MiHICTEepCTBO OCBITH 1 HAYKH Y KpaiHU
KwuiBchbkuii HaIllOHATEHUN JIIHTBICTUYHUN YHIBEPCUTET
Kadenpa anrmiiicekoi ¢imonorii 1 pinocodii moBu
Kypcosa po6ora Ha

Temy: " [IpUKMETHUKOBI OIMHUIII B TIEPEKIIa/Il Ha YKpaiHChKY MOBY (Ha MaTepiaii
TBOpiB Poanpaa Jlans)"

Crynentku rpynu 1A 10-20

(bakyIbTeTy repMaHChKO1 (h1JI0JIOTIT 1 MepeKIasy
JIeHHO1 opMH 3700yTTs OCBITH

cneniainbHoCcTi 035 dinonoris

Cneyianizayia 035.041 I'epmancoki mosu ma nimepamypu (nepekiao 6KIH4HO),
nepuia — aHenilucoKa

Xora Anacracis CepriiBHa
HaykoBuii kepiBHUK:

KaHAuAAT QUIONOTIYHUX HaAYK,
JoneHT,mpodecop kadeapu
KozsipeBuu 303yist Jliana BacuniBHa
HamionanpHa mikana

Kinbkicts 6aniB

Omiaka €EKTC

Kwuis 2024



Ministry of Education and Science of Ukraine
Kyiv National Linguistic University
Department of English Philology and Philosophy of Language
Coursework on

topic: " Adjective units translated into Ukrainian (based on the works of Roald
Dahl)."

Student group PA 10-20

Faculty of German Philology and Translation
full-time education

specialty 035 Philology

Specialization 035.041 Germanic languages and literatures (including
translation), the first is English

Zhoga Anastasia SerhiivnaSupervisor:
candidate of philological sciences,
associate professor of the department
Kozyarevich Zozulya Liana Vasylivna
National scale

Scores

Evaluation of ECTS

Kyiv 2024



CONTENTS

INTRODUCTION

CHAPTER 1 THEORETICAL PRINCIPLES OF THE
REPRODUCTION OF EMOTIONAL ADJECTIVES IN
LITERARY TRANSLATION

1.1 Artistic text as a unity of systemic and individual

1.2 Emotional vocabulary and its classification

1.3 Difficulties in translating emotional adjectives

CHAPTER 2 ANALYSIS OF THE TRANSMISSION OF
EMOTIONAL ADJECTIVES IN THE TRANSLATION OF THE
STORY "MATILDA" BY ROALD DAHL

2.1 Ways of reproducing emotional adjectives in the process of
translation

2.2 The application of translation transformations in the process of
translating emotional adjectives

CONCLUSIONS

BIBLIOGRAPHY

LIST OF REFERENCE SOURCES

LIST OF DATA SOURCES

PE3IOME

11
23
26

26

30

34
36
37
37
38



INTRODUCTION

One of the main and most interesting aspects of translation theory and
practice is stylistic when translating into a foreign language. The stylistic aspect in
translation is quite important, as it is necessary to convey the means of expression
laid down by the author in the original text. According to A. Fedorov [2], "to
translate means to correctly and fully express with the help of one language what
was already expressed earlier with the help of another language.” The translation
of stylistically colored lexical units usually causes certain difficulties, since the
search for an equivalent of the original lexeme is complicated by its presence, in
addition to denotative, connotative meaning. The equivalent chosen in the
translation should reflect all the variety of functions of the lexical units of the
original, including the development of expressive and emotional connotations in it.
This explains the need for linguistic analysis of the work and its translations in a
comparative aspect. The stylistic aspect of translation is extremely important.

It must be remembered that the translator could not and cannot obtain a
high-quality artistic translation without a competent stylistic transfer of the
original. The overall quality of the translation will depend on how completely the
original is stylistically reproduced. In this light, the skill of the translator is
extremely important. The expression and emotional coloring of words in a work of
art give expressiveness to the text, and their competent stylistic reproduction also
affects the final result of the translation. It is natural that for literary critics,
linguists, and cultural scientists the main and most interesting problems are related
to artistic translation. Such prominent domestic and foreign scientists as I. Arnold,
L. Barkhudarov, S. Bukhtiyarov, A.Veselovskyi, N. Grabovskyi, V. Komisarov,
Ya. Retsker, V. Slepovich, Yu. Vannikova, V. Vinogradov, S. Vlakhov, I.
Halperin, A. Kunin, H. Casares, V. Koller, V. Mokienko, Yu. Naida, L.
Roysenzon, S. Florin, A. Fedorov, A. Schweitzer, and others. devoted their works
to the study of stylistic techniques and ways of their reproduction in translation.

The relevance of the study is due to the fact that, despite the large number of

works related to the study of the emotional coloring of lexical units, this topic
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remains insufficiently studied. The specified direction of research is especially

difficult when considering it within the framework of a work of art.

The question of studying the degree of imagery of an artistic text, achieved
through the use of emotionally colored words, is particularly acute. In this regard,
the translation and preservation of this imagery, the selection of an appropriate
equivalent for emotional vocabulary in a literary text related to a culture different
from the language it is being translated into, is of particular interest.

The main goal of this work is to identify and describe the means of
transmitting emotional and expressive information during translation.

In order to achieve the specified goal of the study, it is planned to solve the
following research tasks:

1) analysis of the literature devoted to the study of various problems of the
theory of expressiveness and emotionality of the artistic text;

2) analysis of the main means of conveying emotional information in an
artistic text;

3) analysis of the use of emotionally colored vocabulary in the story
"Matilda" by Roald Dahl;

4) research (using a comparative analysis) of the Ukrainian translation of the
short story by V.Morozov, and the definition of techniques and transformations in
the transmission of original expressive units, their assessment from the point of
view of translation adequacy.

The tasks were solved using such methods as: theoretical analysis (the study
of the theoretical foundations of the study of the features of emotionally expressive
vocabulary in linguistics), critical analysis (the study of the problem of the
classification of emotionally expressive vocabulary), theoretical synthesis (the
generalization of theoretical information about the concept of emotionally
expressive vocabulary and its functioning in the artistic text), systematic analysis
(selection of factual material and its grouping), holistic approach to the study of
stylistic phenomena, descriptive method and continuous sampling method

(description of the features of the use of emotional and expressive vocabulary in
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the specified work and translation transformations in order to reproduce it in

translation), comparative and analytical methods (analysis of ways of reproducing
emotional and expressive vocabulary in the process of translation).

The object of the study is the emotional and expressive vocabulary of the
story "Matilda™ by Roald Dahl.

The subject of the study is techniques and transformations in the transfer of
emotional and expressive units of the story "Matilda" by Roald Dahl.

The scientific novelty is determined by the topic itself, which was not
previously developed in the field of linguistics, and consists in the analysis of the
story "Matilda" by Roald Dahl in English and Ukrainian languages, the study of
techniques for reproducing the emotional and expressive vocabulary of the story,
which gives the language emotionality and imagery, helps to highlight a certain
subject or a phenomenon from a number of homogeneous ones.

The practical significance of the work is that the results of the conducted
research will contribute to the further development of the outlined problems and
can be used in the study of such courses as "Stylistics of the English Language”,
"Comparative Stylistics of the English and Ukrainian Languages", "Conceptual
Principles of Literary Translation", "Practice translation”.

Structure of work. The work consists of an introduction, two chapters,
conclusions and a list of used sources, which includes 15 items. The full scope of

the study is 38 pages.
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CHAPTER 1 THEORETICAL PRINCIPLES OF THE

REPRODUCTION OF EMOTIONAL ADJECTIVES IN LITERARY
TRANSLATION

1.1 Artistic text as a unity of systemic and individual

Literary translation or, more precisely, the translation of poetic and artistic
works, differs sharply from other types of translation, it involves the translator's
speech creativity, possession of literary talent. After all, the translation of the same
phrase is completely different for different people. Such a translation is a real art,
as the aesthetic effect is achieved by appropriate language means, in particular
rhythm, rhyme and alliteration.

Translation of works of art is not an easy task, one can argue about poetry
for a long time, and, according to the famous translator R.K. Minyar-Bilorucheva,
it is necessary to admit only selected ones to the translation of poetic works. This
type of translation activates mental activity, artistic taste, broadens horizons, and
deepens knowledge of both foreign and Ukrainian languages [10].

Artistic style is probably the least studied of all the existing styles, because it
Is the most mobile, because it develops creatively. Artistic style does not know any
obstacles on the way of its movement to the new, previously unknown. Moreover,
the novelty and unusualness of the statement becomes a condition for successful
communication within this functional style.

In the works of art, a very small range of topics is touched upon, mostly life,
human thoughts, the search for a way and the meaning of life, but the number of
artistic means used to describe these topics is practically unlimited. In addition,
every writer strives not to blend in with his pen colleagues, but on the contrary, to
stand out, to tell something new, to interest the reader. And the translator must not
only preserve the content of the work, but also the style, genre character of the

work, the aesthetics of the author, means of artistic expression, including the form
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of poetry.Therefore, it can be said that the translator must become a writer himself.

This is not always possible, which is why such great poets as O.S. remain
unrecognized representatives of other peoples. Pushkin, J. Byron or U. Hugo, but
this should be strived for [4].

In artistic texts, countless tropes and figures of speech are used, which
distinguishes this style from others. And the translator must create a text that
represents the original in a foreign culture as fully as possible. Of course, the
preservation of as many tropes and figures of speech as possible should be
mentioned among the criteria of such a translation, as an important component of
the artistic stylistics of this or that work. In addition, the translation should indicate
the era of creation of the original.

At the beginning of my work, | was faced with the question - is it possible to
accurately and completely convey in one language thoughts expressed by means of
another language? There are two opposing views on this problem in the scientific
community:

1. "Theory of untranslatability”. According to this theory, a full-fledged
translation from one language to another is generally impossible due to the
significant difference in expressive means of different languages; the translation is
only a weak and imperfect reflection of the original, which gives a very distant
idea of it [3].

2. Another point of view held by the majority of researchers, which formed
the basis of the activities of many professional translators, is that any developed
national language is a completely sufficient means of communication for the full
transfer of thoughts expressed in another language. This is more true for the
Ukrainian language - one of the most developed and richest languages in the
world.The practice of translators proves that any work can be fully (adequately)
translated into Ukrainian while preserving all stylistic and other features
characteristic of this author [1].

Literary or artistic translation. This type of translation conveys the thoughts

of the original in the form of the correct literary Ukrainian language, and causes
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the greatest number of disagreements in the scientific environment - many

researchers believe that the best translations should be performed not so much with
the help of lexical and syntactic correspondences, but with creative studies of
artistic relationships, in relation to which correspondences play subordinate role
[4].

Other scientists, for example, in general, define each translation, in
particular, an artistic one, as a reproduction of a work created in one language by
the means of another. In this connection, the question of accuracy, completeness or
adequacy of the artistic translation arises, which we will try to highlight below.

In my opinion, artistic translation mostly oscillates between two extreme
principles: literally accurate, but artistically inferior translation and artistically
complete, but far from the original, free translation. These two principles are
reflected in two main points of view: the definition of translation from the
linguistic and literary standpoints.

The linguistic principle of translation primarily involves the reproduction of
the formal structure of the original. However, the declaration of the linguistic
principle as the main one can lead to excessive following in the translation of the
original text - to a literal, linguistically accurate, but artistically weak translation,
which would in itself be one of the varieties of formalism, when foreign language
forms are accurately translated, stylization occurs according to the laws of foreign
languages. In cases where the syntactic structure of the translated sentence can be
expressed in the translation by similar means, the literal translation can be
considered as the final version of the translation without further literary processing.

However, the coincidence of syntactic means in two languages is relatively
rare; Most often, during literal translation, one or another violation of the syntactic
norms of the Ukrainian language occurs [8]. In such cases, we are faced with a
well-known gap between content and form: the author's opinion is clear, but the
form of its expression is foreign to the Ukrainian language.Literally accurate
translation that always reproduces the emotional effect of the original, so literal

accuracy and artistry are in constant conflict with each other. It is indisputable that
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translation is based on linguistic material, that artistic translation cannot exist

without the translation of words and phrases, and the translation process itself must
also be based on knowledge of the laws of both languages and on understanding
the regularities of their relationship. Observance of language laws is mandatory for
both the original and the translation. But artistic translation is by no means a study
of linguistic relations only.

Researchers define language as the material of an artistic work, and in their
opinion, an artistic translation, like the original, pays tribute to its regularities. But
understanding artistic translation as a juxtaposition of linguistic means means
ignoring its aesthetic side. From the point of view of the criterion of
correspondence between the artistry of the translation and the artistry of the
original, linguistic correspondence serves only artistic correspondence. Therefore,
the definition of the quality of a literary translation - the general criterion of only
linguistic correspondence is not applied, and completeness may not require the
same degree of verbal closeness to the original throughout the entire translation.

Others believe that artistic translation should be considered as a kind of
word-making art, that is, not from a linguistic, but from a literary point of view.

According to this theory, the main driving force of the translator should be
the idea inspired by the original, which forces him to look for adequate linguistic
means to reflect the thought in words, that is, the artistic translation is an adequate
correspondence of the original not in the linguistic sense, but in the aesthetic
sense.We do not question the statement that every translation, as a creative process,
should be marked by the translator's individuality, but the translator's main task is
still to convey the characteristic features of the original in the translation, and in
order to create an adequate original artistic and emotional impression, the
translator must find better linguistic means : choose synonyms, corresponding
artistic images, etc.

The constantly growing interest of modern linguistics in artistic discourse

shows that it is an extremely multifaceted and multifaceted object of research.
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The artistic text is considered from different positions, with different goals,

tasks, and accordingly there are various concepts that allow to significantly enrich
and expand the theory of the artistic text. A work of art is a cultural phenomenon,
which is a dialectical unity of the systemic and the individual, fictional and real.
This phenomenon is a unique creative product of the active thinking activity of the
author of the work of art. However, it should be emphasized that the uniqueness of
an artistic text does not imply the absolute freedom of its author in the choice and
organization of linguistic material. On the one hand, the universality of language as
a means of expression and the universality of literature as a form of artistic
reflection of the world create the basis for the writer's creative freedom. At the
same time, the author's active individuality of artistic vision and language design is
limited both by the author's awareness of the general rules of language behavior in
the visual field of composition, and by the internal laws of the language system,
the strict elements of which he uses [9].

The text of a work of art as a reflection of reality conveys conceptually
loaded and value-oriented information. According to I. Arnold, an artistic text is "a
verbal message that conveys subject-logical, aesthetic, figurative, emotional and
evaluative information through the channel of fiction or folklore, combined in the
ideological and artistic content of the text into a single complex whole" [2].
Through various types of information in the artistic text, reality is depicted, the
attitude towards it is expressed, they contain an appeal to the addressee with the
aim of influencing his attitude to reality.The so-called "artistic" information
embedded in every work of art contains much more than a simple reflection of
reality. It forms a fundamentally new type of reality, which is the result of the
author's artistic development and reinterpretation of the phenomena of the
objective world.

A literary text is a complex structure, each element of which is significant.
The structure of an artistic text is a dynamic phenomenon that characterizes the

text as a complete, integral, communicative system. V. Vynogradov noted that "the
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structure of the entire text and its meaning is established by determining the

organic parts of the work of art" [7].

The analysis of works devoted to the study of the principles and criteria for
distinguishing units of the artistic text allows us to note the existence of different
approaches to their selection. Thus, according to V. Vinogradov and his followers,
the global concept that defines the general principles of the organization of an
artistic text is the category of "image of the author", which is interpreted as "the
concentrated embodiment of the essence of the work, which combines the entire
system of language structures of the characters in their relationship with the
narrator or narrators and through them is an ideological and stylistic focus, the
focus of the whole." [7].

"The image of the author" is considered in linguistics under different names:
it is the "aesthetic intention of the writer" (Z. Khovanska), "the unifying principle
of the language style of an artistic and prose work™ (M. Brandes), "the factor that
determines the form of the story" ( H. Grinfeldt), "point of reference of movement
and change of heroes™ (O. Akhmanova) and "meaning-making center of the work"
(Y. Mukarzhevskyi).However, despite the difference in approaches to defining the
author's image, all researchers are unanimous in studying it as a unifying core of
the meaningful, linguistic organization of an artistic work.

The language of fiction, despite its heterogeneity and author's individuality,
still has a number of specific distinctive features. The language of fiction is
characterized by wide metaphoricality, imagery of language units of almost all
levels, the use of synonyms of all types, polysemy, different stylistic layers of the

vocabulary.

1.2 Emotional vocabulary and its classification

The boundaries and composition of language signs are determined by their

functions, which are the basis for the selection of language units. Linguistic units
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are symbols in unity with their functions. They are functionally heterogeneous, but

all are combined by the following interrelated features:

1) integrity,

2) sign differentiation,

3) own functionality,

4) invariance,

5) entering a number of single-functional units,

6) repeatable reproducibility.

Basic units of language; phonemes, morphemes, words and sentences are
considered as models of construction of concrete utterances in the language. The
word is recognized as the central linguistic unit, therefore language itself has long
been defined as verbal. It is words that enter into relationships with each other to
express communicative information, and morphemes are historically former words
that are often truncated in their composition and have lost their independence;
there are also reasons to believe that the word was originally a propositional word.
The elementary meaningful unit of the language is the morpheme, and the
communicative unit of the language is the sentence model (simple and complex),
since people communicate not with words, but with sentences.

However, the principle of asymmetric dualism of a linguistic sign does not,
in the literal sense of the word, lead to the absence of symbolic differentiation in a
linguistic unit: in speech, homonymy and polysemy are always resolved in word
combinations, context or situation, which in these cases act as symbolic clarifiers;
the polysemy of a linguistic unit creates its semantic variants, rather than separate
units (see below about the sign of invariance of a linguistic unit).Thus, the sign
differentiation of a linguistic unit is taken by its combined properties, and a
linguistic sign cannot be reduced to only a separate sound-segment sign. As for the
presence of different signs for the same meaning, it is either redundant, which the
language seeks to get rid of (cf. galosh and galosh, plane and aeroplane), or is most

often associated with some historical and stylistic differences in the signified.
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According to the character of sign differentiation, language units are divided

into acoustic (sound-segmental, intonation, accent) and structural-model units,
which are the typical character of a combination of sound-segmental language
units expressing certain typical information (such formulas of the structure of word
combinations and as separate language units) [8].

Thus, sound segment signs are the main and basic signs for other signs in the
language system.

The invariance of linguistic units consists in their presence of constant,
unchanging symbolic and functional features in all their typified language variants,
which are called differently depending on the unit that stands out: allophones or,
more precisely, allophonemes (letters, "others™) - in relation to to a phoneme,
morphs or, more precisely, allomorphs — in relation to a morpheme, lexical-
semantic variants — in relation to a polysemantic word, private meanings — in
relation to grammatical units.For example, the allophones (alophonemes) of the
phoneme (t) are unlabialized ("not lost") t in the words taz, ty, brother and
labialized in the words sturm, ace, brother before the vowels o, y; morphs
(allomorphemes) of the root morpheme (frost) include morage-in the word to
freeze, -moroz-in the word ice-cream, -moroz-with soft from in the word in the
frost; lexical-semantic variants of the word green are unripe (green apple),
inexperienced (green new moon); the grammatical meaning of the imperfect form
appears in its private meanings, such as concrete-processual (He is writing a letter
now), indefinite-repetitive (He writes letters every day), etc.

The entry of language units into a series of monofunctional units consists in
their contrasting relations with functionally homogeneous units, which determines
their significance in this series - functional relevance (distinctness, essentiality).
These are, for example, systems of vowels and consonants, grammatical meanings
of the categories of species, tense, person, etc., lexical meanings of related
relationships, various models of word combinations and sentences [11].

The reproducibility of a repeated linguistic unit consists in its constant and

regular use in the language in its variants.
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All the listed properties of language units are combined into independent

functional language units.

The idea of emotional vocabulary can be directly linked, for example, to the
central problem on which the famous Soviet linguist E. M. Galkina-Fedoruk
worked, the problem of the interaction of the emotional component and the
meaning of the word: "emotional vocabulary expresses the feelings and moods of a
person, according to the meaning of this vocabulary is divided into vocabulary that
names feelings and expresses the relationship to the phenomena of reality, positive
and negative". The author emphasizes the fact that emotional vocabulary is, first of
all, several layers: "1) words expressing feelings experienced by the speaker
himself or another person; 2) evaluation words that qualify a thing, subject,
phenomenon either from the positive or from the negative side in its entirety,
lexically; 3) words in which the emotional relationship to the named is expressed
not lexically, but grammatically, that is, by special suffixes and prefixes"” [9].

Profanity and vulgar words are also distinguished by their emotional color,
that is, the emotionality of a word is wunderstood as its stylistic
characteristics.Already O. M. Finkel, M. M. Bazhenov considered emotional
vocabulary as differentiated, as one of the more stable layers of vocabulary, where
a certain shade of feeling is represented in the meaning of the word itself, for
example: love, hatred, kindness [2] .

In contrast to the previous interpretation of the definition, 1. V. Arnold does
not include the words called emotions and feelings as part of the emotional
vocabulary. The scientist defends the opinion that, in essence, emotional
vocabulary is two layers: 1) emotionally neutral, expressing only the concept,
without indicating the speaker's attitude towards it; 2) emotionally colored, which
expresses the feelings, mood and attitude of the speaker to the statement.
Emotional vocabulary is also understood as words containing a positive or
negative assessment of what is called in the word (caressing, swearing words,

exclamations) and as figurative use of derived words due to hyperbole [1].
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So, here we do not trace the unconditional opposition between emotionality

and emotionality. For 1. V. Arnold, emotionality is closely related to evaluation. As
N. D. Arutyunova notes, the evaluation "applies to everything that is aimed at the
ennobled model of the small and large world, that is, what a person considers
good. Linguistics cannot define this highest good, but it is able to confirm that the
use of universal predicates (good and good, bad and bad) is conditioned by an
attitude towards an idealized model of the world" [2].

Distinguishing between evaluation and emotion, let's turn to the question of
the lexical meaning of a word, which is a continuous complex phenomenon, the
basis of which is the process of generalized reflection in the human mind of the
realities and properties of objective reality.At the same time, the denotative
meaning of the word corresponds to the conceptual part of the lexical meaning;
non-conceptual components have a connotation that includes both evaluative and
emotional components. The evaluative component of a word's meaning is
correlated with the sphere of rational-evaluative perception, the emotional
component of a word's meaning with the sphere of emotional-sensual perception
[1]. We support the opinion of those scientists who explain the difference between
the emotional and evaluative meaning of a word by the "speech intention of the
speaker" [7].

Therefore, emotionality is determined by the emotional and mental state of
the speaker, evaluability is the pragmatic goal of one of the partners - to somehow
influence the spiritual, emotional-psychological or physiological state of the
addressee. If the expression of the speaker's feelings implies a certain pragmatic
goal, emotionality is preceded by an intellectual assessment of the communication
situation. That is, emotionality will appeal to emotionality.

Therefore, emotional vocabulary will be used as an optimal tool of influence
[4], as a means of manipulation and as a mechanism of a psychological strategy of
attacking a partner [7]. These and other definitions and considerations regarding
emotional vocabulary reflect a diverse range of approaches to the

(non)verbalization of the semantics of emotions: from emotivistic to rational, from
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axiological to structural-functional, from communicative to pragmatic, from

cognitive to conceptual, from creative to destructive, etc. Some of the illustrated
definitions are created by laws, or rather habits of imagination. And we, following
A. Bergson, should note that there is a certain logic of imagination, different from
the logic of the mind, which sometimes even contradicts it, but we should always
pay attention to it [5].

So, emotional vocabulary is understood not so much as a separate layer, for
example, as emotional vocabulary, but as a codified semantic property of the word
to express the semantics of emotions. Emotional vocabulary has the features of
emotional as a fact of the psyche and linguistic as the materialization of the
latter.From the mental phenomenon - emotions - she borrowed a person's
sensitivity to emotional situations, his emotional reactions to them, which have
their own color, and the assessment of the above situations. The material is related
to the system of linguistic means used to denote/codify mental (emotions) and the
pragmatics of the communicative act. A careful study of the phenomenon of
emotion gave V. l. Shakhovskiy the opportunity to characterize emotional
vocabulary in general as "language-mediated relation of emotionally-sociologised
presented human to the surrounding world" [2].

Later, the researcher will write in one of his articles, "Language personality
in an emotional communicative situation”, that emotional units - emotives,
affectives, connotatives - are both means of the language system and means of
expression / text. At the same time, they emphasize their close connection with
human thinking, the interaction between emotion and cognition. The motives for
the appearance of emotional nominations in the language include the emotions of
speakers, the desire to mark the objects of reflection and relation in a new, original
and therefore expressive way, a game with language, a lack of vocabulary items for
the expressive expression of various emotional attitudes of the speaker, etc. [4].

A common feature of emotional meanings reflecting basic human emotions

is their national specificity. During intercultural communication, the way one
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interprets one's own emotions correlates with the lexical grid of coordinates

provided by one's native language.

In L. G. Babenk's concept, the semantic categorization of emotions is carried
out primarily in the realm of vocabulary, which names emotions.The scientist
believes that it is in the identifying emotional vocabulary that emotional meanings
are explicit, more stable and stable, therefore he proposes to call the entire set of
means used to denote the names of emotions and emotionally colored words with a
sensory background, emotional vocabulary [3]. That is, emotional vocabulary is a
creative product of the nominator, its relation to emotions and the naming
situation. Trying to give a categorical status to the words called emotions, S. Yu.
Perfilieva in her research introduces the concept of the word-emon [6].

The researcher finds the key to the understanding of emonomies by native
speakers through experimental and applied situations. Respondents, as evidenced
by the scientific interpretation of the results, come from different associations,
concluding a certain message. Lexical associations, according to N. lvanova,
depend on various factors: age, sex, geography, the presence of an individual
system of semantic word connections for each speaker [12]. So, emonomes arise
on the basis of associative images in a sensibly given reality. The decisive factor
for emotional vocabulary is the presence of "the seed of emotionality in the
denotative sphere of meaning," notes I. V. Chepurina [2]. According to Y. I.
Gamayunova, the names of emotions are a semantically self-sufficient,
homogeneous, syntagmatically and paradigmatically organized group that
organically belongs to a wider thematic group of psychological phenomena and
processes and belongs to the so-called vocabulary of "invisible worlds™ [10] .
Sometimes vocabulary that is used to denote emotions and experiences is
nominated by emotionally abstract lexical units [3].

L.A. Kalimullina believes that when distinguishing the denotative classes of
emotional vocabulary, it is possible to a certain extent to be guided by the
nomenclature of types of emotions, which is constituted by scientific psychological

literature.At the same time, the researcher warns that the irregularity of emotional
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terminology, its low specialization, the ambiguity of the understanding of the

phenomenon (emotions, feelings, affects are relevant to the same emotional
phenomena), ambivalence (the term and the lexical unit at the same time), the
difference in time and space (the chronology of the formation of concepts of
emotions and the language in which these theories were presented) etc. wreak
havoc on the categorization of emotional vocabulary. Emotive vocabulary should
not be correlated with the corresponding terminology [3].

Correlation-comparison of differences between terms and lexical units is one
of the fundamental achievements of linguists, because comparison always
provokes the actualization of a complex, changing situation: the main thing
alternately is either the general (term) in the distinctive (lexeme), or the distinctive
(lexeme) in the general (term). So, the emotional vocabulary combines a rather
diverse corpus of words that are related to both logical and sensory cognition and
mastering of the surrounding world, which mediates the inner, mental, emotional,
mental, volitional world.

There are emotive signs that express emotions and paraemotional signs that
name and describe emotions in language. Differentiation of signs into emotional
and paraemotional signs is carried out on the basis of their semiotic characteristics.
Emotive units have a complex symbolic-indexical character, while para-emotional
ones are only symbolic, sometimes symbolic-iconic. Under the influence of the
context, paraemotional units can transform into emotional ones. At the same time,
A.S.llyinska notes that emotional semantics is encoded in the grammatical
structure of the language (morphological and syntactic) and represents a
trichotomy, which includes:

1) emotional meaning (only for syntactic units);

2) emotional connotation;

3) emotional potential. The system of means of expressing an emotional
state and relationship is considered as a functional-semantic field of a monocentric

type with a complex (heterogeneous) core [11].
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For T. Yu. Kolyaseva, emotional vocabulary is a trinity of human spiritual,

mental and creative abilities - evaluability, expressiveness and imagery [8]. In
other words, the most important feature of emotional vocabulary is taking into
account its subject-energy-image syncretism, where universal and personal values
of the external and internal worlds of the ethnos, universal and personal types of
mental energy of the ethnos, and creatively reinterpreted primary existence into
secondary existence formally coexist. So, the concept of "emotional vocabulary" is
built on the basis of the identification of trends in the described object (from the
English trend - "direction, tendency") of its nature, essence and functioning, which
remain the only absolute reality in the course of diachronic lexical-semantic
changes: identification (from the Latin identificare — “to identify”) (non)verbalized
emotions, expressions and their description, respectively. The specificity of
emotional vocabulary, according to L. K. Parsieva, is determined by the fact that,
having a significant emotional potential, it represents a wide coverage of
heterogeneous lexical material. It was this property that allowed the scientist to
claim that exclamations are the most expressive representative of emotional
vocabulary. They are distinguished from other linguistic units by their unusual
phonetic design, semantic and stylistic features, and a specific language function
[6].

We caution that exclamations are forms of emotions, and not emotions in
their mental and psychological sense. And that is why, probably, they are
distinguished, first of all, by uncontrollability, spontaneity, unawareness,
expressiveness [2]. It would be more logical to classify exclamations as emotional
vocabulary.The laconic definition of emotional vocabulary, the authors of which
are M. Ya. Bloch and N. A. Reznikova, deserves special attention: “"emotional
vocabulary is words that have a sense of emotionality in their meaning" [6].

Emotional vocabulary is differentiated into five groups:

1) emotives-nominatives, i.e. words that name emotions;

2) emotives-associatives, which include words with a hidden emotion seed;
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3) emotives-expressives, which are thought of as words expressing an

emotional assessment;

4) occasional emotives, which are the author's work;

5) neutral emotives, whose emotive connotation is usually not fixed, but is
explained as part of a dictum.

The content of this concept is highlighted in connection with the concepts of
types of communication, self-expression and author's ideostyle. V. Galagan's
observations on the use of emotional lexemes in the modern German language
prove that they can function in isolation from each other: "1) as negatively valued
lexemes, that is, those marked only with an expressive connotation; 2) as ironic
lexemes, that is, those marked exclusively with emotional connotation; 3) lexemes
to indicate political affiliation™. At the same time, the researcher notes that in the
course of the communicative act, the connotative components of semantics enter
into various combinations. Emotional-expressive, evaluative, expressive-evaluative
are recognized as the most frequent. It can be said that in the rich vocabulary of the
German language expressively colored and emotionally colored vocabulary is
opposed to the so-called neutral vocabulary [8].

Although the emotional and emotive vocabulary of various Indo-European
and non-Indo-European languages has been studied and continues to be studied
quite actively, it remains a cornerstone of linguistic discussions and belongs to
those categories that are considered insufficiently studied, do not have a
unanimous interpretation and terminological expression. Its ontological basis is the
transformation of the semantics of emotion into a linguistic sign that codifies an
emotionally reinterpreted primary existence into a secondary one. The
differentiation of emotional and emotive vocabulary is relevant to the Saussurean
dichotomy "language - speech”. In other words, emotional vocabulary is used to
indicate "emotions for oneself”, and emotional vocabulary - "for others”. In
general, the concept of emotional vocabulary is broader than the concept of

emotional vocabulary, since the latter is, first of all, a manipulative tool in the
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communicative act, its use is proportional to the level of manipulation of the

partner.

Emotive vocabulary is understood as words and phrases that embody
emotogenic knowledge and emotional experience of a person about the
surrounding world. We understand emotiogenic knowledge as a set of "knowledge
as an information resource™ about emotions as a form of reflection and a means of
learning about the environment and as an object of this reflection. The semantic
characteristic of emotiogenic knowledge is not simply correlated with human
emotions, but also determined by them. One of the promising directions is the
study of the linguistic mechanisms of the formation of emotional and emotional
vocabulary.

All words are stylistically unequal. Some are perceived as bookish, others as
conversational; some give the speech solemnity, others sound casual.Researchers
dealing with this problem have different names for this vocabulary and give their
definitions accordingly. Some define such vocabulary as stylistically colored,
others as stylistically marked. However, in reality, scholars are looking at the same
vocabulary. According to O. Akhmanova, stylistically colored vocabulary is
"lexical units (monosemantic words or separate meanings of polysemous words)
characterized by the ability to create a special stylistic impression outside the
context. This ability is due to the fact that the meaning of these words contains not
only subject-logical (information about the designated subject) information, but
also additional (non-objective) connotations [3].

According to the definition of I. Arnold, stylistically marked vocabulary is
"words that, along with the denotative meaning indicating the subject of speech,
also have a connotative meaning (connotation), which consists of emotional,
expressive, evaluative, and functional-stylistic components” [2]. O. Akhmanova
gives the following definition of connotations: "The additional meaning of a word
(or expression), accompanying semantic or stylistic nuances superimposed on its
main meaning, serve to express various expressive-emotional-evaluative overtones

and can give the expression solemnity, playfulness, ease, familiarity, etc.” [3].
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M. Kozhina believes that "those expressive or functional properties,

additional to the expression of objectively logical and grammatical meanings,
which limit the possibilities of using this unit and thereby carry information about
the stylistic genus, are the stylistic connotation of the linguistic unit" [12]. In the
information contained in lexical units, not only expressive-emotional connotations
can be expressed, but also the influence of various extralinguistic (style-forming)
factors (sphere of communication, genre, specificity of functional style, author's
attitude to the subject of speech, form and content of speech, relations between the
addressee and the addressee of the message, etc.).

Historically formed characteristics of the word itself, which are contained in
separate lexical units (vulgarity, obscenity, obsolescence, etc.), are also included in
the information, and the same lexeme can combine different characteristics.
"Connotation (from the Latin con - "together" and note - "signify") are additional
emotional and evaluative shades in the meanings of words or grammatical forms
that accompany the main (denotative) meaning" [4].

Although there is no single classification of stylistically colored vocabulary
in lexicology, it is generally accepted that stylistically colored vocabulary is
divided into emotional-expressive and functionally-stylistically colored (correlated
with functional language styles).

Emotional and expressive connotations are related to the expression of
attitude towards the subject, its evaluation. According to emotional and expressive
affiliation, all words can be divided into two groups:

1) words expressing a positive assessment;

2) words expressing a negative attitude towards what is being expressed
(what is happening).

Among emotionally colored words, M. Brandes singles out emotionally
evaluative words, the evaluative meaning of such words is a component of the
semantic structure of the word; emotional and figurative words, the evaluative
value of which is characterized by connotation. The peculiarity of emotional-

evaluative vocabulary is that the emotional coloring is “superimposed” on the
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lexical meaning of words, but is not reduced to it, that is, the nominative function

is complicated by evaluative [6].

According to M. Kozhina, "many words not only denote concepts, but also
express the speaker's attitude towards them, a special kind of evaluation. These
words in their semantics already have emotional and expressive potential and are
therefore stylistically marked. The words of this group are usually unambiguous.
The value expressed in their meaning is so obvious that it does not allow using the
word in other meanings" [12].

The second group consists of polysemous words, which in their literal sense
are often stylistically neutral, and in their figurative sense have a vivid evaluative
and expressive stylistic color. M.Kozhina conventionally calls them situationally
and stylistically colored. The third group consists of words in which emotionality
and expressiveness are achieved mostly with the help of suffixes. The fourth group
consists of such lexical units in which evaluability and expressiveness are related
to the tradition of use. The emotionality of speech is often conveyed by particularly
expressive vocabulary. Expressiveness (expression) (from the Latin Expressio)
means emphasis, the power of manifestation of feelings and experiences. In the
English language, there are many words in which an element of expression is
added to the nominative meaning. In all these cases, the semantic structure of the
word is complicated by connotation. Often, one neutral word has several
expressive synonyms that differ in the degree of emotional tension” [12].

The development of expressive shades in the semantics of a word is also
facilitated by its metaphorization. Finally, the context contributes to the expressive
coloring of words: in it, stylistically neutral units can acquire an emotional color,
high-sounding words - contemptuous, affectionate - ironic, even a swear word can
sound approvingly. The classification of emotional expressive shades has not yet
been created, but some authors try to classify the possible forms of expression of
emotional relationships. T. Vinokur offers the following range of emotionally
expressive colors: "roughness - familiarity - intimacy"; "exalted solemnity -

business formality"; “condemnation is indignation"; “joy - fun - jubilation” [8].
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1.3 Difficulties in translating emotional adjectives

The main difficulties in the translation of emotionally colored vocabulary
are the following problems: preservation of emotional and evaluative connotations,
figurative component and lexical associativity; the translation of stylistically
colored vocabulary usually creates additional difficulties, since the search for an
equivalent for the lexeme of the original is complicated by its presence, in addition
to the denotative, connotative meaning; the equivalent chosen during the
translation should reflect all the variety of functions of the lexical units of the
original, in particular, the development of expressive and emotional connotations
in it. This explains the need for linguistic analysis of the work and its translations
in a comparative aspect.

Transmitting the language of fiction is sometimes a difficult task. B.
Vinogradov singles out two stages in the process of translating literary prose: the
first is related to the comprehension of the text in a foreign language, the second is
related to the reproduction of the text in the native language. "The translator must
both understand the text and comprehend it as an artistic whole, as well as perceive
its emotional impact. A translator usually requires knowledge of a foreign
language, the ability to use the riches of the native language, and a relative
familiarity with what the translated work is about. But this is not enough.

A translator of fiction must be able to feel the emotions that are embedded in
the original. In other words, the translator needs to be a sensitive recipient.The
question of the translator as a recipient who is able to empathize with the author
and be influenced by the emotional mood of the work being translated does not yet
have a scientific basis in the theory of translation, although an adequate translation,
as is known, depends in many respects not only on the rational perception of the

work, on the understanding of the entire content , but also from accurate and
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complete perception of emotional and evaluative information contained in the

original™ [7].

One way or another, the translator will introduce any elements of his own
perception into the artistic translation. "Having received the semantic and
emotional-expressive information embedded in the phrase to be translated, the
translator reproduces this information in the material units of the translated
language, striving to preserve its full volume: he does not, as is sometimes thought,
look for counterparts to each word and word combination of the original phrase,
but “experiences" its meaning" [3]. "The main task of artistic translation is to
create a work in the language of translation capable of having an artistic and
aesthetic impact on the recipient.

The analysis of translations of literary works shows that in connection with
the specified task, deviations from the maximum possible semantic accuracy are
typical for them in order to ensure the artistry of the translation" [4].

Many linguists and translators have dealt with the problem of translating
emotionally-tinged vocabulary.Each of them offered their recommendations on the
best ways to translate them, but they all agree that in addition to the need for deep
knowledge of the language of emotions and vocabulary with emotional coloring,
the translator needs to accurately convey all the colors of the original while
preserving the originality of the era, without removing the information embedded
in original text. Only in this case will it be possible to achieve the greatest
equivalence of the transfer of the emotional charge of one or another unit of the

original in the translated text.
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CHAPTER 2 ANALYSIS OF THE TRANSMISSION OF

EMOTIONAL ADJECTIVES IN THE TRANSLATION OF THE STORY
"MATILDA" BY ROALD DAHL

2.1 Ways of reproducing emotional adjectives in the process of

translation

An experienced translator tries to use the stylistic techniques used in the
original to maximize the vividness and impact on the reader that the author of the
original text wanted to create. The translator has two techniques in his arsenal: to
completely copy the stylistic devices of the original or to choose a device that can
most accurately create an emotional impact on the reader. This is a technique of
stylistic compensation; it is not always correct to convey "metaphor by metaphor",
but it is necessary to convey "love by love", that is, the emotional aspect.

For the translator, it is more important to convey not the form, but the
function of a stylistic device, which may involve a certain freedom of action: for
example, lexical devices can be transmitted by grammatical devices, etc. When
conveying stylistic devices (metaphors, epithets, similes, allusions, proverbs, etc.),
the translator needs to understand whether the decision to preserve this stylistic
unit will be correct, or whether it is still necessary to replace it. The reasons for the
replacement may be features of the conjugation of words of the target language,
their use, and national features of the stylistic systems of different languages.

The translator is often hindered by the desire to "improve" the author's text,
either consciously or unconsciously. If the author used the same adjective three
times in a row, the translator will want to replace it because it somehow "looks
bad". If so, then such a replacement is sometimes justified. Perhaps, in the original
language, in this particular area, the synonymous series is poorer, and three
identical adjectives in a row do not look like a tautology, but quite normal.But it

can also be the other way around - the author tried to emphasize this word, or
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maybe in the original language this repetition of words occurs for grammatical

reasons. But it often happens that the question of how it was in the original and
how it might be perceived by the readers of the original and how it might have
been intended by the author of the original simply does not arise.

It is necessary to make the text readable in translation; unfortunately, in
practice this often means that everything has to be done smoothly. Thus, one of the
central problems of modern linguistic theory of translation is the problem of
reproducing the communicative effect of the original in translation. According to
Margarita Brandes, "the writer realizes himself and his point of view not only
through the image of the author-narrator, but also through his speech and
language™ [4].

Studies conducted in the field of translation of stylistically marked
vocabulary make a significant contribution to modern translation studies, providing
diverse material for analysis, developing the theory of translation of emotional
units. However, there is still the problem of defining a certain set of translation
actions for the adequate transfer of stylistic means from the source language to the
target language. That is why we chose the novel "Matilda" by Roald Dahl [15] and
its Ukrainian translation by V. Morozov [14] as material for research.

In this study, an attempt was made to reveal some features of the translation
of stylistically marked vocabulary and to investigate the translation techniques
used by the translator, conveying the character's speech flavor, her conversational
manner of expression in the story. Consider how the translator "helps"” the author
to reveal the image of a little girl with an extraordinary mind. V. Morozov used the
following translation techniques:

1) in most cases, the translator completely copies the stylistic devices of the
original: disgusting blister — nafioruauimmii myxup, twaddle — marskaru, stinker —
Herigauk, as heck — gopra nmcoro, glacial beauty — kpwkana Bposa, brilliant —
omuckyunii posym, nimble mind — rocrpuit po3ym, chatterbox — 6asikano, from
cover to cover — Big manmiTypku 10 manmitypku, for heaven’s sake — 3apaam Bcix

ceatux, telly — Ttemik, toddle — ummuukyBaTu, wrapped Up — 3alMKJICHHH,
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devouring — mornuuaroun, mooch around — tunstucs, make a fuss — 3gifiaaTu

nrypy-0ypto, ignorant little twit — mana i gypna, be diddled — o6mamomuTu, make
me a mint — 3apobutu Kyuy rpoiuiei, anger boiling up inside her — y Hiit 3akinae
3icTh, Was beastly to her — craBuiics 10 Hel MO-CBUHCHKOMY;

2) compensation (translation of expressive lexical units by another
expressive means more common for the target language): make your eyes pop — ax
oui Ha yo0a mi3mm, poisonous little girl — Opuake miBumceko, Sting me — jgonexkTn
meni, enlightened household — Bemukoposymuwuit aim, flaming book — nypuysara
KHIDKKa, Woven with words — BumepexxuB cioBamu, rattle like mad — crpamenno
TapaxTiode, Funs as sweet as a nut — mpamroe sk Jsuiedka, old dump — crapa
TapaHTaliika, the answer hits me — Meni cTpinse BiAmosiap, ignorant little squirt —
MaJia JypHa Haxa0Oa, keep your nasty mouth shut — rpumaii cBoro 6pymHoOro si3uka
3a 3y0amu, her eyes glued — He 3BoauTH OYEH;

3) the transfer of stylistically neutral lexical units to expressive ones in order
to convey the atmosphere of the story, the author's intention or the peculiarities of
the narrator's speech: filled with wonder (coBHeHMII TOAMBY) — PO3pUBAIO 3
noauBy, wonderful (aymose) — uynoBe-npeuynose, shout (kpuyatu) — perneryBarH,
come up scorches (oTpuMaTH OMiKHK) — JIaTH A00ps4oro yocy, wash-out (Hepnaxa)
— HeBaaxa 3 HeBaax, half-witted (mamiBpo3ymuwuit) — nawrymimuii, Silly little lives
(mypHI MaJIeHbKi KHUTTS) — Api0’sA3KK mpuMiTUBHOTO icHyBaHHs, call (HasuBaTH) —
ob3uBaru, should be seen and not heard (tpeba, mo0 Oauwnm, a HE YyaH) —
MOBUHHI CHJIITH THXEHBKO, K MHUIIKa, lay around (ieskamu HaBKOJIO) — PO3KHUIaHI,
ask for (mpocutn) — 3amanynocs, stunned (Bpakena) — npurojomieHa, hour after
hour (romuHy 3a roauMHOM0) — IUTICIHBKUMHU ToAuHaMHu, ask her (mompocutn) —
Bianpocucs y Hel, interfere (BTpyuatucs) — Hagokydatu, mind one’s own business
(3aliMaTHCsI CBOIMH CIpaBaMHM) — HE MXaTH HOCAa J0 Yy)KOro Impoca, Person
(-romMHA) — CTBOPIHHS;

4) the use of diminutive suffixes and prefixes characteristic of colloquial
language in order to create a more accurate picture for the Ukrainian reader: fathers

(rata) — TaTyci, basin (ta3) — Tasuk, girl (niBunHa) — miBUKMCHKO, AiBYMHYA, NOthing
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(rivoro) — awivoricinbko, Hivoriciapko, daddy (rary) — tatky, book (xHura) —
KHIDKEYKa, corner (Kyrok) — KyTOYOK, POOr (cimaOkuit) — ciabenpkuid, child
(muTHHA) — qUTHHYA, FOOM (kiMHaTa) — KiMHaTKa, outhouse (¢utirens) — capaiuuk,
moustache (Byca) — Bycuku, exactly (Touno) — TouniceHpko, she’s almost new
(moBa) — wmaibke HoBenbka, Old (crapa) lady — crapenpka mami, every single
(koxxHE) car — KoXKHICEHbKE aBTO, SPOt (TuIsMa) — IIsIMKa,;

5) use of colloquial syntactic constructions in translation: a) use of
syntactically incomplete expressions characterizing colloquial language: They are
over there — oram Would you like me to help you ...? — lomomortu T006i ....7 You
mean you’ve looked at the pictures? — To6To nepersnyna manroaku? Can | help
you, Matilda? — Jlomomortu, Matunpao? 1 would like a really good one ... —
Axyce myxe no0py ... Shall I choose you another? — Bubpatu 1061 iHIITY?
Wouldn’t you like to know. — Tak 1061 ¥ ckaxu. You could,’t — Ta ge T06i. I've
got it! — 3uaiimos! b) 3amina nopsaky ciie (iHBepcis), XapakTepHa I PO3MOBHOI
MoBH: ... he sure as heck won’t get a job anywhere else. — ... neinge BiH 4YopTa
JHMCOTro 3Haiae, a He podorty. It is full of mystery. — Tam crinpku Taemuwuib. But
what they expect you to do every afternoon in an empty house? — A mio x T, Ha
iXHIO JYMKY, TOBUHHA POOUTH II0OBEYOpa B MOPOKHbOMY OyAuHKY? ten years ago
— POKIB JECSITh TOMY

6) introduction of additional conversational elements to convey the exact
context and stylistic coloring of English sentences: | am wondering what to read
next? — S ome aymaro, mo6 me takoro nmouutaru? Could | do it? — I meni Tak
MoxHa? It’s a funny thing about mothers and fathers. — Ane x 1 kymeaH1 0TI MaMu
1 Taryci. | see. — On Bono mo. The car’s done ten thousand. — I[Ipoixana sikuxochb
necsath Tucsd. What’s wrong with watching the telly? — A 1o takoro morasoro B
temiky? lived exciting lives — xutTs Oyno Han3Buvaiino ikasum, English village —
3BMUAliHICIHBKE aHIIHCBKE celto, IS one of the great secrets of my success — 1ie un
HE HAMOIIBIINK CEKPET MOTO ycIixy, NOW? — sk me?

7) there are cases when the translator (despite the presence of an analogue in

the target language) replaces emotionally colored words with less expressive ones:
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push into (3amToBxHyTH, BnXHYTHM) — mnpuiamrysard, delve (xomarucs) —
3anyputuck, flick away (BimmaxHyTtucs) — BUKMHYTH, gormless (3araapmoBaHi,
npumuoaeni) — aypui, hankered (bkamama) — 3axotinocs, was hooked on bingo
(mitiManacs Ha OiHTO) — OyJia cripaBXHsS OiHTOMaHKa, tiny (kpuxiTHa) — MaJieHbKA,
glorious(cmaBumii) — uyzmosi, wander round in search (Oiykatu B moIlnykax) —
mrykatu, under watchful and compassionate eye (mig HHMJIBHEM 1 MHJIOCEPIHUM
OKOM) — ITiJT MyJpHuM KepiBHHAIITBOM, taken aback (mpuronommena) — 3auByBaiacs.

These deviations from the original, in general, do not affect the overall

picture of the translation and fully convey the meaning of the statements.

2.2 The application of translation transformations in the process of

translating emotional adjectives

Adherence to genre and stylistic requirements for artistic texts in translations
involves the use of stylistic transformations, which is understood as "the
transformation of the style of the text in the sphere of expression of figurative,
emotional-expressive, stylistic and cultural information with the aim of
reproducing the same effect in the translation, but with other linguistic means” [6].

In most cases, the author of the translation of the story "Matilda" applied
stylistic transformations of expression and logization. Expressivation, as defined
by L. Naumenko, is "a method of translation by replacing a neutral unit of the
original language with its stylistically marked counterpart in the target language,
which gives the translation an emotional and expressive color” [1]. Let's illustrate
this with examples from the story: filled with wonder — po3pusaio Bix noausy,
small child — giBumuua, shout the news — posnectu HOBuHY, Mind her own
business — He mxaTu HOCa 710 Yy»Koro mpoca, free — 3agypno, boast — xBanbko, €g(
— mig’topkyBaty, Stupid — rtyma, small man — xopotyn, in reverse — 3agom
Hamepena, USe my brains — cymy ronoBy, don’t you go talking — muBuch He

po3naTtskai, put in jug (mocaguTH 3a rpaTH) — 3aMpPOTOPHUTH B TIopsry, Said father —
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0aTbko CKpHBHBCS, large woman — nmeGena sxinka, wWore heavy make-up — rycro

Hama3lokaHa kocMetHkor, glanced — 3umpkuys, the father said — mpuckimases
0atbko, get her back — maBatu im Bigkomia, glared — n3upkHyB, Save money —
HamkpeOen rpomyi, throwing — mrypsroun, left him alone — makuBana ’siramu,
what you are talking about? — 1o a1 mener?

The transformation of the reverse expression is logization. Logization is "a
method of translation by replacing an emotionally expressive or ethnically marked
unit of the original language with its stylistically neutral counterpart in the
translated language, which eliminates the aesthetic function of the original work"
[1].

In translation, this transformation is observed not as often as expression,
perhaps because V. Morozov in no way wanted to weaken the expression of the
original. Here are some examples: carry away with (3axarumtoBatuce, 3iiiTh 3
po3ymy) — onanyBaty, in an effort to save face (ne Bmaputu guiieM B 00JIHYUS) —
pATYIOYH CBOIKO pemyTarliro, start messing (6emkeryBatu) — Opatucs, that’s quite
enough (mocuth OGanadok) from you —kpame momosu, fed up with (cutmii o
ropJio) — 3 MEHE JOCHTh, POISONOUS parent — HecrepmHmiA 6aThko, hung around
(3aBHCaaNn) — YEKaJu.

But since emotional-expressive vocabulary, on the one hand, is considered a
stylistic category, and on the other, it constitutes a certain lexicological layer, it
will be appropriate to consider the lexical-semantic transformations that are used in
the process of reproduction of this category of words in the process of translation.

Transformations such as tracing, contextual and synonymous substitutions,
descriptive translation, generalization and specification of meaning, compression
and decompression are used quite often in the Ukrainian translation of the story
"Matilda". Let's consider them in more detail using examples from the story.
Calque is "a method of transferring the denotative value of a lexical unit of the
original language without preserving the sound or orthographic form, but with the
reproduction of its structural model” [1]: nasty habit — oruana 3Buuka, burst into

floods of tears — BuOyxuytu mopem cuii3, it had taught the father a permanent
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lesson — nie#t ypok 3anmam’sitaeTbest 0aThKOBI HazaBxkau, froze in horror — 3acturia
BiJ cTpaxy, dreaded box — mypumii sk, keep your nasty mouth shut — 3atkam
CBOIO THIKY IeabKy, What is this trash? — o e 3a cmitTs?

The following examples demonstrate the use of synonymous substitution
(even synonymous series): said — OypkHyija, BTilllana, 3acKiIJIMB, PEIETyBaB,
o3Bayiacs, npocuuan; Nasty stuff — mackyncrtso, rumora; snapped father — rapkuys
oartbko, line of glue — miBouka kies, pull the hat — cmuknyTH kamenroxa, let out a
yell — 3apeneryBaB , he screamed — 3aBepernas BiH, put his finger — 3anxaB cBii
najielb.

When "the equivalent of a word of the original language becomes a word
that is not its dictionary meaning and is selected in accordance with the context and
usage of the translated language" [1], it is about the transformation of contextual
substitution (contextual substitution): barked — ypgsas, interfere — namokyuartw,
skulked (mimkpamaBcs) — TuHsBcs, beastly car garage — mackyaHuii rapax,
demanded — 3ackurius, shouted —3amementyBaB, fuss around (merymmrTHCh) —
BOBTY3UThCs, that’ll teach you — 3HaTuMenn Temnep.

If there is no corresponding lexical unit in the translation language, its
meaning is transmitted in the form of a phrase or sentence, i.e. descriptively
(descriptive translation) [1]: serve him right — tak #omy i Tpeba, the most
satisfactory exercise — 3aBaaBayio HeaOuskoi BTixu, you’ll have to do without it —
obiiimenics 6e3 Hporo, it couldn’t be anything else — croBiacoTkoBo, curled up —
cujiia, miaiopaBIId HOTH.

Concretization — "replacement of a word with broader semantics in the
original language by a word with narrower semantics in the translated language"
[1] can be observed in the following examples: programme — Ttenik, there was
comparative calm — manyBaB BiZHOCHH# criokii, SOmebody — Takii manedi, Not to
do S0 — mo30aBHUTHCH I[LOTO.

If necessary, "explain the implicit information of the primary source,
clarifying it at the lexical level” [1], translators resort to the transformation of

decompression (decompression), that is, the increase of language signs in the
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utterance of the secondary work: he struck again — iiomy 3HOBY IIOCH CTPETBHYIIO

B roJioBy, t0 hope — miekatu Haziro, TV dinner — «renesi3iifHa», TOOTO TOTOBA,
Beueps; the first on her list — nepioro kepTBOIO MaB cTaTH 0ATHKO.

The inverse of decompression is the transformation of compression
(compression) - reducing the number of characters in order to remove excess
information: tossing and turning for about an hour — kpytuBcs miny roauny. But
mostly in the process of translating a work of art, the translators apply several
transformations at the same time, thereby emphasizing a comprehensive approach
to the set goal - to carry out an adequate translation and bring the translated work
as close as possible to the recipient. The story "Matilda" is no exception in this
regard.

When translating a phrase to lie on the pillow — BMmocTuTHCS Ha Moy tO
reproduce the word to lie, V. Morozov uses synonymous substitution and at the
same time expression, translating it with a more expressive counterpart. In the
following example Shut up, you nut! — 3atkuucs, Tenennio! to translate the word
nut (abnormal), the author of the translation also used synonymous substitution and
expression. In the phrase rather sooty and grumpy parrot — cepauTwii i 3amyp3aHuii
caxkero parrot, the word grumpy was reproduced by the less expressive unit angry,
which indicates a transformation of logization along with the choice of a variant
counterpart.

At the same time, for the translation of the adjective sooty (covered with
soot), V. Morozov comprehensively applied the choice of a variant counterpart and
expression, rendering it as covered with soot. The translator reproduced the phrase
For sheer cleverness she could run rings around them all descriptively Bona 6paina
HaJl HUMH TOpY BHUHATKOBO KMiTimBicTio. Along with this, a synonymous
replacement was used when translating the word cleverness.

Thus, it can be concluded that the techniques and transformations used by
the translator V. Morozov make it possible to convey the stylistic features of the
speech of the main character of the story, giving the Ukrainian-speaking reader the

opportunity to assess her character and guess the author's intention. Since one of
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the main functions of literary style can be considered to be the function of aesthetic

influence on the addressee, that is, on the reader, it can be noted that this influence

Is not lost in the studied translation, but is fully manifested.
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CONCLUSIONS

Having analyzed the above, we came to the following conclusions:

1. The term "emotionally colored lexical unit" is considered as a lexical unit
that carries an emotional evaluation in relation to an object containing a sensory
background. A characteristic feature of this kind of lexical units is their
connotative meaning, that is, the ambiguity of their meaning and the presence of a
certain emotional tension in them.

2. For a competent artistic translation, it is necessary to pay attention to the
following factors:

» semantics of the lexical unit;

* context;

* coloring;

» features of use.

3. When translating emotionally colored vocabulary, it is most expedient to
use the principle of equivalent translation, that is, to translate an emotionally
colored lexical unit of the original with an emotionally colored lexical unit of the
target language. In cases where this is impossible, it is necessary to compensate for
the lost emotional coloring.

4. When translating fiction, the transfer of emotionally colored lexical units
of the original should be based not only on lexical-syntactic correspondence. More
important in this light is the task of preserving tropes and figures of speech in order
to convey the artistic style of the work.

5. The analysis of the story "Matilda" by the author Roald Dahl revealed the
presence of a large number of emotionally colored lexical units in the text. After
conducting a comparative analysis of the original and the translation, we identified
the main methods of transmitting vocabulary with emotional connotations: copying
stylistic devices of the original, compensation, transfer of stylistically neutral
lexical units to expressive ones, use of diminutive suffixes and prefixes, use of

colloquial syntactic constructions in translation (use of syntactically incomplete
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expressions, replacement word order, introduction of additional conversational

elements), replacing emotionally colored words with less expressive ones.

6. In the vast majority of cases, the translator correctly conveyed the
emotional coloring inherent in the original. Deviations from the original, in
general, did not affect the overall picture of the translation.

7. In order to comply with the genre and stylistic requirements for the artistic
text, translation transformations were used in the translation: lexical-semantic -
synonymous and contextual substitution, tracing, descriptive translation,
specification of meaning, compression and decompression, and purely stylistic -
expression and logization.

Summarizing all of the above, it is possible to note the need for further
theoretical and practical study of the problem of transmitting emotionally colored
vocabulary. This study will undoubtedly help to create a more accurate picture,
with the help of which it would be possible not only to trace the peculiarities of the
translation of emotionally colored lexical units, but also to study in detail the

perception of this layer of vocabulary by representatives of other cultures.
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PE3IOME

KypcoBy po0OOTy TpHUCBSIUEHO JOCTIIKEHHIO CHOCOOIB  MepeKiamy
EMOIIMHUX TPUKMETHUKOBUX OJUHHUIIb. Y XOJ1 pOOOTH BHCBITICHO OCHOBHI
OCOOJIMBOCTI  €MOIIIMHOI JICKCUKH, OIHUCAHO ICHYIOYl CHOCOOM TepeKiamy
CMOIIHUX MPUKMETHUKOBUX OJIMHUII, TpoaHajizoBaHo TBopu Poampna Jlams i
3MIMCHEHO TepeKJIaJalbKuii aHam3 (AKTUYHOTO MaTepiany  JOCHTiIKCHHS

(eMOIIIITHMX TPUKMETHHUKOBHX OJIMHUILD ).

KirouoBi croBa: mepekiiaz, nepexiajalbKuil aHalli3, eMolliiiHa JIeKCUKa,

EMOI[IITHUIN TPUKMETHUK, TPUKMETHHK.



