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Today  the world is facing the consequences of the predicted a long time ago information explosion. The amount of printed matter (in whatever form it may be reaching the reading public) has surpassed all limits. Bookshops are packed with books whose literary merits, regrettably, are often below par. Modern authors, by and large, are far behind their predecessors, both in terms of inventiveness and originality as well as mastery of style. Whenever a novel appears that seems to rise above the level of mediocrity in one way or another, its author usually works the idea and the means of its realization to death, producing more and more novels of the same kind. Moreover, there is usually a large number of imitations following in its wake and reducing it to the point of ordinariness, if not of direct vulgarity.

True, some authors escape repetitiveness and being turned into deadly bores by dint of not putting all their eggs into one basket. Thus, for example, Alan Bennett (he is often called a national treasure of Britain) is extraordinarily prolific in a variety of media – television, the stage, film and memoir. But examples of such versatility are few and far between.

It is not surprising, therefore, that professional writers as well as enterprising amateurs, fed up with stewing in their own juice, turn for enlightment and inspiration to the great masters of the past. Hence a great deal of prequels and sequels, imitations and stylizations appear. Take for example one of the Britain's most praised authors of all times, Sir Arthur Conan Doyle. In 2011 the Arthur Conan Doyle Estate hired an awarded novelist and script writer Anthony Horowitz to create a new novel about Sherlock Holmes and his faithful companion Doctor Watson. The book is called “The House of Silk” and is designed as a story written by Doctor Watson and not printed before because it has a lot to do with political conspiracy and espionage. The novel itself was very much praised.

Side by side with these, there exists and is tremendously on the increase now, another kind of literary phenomena also resulting from the proliferation of mass-produced trash. It is changing a literary form of one's own creation (or, more frequently, somebody else's) into another: a novel into a play, a play into a film-script, a short story into a radio play, etc. The most glaring example of this are screen adaptations of works written by Jane Austen and William Shakespeare. “Pride and Prejudice”, for example, has been filmed eight times, and “Emma” – six times. Some of these adaptations are TV series. Shakespeare's “Hamlet” was adapted for the screen eleven times, “Macbeth” – eight times, “Othello” – sixteen times.

It does not only introduce variety into TV and cinema world but also gives a new lease of life to the long-forgotten masterpieces of the past bringing them anew to the viewers' attention as well as to that of the reading public at large.

Thus eighteenth and nineteenth century authors whom one would hardly turn to in their original form acquire new popularity and are found highly enjoyable not only by an average but also by a rather sophisticated reader.

Naturally, not all of these 'changelings' enjoy equal popularity. Occasionally there are flops. But most of the time they succeed, serving a twofold aim: entertaining the public and, to a certain extent, raising the level of mass culture. The majority recognize the beneficial effect of such productions, showing noticeable excellence of judgements.

Productions of a similar kind have not only been evaluated by the public but also reviewed by professional critics and experts. But the reviewers have mostly concerned themselves with the general evaluation of the work carried out by the director and the cast. They often had a lot to say about the choice and arrangement of the scenes and episodes but their observations hardly ever touched upon the quality of the text itself. Their comments have had more to do with the gist of events rather that the way these events have been expressed by linguistic means. Questions like how much of the author's own text has been preserved in the course of adaptations, what changes, if any, have been made, why and to what effect, have never been asked, let alone, answered before.

In view of what has been said above, it appears well-timed and necessary to consider the purely philological aspect of the process.

The material chosen for analysis is the novel Five Little Pigs by Agatha Christie, first published in 1943 and the play based on the same novel Go Back for Murder, presented in March 1960.

The choice appears to be well-grounded as the novel had been turned into the play by the author herself, which means that any changes that might have been made had been inspired by her own creative thinking and imagination and could not have seriously affected the original idea. As for the changes in vocabulary and syntax, they are all more interesting because they must reflect not only the author's attempts at self-editing and the evolution of her style, but also her growing mastery, reflected in creating a work in a new for her genre of drama.

Apart from analyzing the structural changes: those in the choice and arrangement of events, episodes and separate scenes, the list of characters and the roles they are to play – it is also very important to conduct the philological investigation proper: a step by step analysis of each word and word-combination, either transferred in its entirety from the novel or transformed in accordance with the peculiarities of the new genre – and then deduce the probable reasons for such transformation.

Such a research, devised primarily as a philological exercise, can, hopefully, be expected to become a small contribution to inter-genre transformation as an art.

