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INTRODUCTION

In linguistics, the beginning of the twentieth century was primarily marked by the
specific interest in structural analysis of the text and linguistic means that constituted
it. However, the approach centered around the text’s composition left out the author’s
distinctive style and its influence on the translation process because of its abstract
nature. While in modern studies notions such as ‘individual style’ or ‘idiostyle’ are
commonly found and considered to perform a crucial role in rendering, the definitions
themselves remain ambiguous. A relatively small number of in-depth research
investigating the phenomenon of idiostyle from several viewpoints and paying
attention to author’s individual language world picture establishes the novelty of our
analysis and its topicality.

The notion of idiostyle and ways of reconstructing it in translation were a subject
for analysis in numerous works of native (O.Gryhoriev, R. Dovhanchyna, G.
Krochmalna, I. Sydorenko, O. Chernyk, R.Terebus) and foreign scientists (K. Nunez,
L.Hickey, M. del Rio). The raise of attention toward communicative and functional
aspects of text analysis has given birth to new studies individual writing style.
The aim of the research is to define the characteristic features of Marian Keyes’s
semantic field and usage of stylistic devices as a way of influencing the reader in
fictional discourse texts.

The objectives of the research are the following:
1.To outline the peculiarities of individual style, its definition and the possibility
synonymic use with terms idiolect and idiostyle.
2.To investigate the role of author’s writing manner in text analysis and its influence
on translation.
3.To study the characteristics of fictional discourse and chick-lit subgenre.
4.To compare and to establish the best translation options of rendering individual style
(the case of study Marian Keyes’s novels).

The object of the research is a communicative and pragmatic phenomenon of
idiostyle, the analysis of key features and notion of individual style in English and its

translation in Ukrainian. The subject of investigation lies in studying lexico-semantic



and grammatical transformations of rendering it in the target language.

Data sources concern dissertations and articles examining Marian Keyes’s style
and her interviews for Internet media, with reference to other linguistic sources, as
dictionaries and academic works Pragmatics, Stylistics and Sociostylistics.

The methods used in research: descriptive method, method of oppositions,
method of comparative analysis.

The theoretical and practical value of the term paper is ensured by the
contribution of the results to the further investigations of neologisms, applied in genera
linguistics, text and discourse theories, lexicology and stylistics.

Research paper structure. Term paper consists of an introduction that describes
the main idea of the research, chapter 1 that delves into the definition and approaches
to idiostyle in the English and Ukrainian school, chapter 2 which deals with the ways
of reconstruction of author’s style and translation tools in the Ukrainian language and
conclusions, where we summarize the valid points and views of the term paper,
bibliography, list of reference sources and list of data sources which illustrate all the
literature that was used to provide the examples and lay foundations to the main
concepts, summary draws up the results as well as final opinion and completes the

research.



CHAPTER 1
THE PHENOMENON OF INDIVIDUAL WRITING STYLE AND ITS
RECONSTRUCTION IN TRANSLATION

Approaches to defining an individual writing style

Scholars still diverge in their understanding of the author’s writing manner and
dispute about the correlation between the terms idiolect and idiostyle. The theoretical
foundation and main characteristics of individual style will set the criteria for our
investigation and identify key terminological differences. The meaning of idiolect first
introduced by B. Bloch in 1948 [19] includes all possible utterances of a speaker, his
variants of language or peculiar speech, and is more confined than all variations of one
dialect.F.de Saussure [21] who puts emphasis on the synchronic principle of language
analysis, claims that two speakers cannot produce identical speech at the same time as
their experience is always unique. As it is evident from the aforementioned definitions,
idiolect represents linguistic properties typical for one person.

Apart from idiolect, idiostyle covers the broader concept of linguistic image of
the world, author’s perception and cognitive models. P.Grytsenko [2] defines idiostyle
as the style of both language and speech, which according to the diachronic method
treats idiolect as its developing phase. Literary dictionary-handbook edited by R.
Gromianko (JICH) defines the idiostyle as ‘immanent (Characteristic of its internal
nature) display of distinguishable talent signs in a particular artistic work, art
documentation of the original world perception of a certain author, his inclination to
irrational or rational thinking, to the mimetical principles (principles of likeness) or to
the image creation, his esthetic taste, which altogether form unique spiritual
phenomenon”. In a broader sense, idiostyle describes a system of key stylistic features
that identify and characterize works of an author at a stated period or throughout his
creativity. Idiolect, on the contrary, deals with individual traits that pertain to the
person’s speech (accent, tones, speaking habits). Some referential sources such as the
encyclopedia of the Ukrainian language and scientists (I. Ryshkevych, [10] R.
Dovhanchyna [4]) are inclined to think that idiolect and idiostyle are interchangeable.
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In our study will be guided by O. Selivanova’s [14] interpretation, that idiolect is an

individual kind of language realized in the set of different speech signs of a particular
speaker, which in manifests its features in written speech as idiostyle.

The application of terminology individual style, idiostyle and idiolect brings us
to the conclusion that the first two notions are synonymous and are predominantly used
for literary works, yet idiolect is generally revealed in ‘parole’. The isomorphic features
of idiolect and idiostyle lie in the historical, social and cultural background, manifested
through the selection of lexicon, grammar, communicative strategies or narration
styles. The main distinctions arise from the forms - speaking or textual activities - that
make idiolect more unstable due to the constant changes of knowledge and
circumstances, while idiostyle is fixed in writing and author’s individual word choice
and worldview can be traced through the whole creative heritage.

Idiostyle is a multilevel and versatile notion, since it encompasses several
branches of Linguistics, namely Sociolinguistics, Pragmatics and Stylistics, each of the
facets stressing out the functions of expressive means and structural framework.
Therefore, idiostyle can be analyzed and classified based on the relevant features into
pragmasemantic, communicative and cognitive, linguostylistic, structural or
aesthetical approaches.

From the angle of linguistic personality theory, covered in the dissertational work
of O. Grygoriev, [1:25] text can be divided into three levels — verbal-semantic,
cognitive and pragmatic. The first one represents the traditional use of language for a
descriptive and expressive matter, the second layer consists of ideas, notions, and
concepts — the so-called cognitive units and realizations of human intellectual activity
that go through the process of thinking, learning and cognizing to find the way out in
speaking. The third and highest level is concerned with aims, motives, intentions and
interests of a speaker, which are the subject of Pragmatics.

The most common typology of styles is naturally found in Stylistics, which
examines stylistic devices, peculiar use of linguistic means and metatropes. Writer’s
preference for certain lexical and semantic fields, deviation from norms doesn’t affect

the meaning of a message directly, however, it will have drastic results in style. In his
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book on Stylistics, Pragmatics and Pragmalinguistics, L.Hickey [24:573-576]

exemplifies that two utterances different in form and ways of expressing, still identical
In content, demonstrate distinguishable stylistic characteristics and belong to disparate
styles. E.qg., the sentences ‘hit me up when you get free’ or ‘contact me when you have
spare time’ convey the same idea, although can be used in friendly small talk or during
a conversation with your colleague. Bloomfield [20] denied the possibility that two
messages of formal and informal styles, for example, could express similar opinions as
the interpretation of this data varies from speaker to speaker. In this article, we consider
such utterances to have specific communicative intentions, that impact reader’s or
listener’s understanding.

The reason why stylistic devices are important in communicating secondary or
connotative meaning connects Stylistics with Pragmatic Studies. The author chooses
or creates the most suitable variants to reach a certain evaluative, expressive or
emotional effect. On the other hand, with the help of speech acts that inquire, order or
convict a writer transcodes the sense, implies and evokes corresponding feelings. For
instance, Marian Keyes uses indicative mood with negation in ‘You are not to tell the
others’ as character’s command, which has the effect of seriousness.

Pragmasemantic facets of studying the idiostyle concern motives of the author,
his speaking in italics and reading between the lines. Pragmatics further on is often
associated with conversational analysis, Sociolinguistics and Psycholinguistics. From
how writer puts his thoughts on paper by selecting particular SDs and EM, what
message he wants to deliver, our description of approaches to idiostyle proceeds with
what initiates and drives the artistic images. 1.Sydorenko [13:15-16] in her research
suggests that verbal expressions and semantic field of the work are predetermined by
cognitive mechanisms of comprehension and association. So that idiostyle is made not
exclusively with chosen linguistic means, but built from the author’s worldview,
historical and social surroundings and creative consciousness. Author’s unique picture
of the world, system of personal values and assessment of reality contribute to his
distinctive style through stylistic means and thus, serve an aesthetic function. To sum

up the discussions above and set out the orients for our comprehensive analysis, the



following characteristics of the individual style are highlighted:
e Composition and structural peculiarities
e Semiotic system of signs and symbols
e Frequent use of definite stylistic devices

This list can be prolonged with main idiostyle components defined by R.Terebus
[16:174-182], which goes beyond linguistic properties and includes the author’s figure
as the embodiment of his works:

¢ Rich and flowery language

e Time ‘flavor’, epoch and historical events as factors of creating a unique
perspective

e Author’s language world picture, which in V. Puhach’s words [8:104], is
interpreted as a whole conceptual image of the world embedded into language
and verbalized in various ways, that can also be generalized as a set of judgments
about reality.

Language world picture and author’s consciousness which have become the
topical issue for modern research in the fictional literature field occupy a prominent
place in cognitive linguistics as well. The core of author’s world perception lies in the
system of concepts. The dictionary of cognitive terminology explains the concept as a
unit to designate mental or psychic resources of our informational structure and
consciousness reflecting the experience and knowledge of a human being. A concept,
also referred to as a unit of memory, brain language, mental lexicon, system of
representations is a prototype, ground for future ideas, for subjective perception of the
reality which is materialized in written form.

The investigation of concepts and their predicative, attributive and
complementary compatibility or, in a broader sense, the role of concepts in linguistic,
publicistic, artistic context composes the task of contextual analysis. [1:32]

Ultimately, the writing process is a communication act between the author and the
recipient (the reader), where an individual selection of words stimulates certain
experiences and always aims at achieving a planned effect. Adequate translation and

preserving the communicative intention as well as the general meaning and idiostyle is
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a baffling task and the greatest challenge in rendering literary texts. The goal of the

next section is to indicate the elements affecting the content, author’s idiostyle and
pragmatic value in fictional texts and to enumerate possible solutions to faithful and
valid translation.

Theoretical background of rendering linguistic and extra-linguistic features of

author’s individual style

The raising attention to author's individual writing technique popularised
discourse-oriented analysis and opened new aspects of a dialogue between the writer
and his audience. However, the two-sided interaction of the addresser and addressee is
interrupted and facilitated by the translator as a bridge or a mediator, who collects the
information and deciphers it for the reader. It is a common misconception that the role
of a translator lies in creating a new artwork, since translator's duties involve a broad
spectrum analysis for delivering the message correctly and not simply an invention of
another literary text. Reconstruction of the plot twists and characters alone doesn't
suffice the parameters of a qualified translation and unless other factors such as
pragmatic characteristics, idiostyle peculiarities, context aren't complied with, partial
or full losses of individual writing style, modifications of meaning, misunderstanding
can occur. A. Shevkun [29:182-185]nstudies and outlines the problematic aspects of
transferring I. MacEwan's writing such as national and cultural differences between the
source and target languages (conditioned by syntax and morphological systems),
specifics of the genre and the subjective nature of the translation which passes through
translator’s perception of the ocuvre. Shevkun dwells on three levels of a fictional text
— ideologically-aesthetic, genre-compositional and linguistic divided into lexical,
grammatical, phonetical and other stages. Vinay and Darbelnet [30] propose the
following division of translating techniques to solve the problems of rendering
linguistic means — direct and oblique methods. Direct transformations comprise a
category of borrowing, calque and ‘word-for-word’ translation, that according to
Maximov’s classification [7:144] of basic translation tools, correspond to formal
transformations.

When achieving absolute identity is practically impossible, the translator makes



use of oblique strategies, such as:
1. Modulation
2. Adaptation
3. Transposition (replacement in Maximov’s course)
4. Equivalence

In Maximov’s theoretical foundations [7:144-148], he distinguishes between
lexico-semantic (generalization, differentiation, substantiation, modulation) and
grammatical procedures (transposition, replacement, addition, omission) and points out
a higher level of transformations — lexico-grammatical one.

Depending on the approach to translation, different ways of conveying the content
or context and other extra-linguistic factors are prioritized. In a Comparative study of
Nida and Newmark’s translation theories L. Fengling [23:33-38] opposes the two
definitions of translation art and science in order to establish which plane - of meaning
or functionality is more important in translation process. In Nida’s viewpoint,
translation means reconstructing in the target language the closest natural analogue of
the original message, first considering the inner form (content) and then style. On the
other hand, Newmark strongly believes the translation to be a creative act, artwork that
makes an effort to substitute a written message in one language by the corresponding
utterance in another. The accent put in the first approach on equivalence Newmark
regards as a secondary feature and advocates for the communicative translation. The
semantic principle provides a more accurate and objective translation of the source text
in comparison with its communicative variant, focused on natural and faithful
rendering. The focus of the communicative approach is placed on the recipient, which
obliges the translator to adapt, decode and explain the subtext and connotative
meaning. While semantic translation deals with the reconstruction of meaning as
closely as possible. Although Newmark’s and Nida’s opinions about the property of
translation and ways of performing it are completely different, they agree at the point
that any message is translatable and it is impossible to reach the exact correspondence.
Transformations and inadequacy are inevitable because of national and cultural

realities, different natures of languages and even the perception of the audience.
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However, in the case of untranslatable utterance or need of total reorganization of either

form or content, Nida would give preference to preserving the meaning, apart from
Newmark, who would definitely choose the manner.

The overview of fundamental theory about translation and its main challenges sets
another task - to identify the place of idiostyle in translation process and methods of its
reproduction. As stated above, style reveals itself in a choice of particular means of
expression, which provide purely aesthetic and communicative functions. K. Nufez
[28:22-24] analyzing functionalism and Skopos (purpose theory) reckons that before
rendering literary texts the translator has to detect the communicative intentions which
in their turn determine the techniques and transformations applied in the process. He
cites and describes seven rules that should be taken into account in translating, out of

which three principles draw our attention:

1. A translation that fulfills its purpose the way the author intended with the same
Impact upon the reader as the sender expected is called functional.

2. Functionality isn't an intrinsic value of text and is acquired through the process
of reading, evaluation system of the receiver. Thus, a variety of readers and
functions makes identical reactions in different cultural backgrounds unfeasible.

3. Diversely from the understanding of complete translatability in Nida and
Newmark's ideology, Nufiez exemplifies Nord's belief that differences in time,
education and social environment, culture and worldview make the functions of
the target text modified and distant from the features of the source language.

Following Nida’s words that anything can be translated from one language to
another, we proceed with extra linguistic information and influence of author’s
individual style upon the translation. The Ukrainian school of literary translation
supports the idea of translatability, pointing out its creative character. A.Shevkun
[29:183] refers to M.Rylskyi and states that the required full and exact reconstruction
of meaning turns it into literal translation. In Rylskyi’s view [9:240], translation
shouldn’t be subordinated to the nature of another language or an individual author’s
style. The key to the understanding and sense of style lies in the affinity between the

writer and the translator, the ability to enter the writer’s micro world. Rylskyi claimed
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the adequacy of translation to be the same aesthetic effect of the TT and its equivalence

to the ST.

Taking into the consideration author’s biography, a unique system of values and
the importance of delivering both faithful, comprehensive and aesthetically as much
expressive message, the translator should take the role of a writer to observe the hidden
signs, implicated meanings and analyze the impressions he attempted to create. In
comparative analysis of Ukrainian translation and English original book Atonement by
I.MacEwan, A. Shevkun [29: 184-186] investigates the extent to which the translators
conveyed British novelist’s spectrum of feelings, characters and author’s idea. For
example, MacEwan maintains the level of suspense, intrigue and readers’ thirst to
know more by the transmission from absolute despair to the highest delight and
admiration, which is achieved by the accurate selection of epithets — the delicious
gloom or luminous, yearning fantasies. In the same way, Marian Keyes’s novels are
rich in descriptions, details and its concealed serious meaning is contrasted to

enthusiastic tone.
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Peculiarities of fictional discourse text analysis

Fictional discourse is the most diverse and most complex type of communicative
phenomenon. If discourse is a category consistent of certain pragmatic goals, shared
experiences, cognitive systems of participants, their cultural competence, then
idiodiscourse represents author's artistic space, combination of his inner and outer
world reflexions. From the perspective of text analysis, fictional discourse is regarded
as a group of mentafact texts. In the table of contents provided by Maximov
communicative intentions of this discourse are defined as to convince the addressee to
believe the author and change his ideological, aesthetic, cultural benchmarks in the way
the author plans. This purpose is achieved by the description of an imaginary world of
artistic ego and immersing the reader into it by the frequent use of stylistic devices,
expressive means and images. [7: 54-55]

Krochmalna conradicts the fact that individual style is present exceptionally in
literary texts, stating that scientific or media articles aren't devoid of idiostyle.
Contrastive and comparative analysis of other discourses and styles versus fictional
one clears out its distinguishing features [26:37]:

e Amusing and aesthetic function which comes from reading

e Subjectivity which is realized in a set of personal values and author’s perspective,
demonstrated through his own voice or his characters’ lines and actions

e Aesthetic function of literary texts is also revealed in the form (elevated language
or a well-structured plot)

e Presence of historical and cultural context, author’s image and his life experience

Another approach to analyzing any type of text and discourse is linguistic one, which
Is performed at four stages — linguo-centered, aspect of correlation between a language
and a text, text-centered, where the text is treated as an autonomic structure-content
unity beyond the participants of literary communication, anthropocentric approach
focused on the interactions between the author, the text and the reader, and cognitive
approach, which stresses out the correlation between the author, the text and outer
textual activities.

Apart from classic linguistic analysis and contextual-interpretational method,
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which dwell into the use of lexical means and the functionality of a text in different

contexts, in analyzing author’s writing style the conceptual approach is often
implemented. In Kucharenko’s [6] opinion, concept is the main category of a literary
text, which is compulsory and always present in the work as opposed to the plot. All
the categories and means that are applied in the text serve the formation of a concept.
And the concept, subsequently, is affected and created by individual’s cognitive space
and the situation motivational for the author.

The translation of fictional discourse (prose, poetry or drama) is art indeed, as
translators deal with artistic content, rather than linguistic substance. Therefore, each
translation of literary works should begin with a biographical note about the author,
reading the text for gist, investigation of its target audience, etc. Practical guide of these
procedures is listed below:

1. Identifying the genre

2. Finding and summarizing the information about background (what culture the
oeuvre represents, who the author is and when the work was written)

3. Detecting the skopos (aim or purpose), the importance of this step is determined
by the nature of mentafact texts, which influence the world indirectly, through the
implications, illocutionary acts and signs. For example, Marian Keyes’s series of
books about Rachel raises a chain of modern issues starting from the life after
middle age, addiction to those in global focus such as feminist movement. For
Keyes this problem is urgent in literature as well, since women get less
appreciation, attention from critics and chance to be recognized. Therefore, the
narration in her books and gender specifics are female.

4. Reaching the artistic effect of the original text by using the linguistic means of
current language.

5. Making a detailed analysis of all linguistic features of the SL and characteristic
traits of author’s idiostyle, applying necessary transformations and comparing the
communicative value of both variants.

To trace the main distinctive features of Marian Keyes’s writing style, it’s crucial

to outline her literary niche and some biographical facts. Marian Keyes is a popular
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Irish author of chick lit books, whose path in literature started unexpectedly in 1993

with short stories. Before her writer’s career, she struggled with mental health issues
and was once institutionalized because of alcohol consumption. Later on, Keyes gained
self-love, respect and paved her way into a new genre of chick lit. Her heroines face
similar tipping points in their lives, however, this time the author accompanies the
characters with a cheerful upbeat tone. In her interview for CBC, the host pointed out
her writing manner as lively, chatty, funny and natural, Marian Keyes herself admits
that these life experiences have affected her optimistic narration style.

Oxford reference (OR) determines chick lit as a kind of light commercial fiction
that originated in the 90s and gained its popularity thanks to Helen Fielding's comic
novel Bridget Jones's Diary. Chick lit is written by women and for women, which
comprises a great source for gender analysis and the study of stylistic specifics of this
genre. Marian Keyes’s bestsellers such as Watermelon, Lucy Sullivan is getting
married, Angels or her last publications — Grown-ups and The Break, depict the routine
of a metropolitan woman, coping with her personal life, marriage, social pressure, self-
identification in the context of daily rush and city rhythms. The theme and prototype
of an unmarried woman finding inner love and happiness has modified into more
specific subgenres e.g., nanny lit, mom chick lit, wedding chick lit, when the stimulus
of this female writing style is thought to be Jane Austen’s creative legacy.

Taking into account the genre and specifics of Marian Keyes writing style, we

will focus on:

1. The application of stylistic devices (e.g., symbolism as in the title 'The Break"
which signifies break up and a break, pause, rest, signs of carelessness and joy —
‘Watermelon’, ‘Holiday’)

2. Author's neologisms (the fear-of-becoming-jowly, the Waterboarder — taken from
The Break, chapter 1)

3. Any culturally or nationally biased lexicon that presents a challenge for translation

4. Peculiaritues of chick lit genre

5. Marian Keyes’s perception of the world, life-changing and dramatic events

through the prism of self-confidence and character’s development.
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Another aspect, contradictory to the magic plots and love lines of the novel,

should be included - the role of womanhood in the patriarchal society, particularly the
Irish community, which is considered to be quite conservative and is most importantly
catholic in tradition. In M. del Rio’s [22:12-21] feminist analysis of female romance
blockbusters by C. Kelly and M. Keyes the problem of women’s literature is voiced as
such supporting old stereotypes and praising modern values under the guise of romance
fiction stories. The issue of male order and dominance is illustrated by the narration in
Watermelon ‘He was so big and manly. He made me feel like a fragile little woman’,
proving that social and psychological inequality is still existent. In conclusion M. del
Rio comes to the thought that the model of world presented in M. Keyes’s works has
nothing to do with Irish cultural heritage but is inspired by the taste of modern
audience, demand of chick lit or fairy-tale dimension and the system of beliefs
anchored in the society since Middle Ages. With regard to such a tendency and the will
of readers to dive in the fictional world of turbulent events, the translator should
consider the aesthetic purpose of the novel as well as Marian Keyes’s way of
expressing it.
TEXT ANALYSIS

Idiostyle parameters outlined, we can proceed to the analysis of a text sample, and
its stylistic and linguistic characteristics. The text under consideration is Chapter 1
taken from Marian Keyes’s book The Break (see Annex B). As a novel, it belongs to
the fictional discourse and is a representative of mental fact texts, since the author
creates her imaginary world and persuades the reader to believe in the plot.

The study has brought into view the following characteristic features of chick-lit
genre and fictional discourse as the overflowing use of stylistic devices, namely
epithets (word-perfect, fear-of-becoming-jowly, strong delusional), metaphors (my
soul a tiny pilot light sparks into life; she can always smell a story) and comparisons
(it’s like playing Whac-A-Mole).As can be seen from the citations, Marian Keyes’s
narration is full of neologisms and occasionalisms, e.g., Waterboarder, city-with-fancy-
food, TPB —The Poor Bastard.

In the gender-oriented analysis such female features were distinguished as
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speaking in italics, the usage of rhetoric questions, complex grammar, the frequent use

of emotive language, comments and signs of doubt. For example:

“You're so cruel!’ she says. ‘You try being a little girl’ (she means herself) ‘whose

mum is in hospital for months on end with tuberculosis at a time when tuberculosis
wasn’t even a thing, when it was years out of date. The general characteristics of this
extract common for most fictional works is complex grammar and emotive lexicon.

From the viewpoint of idiostyle, the passage is peculiar for the usage of humour
and reference to celebrities such as Rihanna (books and films in further chapters) or
cultural realia (Whac-A-Mole game). The study also concerned the appearance of
woman-related vocabulary, the connection between concepts of love, family, life and
Marian Keyes’s individual style, expressed in the following semantic field as youthful,
less-young, marriage, drama, family, little girl, mum, wedding, husband, break.

All the general characteristics of fictional discourse combined with Keyes’s
distinctive features determine our target audience and the key message of the novel,

therefore setting a purpose for using relevant transformations.
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CHAPTER 2

FICTIONAL DISCOURSE CHARACTERISTICS: DISCOURSE SPECIFICS
AND TRANSLATION TECHNIQUES

Lexical transformations in rendering Marian Keyes’s individual style

Recreating the author’s individual style, a translator unintentionally becomes a
member of the creative process which requires basic writing skills and the ability to
select the most appropriate transformations in translation. The first group of such
changes is focused upon lexico-semantic transformations, realized at the word level. In
Marian Keyes’s oeuvre special attention should be paid to the frequent use of lexical
innovations or occasionalisms represented by the newly-coined adjectives which
characterize the unique perspective of her heroine e.g.,

(20) Horror that has nothing to do with the exuberantly flowery Laura Ashleyesque

wallpaper, curtains, and duvet cover that surrounded me and that | could dimly see
through the darkness (W, 44) — Ctpax, 1110 He MaB HIYOTO CHUIBHOTO 3 PO3KIITHUMHU
KBITKOBHUMH LINAJ€paMy, IITOPAMH 1 MOCTUIbHOIW Olnn3Horo Bin Jlopu Enum, mio
OTOYYBAJIA MEHE 1 K1 5 JIeIb MOTJIa PO3TJICITH Y MIBTEMPSIBI.

Taking into account that Ashleyesque was coined artificially using a suffix of
French origin, in translation the same technique can be applied with authentic means
of the Ukrainian language — mo-Emutiscsku. Yet in this case, to keep the translation
clear and melodic we will give a preference to the first variant. Still, the suffixation
principle in combination with word-forming elements such as -phobe is productive in
the following example and helps to convey the author’s creativity:

(16) Nothing. His socks. They were the worst. Yeah, look, I know, I'm a commitment-

phobe... (TB, 387) — Hiuoro. Xoua, =i. Moro mxapnerku. Haibxaxmusimi. I Tax, s

3HAaro, 0 I 000B’sa3Kk0(0o0KA. ..

Another way of creating neologisms characteristic of English is compounding,
which presents a challenge for translations into Ukrainian as the analytic system of the

first allows numerous compositions without affixation:
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(29) 1'd rise at six every morning and give thanks for blessings, and at Kiara’s

wedding, 1'd show up looking attractive-in-an-aged way, like yoga people do, with

pretty wrinkles but no jowls (TB, 404) — [llopanky 51 O BcTaBaja o MIOCTIH 1 IIKyBaJa

bory, a motim s 3aBitasia 6u Ha Beciuisa Kiapu rpaitio3dHO mOCTapiBIIO, SIK Ti, IO

3aiiMalOThCsI HOTOI0, 3 HEBEIMKUMH 3MOPIIIKAMHU, ajie y 4yJ0Biil popmi.

As can be seen, attractive-in-an-aged is a hyphenated compound adjective, which
Is reconstructed in Ukrainian with the help of an adverb and a participle, since there’s
no direct equivalent. The same instance can be observed in the sentence e.g.,

(1) When he left the restaurant that first night, with his three cronies, a blur of

briefcases and umbrellas and rolled-up copies of Financial Times and somber-looking
suits, he smiled good-bye to me, and | knew | was looking at my destiny (W, 9) — ¥
BEYip HAIIIOTO 3HAOMCTBA, KOJIU BIH BUUIIIOB 3 PECTOPaHY 3 TPhOMa CBOIMU APY3IMH,
a pa3oM 13 HUMH NPOMEIBKHYIN KEWMCH, MapacoiabKy, 3rOpHYTI razetu «PaiHeHIT

Taitmc» 1 cyBOp1 KOCTIOMH, BIH IIOCMIXHYBCSI MEHI HAOCTAHOK — 1 I 3p03yM1Jia, IO BiH

— toit camumii; where somber-looking is substituted with one adjective conveying the
meaning of formal, strict and monochromatic.
From the purely lexical viewpoint, there are several samples of proper names and

their transcribed (as in «®aitnennut Taiimcey) or transliterated versions («AnaTomist

['peit»), for instance:
(43) What if the blow from my hairbrush causes bleeding in his brain? There had been

something on Grey’s anatomy — he could have aneurysm (TB, 149) - Illo sk ymap

PO3YICKOIO CIPUYMHHIB KPOBOBIIIUB Y MO30K? S Bxke Oaunia Take B « AHaToMii ['peri»

- aHeBpH3Ma Morya posipBatucsa. The nuance here lies in the synchrony with the
translation of the series name as otherwise, the readers will not recognize the reference.
Therefore, for the Ukrainian variant of the book the title «Anaromis I'peii» fits better
than «AnaTomist mpuCTpacTiy.

From another perspective, in rendering fictional texts translators face cultural
differences and, alongside, the specific meanings given to them. Possible outcomes in
the translation of which are semantic changes introduced by narrowing or widening of

the sense and its logical development.
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Substantiation serves as a vital translation tool giving details or explaining the

information to the audience e.g.,
(11) Because no matter how hungry you are you still won'’t be able to bring yourself
to eat a thing my mother makes (W, 35) — Amke He BaXKIMBO, HACKLUIBKH CHIBHO TH

3TOJIOAHIB, TOO1 HE BIACTHCS OCHINTHU ceOe 3’iCTH Te, 0 HAKyXOBapujIa MOSI MaMa —

The transformation takes place between the words to make and nakyxoBapmuuia,
adding emotional coloring to the action which contributes to the cheerful tone of
Keyes’ narration. Semantically, if we compare two lexemes to make and to cook, the
English equivalent of kyxaproBaru, it stands out that to make is a universal commonly
used verb while to cook is both its substitution in this context and a more defined or
specific option. The opposite process takes place when unfamiliar realia, culturally
biased notions or details pertaining to the specialized sphere appear. Under such
conditions, a translator is on the fence about whether to generalize the meaning due to
its foreign nature or to apply a descriptive method of translation. To illustrate this
dilemma, the following lines can be cited:

(27) It was the worst idea ever to admit my news to Maura, but she has a knack

for getting the truth out of people. (We call her the Waterboarder) (TB, 15) - Po3ka3zatu

1[I0 HOBUHY Mopi OyJi0 HE HaWKpalIOKw 171e€0, aje y Hel XUCT BUOMBATH MPaBIy 3
mroneit. Came ToMy M 3BeMo ii Myuutensautiero. — Here the name Waterboarder takes
roots from the Waterboarding process, a type of torturing similar to drowning, yet
neither the average reader is acquainted with the concept, nor it plays a key role in
understanding. Therefore, the most adequate translation would be ‘kat’,
‘myuautensauis’ that logically completes the thought in a comic way. One more
instance of generalization can be found in the next sentence:

(31) The roads from Dublin Airport to be lined with cheering natives, waving
Union Jacks? Brass bands and red carpets? A national holiday to be declared? (W,

285)— 1o BiH ouikyBaB? Illo mopororw Bix aepomopty JlyOmiHa BHIIUKYHOTHCS

3aXOIUJIEHI HUM MICTSHHM 3 MpanopaMy 1 3yCTpiYaTUMyTh HOro 3 XJ100M-CULII0?

[loctensaTe KoMy 4YepBOHY JTOPIXKKY 1 3arpae opkectp? Uu BIamTYyIOTh JAEpiKaBHE

cearo? In this extract, Marian Keyes ironically uses the English flag as a symbol of
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honor and salutation, however the former name of this attribute will raise questions

amid the readers. As for the brass bands, the concept is generalized to the orchestra,
which consists of greater number of instruments and represents the same level of epic
and grandiosity.

(25) He named some downtown bed and breakfast. Not James s usual style at all.

He was more likely to be found in a plush corporate type of place (W, 266)—Bin Ha3BaB

AKUICh XOCTeN y 1eHTpl. 30BciM He cxoxke Ha JIxelimca. Bin paame ocenuBes 0 y

arokcoBoMy rotedi. Another underwater stone for a translator is to explain the meaning
of concepts absent in the target culture and, accordingly, in its language. A sound
decision is to find the equivalent notion, corresponding to a cheap motel for a one-night
stay, the closest to which would be a hostel. In addition, modulation takes place in the
phrase ‘a plush corporate type of place’, where the words ‘plush’ as a reference to fancy
furniture and ‘corporate’ in the sense of first class are translated as luxurious.
Passing on to the cultural divergences, the next point we should stress is the narration
abundant in details:

(26) Mum’’s life has been a sad one, but finally, she’s having fun and, whatever

she’s up to with her ganky earrings and gin-and-tonics, it’s her business (TB, 397)—

MamMuHe XKUATTS CKJIAJIOCS HEBECEI0, ajie HapelITi BOHA pajiia 1 mo O TaM BOHA HE

pobuia 31 CBOIMU CTAPOMOJIHUMU CEpPEKKAMH Ta KOKTEHIsIMU, 11€ i1 cpasa.

As it stands out, gin-and-tonics in Ukrainian is simply turned into ‘cocktails’ to
avoid the connotation of alcohol and to create an overall positive impression of the
character. This utterance will also present great material for the analysis of other
transformations such as differentiation e.qg., it’s her business — 1e i cmpasa. It is
apparent that this communicative situation has nothing to do with business itself, thus
in translation we opt for its contextual synonyms — matter. The following passage can
be taken under consideration:

(39) He'd probably stood in front of the mirror in his bedroom at the hotel and
practiced flinging his arms around me in a beseeching manner while he told me in a

voice choked with emotion that, although he still loved me, he was no longer in love

with me (W, 272) — Bin, neBHO, CTOSB Iepe] A3€PKajIOM B HOMEpPI TOTEIIO i1
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peneTupyBaB, Ik OrOpHE MEHE Yy CBOi 001iiMU Ta GiiaraTuMe To0CoM, TPEMTIUBUM BiJ

eMOIII 3pO3YMITH, IO XO04Ya BiH JIIOOUThL MEHE SK JIIOAWHY, SK JPYKWHY BiH MEHE

oinbire He koxae. What draws attention in this example is the accent on the words loved

and in love, which are opposed, adding to the conflict. In this case, to demonstrate the
emotional difference of the two statements we will use their semantic synonyms in
gradation — like and love —or as in the translation above highlight the contrast with
added ‘as a human’ and ‘as a wife’. Moreover, differentiation helps to select the most
natural variants, since the literal ‘Bin Ginbie He OyB y Jmr000Bi” seems artificial. The
other comment deals with the change of ‘practiced’ into ‘rehearsed’, which conveys
the character’s plan and logically develops the idea of acting in front of the mirror. The
word choice of this kind establishes the cause-and-effect relations and decodes implicit
information on a verbal level — to practice is a neutral verb, whereas to rehearse is
associated with performances. Causative relationships make the basis of modulation,
where the process and the result are rationally connected to bring the reader to a certain
conclusion:

(24) Please don't let her have realized where I was and what | was up to. | was

sure that my recent activities were written all over my face (W, 253)—Tinbku Ou BoHa

He 370rajanacs, ae s Oyma 1 uum 3aiiManacs. S Oyna meBHa, 10 MO1 HIYHI BUTIBKU
BUJIaBaB Miil BUpa3 oonuyuud. In such a manner, we follow the thought from ‘to be up
to something’ to ‘be engaged in some activity’. Modulation additionally stresses the
implicit meaning behind the words: the heroine is not concerned about her facial
expression itself as much as she is worried not to be disclosed.

(45) And with that | hopped up and made for the door, leaving James, sitting at

the table, mouthing silently like an agitated goldfish. (W, 304) —1 cka3aBum 1e, s

mgHsaIacsd 1 BuMNuIia 3 Kade, 3aaumuBiig J[keiiMca OJHOIO CHIITH 33 CTOJIUKOM

MOBUYKH, sIK 30JI0TY puOKy B akBapiymi. This example graphically illustrates how the
process ‘made for the door’ turns into the result ‘got out’, emphasizing the intensity of
the scene and making it clearer and easier for understanding.

(29) Mind you, their beach can’t have been that deserted if they managed to get

someone to take the photo (W, 373) —Ane x iX IUISDK HEe MIr OyTH TakuM BXe U
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OE3IIOIHMM, SKIINO iM BAaOCs 3HAWTH KOroch, XTo ix cdortorpadysas. Modulation
may serve as a means of explaining complex notions e.g., deserted —left alone or in
terms of a place, with no people in it; and leads us to the conclusion that if the beach is
deserted it is uninhabited as well.

(19) Helen picked up the baby and held her under her arm like a rugby player just
about to score the winning try for Ireland (W,38) — Xeien B3suta KpuUXiTKy 1 CXOIKIIA

17 pyKy, HEeMOB (PyTOOIICT M 14 171 perOi mepea TUM, SIK 3a0UTH BUPIIIAJIbHUHN T0JI

3a Ipianmiro. In this context, it is evident that the equivalent word for ‘try’ in Ukrainian
‘ciipo0a’ leaves unclear or implicit what attempt means. As a solution, the intended

meanings of winning and a try are combined into the word ‘goal’.
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Grammatical transformations in the translation of fictional discourse

One of the primal reasons why the translation from one language to another can’t
be devoid of transformations lies in the distinctive nature and structure of their
grammatical systems. Therefore, the plane of the meaning additionally requires
linguistic means which will communicate the idea faithfully. The most baffling
phenomena that might get in the way of rendering are the characteristic forms of
English such as the gerund, infinitive, participial and their derivatives, particular
tenses, the use of passive voice and a lot of other nuances. Amid grammatical
transformations, the most diverse and frequently applied techniques are syntactical and
morphological replacements, which provide suitable substitutions for parts of speech
or constructions found in one language system and absent in another, e.g.,

(9) Then she’d cross the kitchen with the would-be diner and say “All hail the

microwave. My advice to you is to befriend these two machines... (W, 36) —

[ToTiMm BoHa #muia 31 3roJOJHUIMM Ha KyXHIO 1 BEJIMYHO 3HaloMuiIa ix 13

MIKpPOXBUJIBOBKOIO, MPUTOBOpIOtoun: «Paky TOO1 MNOTOBAapUIIYBaTH 3 LIUMHU
npuiagamu...». The combination under analysis is a would-be diner, which is an
illustrative case of an English authentic —er ending. The suffix —er is capable of creating
new words for the names of professions or doers of the action, however, in Ukrainian,
the same pattern is not productive for all verbs that undergo nominalization. This
discrepancy raises the need for sense-for-sense translation and logical thinking, where
a would-be diner is a person about to have a meal and probably hungry. The link
between diner and hungry motivates our choice of adjective famished which in
Ukrainian can transfer to the class of nominalized nouns.

The second example of morphological replacement covers the same process of
changing the part of speech, yet in this context to achieve as much natural narration as
possible, for comparison ‘most T06i mopaga’ and ‘pamxy T06i’ belong to different
sentence types. The imperative mood intensifies the tone of the character and
exaggerates the irony of her statement. As mentioned above, grammatical replacement

Is an effective tool for translating constructions involving participles, e.g.,
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(5) I've heard of people being late for their own funeral but I started life with the

distinction of being late for my own birth (W, 32)— uyna, sk 11011 3ami3HIOBAJIKMCS Ha

BJIACHI TIOXOPOHHM, aj€ s HapoJujacs 3 OCOOJIMBICTIO 3ali3HIOBATUCS BXE€ Ha CBIU

MEepIIMI JE€Hb HAPOHKEHHS.

To distill down the role of verbals in these two examples, we should classify their
type and functionality. In this quotation, people being late is a gerund with an
attributive function attached to the noun with a preposition. As an alternative, we may
suggest the translation with an attributive clause ‘s 4yna mpo mrozei, ski
3amizHIoBasucs. ..” and the change will pertain to the syntactical replacement. The other
controversial example deals with the same components in the ‘distinction of being late’
where the gerund is translated as the infinitive, the closest corresponding verb form in
the Ukrainian language.

(6) They worried about me when I went to a school dance and had to be brought

home blind drunk by one of the teachers, when | was fifteen (W, 32)— Bouu

XBUJIIOBAJIMCSA MPO MEHE, KOJU y CBOI 15 4 minuwia Ha IIKUIBHY BEYIPKY 1 OJUH 3

BUYMTEJIIB MYCHB BIJIBE3THM MCHE JIojaoMy I'sHy, sk xiromi. The further example

considers the isomorphic feature for both languages, namely the presence of infinitives
and participles. Nevertheless, their composite use in the phrase ‘had to be brought home
blind drunk’ poses an issue for adequate and accurate translation. To avoid the
misunderstandings caused by the passive voice, we implemented transposition and
changed the word order, preserving the meaning of participle Il drunk corresponding
to nienpukmetnuk in Ukrainian, the modality of the verb ‘had’ and the infinitive ‘to be
brought’ in ‘mycuB Bigse3tu’. Such a swap between the subject and object in ‘I had to
be brought by the teacher’ and ‘Bumrtens MmycuB Mene BiaBe3tu’ adds to the syntactic
grammatical replacements.

Due to its analytical nature, English is much more flexible and less bound to such
morphological units as endings, making it easier for nouns to serve as adjectives.
(24) I wasn’t too current on the etiquette of addressing runaway husbands. Especially
since I was pretty sure that he wasn't in the process of trying to wheedle his way back

into my affections (W, 265)—1 He HaaTO 3HaNAacs Ha MpaBUIaX €TUKETY 3 YOJIOBIKAMM-
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BTiKayaMu. OcoOJIMBO BIKOJU s 3p03yMiJia, 110 JI)keiiMc He HaMaraeTbesl MPOKJIACTH
cobi nuax Haszaza a0 Moe€i aro0oBi. This extract is exemplary for dwelling on the
specifics of other grammatical replacements e.g., runaway if spelled as one word has
two meanings in English — an escapee and unrestrained — which is driven by the less
number of cases and the greater importance of the placement within the sentence. As a
way out, we made use of transposition, yet another morphological shift takes place
between words ‘in the process of trying” and ‘mamaraerscs’. Having touched on the
theme of strict word order in English as means of expressing the case and stressing the
emotional component, we will follow up with concrete examples:

(35) “Dad”, Helen interrupted him sharply, “please don’t tell me again how you

had to walk three miles to school in your bare feet ”(W, 43)— «Taty, — pi3ko obipBaJia

XelieH, — Oy/b Jlacka, HEe TTOYMHAN 3HOBY PO3Ka3yBaTH, K TH OOCOHDX MPOMIIOB J0
KoM [imux Tpu Muii». The first comment concerns the distinctions between
Ukrainian and English arrangements of direct speech and their rules of syntax. When
an English sentence requires standard and fixed placement of the subject in the first
position, this sequence can often be distorted in the Ukrainian language. Therefore, we
come up with ‘pi3ko o6ipBasia Xenen’ instead of ‘Xenen pizko obipBana’. Besides the
harmony in word order, transposition is an efficient instrument of putting an emphasis
on a certain lexeme as in ‘ax TH 00COHIXK NpoioB 10 mKoau . The accent can be
shifted toward the miles or the fact that the character crossed them in bare feet,
depending on their priority and position. Not only does the transposition serve for
emphasizing the main point, but it additionally compensates for particular grammatical
structures or linguistic means e.g.,

(14) 1 barely managed to close the door behind him before | started to cry. (W, 282)

He BcTuria s 3a4MHMTH 3a HAM JBepi, sAK posiurakanacs. Even though the adverb

‘barely’ has its equivalent in Ukrainian — nenp — its usage would demand the inversion
e.g., JieJb BCTUTIIA s 3a4MHUTH ABepi. From another perspective, we claim the action to
be incomplete, thus an effective way of rendering it would be an antonymic translation,

which falls under the category of lexico-grammatical transformations. Barely, hardly,
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no sooner, scarcely plus when are synonymic literary English constructions that

necessitate inversion after the primary word, the example of which is examined below:

(21) She probably thought | was calling to spill the beans about my night of

passion with Adam. Little did she know of the great drama that had occurred in the

meantime (W, 261)-Bomna, neBHo, Jymaia, o S J3BOHIO HOILTITKYBATH PO MUHYITY

IpUCTpacHy HIY 3 AjaMoM. AJie 3BIIKH il 3HATH MPO Ty JipaMy, 10 BiAOyJIacs 3a e
gac? The phrase under the study ‘little did she know’ enhances the miserable amount
of information the heroine possesses and is equal to Ukrainian ‘ae 3Hasma BoHa’ Of
‘3BijKku it Oyno 3uaTi’. In the first suggested translation, we would utilize antonymic
change to counterbalance the words little and nothing, while the second variant is
peculiar due to the transformation of a declarative sentence into an interrogative one
(grammatical syntactic replacement) which leads us to another conclusion and
perception of the situation. It is also important to note the alteration from ‘my night of
passion’ into ‘mpucrpacHy Hiu® combining transposition and morphological
replacement. Each of the extracts discussed in this practical part contains at least one
sample of universal transformation in translation id est addition. The addition is
generally brought into use in case of a gap between the meanings of two notions in
target and source texts; when word-for-word translation is not explicable and sufficient
or there exists a non-translatable unit peculiar to the grammatical system of one of the
languages. For instance, the distinguishing feature of English is the creation of clusters
where some of the nouns perform the role of an adjunct:

(49) | had made the decision not to be with James and, being an “Instant

Gratification Girl, ” I wanted to feel wonderful immediately. I had wanted the fruits of

my decision to fall into my impatient lap right now (W, 375) — I octarouno Bupiimia
kuHyTH J[[xeiimca, ane Ak JroOUTENbKa MHTTEBOI HACOJOAM 1 pE3yJbTarTiB, s
HETepIUIsiue XOTia MOYyBaTUCS MaciuBor. S kagama, abu TI0aU 1BOTO PIIICHHS
3BAJIMIIMCST MEHI 710 pyK TpsiMo 3apa3. In the first sample, we come across the Instant
Gratification Girl term, a three-component cluster that characterizes the main heroine’s

impatient behavior and with its order eliminates the need for prepositions.
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On the basis of its structure, the translation starts with the nucleus of the

construction and at this point addition expounds what kind of gratification the
protagonist is seeking - positive results, changes, fulfillment. Addition establishes links
between the feeling of satisfaction and happiness, the split in the relationship, and as a
consequence — a brand new life. Analogical need raises when the semantic field of
English in some instances is broader due to the invention of new concepts and names
to denote them:

(50) Anna’s eyes lit up at the mention of doing my makeup. She approached with

a plastic bag that seemed to be full of crayons and pencils. (W, 262)— Oui AHHuH
3aCBITWJIMCS TIPU 3Talll CJIOBa «MaKisDK» 1 BOHAa HaOmu3miacs 10 MEHE 3

KOCMETHYKOIO, 31aBaJIOCs, IIOBHOIO OJIBIIIB JUIs O4eit, ry0 Ta OpiB. TO put it another

way, as crayons are designed in English-speaking countries the term hasn't been yet
borrowed into Ukrainian, therefore to differentiate between crayons and pencils we
specify their usage and parts of the face they enhance. The possibility of transliteration
and transcoding the notion into the target language would be confusing since crayons
are also associated with colorful wax or chalk sticks used for art purposes. On the same
principle, details can be omitted if they are redundant or obscure to the target audience
and their worldview:

(30) He must be having a nervous breakdown, | thought. He'd become a spooky,

shadowy, Howard Hughes-type reclusive figure (W, 292) —V Hporo, neBHO, HEPBOBHIA

3pUB, TIOJIyMaJia 51, aJi>Ke BiH BUTJISAAB, IK 00KEBIIbHUN BUHAX1THUK.

The exclusion of Howard Hugh in this excerpt is predetermined by the familiarity
of a reader with a character whose peak of fame falls in the 19" century. As an option,
his image, career achievements, and traits can substitute the reference to his name and
the feeling that it evokes. Moreover, the emotional constituent of a mad inventor
correlates to the nervous breakdown mentioned in the first line. In terms of lexico-
grammatical equivalence, the omission is also a way of keeping the translation laconic
and clear as in the change from ‘must be having’ into ‘nesno’, which conveys certainty

yet doesn’t reveal the full potential of ‘be having’ form.
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This rule applies to the words whose absence in the sentence will not ruin the

general perception or which have no correspondence in Ukrainian as the numeral
‘one’. One can have the properties of an indefinite pronoun or a countable noun, e.g.,
(32) You'll be lucky, I thought, thinking of the relaxed attitude of the Irish postal system,
compared to the English one (W, 310) — Ile T00i me KOPTUTSH, MOAYMAIA 5, 3TAAYIOUH

MOBUJIbHE 00CIYyroBYBaHHS IpJIaHCHKOI MOIITH Y TOPIBHSAHHI 3 aHTJIIHCHKOIO.

With regard to the details, especially technological or scientific ins and outs, we
claim that omission facilitates the reading and draws the focus to the idea that the author
wants to transmit:

(48) A palazzo in Florence, a penthouse in New York, a mews house next door to
Buckingham Palace, more priceless jewels than you could shake a stick at, a publishing
house or two, a Lear jet, a hot boyfriend, some count or duke or something, and the
absolutely essential dark secret and hidden tragic past (W, 220) —3amox y ®opeHitii,

nenrxayc y Heto-Mopky, Oy1nHOK nopsifl 13 ByKiHTeMCBhKUM MajialioM, Taki 10pOre3Hi

JlaMaHTH, 0 ¥ YSIBUTH BaXKKO, JEKIJIbKAa BUJABHUIITB, BJACHUN JIITAK, MPUBAOITMBUN
XJIoneup — AKUiice rpag abo repuor, i Kpail BaKJuBa TAEMHHULS 3 il MPUXOBAHOTO

TPariyHoro MUHYJIOTO.
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Lexical, grammatical, and contextual transformations in the translation of

fictional discourse

The translation is an art form itself, which should not only convey the message
but be recognized by its style and author. Be it translating or creating, the process
commences with the fundamental ideas and their realization through the appropriate
word combinations. This leads us from the lexical and grammatical levels to the
syntactic one or even further since translators compile the sentences into coherent and
comprehensive passages.

To begin with, we will exemplify the key features of Marian Keyes’s style and
the ways of their rendering on a greater scale:

(45) James wouldn't by any chance be interested in absolving himself of all guilt in this

story fiasco, would he? James wouldn't, by some freak chance, be manipulating me in

some way?(W, 300) — Hesxe JIxeliMC Hamara€TbCs SIKOCh CKHHYTH 3 ceOe yCHo
IIPOBHHY HAIIOTO PO3CTaBaHHs 1 mepekynactu Ha MeHe? Hegowce JenMc, SKUMOCH
yrHOM, MaHinyae MHO? Regarding this sentence separately, it might seem that
these lines do not make a significant difference and they can be successfully cut out,
yet on the background of the whole chapter 28 this extract makes a drastic change in a
perspective of events. As the heroine and her ex-husband are having a conversation
about the reasons for their break, the reader may start sympathizing with the cheater
unless the translation includes the word ‘manipulate’ and evokes negative emotions.

The passage also undergoes numerous transformations such as antonymic
translation (wouldn’t and memxe), omissions (would he, freak chance), modulations
(story fiasco), and transpositions (James wouldn’t), thus adding up to all three sections
of our analysis.
The next though-provoking issue is rendering the allusions or references to the literary
and cinematic works which is a common feature of Marian Keyes’s idiostyle:

(46) In the same way that the stewards on the Titanic were more concerned about
the unemptied ashtrays on the bar than the enormous hole in the side of the ship which

was letting in zillions of gallons of water, | too was worrying about the unimportant

and ignoring the vital (W, 216) —I Hibu cTroapau Ha TutaHiKy, MU XBUITFOBAIUCS TIPO
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HEBUYMIIICHI MOMUJIBHUIIN y 0api OuIbIie, HiK PO BEJIMUE3HY JIPKY Y KOPIyci Kopaois.

Mu niepexuBIM Ipo APIOHUIN, HE nmoMivaroun rojaoBHol npoodiemu.lf this hook for

the readers’ attention is an internationally famous historical tragedy, the translation is
getting more complicated in case of cultural specifics:
(17) After dinner, which by the way, poor Dad had got all wrong—pickles on

Mum'’s apple pie, cheeseburgers instead of Quarter Pounders with cheese (which, of

course, gave rise to the accusation of “Cheapskate ), Coke instead of diet Coke—Dad
ordered Helen to go to her room and study (W, 207) — A miciis Bedepi, sSIKy 0110 TalTHIHA
TATO TeTh TMEpEeIulyTaB — MapUHOBAaHI OTIPKM HAa MaMMHIM IMIApJIOTI, 3BUYAMHI

yu30yprepu 3amMicTh 1a0J MOPIi 3 CUPOM (Yepe3 110 TaTOo, 3BICHO, 3/1aBaBCs CKHAPOIO)

1 COJIOZIKOT KOJIM 3aMiCTh JIETUYHOI — BIH HaKa3aB XeJICH 1TH JI0 CBOET KIMHATH POOUTH

ypoku. This translation resolves the issue of the cultural gap in a descriptive manner:
Quarter Pounders are substituted with ram6yprep 3 nmoasiitHoro nopitieto cupy; Coke
Is equated to koua, etc. While in the following sample linguistic gap and disparity are
balanced with the help of compensation:

(49) James called at eight o ’clock the next morning. I declined to speak to him.

And at eight-forty. Ditto. And at ten past nine. And ditto once again. Then came an

unexpected lull until almost eleven, when there were three calls in quick succession.

Ditto, ditto and ditto (W, 376) — JI>keiiMc OA3BOHUB O BOCHEMIl HACTYITHOTO paHKy. 51

ckunyina. I o BoceMiit copok. JdapemHo. O nem’sariit gecsatb. MapHno. [loTiM HacTaiio
JTVMBHE B3aTHINIISL O Maibke OJMHAAIATOI, IO IIepepBajocs TpbOMa JI3BIHKAMU

nocrijb. MeHi Bce oaHo... The biggest hindrance here comprises the repetitive use of

‘ditto’, the alliteration and intensifying effect of which is achieved through the short
nominal sentences and the emphasis of three words in accordance with three calls.
Ukrainian word-for-word translation of ditto means ‘the same’ and though it partially
reveals the heroine’s reaction, the form of the scene is disrupted. Therefore, the
Ukrainian variant suggests using the alike in sound synonyms vainly, uselessly, and
anyway to stress the pressure between the speakers. Moreover, the combination of |

don’t care or anyway equals in quantity to ‘ditto, ditto and ditto’.
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As we proved the humor to be Marian Keyes’s signature in chapter 1, the
importance of rendering her jokes is undoubtable:
(40) Like a hangman turning up to do a day's work wearing a Hawaiian shirt and

a baseball cap back-to-front, grinning from ear to ear as he told knock-knock jokes (W,

270) —YsBiTh co0i kaTa, IO ¥1e Ha poOOTy y raBaiichKiil copoulli i B OeicO0NbHIN
KCHHi 3a0M HaIICpca, 3 YCMiIHKOIO Ha BCC O6JII/IIILISI, PO3KA3yHO4UHn XKapT «CMCPThb
kaTam». A reference to American history shows that knock-knock jokes have gained
popularity since the 20" century due to their characteristic *knock-knock’ opening and
wordplay that finishes it in the last line. Despite the fact, that knock-knock type of
anecdote is literally present in Ukrainian culture, it is a way less gratified humor. In
this regard, we recreated the farce with the homophones ‘katu” and ‘xotu’, which
origins from a Ukrainian recent joke, based on the misunderstanding of the two words.

Given that this anecdote is widely known and even if unrecognized — easily
guessed — its presence compensates for the artistic effect and ironic impression.
Unfortunately, the jokes can be missed or left with a long explanation if built on the
pun with no equivalent in the Ukrainian language:
(41) You see, my father’s name was Jack, and in the early seventies when hijacking
was the popular news item (since overshadowed by child abuse), an uncle from
America greeted my father with the words “Hi Jack” (W,41) — Pozymiete, Mmoro 06aTbka
3BajIu J>Kek 1 Ha MoYaTKy CIMACCATHX, KOJIM BUKPAICHHS MAIlINH, «XalDKEKIHTY, OyII0
y BCIX HOBHMHaX (1 HaBITh 3aThbMapUJIO0 HACWJILCTBO HAJ AITbMH) OJWH Halll ASIBKO 3
Amepuku xapToma ckazaB TaToBi: «Xaii, /Dkek». It can be evident in the example
above, that the wordplay concerns the contextual homonyms of address and a type of
crime, therefore in translation, we are limited to the name of the main character and the
only possible outcome would be descriptive translation or addition instead of
compensation.

In case of total reorganization the plane of content can be as far as successfully
retained, yet with an ultimate change of the form:
(21) She probably thought | was calling to spill the beans about my night of passion

with Adam (W, 261) - Bona, nieBHoO, aymaJia, 1o s J3BOHIO MOIUIITKYBATH PO MUHYITY
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npuctpacHy Hid 3 Agamom. This time we will focus on the idiomatic nature of the

phrase ‘to spill the beans’ which deals with revealing secrets or private information
rather than spilling actual vegetables. In the translation, we are left with two variants —
to render the meaning neutrally or to select the Ukrainian equivalent with the same
emotional coloring. As the context determines, the characters are presumably just
chatting and gossiping, therefore its meaning becomes more generalized and neutral.
Total reorganization exceeds the translation of idioms and also covers peculiar
English language usage of phrasal verbs and phraseologisms. In this matter, there are
numerous ways of rendering phrases and proverbs involving native, folk, colloquial,
and emotional language. For instance,
(3) So Unlucky Jim took off, my father said abruptly (W, 33) — To6to, cepaera JIxum

HaKMBAaB I1’ITaMH, — Pi3KO OJIMOBHB TaTo.

In the sentence above ‘took off’ is used in its secondary meaning, i.e to leave
suddenly, to run away, and not to remove something or take to the air. To bring out its
connotation and ironic aftertaste, we will give preference to the Ukrainian
phraseological unit ‘HakuBaTu ’aramu’, though there are numerous flowery synonyms
as ‘nmatu apanaka’, ‘kMHyTHCS HaBTikada’ and even colloquial ‘3munsiTi’.

(34) 1 wanted the chance to tell him to fuck off and that | wouldn't touch him with

a ten-foot pole (W, 283) - AGu TUTbKM MeHi iABEpHYJAcS HAroja MOCIATH HOTO 1

JIOJATH, IO s He MOBEPHYCs 0 HHOTO Hi 3a ski rpomri cBity. Evidently, here total

reorganization is represented by a multi-component idiom and the changes will affect
the whole subordinate sentence. The direct meaning of ‘a ten-foot pole” enhances the
will of a heroine not to have anything in common with her ex-husband, yet the
translation goes further and integrates her line into the general matter of a conversation.
Taking into account their discussion of financial issues, the word choice would be
appropriate as well as the easing of a tone in ‘fuck off” to ‘mocmarn’.
The translation of idiomatic expressions creates room for creativity and it is
lexicologically informative to observe the equivalence of such units in the compared

languages:
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(36) | know we're both unfamiliar with this sort of thing, but don't you think we

should try to sort out the basic issues ourselves and let the lawyers dot the t's and cross

the i's? (W, 278) - fI 3naro, mo Mu Briepiie MpoxoauMo depe3 Mo i0HI pedi, aine YoMy
0 Ham He cnpoOyBaTH BPEryNIOBATH TOJOBHI NMHUTaHHS CaMHUM, a Jajli JTO3BOJHMO

aJIBOKaTaM PO3CTaBUTH Kpanku Haa «i»? It is peculiar that the English original idiom

includes the part ‘dot the t’s’ while the Ukrainian variant is shortened to ‘cross the i’s’.

Although, both phrases mean to finish the work by paying special attention to the
details, in Ukrainian the collocation ‘po3craButn Kpanku Hajg «i»’ evokes a negative
reaction in the sense to finally resolve, to bring to an end and to break up in this extract.
Though frequently idioms are predictable and understandable from the setting as in
cross the 1’s, their conventionality may occasionally raise questions and difficulties in
translation:

(42) You always were a silver-tongued devil, | said, forcing a smile into my voice

(W, 286) — Tu 3aBkau MaB HiABIIICHOTO SI3MKA, — BiAMOBHIIA 51, BUJABIIIOIOYH 3 ce0e

nocmimky. In English, a silver-tongued devil is called a crafty and witty person, often
claimed to have good oratorical skills, whereas in Ukrainian the focus is shifted to the
speaker’s colorful language and ‘sweet’ words. In order to preserve its idiomaticity we
may apply a corresponding phraseologism ‘matu miaBimeHHul s3UK’ &S TOBOPHTH
JTOTEIHO, BIJILHO, TIEPEKOHJIUBO.

The last transformation belonging to the lexico-grammatical group is the
antonymic translation which targets the lexemes or prefixes with negative meaning,
double negations, and certain constructions. Antonymic translation can effectively
minimize the number of words and simplify the sentence, contributing to its perception:

(7) But the last thing he wanted was to see me unhappy (W,34) —Ane BiH B

’KOJTHOMY pa3i He XOTiB OM moOaunTu MeHe HemacHoto. It is fair to say that ‘octanns

piu, siky 0 BiH xoTiB’ would sound unnatural and rough while the option ‘he wouldn’t,
in any case, want me to be unhappy’ creates the feeling of comfort and doesn’t raise
any questions concerning its sense or form. In the same fashion, antonymic translation
takes place when an English word initially conveys a negative meaning as in the

example with the adverb ‘never’:
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(34) It might have been appropriate if her glance had strayed inadvertently out of

the garden_and under the oil tank, but never mind (W, 59) - Byso 6 kparie, sKkOu BoHa

MHUMOBOJII BUTJISIHYJIAa ¥ BIKHO, YM 3pOOMJIa BUTIIS, IO HIYOTO He Oayusia B3arali.

Despite the fact that in English never, nobody, nothing, and the particle ‘not’ should
not be utilized in pairs within one sentence, double negation is grammatically correct
in Ukrainian. That allows us to logically reconstruct the sense from looking at the
garden outside of the window to pretending not to see anything at all. When in the latter
we apply double negatives. As a rule, antonymic translation also occurs when the word
initially conveys a negative meaning:

(8) “You wouldn’t give it (Whatever it was) to the dog”, Margaret would reply

(W, 36)— lllo 6 me He OyJao, i cobaka Take HE ICTMME, —BiIMOBIIsLIa Mapraper.

Semantically we may compare the phrases ‘never mind’ and ‘whatever it was’ as both
have a negative particle encoded in their meaning: ‘don’t bother or don’t worry’ and
‘it is not important what or it makes no difference’. One more thing is that both contain
ever or never in their structure, the translation of which requires lexical
transformations. Therefore, we come up with the corresponding option ‘mio 6 11e He
oyno’. The same applies to adverbs barely and scarcely studied in the previous chapter,
where negative meaning lies in the nature of a word though doesn’t manifest itself in
its form:

(14) | barely managed to close the door behind him before | started to cry (W,

282)— He BcTHIIA 5T 3a4MHNATH 3@ HAM JBEPI, SIK pO3ILIaKaIacs.
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CONCLUSIONS

In terms of this study, we have outlined the key characteristics of individual style,
based on Marian Keyes’s novels ‘Watermelon’ and ‘The Break’, discussed the
specifics of fictional discourse translation in general and the challenges of rendering it
from English to the Ukrainian language.

In theoretical fundamentals, we have identified idiostyle as a set of stylistic
devices or linguistic properties chosen by the author, his worldview, mentality, cultural
specifics, and image which are realized in text. We have differentiated between
confusing notions of individual style and idiolect as belonging to the oral or written
forms. During the examination, we have established distinctive elements of fictional
discourse and chick-lit genre, which are the light and amusing narration, feminine
markers such as speaking in italics and the abundance of emotives.

From another perspective, we have conducted a discursive analysis of Marian
Keyes’s works that has shown her unique writing style components — new coinages,
the peculiar use of humor and idioms, references to other cinematic or artworks, and
an emotive lexicon, which presented the most arduous issue. In the practical part, we
have applied numerous types of transformations the most productive of which proved
to be explanation and suffixation in case of occasionalisms, total reorganization as for
idiomatic and phraseological units, compensation and descriptive translation in
conveying irony or sarcasm, transliteration or transcription in proper names of films
and books, and lastly, differentiation in combination with addition as for emotive
language. As can be seen in the table below, the most frequent translation techniques
appear to be grammatical replacement (13%), transposition (10%), total reorganization
(10%), antonymic translation (10%), descriptive translation (8%) and modulation
(11%). The prevalent group of transformations is lexico-semantic one its number
reaching (33%), while other categories are approximately balanced — grammatical
(33%), lexico-grammatical (28%).
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Ways of translation and transformations

= Transcription

= Transliteration

= Suffixation

= Generalization

= Concretization

= Modulation

= Differentiation

m Grammatical replacement
= Addition

= Omission

= Transposition

= Total reorganization

= Descriptive translation

= Antonymic translation
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ANNEX A
BinTBopeHHs iHAMBITYaJIBLHOI0 CTHJIIO Y MepeKJIali (Ha MaTepiaji poMaHiB

Mapian Ki3)

TexcT opurinany TexcT nepexnany
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When he left the restaurant that first
night, with his three cronies, a blur of
briefcases and umbrellas and rolled-

up copies of Financial Times and

somber-looking suits, he smiled good-

bye to me, and | knew | was looking at
my destiny (W,9)

VY Bedip HaIoro 3HaOMCTBA, KOJIHA BiH
BUUIIIOB 3 PECTOPaHy 3 TpbOMa CBOiMHU
Ipy3sIMH, a pa3oM 13  HUMHU
MPOMEJIPKHYJN KEHCH, TapacoyibKH,

3ropHyTi razetu «PariHennun Tanmcey

1 CYBOpi KOCTIOMH, BiH NOCMIXHYBCS

MEH1 HAaOCTaHOK — 1 5 3pO3yMijia, IO

BIH — TOW CaAMUH.

They were both in their late fifties and

had worried about me from the day |
was born (W,32)

Im o6om OyJI0 MiJi HICTACCAT POKIB 1

BOHHM XBWJIIOBAJIUCA IIPO MCHC 3

NEepIINX JHIB.

So Unlucky Jim took off, my father said
abruptly (W,33)

TobOto, cepmera J[kum HakuBaB

H,SITaMI/I, - piSKO OIMOBHB TAaToO.

Nightmarish memories of family
dinners came flooding back to me. Was

| out of my mind? (W,35)

Kommapsi crioraau npo Haii Beuepi 3
POJIMHOIO HaxJIMHYJIU Ha MeHe. Herxe

s 300K€eBOJILIA?

I'’ve heard of people being late for their

own funeral but | started life with the
distinction of being late for my own
birth (W,32)

A 4dyna, Sk JIOQU 3aMi3HIOBANKCS Ha

BJIACHI IIOXOPOHH, aJIC A HAapOoAUJIacsd 3

0COOJIMBICTIO 3aIlI3HIOBATHCS BXE Ha

CBI/ MEPIINI I€Hb HAPOIKEHHS.

They worried about me when | went to

a school dance and had to be brought

home blind drunk by one of the
teachers, when | was fifteen (W,32)

BoHu xBuiroBanmucs npo MeHe, KO y
cBO1 15 s minuia Ha MWIKUIbHY BEYIPKY 1

OIUH 3 BUUTEIB MYCHUB TIPHUBE3TH

MEHE JI0JIOMY I1’SIHY, SIK XJIFOUI.

But the last thing he wanted was to see

me unhappy (W,34)

AJe BIH B KOJHOMY Da3i HE XOTIB OU

MOOAYUTH MEHE HEILIACHOIO.

“You wouldn’t give it (whatever it

[Ilo 6 e He Oyio, 1 co0aKka Take He

was) fo the dog”, Margaret would
reply (W,36)

ictume, -BiAMOBIIsIIa Mapraper.
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Then she’d cross the kitchen with the
would-be diner and say “All hail the

microwave. My advice to you is to
befriend these two machines...” (W,
36)

IToTiM BOHA HIuIa 31 3roJOAHIIAM Ha

KYXHIO 1 BEIMYHO 3HaMoMMIIa 3

MI1KpOXBHIIBOBKOIO. T0O1

«Pamxy

IMOTOBApHUITYBATHU 3 OUMH

InpuiaagaMu. . .»

10.

| wanted to hug her and hug her and

never let her go. | never wanted her to

feel the rejection and loneliness and
shock that | was feeling (W,37)

S xotina 3aTtucHyTd ii B oOiiiMax 1

HIKOJIM HE BIANMycKaTu. Sl He Mmorja

JIO3BOJIMTH, a0H 1i 3ATUIIIIIH, SIK MCHE,

- 1 BOHa BIOYyJa Ha co01 MO

CaMOTHICTb.37

11.

Because no matter how hungry you are
you still won 't be able to bring yourself
to eat a thing my mother makes (W,35)

AJKe He BaXKJIMBO, HACKUIBKH CHJIBHO

TH 3TOJOJHIB, TOO1I HE BIACTHCS

ocwiMTH cebe 3’ictTh  TE, 11O

HaKyXOBapwia Mogd Mama. 35

12.

You see, my father’s name was Jack,
and in the early seventies when
hijacking was the popular news item
(since overshadowed by child abuse),
an uncle from America greeted my
father  with  the “Hi

Jack”(W,41)

words

Posymiete, moro 6aThka 3Basm J>Kek 1

Ha IMIOYaTKy CiM,Z[eCSITI/IX, KOJIN

BUKDAJCHHS MAIllMH «XalIKEKIHT
Oymo y Bcix HOBHMHAaX (1 HaBiTh
3aThbMapUJI0 HACUJIBLCTBO HAJ JITbMH)
ONMH Haml [J9ApKO 3 AMEpHUKH

XKapToma TaToBl:  «Xai,

2 KCK».

CKa3zaB

13.

After | came out of the bookshop,
clutching my child and my gold-

embossed best-seller, | just happened

to be passing the café that I had gone

to with Adam the previous Saturday
and | just happened to have an hour or

two to kill so | just happened to sit

there and—qguess what? — Adam just

BuitmoBiym 3 KHUTApHI # 00XOMUBIITN
OJIHIEI0O PYKOIO MO0 JIOHEUKy, a
IHIIIOIO - HOBEHBKHUM OecTcenep 13
30JI0TOI0 MANIITYPKOIO, S HEHAPOKOM
onuHuiaca Oull kKade, Kyaum M 3
AJ1aMOM XOJIUJTM MUHYJIOT CYOOTH 1 3a
30iroM 00CTaBUH y MeHEe OynH BUIbHI
1 BXe

FOJIMHKA-IIBl, TOX

parToM
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happened to walk in only an hour and
a half after | arrived (W,220)

CHUJILJIAa 32 CTOJIMKOM 1 — Brajaure mo?
—~ AaM HEHapOKOM HaBiJIaBCS CIOJU

4yepe3 MiBTOPH T'OJIMHHU.

14,

“Dad”, Helen interrupted him
sharply, “please don’t tell me again
how you had to walk three miles to

school in your bare feet ” (W,43)

«Tary, - pi3ko obipBana XemneH, - Oyab

Jacka, HE oYM HAM 3HOBY
pO3Ka3yBaTH, K TH OOCOHIX MPOKIIIOB

JIO TIIKOJIH IUTHX TPY MUJIIY.

15.

“And I'm thinking about an inking”,
Mum says. “Over my dead body”,
Maura shouts from another room (TB,
388)

«41 momymyro mpo Tary», - cKasaia
Mama. «TUIbKM yepe3 Mill Tpym», -

BUTYKHYJIa Maypa 3 1HIIIOi KIMHATH.

16.

“Nothing. His socks. They were the
Yeah, look, I know, I'm a
commitment-phobe... ” (TB, 387)

worst.

«Hivoro. Xoua, Hi. Moro mxkapnerku.
Haixaxmusimi. 1 Tak, g 3Haro, mo s

000B’s13k0(h00Ka. .. »

17.

After dinner, which by the way, poor
Dad had got all wrong—pickles on
Mum’s

apple pie, cheeseburgers

instead of Quarter Pounders with

cheese (which, of course, gave rise to
the accusation of “Cheapskate”),
Coke instead of diet Coke—Dad
ordered Helen to go to her room and
study (W, 207)

A micns Beuepi, AKy O170JIallHUM TaTo
reTh NePeTuIyTaB — MApUHOBAH1 OT1PKU
Ha MaMMHIM IIapioTLi, 3BUYAiiHI

yu30yprepu 3aMicTh Aa0a mopiii 3

cupoM (uepe3 10 TaTo, 3BICHO,

3/1aBaBCSl CKHApOK0) 1 COJOJKOI KOJU

3aMICTh JIETMYHOI — BIH Haka3aB
XeJleH 1TH JI0 CBOET KIMHATH POOUTH

YPOKH.

18.

The jealousy is hot and green in my
veins and I start to shake, as [’'ve been

injected with poison (TB, 392)

Bix peBHOIIIB s yce 3eneHimana i
YepBOHLJIA, IMMOKM MEHE HE M[0Yaio

TPYCHUTH, HIOU BIJ OTPYTH.

19.

Helen picked up the baby and held her
under her arm like a rugby player just
about to score the winning try for
Ireland (W, 38)

XeneH B3sla KPUXITKY 1 CXOMMIIA i1
PYKy, HeMOB (QyTOomicT M’S4 s
per0i 3a0UTH

nepex  TUM, K

BUpIIIAJILHUY 101 32 [pianmito.
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20.

Horror that has nothing to do with the

exuberantly flowery Laura

Ashleyesque wallpaper, curtains, and

duvet cover that surrounded me and
that 1 could dimly see through the
darkness (W, 44)

Crpax, 1110 He MaB HIYOTO CHUJIBHOTO 3
PO3KIITHUMH KBITKOBUMU
HInagsepaMy, MTOPaMH 1 MOCTLUIBHOIO
Bix Jlopum Emum,

OLIU3HOIO 110

OTOUYBaJId MEHE 1 SKl s JieJb MOrJja

PO3TIEAITH y MiBTEMPSIBI.

21.

She probably thought I was calling to
spill the beans about my night of
passion with Adam (W, 261)

Bona, neBHo, aymaia, 1o s A3BOHIO

HOIUTITKYBAaTH po MUHYITY

MPUCTPACHY HIY 3 AZaMOM.

22,

Little did she know of the great drama

that had occurred in the meantime (W,
261)

AJie 3BIJIKH ¥ 3HATH PO Ty Apamy, 1110

B110yJ1acd 3a 1ei yac?

23.

That’s funny, I thought, everyone’s
usually fast asleep by this hour
(W, 253)

JluBHO, ajpke s rajgajnga, 10 B TakKy

TOJIMHY YC1 B3K€ MOCHYJIH.

24,

Please don’t let her have realized
where | was and what | was up to. |
was sure that my recent activities were

written all over my face (W, 253)

Tinpku OM BOHA He 370rajgajiacs, 1€ s

Oyna 1 yuM 3aiimanacs. S Oyna neBHa,

10 MOI HIYHI BUTIBKH BUIAaBaB BHpPa3

o0y,

25.

I wasn’t too current on the etiquette of

addressing runaway  husbands.

Especially since | was pretty sure that
he wasn’t in the process of trying to
wheedle his way back
affections (W, 265)

into my

S He HaaTo 3HajIacid Ha ImpaBUjIax

eTUKETY 3 4OJOBIKAMHU-BTIKAYaMH.

Oco06MBO BIAKONM 51 3po3yMija, IO
BiH HE HaMaraerhCcs MPOKJIACTH COO1

UIAX HA3a 10 MOE€T JIF0DOOBI.

26.

He named some downtown bed and
breakfast. Not James’s usual style at
all. He was more likely to be found in

a plush corporate type of place

Bin Ha3BaB SKMIICh XOCTEJ Y IIEHTPI.
3o0BciM He cxoxke Ha Jlxkeirimca. Bin
pazaiie ocenuBcs O Yy JIOKCOBOMY

roTeN.

(W,266)
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217,

Mum’s life has been a sad one but
finally she’s having fun and, whatever
she’s up to with her gunky earrings
and gin-and-tonics, it’s her business
(TB, 397)

MamMuHe KUTTS CKJIAJOCS HEBeECeJo,
ajic HapemTi BoHa pajiia 1 mo 6 Tam
CBOIMU

BOHA He pobmma  3i

CTapOMOJHHUMHU CCPCIKKaMHU Ta

KOKTEWJISIMU, 11€ 11 cIIpaBa.

28.

It was the worst idea ever to admit my
news to Maura, but she has a knack
for getting the truth out of people. (We
call her the Waterboarder) (TB, 15)

Poskazaru 1mr0 HOBHHY Mopi Oyiio He
HaWKpaIow 1JIe€r0, ajge y Hei XHUCT
BuOuBaTH mnpaBay 3 mojed. Came

TOMY MU 3BE€MO i1 MYyUYUTEIbHHULICIO.

29.

Mind you, their beach can’t have
been that deserted if they managed to

get someone to take the photo (W,373)

AJie kK TX TUISK He MIT OyTH TaKUM BKe

W OC3IIOJHHM, SKIIO IM BJaJIoOCs

3HAUTH KOI'OCb, XTO X

chotorpadyBas.

30.

1'd rise at six every morning and give
thanks for blessings, and at Kiara’s
wedding 1'd

attractive-in-an-aged way, like yoga

show up looking

people do, with pretty wrinkles but no
jowls. (TB,404)

[[lopanky st Ou BCTaBajia O MIOCTIH 1
nsikyBania bory, a motim s 3aBiTana Ou
Kiapu  rpaitio3no

IIOCTaPIBIIOIO, K TI, IO 3aMMAaIOTHCS

Ha BECLILIA

HOror, 3 HEBEJIMKUMH 3MOpPIIKAMH,

asie y uyAoBiil ¢popmi.

31.

He must be having a nervous
breakdown, | thought. He'd become a

spooky, shadowy, Howard Hughes-

Y HBOro, NEBHO, HEPBOBUU 3PUB,
nojxymaina s, ajpke BiH BUIUIAJAB, 5K

00KE€BUILHMI BUHAXITHUK.

type reclusive figure (W,292)

32,

The roads from Dublin Airport to be
lined with cheering natives, waving

Union Jacks? Brass bands and red

carpets? A national holiday to be
declared? (W,285)

[ITo BiH ouikyBaB? Illo mopororo Bif
aeporiopty JlyOsiHa BUIIHUKYIOTHCS
3aXOIUICHI HUM MICTSIHU 3 Iparopamu
1 3yCcTpiyaTUMyTh HOro 3 XJIIO0M-
ciuiro? TlocTensaTte #omMy dYepBOHY
TOPIKKY 1

3arpae opkectp? Yu

BJIAIITYIOTH ICPKABHC CBATO?
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33.

You'll be lucky, I thought, thinking of
the relaxed attitude of the Irish postal
system, compared to the English one
(W,310)

[le TOO1 TIEe KOpPTUTH, MOAyMana S,
3raJlyloud MOBUIbHE OOCIYrOBYBaHHS
1pJIaHACHKOI TOWITH Yy TMOPIBHSIHHI 3

AHTIHCHKOIO.

34.

It might have been appropriate if her

glance had strayed inadvertently out

the garden and under the oil tank, but
never mind (W,39)

byno 6 xpare, sskOu BoHa MHUMOBOJI
BUTJIIHYJNAa y BIKHO, 4YH 3poOmia

BUTIJISAA, 1110 HIYOro He Oauniia B3araii.

35.

| wanted the chance to tell him to fuck
off and that |1 wouldn't touch him with
a ten-foot pole (W,283)

AOuU TUIBKM MEHI MiJBEpHYyJacs

Harojaa I11ocJjIaTu 1oro 1 JoAdaTtH, o

HE MOBEPHYCSI 10 HHOTO Hi 3a SIK1 IPOIIIi

CBITY.

36.

| barely managed to close the door

behind him before | started to cry
(W,282)

He BcTMIIA S 3aYMHUTH 32 HUM I[Bepi,

SIK pO3ILIaKaacs.

37.

I know we're both unfamiliar with this
sort of thing, but don't you think we
should try to sort out the basic issues
ourselves and let the lawyers dot the t's
and cross the i's? (W,278)

Sl 3Har0, WO MM BIIEpIIE HNPOXOAUMO
yepes no1i0H1 pedi, aje yomy O HaM He
cpoOyBaTH BPETYJIIOBATH TOJOBHI
MUTaHHS CaMUM, a Jalli J03BOJIUMO

aBOKaTaM pPO3CTABUTHU KpAIIKM Hal

«i»?

38.

James, you must know what child

support payments are, | told him, faint
with shock (W,278)

JxenMce, XTO, IK HE TM Ma€Ill 3HATH,
0 Take aJIMEHTH, - HaKUHYJacs s,

CIIOJIOXAHA B1JI IIIOKY.

39.

Better out than in was always my motto
(W, 274)

Miit nuBi3 3aBxau OyB — Kpaile

BUITYCTUTH, HI’)K TDUMATH B COOI.

40.

He'd probably stood in front of the
mirror in his bedroom at the hotel and

practiced flinging his arms around me

Bin, meBHO, CTOSIB TIepeT A3€PKAJIOM B
HOMEpl TOTEN0 1 pPENeTUPYBaB, SK

OrOpHE MEHE Yy CBOi 00iiiMu Ta
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in a beseeching manner while he told
me in a voice choked with emotion

that, although he still loved me, he was

OylaraTuMe TOJI0COM, TPEMTIUBUM Bij
eMOIlIA 3pO3yMITH, IO XO4Ya BIH
JIIOOUTH

MEHE dK JIIOJUHY, SIK

no longer in love with me (W,272)

IPYKUHY BIH MEHE OUIBIIE HE KOXAE.

41.

Like a hangman turning up to do a
day's work wearing a Hawaiian shirt
and a baseball cap back-to-front,
grinning from ear to ear as he told
knock-knock jokes (W,270)

VYsBiTh 001 KaTa, 1110 1€ Ha poOoTYy Y
raBalchKiil copoulli 1 B 6eicOonbpHIN
KETIIli 33JI0M HaIepe/, 3 YCMIIIKO Ha
00y,

BCE pO3Ka3yrouu  KapT

«CMEPTH KATAMY).

42.

Prehistoric man must have felt the
same sense of disbelief when one of his
fellows hopped down out of one of the

trees and started to parade around on

just two legs (W,269)

[lepBicHa monuHa, MaOyTh, TaK CaMO

Jamacsa JWMBY, KOJIM OAWMH 3 11
OJIHO3EMIIIB CKOUHMB 3 JIepeBa 1 Mo4aB

BHUXO/I>KaTH Ha CBOIX IBOX.

43.

You always were a_silver-tongued

devil, I said, forcing a smile into my
voice (W,286)

Twu 3aBXIu MaB IIIABIIIEHOI'O SA3UKA, -

BIIMOBHJIA s, BUJABIIOIOYH 3 ceOe

MTOCMIIIIKY.

44,

What if the blow from my hairbrush
causes bleeding in his brain? There
had been Grey'’s
anatomy — he could have aneurysm
(TB, 149)

something on

Illo sx ymap poO34iCKOI CIPUYNHHB
KpOBOBWJIMB y M030K? S Bxke Oaumnia

Take B «AHaTomii ['peii» - aHeBpu3Ma

MOTJIa PO3ipBaTHUCS.

45.

And with that | hopped up and made

for the door, leaving James, sitting at
the table, mouthing silently like an
agitated goldfish (W, 303)

I cxazaBmm 1€, S OUIHSJIACS 1 BUMIILIA

3 kade, 3anummBImg Jlkeitmca 0gHOTO
CHIITH 3a CTOJMKOM MOBYKH, SIK

30JI0Ty pUOKY B aKBapiyMmi.

46.

James wouldn't by any chance be
interested in absolving himself of all

guilt in this story fiasco, would he?

Herxe JlxenMC HaMaraerbCs SIKOCh
CKHHYTH 3 ce0e yCI0 MPOBUHY HAIIIOTO

pPO3CTaBaHHs 1 MEpPEKIacTu Ha MeHe?
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James wouldn't, by some freak chance,
be manipulating me in some way?
(W, 300)

Hesxe JlxenMc, SKMMOCh YHHOM,

MaHINYJIE MHOIO?

47.

In the same way that the stewards on
the Titanic were more concerned
about the unemptied ashtrays on the
bar than the enormous hole in the side
of the ship which was letting in zillions

of gallons of water, | too was worrying

I uibu crioapaun Ha Turtaniky, Mu

XBIJIIOBAIUCS ~ TNPO  HEBUYHINCHI
NOMUIBHUINL y Oapi Oinble, HIK MPo
BEJIMUE3HY JIPKY y KOpIyci Kopaos.

Mu nepexuBaad po Ip1OHHUIN, HE

HOMIYAIOYHY TOJIOBHOI IPOOJIEMH.

about the unimportant and ignoring
the vital (W, 216)

48.

A palazzo in Florence, a penthouse in

New York, a mews house next door to

Buckingham Palace, more priceless

jewels than you could shake a stick at,
a publishing house or two, a Lear jet,
a hot boyfriend, some count or duke or
something, the
essential dark secret and hidden tragic
past (W, 220)

and absolutely

3amok y @nopeHiii, nearxayc y Hpto-

Hopky, OYIMHOK nopsiz 13

ByKIHreMChEKUM aJIAIOM, TaKil

JIOpOTE3H1 J[laMaHTH, 10 ¥ YSIBUTH

BaXKKO, JEKIIbKa BUJIAaBHUIITB,

BJIACHUU JITaK, MpUBa0IMBUI

XJIONEIb — SIKUKCh rpad ado repiior, i

Kpall BaXjuBa TaeEMHULSA 3 11

MPUXOBAHOTO TPAriyHOTO MUHYJIOTO.

49.

James called at eight o’clock the next
morning. | declined to speak to him.
And at eight-forty. Ditto. And at ten
past nine. And ditto once again. Then

came an unexpected lull until almost
eleven, when there were three calls in
quick succession. Ditto, ditto and ditto
(W, 376)

JlkeliMC TOA3BOHMB O  BOCHMIHU
HAaCTYyIHOIo paHky. Sl ckunyma. I o
BOCBbMili copok. [lapemuo. O neB’sTii
necath. Mapso. [ToTiM HacTaio JuBHE
3aTUIIIIS 10 MalKe OJUMHAAIATOL, 110
3BIHKAMH

nepepBajgocs  TpboMa

mocIk. MeH1 Bce OJIHO. ..

50.

Anna’s eyes lit up at the mention of

doing my makeup. She approached

Od4i AHHU 3acCBITWJIIMCS TIpU 3TafIll

CJIOBA «MAaKISHK» 1 BOHA HaOIMU3MIACs
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with a plastic bag that seemed to be | no MeHe 3 KocMeTHUKOIO, 31aBaNIOCH,

full of crayons and pencils (W, 262) | moBHOIO OJIBIIB JuId O4Yel, I'y0 Ta

OpiB.

ANNEX B
Marian Keyes The Break: Chapter 1
Friday, 9 September
‘Myself and Hugh,’ I say. ‘We’re taking a break.’
‘A city-with-fancy-food sort of a break?” Maura narrows her eyes. ‘Or a Rihanna sort
of a break?’

‘Well?” She presses her case. ‘Is it the city-with-fancy-food break?’
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‘No, 1t’s -’
‘The Rihanna kind? You’ve got to be joking me, because Rihanna is — what? —
twenty-two and you’re —’
‘Not twenty-two.’ It’s imperative to shut her down before she utters my age. I don’t
know how | got to be forty-four. Clearly I’d my eye off the ball but, a bit late to the
party, I’m trying to airbrush away all references to it. It’s not just the fear-of-dying
and, worse, the fear-of-becoming-jowly, it’s because I work in PR, a dynamic,
youthful sector, which does not value the ‘less-young’ among us. I’ve bills to pay,
I’m simply being practical here.
So | avoid any stating of my age, like, ever, in the hope that if no one says it, no one
will know about it and | can stay age-free until the end of time. (My one regret is that
I didn’t adopt this attitude when I was twenty-seven, but | knew nothing when | was
twenty-seven.)
‘I’m your sister,” Maura says. ‘I’m seven years older than you, so if I’'m fifty-one -’
‘Of course,’ I say very, very quickly, talking over her, to shut her up. ‘Of course, of
course, of course.” Maura has never worried about getting old. For as long as I can
remember she’s been ancient, more like Pop’s twin sister than his eldest child.
‘So it’s a “break” where Hugh can go off — where?’
‘South East Asia.’
‘Seriously? And then ... what?’
‘He’ll come back.’
‘What if he doesn’t?’
It was the worst idea ever to admit my news to Maura, but she has a knack for getting
the truth out of people. (We call her the Waterboarder.) She can always smell a story.
She’s known something’s been up with me for the past five days — I thought I’d be
okay if I kept ducking her calls but clearly | have a strong delusional streak because it
was only a matter of time before she showed up at my work and refused to leave until
she knew everything.
‘Look, nothing is definite,’ I try. ‘He might not go.” Because he might not.

“You can’t let him,” she announces. ‘Just tell him he can’t and let that be an end to it.’
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If only it was that simple. She hadn’t read Hugh'’s letter so she didn’t know the

torment he was in. Letting him leave was my best chance of saving my marriage.
Probably.

‘Is it to do with his dad dying?’

I nod. Hugh’s dad died eleven months ago, and Hugh had shut down. ‘I thought that
if enough time passed he’d be okay.’

‘But he isn’t. He’s the opposite of okay.” She’s getting worked up. ‘This effing
family. When will the drama stop? It’s like playing Whac-A-Mole.” Maura’s rages
are familiar and they no longer have the power to utterly terrify me. ‘No sooner is one
of you toeing the line than another of you blows your life up. Why are you all such
disasters?’ She means me and my siblings and, actually, we aren’t. Well, no more
than any other family, which is to say, quite a lot, but so is everyone else’s, so we’re
fairly normal, really.

‘It must be my fault,” she declares. ‘Was I a bad role model?’

‘Yes.’

In actual fact she was the least bad role model that ever lived, but she’s upset me.
Surely, all things considered, I’'m deserving of sympathy.

‘You’re so cruel!” she says. ‘You try being a little girl’ (she means herself) ‘whose
mum is in hospital for months on end with tuberculosis at a time when tuberculosis
wasn’t even a thing, when it was years out of date. A little girl who has four younger
brothers and sisters, who won’t stop crying, and a big, cold house, which is falling to
bits, and a dad who can’t cope. Yes, I have an over-developed sense of responsibility
but ...’

| know the speech and could do a word-perfect recitation, but closing her down when
she’s in full flow is next to impossible. (My siblings and I like to joke that her
husband TPB — The Poor Bastard — developed spontaneous mutism shortly after their
wedding and that no one has heard him speak for the past twenty-one years. We insist
that the last words he’d ever been heard saying — in tones of great doubt — were ‘I do
2.7

‘What’s going on?’ I ask, baffled by her antipathy. ‘I haven’t done anything wrong.’
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‘Yet,” she says. ‘Yet!’
‘What are you saying?’
She seems surprised. ‘If your husband is “on a break” from your marriage’ — she does
the quotation marks with her fingers — ‘then aren’t you’ — more quotation marks — “on a
break™ too?’
It takes a few moments for her words to sink in. Then, to my great surprise, something
stirs in me, something hopeful that, after the last five horrible days, feels like the
sweetest relief. In a small recess of my soul a tiny pilot light sparks into life.

Slowly, I say, ‘Seeing as you put it like that, well, I suppose I am.’

PE3IOME

KypcoBy po00OTy mNpHCBSIYEHO OCHIKEHHIO 1HAMBIIYyaJbHOTO CTUJIO Ta
0COOJIMBOCTSIM TEpEKIIaay aBTOPCHKUX HEOJIOT13MiB, allt031i, TyMOpY i1 eMOTUBHOCTI.
VY xoxa1 po6oTtu Oyiio BUCBITIICHO crieli(iKy sIBUIA 1COCTUIIIO HA MPUKIIAI TBOPIB
Mapian Ki3, npoananizoBano ypuBku 3 pomaniB «KaByn» Ta «llay3a», omnucano
1CHYI0U1 BUJIM TpaHchOopMallii 1 ciocoOu nepekiiaay JeKCUHYHUX HOBOBBEICHb, )KapTiB
Ta eMOTHBHHX 3aC001B MOBH, a TAKOX 31HCHEHO NIEPEKIaAANbKIAN aHai3 (PaKTUIHOTO
maTepiany (OKa3ioHaNi3MiB, IpOHIi, ajar03iii Ta eMOIIHHOI JIEKCHKH B XYJI0KHBOMY

nuckypci, yceoro 50 pedensb). KpiM Toro, y AOCHIPKEHHI CTBOPEHO TaOJUITO, IO



MICTUTh MOKJIUBI CITOCOOM MEPEKIaay CTUIIO aBTOpa.
Knrouoei cnosa: nepexina, nepexialalibkKuii aHai3, iHIUBITyalbHUN CTHIIb,

17I€0CTHITh, OKA310HAJII3MH, aJTf031s1, TYMOp, EMOTUBHICTb, XyI0OKHIN AUCKYPC.
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