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INTRODUCTION

The topic of translating Gothic literature occupies a high and respectable
position. However, recognizing irony in Gothic texts might be a difficult task, as
well as rendering them into Ukrainian. Due to the difficulty of mentioned tasks,
this topic is a less studied field. Significant academic sources studying translation
of irony are: The Analysis of Translated Literary Irony: Some Methodological
Issues, by J. De Wilde, Translating Irony in Popular Fiction by D. Linder, The
Translation of Irony by M. Mateo. The relationship between irony and translation
has been minutely elaborated in the book Translating Irony by K. Schoentjes

through a series of articles by different scholars.

The translation of Gothic novels was a subject of interest for C. Baldick, F.

Botting, P.Hoggart, M. Inverso.

Translation transformations within other methods was a topic for
investigation for foreign (P.Newmark, S.Harvey, J.P.Vinay, J.Darbelnet) and

Ukrainian linguists, such as I. Korunets, V. Karaban, L. Naumenko.

The term paper i1s focused on lexical, grammatical. lexical and grammatical
translation transformations used in translating irony, based on the material of the

representatives of Gothic novels and their Ukrainian translation.

The lack of research stems on the translation transformations used in
translating irony in Gothic novels, alongside with the constant enrichment of

language vocabulary, determs the relevance of the current study.

The aim of the research is to analyze the translation transformations used by

the Ukrainian translators in their work on translating irony in Gothic novels.

To achieve the above-mentioned aim, it is necessary to perform the

following objectives:
. to analyze different classifications of translation transformations
. to study the characteristics of Gothic literature

. to determine the exact translation problems of translat6ing irony.



. to study the impact of translation transformations on translation of

irony in Gothic literature

. to investigate the stylistic features of Gothic novels

. to analyze grammatical transformations in the translation of Gothic
novels

. to investigate lexical transformations in the translation of Gothic
novels

. to investigate lexical and grammatical transformations in the

translation of Gothic novels.

The object of the research is the realization of irony in the Gothic novels,
performed by Ukrainian translators. The subject is the peculiarities of translation
transformations in the translation of irony in the Gothic novels, performed by

Ukrainian translators.

The data sources of the term paper formed from such Gothic novels written
in English as Bronte, Charlotte: Jane Eyre; Bronte, Emily: Wuthering Heights; Co-
nan Doyle, A: The Hound of the Baskervilles, The Adventure of the Speckled
Band; Dickens, Ch.: Oliver Twist; Shelley, M.W.: Frankenstein or The Modern
Prometheus; Stoker, B.: Dracula; Wilde, O.: The Canterville Ghost, The Picture of

Dorian Grey; alongside with the Ukrainian translations of the mentioned novels.

To perform the objectives, mentioned above, the following research
methods will be used: the method of content analysis and the descriptive method,

based on the analysis and classification of the studied transformations.

Structure. The term paper consists of the following sections: Introduction,
Chapter 1 with conclusions, Chapter 2 with conclusions, General Conclusions,

Bibliography (including Bibliography of illustrative materials), Annex.



CHAPTER 1. ENGLISH GOTHIC LITERATURE AS A CONTEXTU-
AL CONSTRAINT IN TRANSLATING IRONY

1.1. TIrony as a stylistic device.

It 1s a common feature for fiction literature, that writers use figurative lan-
guage to engage their readers’ emotions and thoughts. It is used intentionally by

the writers and often carries out certain ambiguity of the discourse [27].

Figurative language, as it comes out logically from its name, uses figures of
speech: hyperbole, metaphor, irony, personification, simile. It is the use of lan-
guage in which words are used in other than their literal sense, or in other than
their ordinary locutions, in order to suggest a picture or image or for other special

effect [32].

The type of figures of speech, bearing effect of the contrast of the real mean-
ing and what is being said is called irony. Besides its humorous side, as Thompson
points out, irony in fiction literature provides the recipients with moral lessons,
since it allows them to observe a certain disparity between what the readers think
will actually happen in the literary text, and what happens out of the writer's will,
often amuses them [27]. However, according to Di Yanni, irony refers to any con-
trast or discrepancy that exists within a notion and its relation with another notion.
The scientist also adds that this contrast may occur of what is said and what is
meant as well. Thus, irony, unwillingly or not, can help create a conflict in a writ-
ten work, and in such a way to become a key part of a story, leading to its climax

[14].

A definition of irony, as cited in Reyes, Rosso, & Buscaldi is a communica-
tive act that expresses the opposite of what is literally said (verbal irony). As we

see, this definition states the mentioned above description of irony [26].

Searching after the historical aspect in the development of irony, we turn to
M.H. Abrams’s major glossary of literary terms, titled in this exact way. The lin-
guist turns to Ancient Greece, pointing on their comedy. According to Abrams, a

common feature of ancient comedy was a presence of a character - eiron - who sys-



tematically used understatement in his speech and showed himself less intelligent,
as he was but managed to get triumph over the alazon — a self-deceiving and stupid
braggart [8]. In comparison, modern irony dissembles or conceals the real sense of
the notion in order to create ironic effect. Thus, it can be observed that this first

representation of irony partially corresponds with its modern role.

The character of eiron was later adopted in Platonic dialogues by Socrates,
who pretended to be naiv and asked simple questions in order to demonstrate how
illogical are the interlocutor’s thoughts, that lead the listeners (and later the read-
ers) to reveal and accept the truth (socratic irony). In such way, the Greek word
eironeia, acquired the role of a complex rhetorical practice where one can utter

something but actually mean quite something else, as Socrates did [11].

The history of mankind stubbornly proves that irony has always been and
will be an integral part of human existence. An ironic attitude towards oneself and
the surrounding world, especially during difficult periods of history, has become
almost the only possible means capable of opening the veil of senselessness and
veiledness [5]. Probably, that is why we find irony in Gothic texts, as a mockery of
the terrible, which is rooted in the author's subconscious and thus emerges on the

surface of the author's text.

In Semkiv's study Ironic structure, an attempt is made to distinguish types of
irony based on their functions in the literary text. The scientist studies the influence
of the author's ironic instruction on the structure of the text - its plot, ways of
constructing characters' images, etc. Furthermore, Semkiv distinguishes between
two types of irony - rhetorical and playful - depending on the "functional
principle", that is, who embodies irony, who ironizes - a specific person or a
dispersed "discourse". In the first case it is quite possible to find a single code, fix
the ambiguity of the message and decipher the rhetorical direction of the author's
irony, understand which of the meanings is true and which is simulated, while in
the second case, this opportunity is lost [5, p. 43]. Going forward in his study, R.

Semkiv finds ironic randomness in non-rhetorical ironization, which radically



changes the artistic space of a literary text, while the guarantee of constancy is lost
— since everything can be unexpectedly changed or be under the constant threat of
such a change. The scientist considers it important to preserve ambiguity, the
reason for which he cites the author's ironic (dual) attitude to the artistic text as an
imitation of reality and at the same time a complete fiction [5, p. 105]. Thus, the
author's irony i1s realized mainly through the appropriate type of narrator or type of
story. At the same time, the narrator can enter the artistic space as a character or

remain outside this space [5].

Let us consider further the image of the author - more precisely, the
reflection of the author's consciousness in the text. Another Ukrainian scholar, O.
Kalita claims that the image of the author is a manifestation of the
anthropocentricity of the work, next to such textual categories as the image of the
reader and the image of the hero [1]. The author's position is materialized in the
text category of the author's image. The interpretation of the image of the author
involves the analysis of the forms of the author's story itself, the speech of the
narrator, the speech of the characters, the forms of embodiment of the author's
modality. From all possible ways of description, the author chooses only the one
that characterizes his position in relation to the fragment of reality he describes.
Thus, the subject of speech (the author) receives a certain characteristic and the

ironic position of the author forms the ironic modality of the text [1].

Irony as a phenomenon of secondary nomination is closely related to
contextual conditions, therefore, for modern directions of linguistic stylistics, the
typology of irony is the most effective, depending on the context in which it is
implemented. After all, the context is the main condition for the actualization of
ironic meaning, the selection of usual and occasional ironic connotations in
linguistic units, due to the fact that speech has two levels of expression of thought:
explicit and implicit. Explicit, or clear, is that which has its own, complete, direct
verbal expression. Implicit, or hidden, is that which does not have such a verbal
expression, but is meant by the explicit, is expressed and understood by the

addressee with the help of the explicit, as well as the context and other factors [1].



In their work, Irony in Language and Thought: A Cognitive Science Reader,
Herbert L. Colston and Raymond W. Gibbs Jr. offer a theoretical aspect of a corre-
lation between ironical and literal meaning, and propose to the reader's attention

three different theories:

. Pretense theory - focuses on the use of pretense in ironical state-
ments,

. Mention theory — highlights the differences between the use and
mention of irony.

. Psychological theory — the interaction between saying and un-

derstanding of an ironic utterance [12].

Turning to the types of irony, we need to point out, that there is no unique
division. As Lars Ellestrom states in his Divine Madness, irony has been subjected
to classifications performed on hermeneutical premises and therefore various dis-
tinctions interact and interfere with one another [16]. However, the linguists man-

aged to extract a few types of irony, as a stylistic figure.

Thus, according to Reyes and Rosso, irony can be divided into two major

categories: verbal and situational [26].

In the case of verbal irony, a speaker utters words and phrases that might
bear the opposite meaning to what is actually said. Following this thought this,
Abrams emphasizes on the notion, that the general meaning and evaluations may
be subtly qualified rather than simply reversed, thus, the clues to recognizing and

understanding irony in the literal statement may be oblique and unobtrusive [8].

Furthermore, definitions of sarcasm also include verbal irony. Thus, in Writ-
ing Essays about Literature, written by K. Griffith, we observe that verbal irony in
its most bitter and destructive form becomes sarcasm, in which the speaker con-
demns people by pretending to praise them [17]. In addition to this, Griffith intro-
duces two more subcategories of verbal irony itself: understatement (minimizing
the nature of something) and overstatement (exaggerated manner of depicting

smth) [17].



Another type of irony, situational (also called irony of events or practical
irony) refers to a great difference between the purpose of a particular action and its
actual result, or a contradiction between what one expects and what actually hap-
pens [32]. According to Ellestrom, situational irony happens when the outcome is
incongruous with what is being expected, but it can be understood as a situation

that includes contradictions or even sharp contrast [16].

Ellestrom also offers to add a few subcategories to the situational irony,

namely:
. Cosmic
. Romantic
. Dramatic
. Socratic

As Abrams states, cosmic irony is attributed to literary works in which a di-
vine phenomenon, or in another words, fate, is represented through deliberately
manipulating events that may lead to false hopes and even frustrate the protagonist

[8]. According to this, cosmic irony can be also called the irony of God.

Romantic irony, appearing in the late 18th and early 19th, is a type of irony
which is used to designate a mode of dramatic or narrative writing in which the
writer builds up the allusion of representing reality, only to shatter it by revealing
that the author is the creator and arbitrary manipulator of the characters and their

actions” [8].

Ellestrom points out that Romantic irony is not used only for artistic pur-

poses, but also reflects a philosophical conception of the world [16].

Dramatic irony is commonly found in a situation. This type of irony is usu-
ally occurs in a drama, and was widely used by Greek tragedists. This irony makes
readers realize the character’s action or expectation is inappropriate to the actuality
of the story. Dramatic irony involves a situation in a play or a narrative in which
the audience or reader shares with the author knowledge of present or future cir-

cumstances of which a character is ignorant [8].



As we mentioned at the beginning, deriving from Plato’s dialogues, Socratic
irony is a pretended ignorance or naivety on the part of an interlocutor in a text, a
pretense that results in a sharp contrast between the ignorance of the person who at
first seems to be wise and gradually revealed wisdom of the person who pretends

to be ignorant [16].

In addition to the types of irony, mentioned above, there is another type, that
is structural irony. Structural irony is applied when “the author, instead of using an
occasional verbal irony, introduces a structural feature that serves to sustain a du-
plex meaning and evaluation throughout the work™ [8]. However, while discussing
various types of irony, Abrams points out that there is also stable and unstable

irony [8].



1.2. Theoretical background of translating ironic statements

As it can be observed from the previous passages, the concept of irony grad-
ually evolved through history, forming types and subtypes and becoming a fre-
quently discussed topic in linguistic circles. Furthermore, turning to the subject of
irony within its translation it might be necessary to observe the exact translation

strategies, used to interpret ironical components.

According to Newmark, there are following types of translation techniques:
borrowing, Calque (loan translation), Literal Translation, Transposition, Modula-
tion, Equivalence/Reformulation, Adaptation, Compensation, Reduction, Expan-

sion [25].

As De Wilde points out, the study of translation of ironical components is
not so renowned among linguists and closely related to the investigations in the

field of translation of humour and parody [13].

Another linguist, L. Hutcheon in her research work: Irony’s Edge: The The-
ory and Politics of Irony, focuses on the interaction of the writer (ironist), the text
(irony) and the translator. She claims that the matter of intentionality needs to be
observed from both the writer’s and the translator’s point of view [13]. De Wilde
follows this thought, pointing out that irony is not necessarily something deposited
in the text by the writer's intention but also depends on the ironic attributions of
the translator [13]. Furthermore, as he points out, investigating irony makes dis-
putable the comparative procedures of the source and target texts and arises prob-
lematic questions, concerning the units of comparison, the nature and degree of

possible differences, as well as on the criteria of the developed comparison [13].

The process of translation fiction literature and, therefore, ironical compo-
nents cannot be proceeded without translation transformations. In the segment of
translating fiction literature, most of the transformations occur on the grammatical
and lexical level [3]. Various types of lexical changes in the elements of the origi-
nal language during translation, in order to adequately convey them taking into ac-

count characteristic linguistic features of the target language as well as cultural and



speech traditions of the target culture realize themselves in lexical translation trans-
formations. The causes of lexical transformations: different features of the same
denotation in different languages; difference in semantic volume, different word

combinations, different uses of words of the same meaning.

In terms of grammar, the Ukrainian and English languages have unique ele-
ments reflected in their grammatical systems that somewhat complicate the transla-

tion process. Such phenomena can be:

1. Gerund — part of speech that occurs in English, and absent in
Ukrainian. Gerund is a verbal part of speech that reflects the qualities of a
noun and a verb. As a rule, it is translated into Ukrainian using the infini-
tive or verbal nouns.

2. Number of nouns — in some cases, the singular and plural forms
of nouns may not match in the English-Ukrainian translation. It is worth
paying attention to this in order to avoid misunderstandings and a comic
effect

3. Gender of nouns - While in Ukrainian there is a fixed gender of
nouns, in English it is reflected by use of pronouns or lexical devices.

4. Sequence of times - In English language, sequence of tenses is a
common phenomenon and is a peculiar system of logical use of verb

forms in a subordinate clause [2].

When a certain grammatical phenomenon in the original language cannot be
fully reflected in the translated language and its functional characteristics differ,

the translator resorts to grammatical transformations.

V. 1. Karaban divides transformations into: lexical transformations - con-
cretization of the meaning of a word; generalization of the meaning of the word;
adding a word; extraction of the word; contextual replacement, change of word or-
der (between units), negativation; grammatical transformations: substitution (re-

placing a word of one part of speech with a word of another part of speech); per-



mutation (change of word order in a sentence), addition, omission, and complex

transformations [2].

According to Selivanova there are the following types of translation trans-

formation:

o Lexical transformations — formal lexical transformations (prac-
tical transcription, transliteration, traditional reproduction, loan translation);
lexical and semantic transformations (generalization, differentiation, sub-
stantiation, modulation); identification of gender markers in the text and se-
lecting appropriate options of their rendering in translation;

o Grammatical transformations — transposition, replacement, ad-
dition, omission;

o Lexical and grammatical transformations — antonymic transla-

tion, total reorganization, compensation, transformations of idioms in trans-

lation [30].

According to Mateo and her article The Translation of Irony, the main prob-
lems which could arise in translation of irony is the linguistic aspect and the con-
text. Thus, as she claims, the closer the connection between the linguistic and the
cultural component is, the more difficulty is occurring in the translation of the iron-

ical component [24].

Mateo points out the following types of translational strategies and transfor-

mations:

1. Literal translation

Equivalent translation

Compensation

Compression

Decompression

Irony becomes sarcasm in the target text

Omission (no irony in the target text)

S T A

Omission of one of the two meanings in the target text



9. Synonymous replacement of ironical components

10. Ironical components are explained in footnote

11. Literal translation of components with the loss of irony

12. TIronical components are completely deleted in the process of
translation

13. Non-ironical components become ironical [24].

As Linder points out in his study of translation, understanding irony can be
difficult for the readers, native and non-native alike, as well as it can be tricky for
translators to interpret it. He also proposes that the readers should be given some
kind of help in understanding irony, when it is connected to some cultural mo-

ments, for example, in footnotes, as it is common for translating children literature

[23].

Besides this, translation of irony can be aided by the usage of graphic

means, such as italics, which can make the recognition of irony easier.

The following analysis of scientific literature on the researched problem
made it possible to identify several ways of expressing irony used in the process of
translation into Ukrainian, namely: full translation, expansion of ironic phrase,

antonymic translation, addition of content components.

A complete translation with minor lexical or grammatical transformations is
used in cases where not only the verbal but also the grammatical composition of
the ironic component in the source text allows it, provided that social and cultural
associations coincide. However, it is not difficult to translate irony, which in the
text is expressed by one or two words (adverb, noun, adjective) used in the oppo-
site sense. The same can be said about cases when irony is expressed by a rhetori-
cal question [7]. As a rule, such cases do not pose difficulties for translation and

are reproduced by a similar technique.

The method of expanding the ironic components presented in the source text
is used in those cases when it is necessary to preserve the lexico-grammatical form

of the original phrase (phrases) by adding components to the expression, revealing



the irony more broadly. It is much more difficult when irony is expressed by id-
ioms, because the problem is both in reproducing the stable expression and in pre-
serving its ironic effect. Thus, there are several ways of reproducing phraseological
units: using full or approximate phraseological equivalents and non-phraseological
translation, which includes tracing, actual lexical translation and descriptive trans-
lation [7, p. 390].

As for the stylistic means of creating an ironic effect, among the most fre-

quent are comparison, oxymoron, hyperbole, antonomasia [4].

Therefore, the translation of irony directly depends on the means of its ex-
pression in the original. The main goal in translating irony is to convey the ironic

effect and preserve the means of expressing irony in the translation.



1.3. Specifics of English Gothic literature: recognizing irony in Gothic

texts

The Gothic novel, the novel of mystery and horror, originated in English
literature in the second half of the 18th century, as the forerunner of modern
horror genre, that got its name from the Gothic architectural style in medieval art
(XII-XVI centuries). The term Gothic goes back to the northern Germanic tribes -
the Goths, who invaded Europe between the 4th and 6th centuries AD., destroying
ancient culture, causing great damage to the ancient heritage, and therefore forcing

the development of medieval art [18].

For their inspiration, the authors of Gothic novels used ideological and
aesthetic sources. The influence of the philosophy of Hermeticism, manifested in
the motives of secret forbidden knowledge, as well as the influence of esotericism
is observed in special attention to the unknown world. Esotericism is characterized
by the belief in the existence of another reality, belief in a person's ability to move

into another, transcendent reality [29].

The classic definition of the Gothic novel genre was proposed by Professor
C. Baldick. "To obtain a Gothic effect, the story should combine the eerie feeling
of heredity in time with the feeling of claustrophobia generated by confinement in
space, so that these two dimensions reinforce each other, creating the impression of

a painful immersion in the element of decay" [9, p. 175].

The Gothic novel, as a genre, appears in the pre-romantic period, when the
faith in the omnipotence of the Enlightenment with its cult of reason was shaken,
intensifying the contradictions in the development of English society, politics and
economy. The perception of the world in philosophy had changed, leading to the
emergence and development of a new literary trend. Pre-romanticism is a kind of
reaction to the Enlightenment and a "transitional bridge" to the formation of
romanticism [6]. Many events in the novels of this trend take place in a mysterious
medieval castle, among terrifying wild rocks, in a cemetery, church gardens,

against the background of ruins - especially at night. The manifestation of the areas



of the mystical, "wonderful", otherworldly conveyed a sense of mystery, the
mystery of existence that is not subject to explanation, reason, that is, the
irrationality of otherworldly existence. In contrast to the classics of the English
Enlightenment novels, written by D. Defoe, G. Fielding, S. Richardson, and T.
Smollett, who focused their attention on reality, the authors of the Gothic novel
describe a fantastic world shrouded in a gloomy, tragic color, in which there is an
atmosphere of witchcraft, unknown, supernatural forces. All this becomes

characteristic features of the genre [18].

A huge impact on the formation of the literary form and aesthetic of the
Gothic novel had the work of E. Burke "Philosophical inquiry into the origin of our
ideas of the Sublime and Beautiful" (1756). In his work Burke traces the
connection between the sublime and the terrible. According to the philosopher, fear
is the source of the sublime, as fear, horror causes the strongest emotion that a
person is capable of. The thinker is convinced that ideas of dissatisfaction are
much stronger than ideas disturbed by satisfaction [18], the scientist explains his
vision. Another source of the sublime, according to Burke, is pleasure, but it can
also be based on fear, and if the danger is imaginary and a person is aware of it, the
pleasure caused by apprehension may, under certain conditions, not weaken, but
intensify. The feeling of danger at a distance causes in readers delight. It is the
atmosphere of fear and horror in Gothic novels that prompts readers to a sublime
"emotional tension of the human soul" [18]. Factors of fear, according to the
philosopher, are darkness, gloom, strength, power, something of huge dimensions,
infinity, splendor. The sources of the sublime are emptiness, loneliness, and

silence.

The knightly novel had another great influence on the aesthetics of the
Gothic novel. Unnatural characters, giant perfections, who performed noble feats,
miracles, magic spells, mysteries, and magic are intertwined in the canvas of

romantic plots. All these later became necessary elements of the Gothic genre.



In literature, during the period of formation of the Gothic novel, a new view
of the world was formed in comparison with the Enlightenment one. This view was
mostly adopted from Baroque literature. Characteristic features of the Baroque
become an important feature of the Gothic "canon": motifs of ghosts, death, family

curses, prophecies, dreams (so-called prophetic dreams).
F. Botting singles out the following features of Gothic texts:

"Shadows are certainly one of the main characteristic motifs of Gothic
works. They demarcate the space necessary for the device of an enlightened
world ... Darkness, metaphorically, threatened the world of the mind with
something unknown ... Obscurity gave rise to a sense of mystery, as well as
emotions and passions that are alien to the mind. The night gave unlimited power
to the wondrous and unnatural creatures of the imagination, and the ruins spoke of
the passage of time that transcended rational understanding and human limits. Such

were the thoughts magically brought to life by cemetery poets" [10, p. 32-33].

The reference point in the development of the Gothic novel is the year 1764,
when Horace Walpole's novel The Castle of Otranto was published. It was
Walpole who gave the genre techniques of historical stylization, the technique of
"mystery and horror", the chronotope of the castle, types of heroes and even its
name [18]. This genre had a significant impact on the work of writers of the 18th -
19th centuries. Following Walpole into the "Gothic world" of the end of the 18th
century, "a powerful stream of Gothic literature flowed" [18]. Let's name just a few
representatives of the genre: Jacques Cazot's "The devil in love" (1772), Clara
Reeve's novel "The Old English Baron" (1777), William Beckford's "Vatek. Arab
story" ("Vathek") (1786), Anna Radcliffe's novels "The Italian" ("Italian") (1797),
"The Mysteries of Udolpho" (1794), Matthew Gregory Lewis's novel "The Monk"
("The Monk") (1796).

The representatives of the romantic generation also expressed their
admiration of the Gothic novel: Samuel Taylor Coleridge, Percy and Mary Shelley,
George Gordon Byron, Charles Roberta Maturin, Walter Scott, Charles Nodier,



Ernst Theodor Amadeus Hoffmann, Edgar Poe, Nathaniel Hawthorne. Gothic
found a powerful response in the literature of European and American
romanticism. Authors who lived already in the era of realism did not shy away

from this genre either. Traces of Gothic can be seen in the works of realists Charles

Dickens, Elizabeth Gaskell, Wilkie Collins, Charlotte and Emily Bront€ [18].

It should be emphasized that an important feature of Gothic novels and short
stories is the collision of two worlds - real and fantastic [6, p.256]. A parallel can
be drawn between Gothic and Romanticism. The principle of duality was reflected
in the poetics of both directions. Another characteristic of the "Gothic novel" is the
discontinuity of temporal organization. The action in the Gothic text is necessarily

connected with some ancient secret, legend, riddle.

Ann Radcliffe systematically used motives of mystery and intrigue in her
works, but explained them with natural causes and simple language.
Incomprehensible, mystical things are considered in her novels from an objective,
scientifically explanable point of view. However, in the pages of Gothic novels,
characters are terrified of monsters that have been created by humans, or of the
human who himself becomes a monster. Such is the well-known monster in
Frankenstein by Mary Shelley (1818), or Dr. Jekyll and his inner demon, Mr.
Hyde, created by Robert Lewis Stevenson(1886) [6].

By the end of the 19th century, the atmosphere of the past in Gothic novels
is replaced by modern realities, giving more dynamism to the plot. We can see it,
for example, in the works of Oscar Wilde's The Picture of Dorian Gray (1891),
and in Bram Stoker's Dracula (1897) [18].

With the development of the genre we can observe the implementation of
irony into ferrible decorations. An example of this can be observed in The
Canterville Ghost (1887) by Oscar Wilde. Here Gothic features acquire a grotesque
and satirical character. The further development of this trend of Gothic
transformation will lead to the fact that monsters, vampires, and demons will

become not only comic characters, but also develop romantic features. Thus, in the



literature of the 20th and 21st centuries, the heroes of the "other world" will
become positive, they will want to love, be friends, experience the beauty of

relationships [18].

The Gothic novel underwent the greatest changes in the era of
postmodernism. There is a fusion of Gothic motifs, aesthetics with grotesque,
fantasy and parody. Also, bright features of postmodern literature are interwoven,
that leads to the appearing of neo-Gothicism [19]. M. Inverso singles out the
following features of this sub-genre: parody, the motive of persecution, the cruelty
of the world, the relationship between the tyrant and the victim, the motive of a
deceptive sense of security[20]. Among the most vivid representatives we can
name Mervyn Peake's "Gormenghast" (1950), Angela Carter's "The Infernal Desire
Machines of Doctor Haffman" (1972), "Bloody Room" ("The Bloody Chamber")
(1979), Ian McEwan's "The Cement Garden" (1978), "Traveller's Comfort" (1981),
Patrick McGrath's "The Spider" (1990), "The Asylum" (1996) [20].

It is important to note that the English "Gothic novel" is "a synthetic genre
that includes several varieties of the novel: historical, sentimental, terrible,

detective, adventure-adventure, fantastic, later - satirical-parody" [21].

It is interesting to observe the juxtaposition of irony and the destruction of
the body — in a way that Semkiv, in the work mentioned above, gives examples of
bodies-embryos, bodies-insects, bodies-machines — things that modify the human
body [5]. Given the appropriate context, the author of the work of art, by changing
the human body, thus ironizes the Creator itself. Such bodily metamorphoses, as
we know, are frequent elements in Gothic prose: think of Frankenstein, Hyde and
Jekyll, or even Dracula, where creatures bitten by a vampire turn into vampires
themselves. Gothic novels scare with the possibility of breaking the balance
between real and unreal, natural and supernatural, cause anxiety before the
destruction of the usual order of real life. M. Inverso notes that "the thirst for

stability exists in Gothic as an acute longing that cannot be satisfied" [21, p. 3].



The attitude towards the Gothic world is twofold - trust and belief in the afterlife

can turn into incredulous irony.



CONCLUSIONS TO CHAPTER 1.

The concept of irony gradually evolved through history, forming types and
subtypes and becoming a frequently discussed topic in linguistic circles. As a rep-
resentative of figures of speech, bearing effect of the contrast of the real meaning
and what is being said, irony becomes a difficult task for translators. Turning to
types of irony, we need to point out, that there is no unique division. However, the
commonly known types of irony are: verbal, situational (and its subtypes, among
which dramatic is the most common) and structural. Analysis of the researched
problem made it possible to identify several ways of expressing irony used in the
process of translation into Ukrainian, namely: full translation, expansion of ironic
phrase, antonymic translation, addition of content components. The main goal in
translating irony is to convey the ironic effect and preserve the means of express-

ing irony in the translation.

The Gothic novel, the novel of mystery and horror, originated in English
literature in the second half of the 18th century. Analysing the common features of
Gothic literature, we found out that these novels scare with the possibility of
breaking the balance between real and unreal, natural and supernatural, cause
anxiety before the destruction of the usual order of real life. Understanding irony
can be difficult for the readers, native and non-native alike, as well as it can be
tricky for translators to interpret it. Recognizing irony in this type of fiction might
be even more difficult. In this present paper, we would like to focus on the irony
utilized by the representatives of Gothic literature in their famous novels, the rea-
sons for the choice of irony, and of course, the translation strategies and transfor-

mations used in the translation of irony in these texts.



CHAPTER 2. IRONY AND MEANS OF IT REALIZATION IN ENG-
LISH GOTHIC LITERATURE: TRANSLATION ASPECT

2.1. Lexical transformations in the translation of irony in Gothic texts

Analyzing the discourse, we did not find in the Gothic novels under consid-
eration any example of formal lexical transformations (that is practical transcrip-
tion, transliteration, traditional reproduction, loan translation): due to the diffi-
culty of rendering ironic components these transformations were omitted by trans-

lators, as their usage may cause the loss of ironic effect.

Therefore, we turned to the lexical and semantical transformations in the
Gothic texts. The most representative among these is the transformation of modu-
lation, realized by synonymous and contextual replacement of the lexical compo-

nents:

e.g.. My father looked carelessly at the titlepage of my book, and said, "Ah!
Cornelius Agrippa! My dear Victor, do not waste your time upon this, it is sad

trash."” (Fr)

IIpome 6in 6e3mypbomHo no2ianys Ha Ha38y KHUd CKU i npomosus: - A, Kop-
Heniyc Aepinna... Miu mobuii Bikmope, ne éapmo easmu 4ac Ha 4o ROXMypy Ma-

aunmn. (Op)

In this example, where the narrator turns to his memories and recalls his fa-
ther's words, verbal irony is used. The adjective sad is replaced by its synonymous
Ukrainian equivalent noxmypy, and the word #rash is rendered by Ukrainian masu-
Hs, according to the context, and might be used for the purpose of domestication,

as it as a common expression in Ukrainian. Let us see another example:

e.g.: [ desired that I might pass my life on that barren rock, wearily, it is

true, but uninterrupted by any sudden shock of misery (Fr)

A 3axomie npodcumu dcumms Ha Yitl 201iU CKAl, 6MUParoyu 3 Hyobeu, abu

VHUKHYMU CIMPANCOaHb 8i0 panmosux yoapis 2ops. (Dp)



Using stylistic exaggeration to depict his deep sorrow, the author manages to
turn the suffering of the hero to situational irony. Here, the English verb desired

becomes in Ukrainian 3axomie, under the influence of the context.

Modulation occurs in the following examples, added in the Annex, under the

numbers: 24, 31, 35, 41,42, 43, 47, 50.

The following analysis made it possible to single out the transformation of
concretization (differentiation) — a substitution of the source language ironical
components with a generic meaning by the target language units with a more spe-

cific (narrow) meaning:

e.g.: Then, as their beds were quite close to each other, to stand between

them in the form of a green, icy-cold corpse, till they became paralysed with fear
(...) (CG)

...d_NOMOMY OKORAMUCA NOMINC IXHIMU JIHCKAMU, HAOYMU 8UI0V 3AKDU-

AHCANHINI020 MA NO3eNeHiN020 Mepys U I3 YMIXow cnocmepicamu, SK 8OHU me-

mepitoms 8i0 dcaxy. (KII)

The ironical attempts of the ghost to scare the new habitants of the mansion
provide an example of verbal and situational irony. The verb stand is represented
in the TT with its more specific synonym oxonamucs, that is a more figurative ex-
pression that means to stand still, so we observe here some expressivezation as
well. Such transformation might be the result of a compensation technique for

some losses, occurring in the rest part of the text.

Transformation of concretization also used in examples 32, 36 showcased in

the Annex.

Transformation of generalization — substitution of the source language ironi-
cal components of a narrow meaning by the target language units of a general
(broader) meaning — happens in the following cases in the novel Jane Eyre where

Mr.Rochester and Jane have a chat:

e.g.: ‘Ah! a charitable concern. How long were you there?’



‘Eight years.’

‘Eight years! you must be tenacious of life. I thought half the time in such a

place would have done up any constitution! (JE)

- A-a, ye 3 omozco 0obpoyunnozo 3axnady! Bu 0oezo mam 6ynu?

- Bicim poxis.

- Bicim pokig! To eu eenvmu owcugyyi. A oymas, i no1osuHu ub020 yacy 00-

cumo, wjob maxe micye 6y0b- k020 doxonano. (JIxE)

Translating verbal irony in the example above, the specific notion any con-
stitution is substituted by the use of more general 6yds-kozo0, omitting the explica-
tion in the ST. Such transformation was chosen by translator in order to avoid

slumberness in the text.

Another example of generalization is observed in the same novel and its
translation, that speaks about the constantness in the rendering technique of the

Ukrainian translator.
e.g.. And so you were waiting for your people when you sat on that stile?’
‘For whom, sir?’

‘For the men in green: it was a proper moonlight evening for them. Did I

break through one of your rings, that you spread that damned ice on the

causeway?’ (JE)

Omoice, 6u mam, Ha nepenasi nio HCUBONIOMOM, O0AHCUOAIUCS CBOET PIOHL.
- Koeo, cep?

- Omux 4onogiukie 8 3enenomy. /s Hux mo 6y8 came NiOXOHCUli MiCAYHULU

geuip. A, mabyms, nepebus saws MAHOK, i 68U NIOCYHYIU MEHI MY KIAmy Kpuey Ha
oopoey? (I1xE)
The English word ring, specifying the type of dance when the dancers are

forming a circle — a typical dance in a folklore to which the Mr. Rochester 1s mak-

ing allusions in his ironic remark, is rendered into Ukrainian manok, which is a



common expression for all type of dances. The translator used this word because of

the absence in the Ukrainian a notion, identifying a circle dance in a single word.

Sometimes the linguistic components are rendered with the change or order
between them, due to the fact of another combination of their meaning in the target

text, like in this extract taken from the Frankenstein:

e.g.: The different accidents of life are not so changeable as the feelings of

human nature. I had worked hard for nearly two years, for the sole purpose of in-

fusing life into an inanimate body. For this I had deprived myself of rest and
health. I had desired it with an ardour that far exceeded moderation, but now that
I had finished, the beauty of the dream vanished, and breathless horror and dis-
gust filled my heart. (Fr)

Pisni oicummesi sunadku ne maxi MiHau6l, AK NOYymmsa a00CbKOi HAMYpPU.

A maiidce 08a poku msad€CKO NPaAyr08as, Mardu €OUHY Memy — BOUXHYMU HCUMMISL Y
mepmee mino. 3apaou ybo2o no36asus cebe iONOYUHKY ma 300po8’s. 3anarl, 3
AKUM 51 00 Yb0O2O UUL08, CYMMEBD Nepedepuly8as 300posull 21y30, ale menep, Koau
3aeepuiug, Kpaca Moix Mpitl 0eco 3HUKIA, HCax ma 02Uod 3YNUHAIU NOOUX Md CKO-

sysanu cepye.(dp)

In this example, which can be a dramatic irony when we know what happens
next, the translator replaces accidents of life with sunaoxu srcumms. In some cases
the change between the units is not enough and caused by the grammatical norms
of the TL, leading to grammatical transformation of changing the word order,
which will be considered from a closer view in the next part of our research along-

side with other grammatical transformations.

Adding a word in order to give a more explicit interpretation of the compo-
nents, is another lexical-semantical transformation, found in the translations of

Gothic novels:
Adding a word:

e.o.. No wonder vou have rather the look of another world.l marvelled

where you had got that sort of face. When you came on me in Hay Lane last night,



1 thought unaccountably of fairy tales, and had half a mind to demand whether you
had bewitched my horse: I am not sure yet. (JE)

He ousno, wo y sac ckopiwie guensd icmomu 3 inuio2o cgimy. A s ece nu-

maio cebe, 36i0ku y 8ac make obnuuus. Koau 6u mumynoeo eéewopa 3 s8UNUCDH
nepeoi MHOW0 Ha 00po3i 0o I es, meni womycy npueadanucs gei, i 1 Maio He Cnu-

mas, 4u 8U Yacom He CXapanyounu Mo20 KOHs — 51 uje 00ci ybozo He nesen. (JIxxE)

In this example, taken from the Ukrainian translation of Jane Eyre, we see
an additional word icmoma in the TT, that is used in order to aid the understanding

of the ironical phrase.

Another example of adding a lexeme, that helps to get the meaning, ob-

served in the translation of the Picture of Dorian Gray:
e.g.. - I had to sow poppies in my graden.
- There is no necessity (...)
"Life has always poppies in her hand" " (PDG)
- A myury nocismu mMaKu #eanodu y c60emy caoky.
- B ypbomy nemae nompeobu.(...) ¥ nawomy srcummi maxie ne opaxye (I1IJ1IN)

The translator adds the word xano6u to the poppies, because the Ukrainian
reader may not be acquainted with the English tradition of sewing these type of
flowers to show sorrow. Following the research in the same novel and its transla-

tion, we found another example of the same transformation type:

e.g.. "My dear boy, no woman is genius. Women are a decorative sex. They

never have anything to say, but they say it charmingly" " (PDQG)

Jrobuii xnonuuky, scinka He modxce oOymu eeHiem. JKinoymeo — dekopamug-

Ha cmamb. Bonu uikonu He mawomv 4020 cKazamu ceimoei, ajle Kascymo, 1 mo

yapisno. (IIAI)

The translator adds the word csimosgi, making the components sound more

understandable.



To conclude, lexical transformations in the analyzed novels are represented
by means of lexical and semantical transformations, namely modulation, con-
cretization, generalization, also change of word order between the units and adding
a word, explaining the meaning. Their quantitative representation in the text can be

observed in the following diagram:

Lexical transformations

W Modulation  m Concretization Generalization Change of word order  m Adding a word

Diagram 1. Lexical transformations in the translation of Gothic novels

Thus, among 50 text segments we found 10 examples of modulation, 3 ex-
amples of concretization of the meaning, 2 generalizations, 3 examples of placing
an additional lexeme between the ironical components and 1 example of changing
place between the units. All together:19. Formal lexical transformations were not

found in the analyzed texts.



2.2. Grammatical transformations in the translation of irony in Gothic

texts

Grammatical transformations are inevitable part of translation process. Thus,

we find them in the translation of irony in Gothic texts as well.
Division of the sentence is observed in the following cases:

e.g. “Then he began to whisper: ‘Rats, rats, rats! Hundreds, thousands, mil-

lions of them, and every one a life; and dogs to eat them, and cats too. All lives! all

red blood, with years of life in it: and not merely buzzing flies!’ (Dr)

— A nomim 6in nouas wenomimu. «llayoxu, nayroxu, nayroxu! Comni,
MUCAYI, MIbUOHU NAYIOKIS, [ 8CI JCUBI, a ue — cobaxu, sKi ix i0sams, a Ha 0ooawy

— kiwku. I eci 6onu — orcugi! CnosHneni uepgoHoi Kposi, a v miu Kpogi — bazamo

pokie scumms! e ne me, wo saxicoy nikuemni myxu (JIp)

Radcliffe, Dracula’s slave is addicted to “collect lives” by eating little ani-
mals and some insects. He is going into passionate description of the creatures he
might eat, that in the original text found within one sentence, but in the translation

becomes separated.

Grammatical changes (morphological, part of speech replacement, part of

sentence replacement) are seen in the follows:

e.g.:'(...) and once, Hareton, I came upon a secret stock in your room some

Latin and Greek, and some tales and poetry: all old friends. I brought the last here

and vou gathered them, as a magpie gathers silver spoons, for the mere lov of

stealing(WH)

A oomnoco pazy, I'opmone, s Haoubana Ha MAEMHUL CXOBOK V 8AWLIL KiM-
Hami: NiOpyYHUKU 3 epeybKoi i 1amuHu, 30ipKu Ka30K i niceHb — yci 0a8HO 3HAl-

omi! L[i 36ipxu s npunecia 3 co6oro, a 6u ix NOUYRUIU, MO8 CODOKA CPIOHY JIOHCKY,

npocmo 3 11060861 0o kpaodiscok. (bI1)



In the example above taken from Wuthering Heighs, where Cathy makes fun
of Hareton, we observe the change of grammatical category of plural spoons into

singular 0o#cky.

An example of transposition, as a part of grammatical changes, is observed

in this extracted part of Frankenstein:

e.g.: Such were the lessons of my father. But to me the remembrance of the
threat returned.: nor can you wonder, that, omnipotent as the fiend had yet been in
his deeds of blood, I should almost regard him as invincible,; and that when he had

pronounced the words, "l shall be with vou on vour wedding-night," I should re-

gard the threatened fate as unavoidable. (Fr)

Taxumu 6ynu nacmanosu bamoka. Ane 00 MeHe NOBepHY8Cs Cno2ao npo 3a-
epo3y. Mooicha 1l He cyMHIBAMUCS, WO BCECUTLHO20, SIK QUX00Is, W0 Nposasues cebe

y CMINILKOX KpoeonpoauniHux 64uHKax, A mMae ou 8sadicamu 1020 HenepemoNCHUM,

i konu 6iH npomosus cnoea: «A _3’ABJIFOCAH TBOI LIJIFOBHY HIY!», mo

8apmo eeaxcamu yio 0010 Hemuny4oi. (Pp)

Here personal pronoun [ (I should regard) translated with the help of infini-

tive construction in the TT (sapmo 6sasxcamu).
Grammatical changes occur in the examples 24, 32, 35, 42, 45 (Annex).

Inversion, or change of word order in the translated text, is another fre-
quently used grammatical transformation in the translation of irony in Gothic nov-

els:

e.g.: ‘It’s a nice place for a young man to fix his dwelling in!’ said I. ‘Have

you no fear of the consequences, Mrs. Linton? (WH)

Oue-mo _eapue micue npoxcusanus 011 Moa00oi odunu! — mosuna .- I eu

He boimecs Hacniokie, micic Jlinmon? (BIT)

In this example the words to fix his dwelling in found in the end of the sen-
tence are rendered into micye npoowcusannsn and replaced into the middle of the sen-

tence, due to more natural sounding in the target language.



Similar change of word order is seen in examples 24,31, 50 and are used in

order to recreate the norms of the target language.

Addition of lexemes is, however, the most frequently represented transfor-

mation in our research:

e.g.: All that had so long engaged my attention suddenly grew despicable.

By one of those caprices of the mind, which we are perhaps most subject to in

early youth, I at once gave up my former occupations. (Fr)

Bce me, wo max 0oe2o mpumano morwo yeazy, panmom 8UOAI0Cs HCoN02i0-

Hum. Ocb mak, yepe3 0OHY 3 NPUMX DO3YMY, AKUM MU, MAOYMb, HAUOLIbWE Nio-

0aEMOCS Y IOHAYbKOMY 8iYi, 51 pANMOB80 8MPAMUS iHmepec 00 6Cb020 H020, Wi0 Ui-

Kaguno mene pauiue. (Op)

As we see, the word-combination my former occupations is translated with
addtitional words do écvoco mozo, wo yikasuno mene paniuwe. Another similar ex-

ample of addition is used by the translator of Oliver Twist:

e.g.: 'Think so?' said the undertaker in a tone which half admitted and half

disputed the probability of the event. 'The prices allowed by the board are very
small, Mr. Bumble.'

'So _are the coffins,’ replied the beadle: with precisely as near an approach

to a laugh as a great official ought to indulge in.

Mr. Sowerberry was much tickled at this: as of course he ought to be; and

laughed a long time without cessation (OT)

— Hanpasdy? — npomosue mpoxu Hepiutyue mpyHap, MO8 3HEGIPAIOYUCH

moocnusocmi maxoi noodii. — Ox-ox,_Pada ecmanosuna maxi mizepHi uyiHu,

Micmepe bembno.

— Ta 1 mpyHu HeeeauyKi, — 3ape2omascs mou makK 20J10CHO, AK MO21d

CMIsIMUCS auule maxka 8ionosioaIbHa ypsaoosa ocoda, K napa@isivHuLl Cmopodic.

Micmep Coyepbeppi 6ys, 36uuatino, 8 3axeami 8i0 ybo2co 0omeny (K UOMY U

Haznescano oymu) i 00620 emopysaes ceoemy 3natiomomy. (I1OT)



In the pun about the size of the coffins the exact word [small] is not used but
in the target text it is present: mpynu neeenuuki. The adjective negenuuxi is also
more stylistically colored than the original adjective small, which shows the phe-

nomenon of lexical and grammatical transformations used together.

Examples, containing addition are added in the Annex under numbers 21,

23, 49.
The opposite to addition is the grammatical transformation of omission:

e.g.: Charlotte treated him ill, because Noah did; and Mrs. Sowerberry was
his decided enemy, because Mr. Sowerberry was disposed to be his friend; so, be-
tween these three on one side, and a glut of funerals on the other, Oliver was not

altogether as comfortable as the hungry pig was, when he was shut up, by mistake,

in the grain department of a brewery. (OT)

Ulapromma cmasunacs nozano, 60 max poous Hoii, a micic Coyepbeppi
3nenasudina Onigepa, 60 micmep Coyepbeppi oMy cUMNAmMu3yeas, omoice, 8 ma-
KOMY NPUEMHOMY OMOYEHHI. 3 MPbOMA 80pPO2AMU, 3 0OHO20 OOKY, U HEeHACMAHHU-

MU NOXOPOHHUMU KapmuHamu, 3 opyzo2o, Onisep nouveas cebe npubIU3HO MAx, K

me 20100He NOPOCs, WO 1020 HeHAPOKoM 3acmpenuny v 3acikax oposapui. (I10T)

In this example of verbal irony from Oliver Twist the word comfortable is

omitted in translation.
Examples of omission are 24, 47 in the Annex.

Similar to omission is the grammatical transformation of compression, ob-

served in the translation of the following passages:

e.g.: Now, if, during this brief period, Oliver had been surrounded by care-
ful grandmothers, anxious aunts, experienced nurses, and doctors of profound wis-

dom, he would most inevitably and indubitably have been killed in no time. There

being nobody by, however, but a pauper old woman, who was rendered rather

misty by an unwonted allowance of beer, and a parish surgeon. (OT)



Axbu npomszom yvoco xopomkoeo nepiody Onieepa omouysanu 3anonao-
Ui 6abyci, cmypbosani mimxu, 00C8IOUEHI MAMKU MA BeIUKOOVWIHI IIKAPI, mym

ou_tiomy, besnepeuno, 6ve Kanym. Ane 6ins Hb020 He OVII0 HIKO20, OKPIM cmapoi

y0020i 602adinku (ma 1 ma 6yna Hanionumky, 60 He 8 Mipy XUlbHYla NUBA) i na-

paghisanvroeo nixapsa. (I1OT)

The translator here uses a simple and laconic word xkanym in order to inter-

pret the ironic components in the phrase have been killed in no time.
Other examples of compression:

e.g.: "But though forgiveness was impossible, forgetfulness was possible

still, and he was determined to forget" " (PDG)
- Hy wo orc, xonu ye nemooicnuso cooi npocmumu, mo mpeoa zaoymu.(I1AI)

Oscar Wilde here uses dramatic irony, while the long phrase in the ST be-

comes a short one in the TT. Another compression is found in Dracula:

e.g.: “l see,” I said. “You want big things that you can make your teeth

meet in? How would you like to breakfast on elephant?” (Dr)

— 3po3ymino, — ckasas s, — 6am XouemuvCs yu’AcCmuca 3y0amu y wocs ee-

auxe? Moowce, am na cnioanox nooamu cioua? (Jp)

The ironic phrase you can make your teeth meet in used by Jonathan to tease

his patient, becomes compressed in the target text.

Thus, grammatical transformations in the translation of irony in Gothic texts,

are represented in the following numbers:
e Division of the sentence: 1

. Grammatical changes: 7
. Change of word order: 4
. Addition: 5
. Omission: 3

. Compression: 3



Thus, grammatical changes, change of word order and addition are the most
frequently used grammatical transformations in the translation of irony in the

Gothic texts.



2.3. Lexical and grammatical transformations in the translation of irony

in Gothic texts

In the analyzed Gothic texts, we observed a considerable variety of lexical

and grammatical transformations.

Antonymic translation is present in the following sentences of Oliver Twist,

describing the first moments of the hero’s life.

e.g.: 'Lor bless her dear heart, when she has lived as long as I have, sir, and
had thirteen children of her own, and all on 'em dead except two, and them in the
wurkus with me, she'll know better than to take on in that way, bless her dear

heart! Think what it is to be a mother, there's a dear young lamb do.’

Apparently this consolatory perspective of a mother's prospects failed in

producing its due effect. The patient shook her head, and stretched out her hand
towards the child. (OT)

Xaii eona, cepoeea, npodcuge CminbKu, sIK s, U npusede MpuHaoysmepo
0imaaxis i 6ci 6OHU il NOMPYMb — MINLKU-HO OBIUKO JTUMUMbCA Ma U mi cuoimu-
Mymb, aK 1 Moi, 3 mamip 10 8 boeadinvhi, moodi ona iHwoi 3acnisac... Cami noody-
maiime, wo 3HAYUMb OYMu Mamip’io [ necmumu Omaxy 100y C8010 GlACHY

Kpuximky!

Ane, ouesuoHo, ua 8i0padHa nepcneKmuea MamepHix padoulie He cCnpasuia

HANeHCHO20 BDANCEHHA, X80PA NOXUMAJLA 20108010 | Npocmsa2ia pyKy 00 OUMUHU.

(TIOT)

Even if both verbs in ST and TT has the same meaning, the Ukrainian trans-

lation presents a negative construction (He cipaBuia).
Another antonymic translation is used by Oscar Wilde:

e.g.: "A true tradesman's spirited dislike of seeing a gentleman doing
anything useful” (PDG) ...6acemnuxa, npupoonoco mpyosey, 6Kpail epaxjicao,

KOJU 8IH Oauus, sk 0xcenmabmer pobums uwgocw kopucte. (ITIAI)



Here, the word anything, which means in Ukrainian 6y0s-wo, translated,

however with its antonymic variant wocs.
Antonymic translation is also observed in example 42 (Annex)

Total reorganization of the translated units 1s the most frequent technique,

used in the translation of the Canterville Ghost:

e.g.: Then, as their beds were quite close to each other, to stand between

them in the form of a green, icy-cold corpse, till they became paralysed with fear,

and finally, to throw off the winding-sheet,_and crawl round the room, with white,

bleached bones and one rolling eveball (...) (CG)

...d_NOMOMY OKONAMUCS NOMIJNC IXHIMU JIHCKAMU, HAOYMU 8U2IA0Y 3AKPU-

AHCANHINI020 MA NO3ENeHIN020 Mepys U I3 YMIX0w cnocmepicamu, SK GOHU me-

mepitoms_8i0_dicaxy. /lani npusuoosi Hanexicaio meampaibHO CKUHYMU CABAH I,

020IUBUIU CKellem, 000UmMU CYNPOMUBHUKA DO3MIDEHUM OJVKAHHAM KIMHAMOIW,

CIYKOmMOM Kicmok i ooepmanuam 00nozo oka. (KI1)

As we see, the translator uses not only a totally different word order but also
changes the grammatical categories, involves expressivezation (paralysed with fear
— memepitomb 6i0 dcaxy), and part of speech replacement (craw! round the room —

OYKAHHAM KIMHAMOIO).
Another example of total reorganization used by Bram Stoker:

e.g.: “I see,” I said. “You want big things that you can make your teeth

meet in? How would you like to breakfast on elephant?” (Dr)

— 3po3ymino, — ckazas s, — 8am Xo04emuvcs Yu’ACMUca 3y0amu y ujoch ge-

auxe? Moowce, am na cHioanox nodamu ciona? (Jp)

Furthermore, here we have compression (you can make your teeth meet in -
yn’acmucs 3y6amu), synonymous replacement (big things — wocw enuxe), change

of word order, grammatical substitution, addition (in the TT appears nooamu).

Similar in their transformations to the above mentioned cases are the exam-

ples under the numbers 41, 46 (Annex).



Compensation as a translation transformation is mostly used when translat-
ing stylistically coloured vocabulary, when there are no equivalents to the men-
tioned lexemes and the translator presents the usage of this vocabulary in a com-
pletely another place. In this example taken from Wuthering Heights one of the he-
roes speaks in a strong dialect, adding to his ironic expressions even more humorous

effect:

e.g.. Have you found Heathcliff, you ass?’ interrupted Catherine. ‘Have you

been looking for him, as I ordered?’

‘I sud more likker look for th’ horse,” he replied. ‘It ‘ud be to more sense.

(Wuthering Heights)

- Tu 3naiiwos 'imxnigha, tionone? — nepedbuna tioco Kampina. — Tu wykas vo-

20, AK A mooi naxkazana?

- A 0 kpa’ KouaKy nouwtykas. — 6ionoeie ein. Mo ‘binvwe 6vio 6 i3 mo2o no-

HCUMKY.

In this example from Wuthering Heighs the stylistically colored elements,
mainly dialectisms (7 sud more likker look for th’ horse), cannot be rendered in the
same way into Ukrainian. Thus, the translator uses Ukrainian common speech and di-
alect forms, but in another places: 4 6 kpa’ kousxy nowykas: kpa’ here is an abridged

form of xkpawe and Mo’ as moxe.
Another example of compensation in the same novel:

e.g.:'(...) and once, Hareton, I came upon a secret stock in your room some
Latin and Greek, and some tales and poetry: all old friends. [ brought the last here

and you gathered them, as a magpie gathers silver spoons, for the mere lov of

stealing’(WH) 4 oonoco pasy, I'opmone, 1 naoubana na maemMHuti cX080K y
BQUUILL KIMHAMI: NIOPYYHUKU 3 epeybKoi | 1amunu, 30ipKu Ka3oK i nicenv — yci 0as-

Ho 3Hatiomi! Li 36ipku s npunecia 3 co6010,_a 8U iX NOUYRUIU, MO8 COPOKA CDIOHY

JLOJACKY, npocmo 3 10608i 00 kpaodixcok. (BII)



This time, the omission of playing with word sounds (gathered-gathers, sil-
ver spoons), somehow compensated with a more expressively used noyynuu_in

the Ukrainian text.
Compensation also happens in example under the number 48 (Annex)

However, sometimes the use of dialect may be simply omitted, as in this exam-

ple taken from the Dracula:

e.g.:*They always likes a bone or two to clean their teeth on about tea-time,

which you ’as a bagful.” (Dr)

3azeuuati 606xku nicisa 00i0y NOMOOIAIOMb HO2OCMPUMU C80I 3Y0U 00 KiCmKU,

a came 8u U cxooxci Ha miutok i3 kicmkamu. (Ip)

Transformations of idioms and phrasal units in the translated texts happens

with the help of replacing them with equivalent idioms in Ukrainian:

e.g.: "Before I come on board your vessel," said he, "will you have the

kindness to inform me whither you are bound?"

You may conceive my astonishment on hearing such a question addressed to

me from a man on the brink of destruction, and to whom [ should have supposed

that my vessel would have been a resource which he would not have exchanged for

the most precious wealth the earth can afford. (Fr)

- Ilepeo mum, six 51 npotidy Ha bopm Kopabiis, - NPOMOSUS BiH, - OyObme 1ac-

Kasi ckazamu, Kyou Bu mpumaeme xypc?

Moocew ruwe yaeunu, ;K oice A 30u6y6a60ﬂ noyymu make numanis 8io uio-

OuHU, Wo nepedyeana 3a Kpok 8id cmepmi. Ha Mmoo 0ymKYy, 6 1i020 cmano8uwyi Ko-

pabenv mas ou 6ymu Hatidopoxcuum y ceimi ckapoom. (DOp)

In this example of the situational irony, depicting a man who wants to know
the direction of the ship, while he is almost nearly dead, the phrase a man on the
brink of destruction here replaced by an Ukrainian equivalent nepetysana 3a kpox

610 cmepmi.

Examples 15, 22, 23 also contain idioms.



Descriptive translation happens, when the translator uses a few more words

to describe the notion of ST, instead of looking after the equivalent:

e.g.: Ch.Bronte You came to bid me good-bye, then: you are just in time

probably.’
‘Are you going somewhere, Helen? Are you going home?’
‘Yes; to my long home—my last home.’ (JE)
- Buxooumu, mu nputiwina 3i MHOI0 nOnpowamucs i, Mabyms, 4acHo.
- Tu xyoucs ioewt, Enen? J[ooomy?
- Tax, s supywaro 8 oanexy Mamopisky - 00 mo2o ocmanrbo2o oomy (JIxE)

Here the irony is dramatic because the reader knows what does it mean the
last home, used by the sick girl, while the young Jane does not know it yet. The
words my long home are translated in a descriptive way into s eupywaro 6 oanexky

MAHOPIBK).

e.g.: When Mr. Hiram B. Otis, the American Minister, bought Canterville

Chase, every one told him he was doing a very foolish thing, as there was no doubt

at all that the place was haunted. (CG)

Ll]onpasoa, Opy3i ma poouui 3a631mMo GIOMOGIANU NAHA NOCIA IO KYNIGII

3amKy. Addce nooetikygeanu, OVUIMmMo mam MeuKas CHPABHCHICIHbKUL I He HAOmO

npusimnuti npusud. (KII)

In this example of verbal irony, the expression the place was haunted trans-
lated descriptively: 6yyivmo mam mewkas cnpagxicHiCiHbKull i He HA0MO NPUBIM-

HULL NPUBUO.
Examples 34, 40, 49 also have descriptive translation.

Expressivization, as a translation transformation of replacing a unit with an-

other, with more expressive connotation, occurs in the following cases:

e.g.: ‘I wish some well-fed philosopher, whose meat and drink turn to gall

within him, whose blood is ice, whose heart is iron, could have seen Oliver Twist



clutching at the dainty viands that the dog had neglected. I wish he could have wit-
nessed the horrible avidity with which Oliver tore the bits asunder with all the fe-
rocity of famine. There is only one thing I should like better — and that would be to
see_the philosopher making the same sort of meal himself. with the same relish.’

(OT)

Axbu-mo axuiice 6200068anuti Qinocogh, ixca ti NUMBO K020 NePemEoOPUIUCS
8 HbOMY HA JHCOB8Y, KPOB 5IKO20 — 10, a cepye — 3ani30, AKOU-mo iH NO2IAHY8, SIK
knayag 3yoamu Onigep Teicm Hao Hedocpu3Kamu, AKUMU NO2UAY8A8 HABIMb nec. S

6 xomis, wob yeu ginocod bauus, 3 AKOW OUKYHCLKOW NONCAOTUBICIIO PO30UPAEB

20]I00HULL X7I0neyb Yi wmamxu. Ane wie oyacue xominocs 6 meni noobayumu, K yeu
Qinocod) cam 3 makow e camow HACON000i0 HAKUHY8CA O HA MAKY CMpAsy.

(TTOT)

Here the English phrase making meal translated in Ukrainian into more ex-

pressive Hakuhymucs Ha cmpasy.

e.g.: Now, if, during this brief period, Oliver had been surrounded by care-
ful grandmothers, anxious aunts, experienced nurses, and doctors of profound wis-

dom, he would most inevitably and indubitably have been killed in no time. There

being nobody by, however, but a pauper old woman, who was rendered rather

misty by an unwonted allowance of beer,; and a parish surgeon. (OT)

Akbu npomszom ybo2co Kopomkozo nepiody Onigepa omouyganu 3anonao-
Ui 6abyci, cmypbosani mimxu, 00C8IOUEHl MAMKU MA BeIUKOOVWIHI TIKAPI, mym

ou tiomy, besnepeyno, 6ve kanym. Ane 6insi Hb020 He OYI0 HIKO20, OKpiM cmapoi

y6020i 602adinku (ma 1 ma 6yna Hanionumky, 60 He 8 Mipy XUlbHYla NUBA) i na-

pagianvroeo nikaps. (IIOT)

In this another example from Oliver Twist, presenting verbal irony, the

phrase killed in no time translated into a stylistically colored xanym.

Sentences under numbers 5, 26, 38 are the examples of a similar translation

transformation.



To conclude, we may represent the usage of lexical and grammatical trans-

formations in the translated Gothic novels in the following diagram:

Lexical and grammatical transformations

Total reorganization
Compensation:
Transformations of idioms
Descriptive translation

Expressivization

i

Antonymic translation

o

1 3 4 5 6

Diagram 3. Lexical and grammatical transformations in the translated Gothic novels.

This diagram shows the following quantitative representation of transforma-

tions:
o Antonymic translation: 3
° Expressivization: 5
o Descriptive translation: 5
o Transformations of idioms: 4
o Compensation: 3

o Total reorganization: 4



CONCLUSIONS TO CHAPTER 2.

Analyzing the lexical, grammatical, lexical and grammatical transformations
in the translation of irony in the Gothic texts, we found a considerable variety of
lexical and semantical transformations (19 out of 50 examples), grammatical (23),
lexical and grammatical (24). We did not find in the Gothic novels under consider-
ation any example of formal lexical transformations (that is practical transcription,
transliteration, traditional reproduction, loan translation): due to the difficulty of
rendering ironic components these transformations were omitted by translators., as
their usage may cause the loss of ironic effect. Modulation in the form of synony-
mous replacement was the most representative among the lexical and semantical
transformations. Grammatical changes, change of word order and addition are the
most frequently used grammatical transformations in the translation of irony in the
Gothic texts. In terms of lexical and grammatical translation transformations, the
stylistic technique of expressivization alongside with descriptive translation were

the most frequently used.



CONCLUSIONS

The research used descriptive analysis method to study the sentences and
events in order to figure out the irony in Gothic novels. The purpose was to make a
clear and systematic description about the irony used in the translation. Content
analysis method was also used to analyze the translation of ironic components. The
method comprised several steps such as reading the sentences first, then summariz-
ing the story, explaining the extrinsic and intrinsic elements, identifying and cate-
gorizing the types of irony set in the novel by underlying the sentences, and then
finally analyzing and explaining the meaning of each translational transformation

found in the translation of irony in the Gothic novels.

All the objectives set in the beginning of our research were fully completed.
Analyzing different classifications of translation transformations, we stopped at the
classification of Selivanova, pointing out lexical, grammatical, also lexical and
grammatical transformations. Working on the research, we also added expres-
sivization, addition and change of word order, mentioned by Karaban in another

classification.

The concept of irony gradually evolved through history, forming types and
subtypes and becoming a frequently discussed topic in linguistic circles. As a rep-
resentative of figures of speech, bearing effect of the contrast of the real meaning
and what is being said, irony becomes a difficult task for translators. Turning to
types of irony, we need to point out, that there is no unique division. However, the
commonly known types of irony are: verbal, situational (and its subtypes, among
which dramatic is the most common) and structural. Analysis of the researched
problem made it possible to identify several ways of expressing irony used in the
process of translation into Ukrainian, namely: full translation, expansion of ironic
phrase, antonymic translation, addition of content components. The main goal in
translating irony is to convey the ironic effect and preserve the means of express-

ing irony in the translation.



Analysing the common features of Gothic literature, we found out that these
novels scare with the possibility of breaking the balance between real and unreal,
natural and supernatural, cause anxiety before the destruction of the usual order of
real life. Understanding irony can be difficult for the readers, native and non-native
alike, as well as it can be tricky for translators to interpret it. Recognizing and
translating irony in Gothic fiction might be even more difficult, which lead us to
focus on the translation methods. Analyzing the lexical, grammatical, lexical and
grammatical transformations in the translation of irony in the Gothic texts, we
found a considerable variety of lexical and semantical transformations (19 out of
50 examples), grammatical (23 results), lexical and grammatical (24 results). We
did not find in the Gothic novels under consideration any example of formal lexi-
cal transformations (that is practical transcription, transliteration, traditional re-
production, loan translation): due to the difficulty of rendering ironic components
these transformations were omitted by translators., as their usage may cause the

loss of ironic effect.

Stating out the quantitative results of the research, we can admit that
amoung the lexical and semantical transformations the translation transformation
of modulation was the most frequently used amoung the Ukrainian translators of
Gothic novels (10 results), following by concretization of the meaning of the word
and adding a word in the target text (3 results each). Amoung the grammatical
transformations grammatical changes were represenred in 7 cases, grammatical
transformation of addition was used 5 times and the change of word order was
found in 4 sentences. Lexical and grammatical transformations were represented
by expressivization (5 results), descriptive transation (5 results) and total reorgani-

zation and transformations of idioms (4 cases each).

The translation of irony in Gothic texts we consider an interesting topic for

further investigations.
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ANNEX

Original text

Ukrainian translation

"Before 1 come on board your vessel,"
said he, "will you have the kindness to
inform me whither you are bound?"

You may conceive my astonishment on
hearing such a question addressed to me
from a man on the brink of destruction,
and to whom I should have supposed that
my vessel would have been a resource
which he would not have exchanged for
the most precious wealth the earth can
afford. (Fr)

- [Tepen tum, sk st mpoiiny Ha 60pT Kopads, -
NPOMOBHB BiH, - OyJbT€ JJaCKaBl CKa3aTH, Ky-
v Bu tpumaete xypc?

Moxem nume ysBUTH, SIK K€ sl 30UBYBaBCS
HOYYTH TaKe IMUTAHHS BiJl JFOIVHU, 110 TIepe-
OyBasia 3a Kpok Bin cMepTi. Ha Moro nymKy, B
Horo cTaHOBMINI Kopabenb MaB Ou OyTu
HaAIOPOXXYNM Y CBITI ckapOom. (Pp)

My father looked carelessly at the ti-
tlepage of my book, and said, "Ah! Cor-
nelius Agrippa! My dear Victor, do not
waste your time upon this; it is sad
trash." (Fr)

IIpore BiH 0e3TypOOTHO MOTISHYB Ha Ha3BYy
KHMDKKH 1 IPOMOBHB:

- A, Kopneniyc Arpinma... Miii mo0uit Bik-
TOpe, HE BAPTO TasTH Yac Ha I[f0 MMOXMYpPY Ma-
auHi0. (Pp)

All that had so long engaged my atten-
tion suddenly grew despicable. By one of
those caprices of the mind, which we are

perhaps most subject to in early youth, |
at once gave up my former occupations;

Bce Te, mo Tak JOBro TpUMaJlo MOK yBary,
pantoM BUpanocs >konorigauM. Ock Tak, ye-

pPE3 OIHY 3 MPUMX DPO3YMY, AKUM MU, Ma6YTL,

HaHOLIbIIIe MiIAAEMOCS V IOHAILKOMY Billi, s
pAIITOBO BTPATHUB IHTEPEC JIO BCLOI'O TOTO, IO

(Fr)

IIKaBWJIO MEHE PaHilIle.

The different accidents of life are not so

PisHi KWTTEBl BUNAJKKA HE Taki MIHIHWBI, SIK

changeable as the feelings of human na-
ture. I had worked hard for nearly two

years, for the sole purpose of infusing
life into an inanimate body. For this I had
deprived myself of rest and health. I had
desired it with an ardour that far ex-
ceeded moderation; but now that I had
finished, the beauty of the dream van-
ished, and breathless horror and disgust
filled my heart. (Fr)

MOYYTTS JIIOJICEKOI HAaTYpu. S maiibke qBa po-
KH TSDKKO TIPAIllOBaB, MAlOYU €IWHY METY —

BIMXHYTH JKUTTA Y MEPTBE TiJ0. 3apajy b0~
ro 1mo30aBuB ceOe BiNMOYMHKY Ta 370POB’S.
3amai, 3 SKUM S JIO0 I[bOTO WIIOB, CYTTEBO
NepeBepIllyBaB 370POBUN TIy3l, ajie Temep,
KOJIM 3aBEpILUB, Kpaca MOiX Mpiil JeCh 3HHK-
Jia, )Kax Ta Orujaa 3yMUHSIM [OJUX Ta CKOBY-
Bau cepre. (Dp)

I desired that I might pass my life on that

S 3axOTiB_IIPOXKUTHA SKUTTS HA 1M TOHil

barren rock, wearily, it is true, but unin-
terrupted by any sudden shock of misery

(Fr)

CKaJll, BMUPAIOYM 3 HYIbIU, a0 YHHKHYTH
CTpaX<IaHb BiJl panToBUX yaapis rops. (Op)

I walked about the isle like a restless
spectre, separated from all it loved, and
miserable in the separation. (Fr)

S BemiTaBcs OCTPOBOM, SIK HEBTOMHHUW MpH-
BUJI, 3HEJIOJICHUH PO3IIYKOIO 3 YCiMa, KOTO TaK

nro6us (Pp)

Such were the lessons of my father. But
to me the remembrance of the threat re-
turned: nor can you wonder, that, om-
nipotent as the fiend had yet been in his
deeds of blood, I should almost regard
him as invincible; and that when he had

Takumu Oyiu HacTaHOBM OaTbKa. Ale 110 Me-
HE TIOBEPHYBCS CIOraj mpo 3arposy. MoxkHa
i HE CyMHIBAaTHCS, 10 BCECHUIIBHOTO, SK JIU-
XOJIisl, IO MPOSBUB CeO€ y CTIIBKOX KPOBO-
NPOJUTHUX BUMHKAX, 1 MaB OW BBaXKaTH HOTO

HEMEPEeMOKHUM;_1 KOJIM BiH IPOMOBHB CJIOBA:




pronounced the words, "I shall be with

you on your wedding-night." I should re-
gard the threatened fate as unavoidable.

(Fr)

A 3ABJIIOCA TBOIO NUIIOGHY HIY!y,
TO BApTO BBAXATH IO JOIK HEMHHYYOI.

(®p)

"Slave, I before reasoned with you, but
you have proved yourself unworthy of
my condescension. Remember that I
have power; you believe yourself miser-
able, but I can make you so wretched that
the light of day will be hateful to you.
You are my creator, but [ am your mas-

Pabe, panime s HamaraBcst IepeKoHaTu Tebe
1o-100poMy, ajie TH BHUSABHCS HETiTHUM MO€I
munocTi. [lam’arait mpo moro cumy. Tu BBa-
Kaem cebe HelaCHUM, alie sl MOXKY TPHUPEKTH
Tebe Ha TaKy 31y J0JII0, IO IeHHE CBITJIO CTa-

He T0O1 HEeHAaBUCHUM. TH — Miif TBOPEIIb, aje s
— TBi¥ Bonoxaap. kopuck! (I1IOT)

ter:—obey!"(Fr)

‘I wish some well-fed philosopher,
whose meat and drink turn to gall within
him, whose blood is ice, whose heart is
iron, could have seen Oliver Twist
clutching at the dainty viands that the
dog had neglected. I wish he could have
witnessed the horrible avidity with which
Oliver tore the bits asunder with all the
ferocity of famine. There is only one
thing I should like better — and that
would be_to see the philosopher making
the same sort of meal himself, with the
same relish.” (OT)

SAx6u-To sxuiick BrojgoBanuil Qinocod, Hxa i
MUTBO SKOTO TIEPETBOPWIMCS B HHOMY Ha
JKOBY, KPOB SIKOTO — JIi/I, a cepiie — 3ali3o,
SKOU-TO BIH TOTJISHYB, K KJallaB 3y0amu
Omniep TBIiCT Haj HEMOTPU3KAMU, SIKUMH T10-
TUayBaB HaBiTh mec. I © XoTiB, mo0O 1ei
(dhimocod 6admB, 3 TKOIO AUKYHCHKOIO TOMKAI-
JUBICTIO PO3IUPAB TOJIOAHUN XJIONENb I
IMaTKH. AJie Ie JyX4e XOoTitocs O MeHi mo-
Oauntn, gk 1eh ¢imocod caM 3 TaKOK K

CaMOI0__HACOJIOJI0K HAKMHYBCA O Ha Taky
ctpaBy. (ITOT)

'Lor bless her dear heart, when she has
lived as long as I have, sir, and had thir-
teen children of her own, and all on 'em
dead except two, and them in the wurkus
with me, she'll know better than to take
on in that way, bless her dear heart!
Think what it is to be a mother, there's a
dear young lamb do.'

Apparently this consolatory perspective
of a mother's prospects failed in produc-
ing its due effect. The patient shook her
head, and stretched out her hand towards
the child. (OT)

— Xaif BOHa, cepiera, IPOKHUBE CTIIBKH, SIK
s, W IPUBEIIC TPUHAIIATEPO MITIaXiB 1 BCI BO-
HH 1l TOMPYTh — TUIBKU-HO ABIMKO JHIITUTH-
cs Ta i T CUAITUMYTB, K 1 MOi, 3 MaTip’10 B
OorajiiabHi, TOAl BOHA 1HIIOI 3acmiBae... CaMi
MoJlyMaiiTe, 110 3HAYUTh OyTH MaTip’io 1 me-
CTHUTH OTaKYy JII00y CBOIO BJIACHY KPUXITKY!

Ane, OuYeBHIHO, Il BijpajHa IIEPCHEKTHBA

MaTepHIX pAJIOUIB HE CIPaBHJa HAJICKHOrO
BPaXEHHS; XBOpa MOXHUTaJa TOJIOBOIO 1 MpPO-

ctarna pyky ao autuad. (IIOT)

Now, if, during this brief period, Oliver
had been surrounded by careful grand-
mothers, anxious aunts, experienced
nurses, and doctors of profound wisdom,
he would most inevitably and indubitably

SAkOM TPOTATOM MBOTO KOPOTKOTO TIEPiOdy
OmniBepa oTodyBalnM 3amomna;uuBi  0adyci,
CTypOOBaHi TITKH, OCBIIYEHI MaMKH Ta Be-
JMKOJYIIHI JTiKapi, TyT O oMy, Ge3nepedHo,
OyB KamyT. Ale Oinist HbOTO He OyJlo HIKOTO,

have been killed in no time. There being
nobody by, however, but a pauper old
woman, who was rendered rather misty
by an unwonted allowance of beer; and a
parish surgeon. (OT)

OKpiM cTapoi yooroi Ooraiiku (Ta i Ta Oyna
HamiAmuTKy, 00 He B Mipy XWJIbHYJA MUBA) i
napadisuieHoro nikaps. (ITOT)

'"Think so?' said the undertaker in a tone
which half admitted and half disputed the
probability of the event. 'The prices al-

lowed by the board are very small, Mr.
Bumble.'

— HampaBny? — npoMOBHB TpOXHU Hepilryde
TPYHAp, MOB 3HEBIPSIOYHNCH Y MOXKIIMBOCTI Ta-
kol momii. — Ox-ox, Pama BcTaHoBuaa Taxi

Mi3epHi 1iHu, Mictepe bemOmb.
—Ta ¥ TpyHU HEBeNWYKi, — 3aperoraBcs




'So_are the coffins,’ replied the beadle:
with precisely as near an approach to a
laugh as a great official ought to indulge
in.

Mr. Sowerberry was much tickled at this:
as of course he ought to be; and laughed
a long time without cessation (OT)

TOW TaK TOJIOCHO, SIK MOTJIA CMIifTHCS JIUILIE
Taka BiAMOBiJalibHA ypsiioBa ocoba, fK ma-
padisuTbHHANA CTOPOK.

Micrtep Coyepbeppi OyB, 3BHuaiiHo, B 3aXBaTi
BiJl I[LOTO JOTEMy (SIK oMy W Hamexano Oy-
TH) 1 JOBro BTOPYBaB CBOEMY 3HAHOMOMY.
(ITOT)

Charlotte treated him ill, because Noah
did; and Mrs. Sowerberry was his de-
cided enemy, because Mr. Sowerberry
was disposed to be his friend; so, be-
tween

these three on one side, and a glut of fu-
nerals on the other, Oliver was not alto-

gether as comfortable as the hungry pig

was, when he was shut up, by mistake, in
the grain department of a brewery. (OT)

apnoTra craBuiacst morano, 60 Tak poOUB
Hoii, a micic Coyep0Oeppi 3HeHaBuina Omnise-
pa, 60 micrep CoyepOeppi HOMy CHMITATH3Y-
BaB; OT)KE, B TAKOMY NMPUEMHOMY OTOYCHHI: 3
TphOMa BOpOTaMH, 3 OJHOTO OOKy, H HeHa-
CTaHHUMH TOXOPOHHUMHU KapTUHAMH, 3 JPY-
roro, OiiBep mouyBaB ceOe NMPUOJIM3HO TakK,
4K T€ TOJIOJHE TOPOCd, N0 WOro HEHAPOKOM
3acTpenuiy y 3acikax oposapHi. (I10T)

You came to bid me good-bye, then: you
are just in time probably.’

‘Are you going somewhere, Helen? Are
you going home?’

‘Yes; to my long home—my last home.’
(JE)

- BuxoauTs, TH MpUHTIUIA 31 MHOO ITOIIPOIIa-
THCS 1, MalyTh, BYacCHO.
- Tu kynucs igem, Enen? Jonomy?

- Tak, s BUpyIIal0 B JaJeKy MaHAPIBKY - JIO
Moro octanHboro gomy (JHxkE)

The traveller waited and watched for
some time, and at last he laughed.
‘I see,” he said, ‘the mountain will never

be brought to Mahomet, so all you can
do is to aid Mahomet to go to the moun-

[TomoposkHil AKUHACH YaCc TEPIUITYEC CTEIKHB
3a MOIMH cIpoOaMu, BpemTi 3acMisBcs.
- bauy, - MOBHUB BiH, - TI0_Topa HisIK HE X0Ye

ATH 10 Maromera, TOX JTOBEISThCS BaM JO-
IIOMOI'TA _MaromMeroBl OiIIATA A0 TOpH.

tain; I must beg of you to come here.’
(JE)

(IxE)

‘Ah! a charitable concern. How long
were you there?’

‘Eight years.’

‘Eight years! you must be tenacious of

life. I thought half the time in such a
place would have done up any constitu-

- A-a, e 3 0Toro 100POYMHHOTO 3aKyiany! Bu
JIOBro Tam Oynu?

- Bicim poxkiB.

- Bicim pokis! To Bu Bembmu kuBydi. S my-

MaB, i IIOJIOBHHH 1[bOT0 YaCy JIOCHTb, 1100 Ta-
Ke Miciie Oy/ib- Koro jokonano. (JIxE)

tion! (JE)

No wonder you have rather the look of
another world.I marvelled where you had
got that sort of face. When you came on
me in Hay Lane last night, I thought un-
accountably of fairy tales, and had half a
mind to demand whether you had be-
witched my horse: I am not sure yet. (JE)

He nvBHO, 1110 Y Bac CKOpIIlle BUTIS iCTOTH 3
IHIIOTO CBITY. A sl Bce UTaK0 cede, 3BIIKH Y

Bac Take oomuaysi. Ko B MUHYJIOTO BEYO-
pa 3’ABWIKCH Mepeii MHOIO Ha J0po3i 10 [es,
MEHI 4OMYCh Ipurajgainuch ¢ei, i 1 Maao He
CNIUTaB, YM BH YacOM HE CXapalryIusd MOTO
KOHS — s 1 Joci 1boro He neseH. ([IxE)

And so you were waiting for your people
when you sat on that stile?’

‘For whom, sir?’

‘For the men in green: it was a proper
moonlight evening for them. Did I break
through one of your rings, that you

OTxe, BU TaM, Ha Tieperasi Mg KUBOTUIOTOM,
JOKUIAIUCS CBOET piaHi.
- Koro, cep?

- OTHX JONIOBIYKIiB B 3eneHOMY. /[ HHX TO
OyB caMe miIXOoXui MicsaHui Bewip. S, ma-
OyTh, mepeOMB Balll TaHOK, i BHM MiICYHYJIH

spread that damned ice on the cause-
way?’ (JE)

MEHI Ty KIATY Kpury Ha gopory? (JIxE)




3

The men in green all forsook England a

hundred years ago,” said I, speaking as
seriously as he had done. (JE)

YoIOBIYKH B 3€JIEHOMY IOKHHYIN AHIIIIIO

DOKIB CTO TOMY, — BIJIOBiJA s, HACTIAYIOUN
fioro moBaxkuuit ToH. ([IXE)

Have you found Heathcliff, you ass?’ in-
terrupted Catherine. ‘Have you been
looking for him, as I ordered?’

‘I sud more likker look for th’ horse,” he
replied. ‘It “ud be to more sense. (WH)

- Tu 3mnaitmos I'iTkimiga, Homone? — mepebuna
fioro Karpina. — Tu mykaB ¥oro, sk s ToO1
Hakazana?

- 51 6 xpa’ KOHSKY IIOITYKaB. — BiAIOBIB BiH.
Mo’6inbie 6yi0 6 i3 Toro moxkutky. (KII)

3

It’s a nice place for a young man to fix
his dwelling in!’ said I. ‘Have you no

fear of the consequences, Mrs. Lin-
ton?’(WH)

- O11e-10 rapae Micie MpOKUBAHHS I MO-
Joaoi gronuau! — MoBuiIa .- I B He Ooitecs
HacuifkiB, micic Jlinton? (KII)

' (...) and once, Hareton, I came upon a
secret stock in your room some Latin and
Greek, and some tales and poetry: all old
friends. I brought the last here and you

gathered them, as a magpie gathers silver
spoons, for the mere lov of steal-

A omHoro pa3y, ['oprone, s Hagmbana Ha
TAEMHUM CXOBOK Y Balllill KIMHATI: MiAPYYHHU-
KU 3 TPEUBKO] 1 TaTHHH, 301pKU Ka30K 1 MiCeHb
— yci maBHo 3Haomi! Lli 306ipkus npuHecna 3

c000710, a B iX TOITyIIIA, MOB COPOKa CPiOHY
JO0XKY, IPOCTO 3 JII000BI 10 kpaxgixkok. (BIT)

ing’(WH)

Then, as their beds were quite close to
each other, to stand between them in the
form of a green, icy-cold corpse, till they

...a TIOTOMY OKOIIATUCS MOMIX IXHIMH JIiKKa-

MM, HaOYTH BHUIIISAIY 3aKPUKAHIIOTO Ta M03€e-
JIEHIJIOTO Mepls U i3 YTIXOK COOCTEPIraTH, K

became paralysed with fear, and finally,
to throw off the winding-sheet, and crawl
round the room, with white, bleached
bones and one rolling eyeball, in the
character of Dumb Daniel, or the Sui-
cide's Skeleton, a role in which he had on
more than one occasion produced a great
effect, and which he considered quite
equal to his famous part of Martin the
Maniac, or the Masked Mystery. (CG)

BOHM TETEPIiIOTh BiJl kaxy.AJie TO 1e He OyB
kinerp OuTBHU! Jlanmi MpUBUIOBI HaJEkKaNo Te-
aTpaJlbHO CKMHYTH CaBaH 1, OTOJUBINU CKe-

JIET, IOOWUTU CYNPOTHBHUKA PO3MIpEHUM Oy-

KaHHSAM KIMHATOI, CTYKOTOM KICTOK i 006ep-
TaHHAM onHoro oka. CaMe Tak yYHHUB OH

Ckener-camorybenp Ha mpi3Bucbko Himwuit
Hannin — ogna 3 HailymoOneHimux #oro
non00, korpa BKyni 3 HaBixkenum MapTiHoM,
BiZIOMUM Takox sik Biuna TaiHa, npunic iomy
yumaio ciaBaux nepemor (KIT)

The twins, having brought their pea-
shooters with them, at once discharged
two pellets on him, with that accuracy of
aim which can only be attained by long
and careful practice on a writing-master,
while the United States Minister covered
him with his revolver, and called upon
him, in accordance with Californian eti-
quette, to hold up his hands! (CG)

Curyarnis Oyna Jyxe TUBHOI, MpOTE Om3-
HIOKM HE posryomnucs. [loBuTsraBmm 3 Ku-
IIEHb CBOI POTaTKU W CHHXPOHHO HATATHYB-
IIM PE3UHKH, BOHU BIIyYHO MOLIIMIN B IPHU-
BUJa IMIIPOBI30BaHUMH KyJsiMH — OajeOi,
Nancsl B3HAKK TPEHYBaHHS Ha BUKJIAIauyeBi
KpPacHOMMUCY. A THM YacoM iXHiif TaTKO BUXO-
MUB 13-3a MOsICa IICTOJIb 1 3 TPAIUIIHHAM
kamidopHilicbkkum BHUrykom «Pyku Bropy!»
NajbHyB y NPUBUAA CIPAaBXKHBOIO KYJIEIO.
(KIT)

The old woman smiled, and answered in
the same low, mysterious voice, "It is the
blood of Lady Eleanore de Canterville,
(CG)

Ile xpoB Micic Eneonopu KenTepBinb, —

IIO-3MOBHHMIIbKH H[)OHIGHOTiJ'Ia CTapCHbKA.
(K1)

‘It has been well known for three cen-
turies, since 1584 in fact, and always

makes its appearance before the death of
any member of our family.! "Well, so

Bin 000B’S3K0BO TMPHUXOAUTH IO KOXKHOTO,
XTO OCh-0Ch Mae€ Bimaatu borosi aymry.

Haranaro BaM, IMaHC, — 3BCPXHBO 3as1BUB




does the family doctor for that matter,
Lord Canterville® (CG)

IOCOJ, — IO KOJH XTOCH I'OTYETHCA IMOMEP-

TH, TO WOTO HaBIMYE JiKap, 1 aK HiSK HE MMPHU-
Buz (KII)

When Mr. Hiram B. Otis, the American
Minister, bought Canterville Chase, ev-
ery one told him he was doing a very
foolish thing, as there was_ no doubt at all
that the place was haunted. (CG)

[lonpaBaa, apy3i Ta poauyi 3aB3ATO BIIMOB-
JSUTM TIaHA TIOCNa BiJ KYMiBJi 3aMKy. AJke
nozieiiKyBas, OyIiMTO TaM MEIIKaB CIIPaBXK-

HICIHEKMH 1 HE HAATO TPHUBITHUN TPHBHUIL.
(KTI)

"My dear boy, no woman is genius.
Women are a decorative sex. They never

have anything to say, but they say it
charmingly" " (PDG)

Jliobmii xJoMuYMKy, JKiHKa HE MOXe OyTH
rerieM. JKiHOIITBO — JIeKOpaTUBHA CTaTh. Bo-
HU HIKOJYM HE MAalTh YOT'O CKAa3aTH CBITOBI,
aje KaxyTh, i To yapisno. (ITJI)

- [ had to sow poppies in my graden.
- There is no necessity (...)
"Life has always poppies in her hand" "

- S1 Mymly TOCISATH Mak ajoOu y CBOEMY
CaJIKy.
- B nwomy Hemae morpeOu.(...)Y Hamomy

(PDG)

XKUTTi MakiB He 6pakye (I1JII)

"But though forgiveness was impossible,
forgetfulness was possible still, and he
was determined to forget" " (PDQ)

- Hy mo x, xonu 1ie HeMOXXJIBO co0i IpoCTH -
TH, TO Tpeda 3abytu. (II1AI)

You would sacrifice anybody, Harry, for
the sake of an epigram. " (PDG)

O, Tappi, 3apaau goTeny BU JaHI TOXKEPT-
ByBaTH Oyb-kum. (ITJII)

"A true tradesman's spirited dislike of

seeing a gentleman doing anything use-
ful" (PDG)

...0areTHUKa, TPUPOTHOTO TPYASrY, BKpan
BpaXkano, KOJW BiH 0ayuB, SK JOKCHTIbMCH

pob6uTh 1och kopucHe. (ITJI)

There are many odd things to put down,
and, lest who reads them may fancy that
I dined too well before I left Bistritz, let
me put down my dinner exactly. (Dr)

Mix iHmmM, MeHi Tpeba po3noBicTy po 0e3-
JiY AMBHUX pedei, a 00 YnuTay He MOayMaB,
10 g BUMMB 0araTo BWHA 3a 00iOM, TO J03-
BOJIbTE MeEHi Iieii 00il omucaTd B TOIPO-

onsx. (dp)

But my flesh answered the pinching test,
and my eyes were not to be deceived.

(Dr)

Ane_MOS IIOTh YCIINTHO CKiajla MUNATEHUN
ICIIAT, a 0Yi MPOJOBXKYBAIH OAUYHUTH TeE, IO W

6aummu. (p)

It was now nearly the hour of high tide,
but the waves were so great that in their
troughs the shallows of the shore were
almost visible, and the schooner, with all
sails set, was rushing with such speed
that, in the words of one old salt, “she

must fetch up somewhere, if it was only
in hell.” (Dr)

[Mpurums yxe Maiibke movaBcsi, aje XBIi Oy-
JM Taki BENMKi, 0 B iHTEpPBAJaX MiXK HUMHU
Maibke BHIHUTAacs mpuOepexHa MiluHa, a
[IXyHa HECJIacsl Ha BCIX BITpWJIAX 3 TaKoOMO
HIBUJKICTIO, IO OAWH OyBaJMii MOPSIK CKa3aB:

«SIKk110 BOHA 1 MPOCKOYNTE KYIU-HEOYb, TaK
e, HaiMOBIpHimIe, y nexio.» (p)

I was conscious of the Professor’s hand
on my head, and started awake all in a

second. That is one of the things that we
learn in an asylum, at any rate. (Dr)

Kpi3s coH s BiTdyB Ha CBOEMY YOJIi PYKY TIPO-
(ecopa, CMUKHYBCA 1 BMHUTH HPOKHUHYBCS.
3BHYKA MUTTEBO NPOKUAATUCH PO3BUBAETHCS
B THX, XTO MIPAIIOE y NcuxmikapHax. (Jp)

3

They always likes a bone or two to clean
their teeth on about tea-time, which you

3a3Buyvali BOBKH IIicHs 00idy TOIOOISIOTE
IIOTOCTPUTH CBOI 3yOM 00 KICTKH, a caMe BU #

’as a bagful.’” (Dr)

CXO0i Ha MIlIOK i3 KicTkamu. ([p)

“Blow_spiders! What’s the use of spi-

Jlo Gica maBykiB! Axuii 3 HUX MOXKUTOK? Y




ders? There isn’t anything in them to eat
or”—he stopped suddenly, as though re-

minded of a forbidden topic. ’(Dr)

HHUX Maibke HeMae Hi4oro, 1o MoxHa Oyno 6
3’icTi YH...
Pending panrom 3aMOBK, HEHAue 3rajaBIIH
mpo 3ab6opoHeny Temy. (p)

I’'m past all that sort of nonsense. You
might as well ask a man to eat molecules
with a pair of chop-sticks, as to try to in-
terest me about the lesser carnivora,
when I know of what is before me.”

“I see,” I said. “You want big things that
you can make your teeth meet in? How
would you like to breakfast on
elephant?” (Dr)

Hamaratucst 3amikaBUTH MEHE KOMaxXaMH Ta
JIPIOHUMHU TBapUHAMH — BCE OJIHO IO 3MY-
UIYBATU JIFOMUHY iCTH MOJICKYJH BHJICIKAMHU.
Temnep s 3Har0, 10 3aTE€H Ha OiJIbIIE.

— 3po3ymisio, — CKa3aB 5, — BaM XOYEThCS
VIT'SICTUCSA 3y0aMu y 1och Benmke? Moxe,
BaM Ha CHiaHOK monaTu cionHa? (p)

He looked so hostile that I thought he
was in for another homicidal fit, so I
blew my whistle. (Dr)

Burnsin Pending maB Ham3BHUYaiiHO MOTpO3-
JIMBUM, 1 MEHI 3aJI0CS, 1110 B HHOI'O II0YaBC
YepProBUN Hamaj JJIMHOBOWBYUX HACTPOIB,
TOMY MCHI JIOBEJIOCS CKOPUCTATHCS CBOIM
cBuctkoM. (/Ip)

"What can I do?" asked Arthur hoarsely.
"Tell me, and I shall do it. My life is
hers, and I would give the last drop of
blood in my body for her."

The Professor has a strongly humorous
side, and I could from old knowledge de-
tect a trace of its origin in his answer:

—“My young sir, I do not ask so much

as _ that—not  the last!”  (Dr)

- HuM s 3MOKy AOMOMOTTH — XPHUIIKO 3allUTaB
Aptyp. — JlumeHnp ckaxiTe MeHI — 1 S 1€
3po0Ir0. MO€E KUTTS HAJICKUTH 1H, 1 g JIaJaeH
BiJIaTH il BCe, 10 OCTAHHBOI KPATUIMHHU CBOET
KpOBI.

IIpodecop Mae po3BUHEHE MOUYTTS T'yMOPY,
TOMY, J00pe Horo 3Hawuu, y WOro BiAMOBiAl
S HE TPOMHHYB IMOMITUTH TYMOPHCTHYHI
HOTKH:

- Miii roHMHA 100pOAiK0, HABINIO XK JIO OCTaH-
HBO1, TOTPiOHO HabaraTo menme. ([p)

“All day I waited to hear from him, but
he did not send me anything, not even a
blow-fly, and when the moon got up I
was pretty angry with him. (Dr)

— Ilinuit geHp s 4YekaB 3BICTKH BiJ HEOTO,
ajle BIH MEHI HIYOro He IMPHCIaB, HaBITb
M’SICHOI MYXH, 1 Ha TOH 4ac, KOJIU 31MIIOB Mi-
CSAIb, Sl BYKE BCTUT JOOpsSUe HA HHOTO PO3i3JIU-

e (J1p)

“Then he began to whisper: ‘Rats, rats,
rats! Hundreds, thousands, millions of
them, and every one a life; and dogs to
eat them, and cats too. All lives! all red
blood, with years of life in it; and not

merely buzzing flies!” (Dr)

— A mortiM BiH moyaB menotitu: «Ilamroku,
narfoky, namoku! CoTHI, THCAYl, MUIBHOHH
MaIfOKIB, 1 BCl KMBI, a Ile — co0aKu, AKI IX
inaTh, a Ha Jomayy — Kilmku. | BCi BOHH —
xwuBil! CIIOBHEHI 4epBOHOI KpOBi, a y Till
KpoBi — ©Oararo pokiB xutTs!_Lle He Te, 1m0

AKich HikueMHi Myx# ([Ip)

There, outlined as black as an ebony
statue on that shining background, I saw
the figure of a man upon the tor. Do not
think that it was a delusion, Holmes. I as-
sure you that [ have never in my life seen
anything more clearly. As far as I could
judge, the figure was that of a tall, thin
man. He stood with his legs a little sepa-
rated, his arms folded, his head bowed,
as if he were brooding over that enor-
mous wilderness of peat and granite

I Ha Tiii BepiuHi s MOOAaYMB TEeMHY, Ha4e 3
YOPHOTO JIepeBa, JIOACHKY MOCTaTh, 0 OKpe-
ciunacs Ha OnHMCKydoMmy MicsaHOMY Tii. He
nonymaiire, Xoiamce, 10 To Oyna ragouu-

HaIlig. 3aneBHAI0 Bac, HIKOJHU B KUTTI S HIYO-
ro He 6aumB OiIbII BUpa3Ho. HacKiabKy S MO-

Ky CYIOUTH, IIe OYB BHCOKHI Ha 3pICT XyIOp-
TSIBUH 40JIOBIK. BiH CTOSB, TpOXH pO3CTaBUB-
1M HOTH, CXPECTHBIIM Ha TPYASX PYKHU 1 mMO-
XWJIMBIIM TOJIOBY, — TaK, Haue MOPHUHYB Yy
PO3IYyMH, AUBISIYUCH HAa BEJIWYE3HY TOPQ'SIHY




which lay behind him. (HB)

{ TpaHiTHY IIyCTEeN0, MO pO3Jsriacs nepen
Hamu. (Cb)

“It is a lovely evening, my dear Watson,”
said a well _known voice. “I really think
that you will be more comfortable out-
side than in.”

For a moment or two I sat breathless,
hardly able to believe my ears. Then my
senses and my voice came back to me,
while a crushing weight of responsibility
seemed in an instant to be lifted from my
soul. That cold, incisive, ironical voice
could belong to but one man in all the
world.

- Holmes! (HB)

— $1 BieBHeHMIA, HagBOPI BaM Oyje Habarato
NpPUEMHIIIE, HIXK TaM Y XaJTyTIi.

MeHi nepexonuiio NoauX, i XBUINHY YU JBI 5
CHUJiB, HE HABaXYIOUHCHh MOBIPUTH BIACHUM
ByxaM. [loTiM 10 MeHe MOBEepHYBCS Aap MO-
BU, 1 5 BiA4UyB, SIK HEHMOBIPHHUH Trap Bil-
MOB1IaJIbHOCTI HIOW MUTTIO 3HHK 3 MO€T JyIIIi.
[leil xOoNMOMHWH, YiNIWBWN, iPOHIYHHNA TOJIOC
MIT  HaJIeXaTH JWIIE OAHIN-OAHICIHBEKIA B

CbOMY CBITI JFOJIHHI.
— Xounmce! (Cb)

“Your conversation is most
entertaining,” said he. “When you go out
close the door, for there it is cold out-
side.” (ASB)

ByHO g]y)i(e H[ZI/IQMHO HOFOBO[)I/ITI/I 3 BaMH, —
npokasas BiH. — Koau 0yaere BUXOAUTH, J10-

Ope 3aunHITE ABepi, 60 TyT myxe Tarae. (I1C)

“Keep yourself out of my grip!” he
snarled, and hurling the twisted poker
into the fi replace he went out of the

TpumaiiTech BiT MEHE TOIalli! — TapKHYB BiH

1, >)KOYPHYBIIK 3ITHYTY KQUEPry B KaMiH, BUH-
ILIOB 3 KIMHATH.

room. “He seems a very amiable person,”
said Holmes, laughing.(ASB)

— HanzpuyaitHo mpueMHU no0poxid! —
MOBUB, cMifounch, Xonmc. (I1C)

A revolver is an excellent argument with
gentlemen who can twist steel pokers

into knots. That and a tooth-brush are, 1
think all that we need.” (ASB)

PeBosbBep — UynOBHHA apryMeHT s

JUKCHTIIBMEHA, SIKHH MOXKE 3aB’S3aTH BY3JIOM
cTaleBy Kouepry. PeBonbBep i 3yOHa ImiTka

— TIIe Bce, 110 HaM IMOTPiOHO

Last week he threw the local blacksmith
into a stream. (ASB)

MUHYJIOTO THXXHS BiH KHHYB Y DIYKYy Yepe3
rmaparer Ha0epeKHOi MICIIEBOr0 KOBaJi. ..

(@)

In this way I am indirectly responsible
for Dr. Grimesby Roylott’s death, and I
cannot say that it weighs very heavily
upon my conscience. (ASB)

OTrxe, 51, Oe3MepeUHO, TIEBHOIO MIPOIO_BUHEH

y_cMepti utikaps [pimcOi Poinorra, ane He
MOy CKa3aTH, 100 IIe JIATIO Ha MOE CYMIiH-
Ha HaaTo BaxkkuM TarapeM.(I1C)




PE3IOME

KypcoBy poOoTy mpHCBSIU€HO TOCIIIKEHHIO CIIOCO0IB MepeKia-
JIy KOMIIOHEHTIB 1pOHIl B TOTUYHHUX TEKCTaX. Y X0/l poOOTH BHUCBITIIE-
HO OCHOBHI €Tamly PO3BUTKY TOTHYHOTO POMAaHy, Ha3BaHO OCHOBHHUX
IPEICTAaBHUKIB YaHPY, OMHMCAHO HOTr0 O0COOIUBOCTI, a TAKOXK 3a3Hayve-
HO ICHYIOU1 CTIOCOOU TepeKIaay KOMIOHEHTIB 1pOHIi Y TOTUYHUX TEKC-
Tax, MPOAHAII30BaHO (PAarMEHTH TOTHYHHUX TEKCTIB, IO MICTATh
1pOHII0, a TaKOX 3AIMCHEHO MepeKIafalbKiuil aHami3 (PaKTUYHOTO
Marepially  JIOCHIDKEHHA  (IpOHIYHUX  KOMIIOHEHTIB  TOTUYHOIO
auckypey, ycboro 50 omunammb). Kpim TOoro, y KypcoBiit po6oOTi
CKJIaJICHO Ta0JIUIlIO0, 1110 MICTUTh MIEPEKIIa]] IpOHIYHUX OJITUHHUIIb.

Knwuoei cnosa: nepexiiaiaibkuii aHami3, nepexiaganbki TpaHC-

dbopmaiiii, ipoHisi, ipOHIYHUN KOMIIOHEHT, TOTUYHUI pOMaH.
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