both translators used hyperbole in their variants.

The collocation “black wires” from Sonnet 130 was translated successfully into Russian and
Kazakh, and the only comment being that Kh. Yergaliyev strengthened the original black by
rendering it as “kam-kapa’ (very black).

In Sonnet 131, W. Shakespeare depicts the beloved’s complexion with “Thy black is fairest in
my judgment’s place” [8, p. 377], symbolizing beauty and challenging the conventional notion that
fair skin is the epitome of beauty. However, in S. Marshak’s variant, the focus is not only on the
lady’s face but also on her hair: “TemMHBbIi [[BET JIMIIa U YEPHBII [[BET BOJIOC TBOUX mpekpacen” [10,
p. 492] (your dark complexion and black color of your hair are beautiful). The same phenomenon is
observed in Kh. Yergaliyev’s variant: “KorpIp y3iH, Kapa mambie Tamama” [9, p. 672] (your
brown face, black hair are admirable), where it’s notable that in the translations, the initial
description of the complexion as black was changed to dark in Russian and to brown in Kazakh. We
support Kh. Yergaliyev’s choice of words, as using “kapa Oetr” (black face) would convey a
significantly different meaning, possibly implying disgrace. The final couplet of this sonnet was
skillfully translated by both translators, preserving the use of black in both variants.

In Sonnet 132, black was used twice. In the first case, the author used it to convey that the
beloved’s eyes had taken on a mournful appearance, and this meaning, along with the use of black,
was retained in the translated variants. In the second case, black was employed by W. Shakespeare
to describe beauty. In the translations, S. Marshak added a simile in his variant (black as night),
while Kh. Yergaliyev used collocations such as black darkness.

In Sonnet 147 W. Shakespeare used the color black to liken the beloved to hell. However, in
the translators’ variants, this simile was not repeated, and only the usage of hell was preserved.

The analysis of the usage of color black in the Sonnets by W. Shakespeare showed that he
mostly employed it with the connotation of beauty.

The next color considered is white, which was used 7 times by W. Shakespeare in his
Sonnets, almost half as often as black. Abdul-Majeed Janziz explains the use of white as follows:
“users of the language, especially poets, treat it as a colour word employed mainly for expressing
concepts and portraying images. Shakespeare is among the poets who used white for such a
purpose” [11, p. 35]. The translation of the color white into Russian and Kazakh will be provided
below in Table 3.

Table 3 — The translation of the color white into Russian and Kazakh

her breasts are dun” [8, p.
375]

OTKpBITHIX Koxxa” [10, p.
492] (Not snow-white the
skin of open shoulders)

Sonnets | The usage of color white by | The translation of color The translation of color
W. Shakespeare white by S. Marshak into white by Kh. Yergaliyev
Russian into Kazakh
130 “If snow be white, why then | “He GenocHexxHa e “UbIFpl Ja anmak Kapaan

emec-ti” [9, p. 671]
(shoulders are not as white as
snow)

“I have seen roses damasked,
red and white” [8, p. 375]

“C maMaccKoU po3oi, anoi
wim 6enoit” [10, p. 492]
(With damask rose, scarlet
or white)
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The color white was used twice to describe the appearance of the Dark Lady. According to
Table 3, the occurrence of the color white in the third line of Sonnet 130 was accurately rendered in
both the Russian and Kazakh translations. The translators maintained the comparison of white to
snow, although the object of comparison shifted from breasts to shoulders.

However, the color white was not utilized in the fifth line of this sonnet in Kh. Yergaliyev’s
variant. The Kazakh translator opted to retain only the usage of the red color in this line, resulting
in: “Jlamackanbig Kb13su1 Tyii” [9, p. 671] (Red flower of Damascus).

W. Shakespeare employed the color red four times in his Sonnets, with two instances
occurring in Sonnet 130. The translations by S. Marshak and Kh. Yergaliyev will be further
examined in Table 4.

Table 4 — The translation of the color red into Russian and Kazakh

her lips’ red;” [8, p. 375]

massate” [10, p. 492] (You
can’t call her lips corals)

Sonnets | The usage of color red by The translation of color | The translation of color red
W. Shakespeare red by S. Marshak into by Kh. Yergaliyev into
Russian Kazakh
130 “Coral is far more red than “Henp3s ycTa KOpauiaMu “EpiHiH 1€ KaH-KbI3bLI JIeTl

maktama” [9, p. 671] (Don’t
praise her lips as blood red)

“I have seen roses damasked,
red and white” [8, p. 375]

“C maMaccKoi po3oi, anoin
unu 6esoir” [10, p. 492]

“JlamacKaHbIH KbI3bLI T'YITi
nen eHin” [9, p. 671] (That

its shade is the red flower of
Damascus)

(With damask rose, scarlet
or white)

In Sonnet 130 W. Shakespeare used the term “coral” to describe the lips, a choice echoed by
S. Marshak. However, Kh. Yergaliyev opted for the phrase “xan-kpi3pu1” (blood red), which may be
more relatable for Kazakh readers and commonly used among Kazakh writers compared to “coral”.

In the fifth line of Sonnet 130, where W. Shakespeare mentions roses as “red and white”,
S. Marshak interpreted it as “amoit uiau Genoit” (scarlet or white), while Kh. Yergaliyev translated it
as “kp13pu1 Ty’ (the red flower).

The archetypal meaning of the color red, associated with blood, can symbolize both good and
evil. But, regardless of their valency, all red things have power, since blood is the power of life,
without it a person dies [12, p. 89]. However, in the description of a woman by W. Shakespeare we
can’t see those power and liveliness. Because as he depicts “Coral is far more red than her lips”
and “‘roses damasked, red and white, no such roses in her cheeks” [8, p. 375].

Furthermore, as Alexander Abramovich Anikst says, this sonnet is full of attacks against the
idealization of women in the poetry of the Renaissance. W. Shakespeare contrasts a cliche sign of
beauty with a real female image, and if his beloved is by no means ideal, then in this sonnet he does
not reproach her for being an ordinary woman [7, p. 324-325].

Additionally, the color grey is mentioned only once in Sonnet 132: “Better becomes the grey
cheeks of the East” [8, p. 379]. In the variant of S. Marshak it was given as: “Jluiy cenoro panHero
Boctoka” [10, p. 493] (To the face of the gray early East), which shows that S. Marshak employed
the color grey in his variant of the translation. The Kazakh variant of Kh. Yergaliyev was like:
“EpTe osiHFBIII Kopi mibiFbIc Kepkine” [9, p. 672] (To early awakening beauty of the old East).
There the translator substituted the color with the word “kxopi” (old), which is actually another
association of the grey.

Based on the conducted analysis, below the quantity of the usage of a particular color by W.
Shakespeare in the Sonnets 127—-154, and the quantity of its translation will be reflected in Table 5.

219



ISSN-p 2306-7365

SACAYH YHUBEPCHTETIHIH XABAPIIIBICHI, Nel (131), 2024 ISSN-e 2664-0686

Table 5 — The quantity of translation of a particular color by S. Marshak and by
Kh. Yergaliyev in the Sonnets 127-154

Colors The quantity of the usage | The quantity of translation | The quantity of translation
of a particular color by of a particular color by S. | of a particular color by Kh.
W. Shakespeare Marshak into Russian Yergaliyev into Kazakh

black 9 7 8
white 2 2 1
red 3 2 2
dun 1 - -
grey 1 1 1
scarlet 1 - -

W. Shakespeare employed such colors as red (3 times), black (9 times), white (2 times), grey,
dun, and scarlet in the Sonnets 127-152, which are in fact in the thematic group of “advice
dedicated to the swarthy beloved” (by A. Anikst). However, in the Sonnets 153-154 which are
actually in the thematic group of “Conclusion — the joy and beauty of love” W. Shakespeare didn’t
use any color vocabulary. This analysis emphasizes that the thematic groups of the Sonnets were
accompanied by mood expressed through the color lexicons.

Conclusion

This study embarks on a fascinating exploration of the intricate world of color symbolism in
William Shakespeare’s sonnets, focusing specifically on the translations of Sonnets 127-154
dedicated to the Dark Lady. W. Shakespeare’s adept use of colors as a universal language,
conveying emotions, emphasizing character traits, and setting the mood, has made his sonnets a rich
field for analysis.

In this article, various aspects were considered, including universal symbolism of color,
function of color symbolism, significance of W. Shakespeare’s color usage, and translation
challenges and methods. Together, these aspects highlight the importance of research within the
broader context of translation theory.

As mentioned earlier, William Shakespeare’s sonnets reached Kazakh readers through
indirect translation from the Russian language. Kh. Yergaliyev, who translated the Sonnets into
Kazakh, used S. Marshak’s variant. Consequently, the use of colors in the Kazakh variant of the
Sonnets often depended on the Russian variant.

The research meticulously employed methods of analysis and synthesis to scrutinize the
original sonnets by W. Shakespeare and their translations into Russian by S. Marshak and into
Kazakh by Kh. Yergaliyev. The comparative method and sorting technique were crucial tools in
systematizing the study and drawing meaningful insights from the translations.

The literature review revealed the depth of scholarship on color symbolism, encompassing
studies on phraseological units, semantics of color adjectives, and representations of color in W.
Shakespeare’s works.

In the part of the Sonnets dedicated to the Dark Lady, W. Shakespeare used the color black 9
times, while it appears in S. Marshak’s translated variants 7 times and in Kh. Yergaliyev’s 8 times.
This color was omitted in S. Marshak’s variants of Sonnets 127 (third line) and 147, and in
Kh. Yergaliyev’s variant of Sonnet 147.

Regarding the color white, S. Marshak retained all instances in his variant, whereas
Kh. Yergaliyev used the white color only once and omitted it in the translation of the fifth line of
Sonnet 130.

The color grey was translated according to its association. Thus, in S. Marshak’s variant, it
was given as “cenoro” (gray), and in Kh. Yergaliyev’s variant was interpreted as “xopi” (old).
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The color dun was omitted as a line was shortened in the Russian and Kazakh translations.

The color scarlet was also left out in the translated variants. Although originally
W. Shakespeare used it to depict the beauty of beloved’s lips by saying: “scarlet ornaments”, in
S. Marshak’s variant, it was given as “kpacora” (beauty), while Kh. Yergaliyev translated it as
“acem epHin” (beautiful lips).

According to the study, William Shakespeare didn’t use the colors green and purple in his
Sonnets dedicated to the Dark Lady. The same can be said about the complex colors such as
vermilion, golden, and rosy.

In general, colors may carry different connotations, but in the analyzed Sonnets, W.
Shakespeare mostly used them to depict the beauty of the Dark Lady. Connotations and cultural
meanings of the colors differ in each language and can affect the interpretation and translation
process. However, regarding S. Marshak’s and Kh. Yergaliyev’s translation, both translators
masterfully conveyed not only the color itself but also their connotations.

To summarize, the thematic grouping of colors in the sonnets, as presented by A. Anikst,
provided a comprehensive view of how colors were employed to convey mood and emotional
nuances within distinct sections of the sonnet cycle. This study contributes to the understanding of
W. Shakespeare’s masterful use of color symbolism and highlights the intricacies and challenges
faced by translators in bringing these nuanced elements into different linguistic and cultural
contexts.

The reasons for the omission or substitution of colors lie in the differences in languages and
socio-cultural environments. The dynamic interplay of colors in W. Shakespeare’s sonnets serves as
a testament to the enduring universality of his literary craftsmanship.

Future research directions for the translation of color vocabulary in W. Shakespeare’s sonnets
could explore several avenues to deepen our understanding of how colors are interpreted and
translated across different languages and cultures. Potential directions include cross-cultural
analysis, psycholinguistic perspective, experimental studies, machine translation and natural
language processing, and cognitive linguistics approaches.
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