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The objective of the article is to to identify and describe the means of transmitting emotionally expressive information
in translation.

The main scientific results are obtained applying a set of general scientific and special methods of research, namely:
analysis and generalization of scientific literature on the problems of emotionally coloured lexical unit rendering; theoretical
generalization, analysis and synthesis; holistic and integral approaches to the study of stylistic phenomena; comparative,
descriptive and analytical methods.

On the basis of comparative analysis the authors investigate the problem of stylistically coloured lexical units rendering
in translation process of the story "Matilda" by Roald Dahl.

Having studied the available literature on this issue, the authors state that the term "emotionally coloured lexical unit" is
considered as a lexical unit that carries an emotional assessment in relation to an object, containing a sensual background.
A characteristic feature of this kind of lexical units is their connotative meanings, that is, the polysemy of their meaning
and the presence of a certain emotional stress in them.

Itis highlighted that for a competent literary translation, it is necessary to pay attention to the following factors: semantics
of the lexical unit, context, colouring, peculiarities of use.

When translating emotionally coloured vocabulary, it is most expedient to use the principle of equivalent translation, i.e. to
translate an emotionally-coloured lexical unit of the original with an emotionally-coloured lexical unit in the target language. In
cases where this is impossible, it is necessary to compensate for the lost emotional colouring. The rendering of emotionally
coloured lexical units of the original should be based not only on lexical and syntactic correspondences. More important in this
light is the task of preserving the tropes and figures of speech, in order to convey the artistic stylistics of the work.

The analysis made it possible to reveal the presence in the text of a large number of emotionally coloured lexical units.
Also, cases of translation of neutral lexical units, which were transferred into Ukrainian with an emotional connotation were
identified. In the overwhelming majority of cases, the translator has correctly conveyed the emotional colouring inherent in
the original. Deviations from the original, in general, did not affect the overall picture of the translation.

Key words: stylistically coloured lexical units, expressiveness, compensation, connotation, stylistic device.

MeToto cTaTTi € BUSIBNEHHS! Ta OnK1C 3aco0iB nepeaadi eMoLiiHO-eKcnpecnBHOI iHpopMmalii B nepeknagi.

OCHOBHI HaykoBi pe3ynsTaTyt OTPMMaHi i3 3aCTOCYBaHHSAM KOMMIEKCY 3araribHOHAYKOBUX i cneLianbHUX METOoAIB 4OCTIi-
[D)KEHHS, a came: aHani3y Ta y3aranbHeHHs HayKkoBoi nitepaTypu 3 npobnem 3 npobnem nepefadi eMoLiiHo-3abapBreHoi
NEKCWKM B Mmepeknagi; TeOpeTUYHe y3aranbHeHHs, aHani3 i CUHTE3; UiNiCHWIA Migxia A0 BMBYEHHS CTUMICTUYHUX SIBULL;
MOPIBHANBHWUIA, ONMMCOBWI Ta aHANITUYHUIA METOAMN.

Ha oCHOBI MOPIBHANBHOIO aHanidy aBToOpW OOCAIAXKYOTb Npobrnemy CTURICTUYHO 3abapBneHnX NEKCUYHUX OOMHULb
y npoueci nepeknagy onosigaHHs «Matunbgay» Poanbga Oana.

BrBumBLUM HasBHY niTepaTypy 3 LbOro NUTaHHS, aBTOPU KOHCTATYHOTb, L0 TEPMIH «eMOLiiHO-3abapBrneHa nekcmkay
pO3rNaAfaeTbcsa K NMEKCUKa, L0 Hece eMOLLiiHY OLHKY MO BiQHOLUEHHIO A0 00’eKTa, WO MiCTUTb EMOLIMHWIA (hoH. Xapak-
TEPHOK O3HAKOHK TaKOro pPoAy NeKcuka € ii KOHOTaTMBHE 3HaYeHHs, TOOTO BaraTo3HaYHICTL i 3HAYEHHS Ta HasBHICTb
MEeBHOIO EMOLINHOTO HaMpPYXEHHS.

lMigkpecneHo, WO ANs rPamMOTHOIO XyAOXKHBOrO Nepeknagy HeobXxigHO 3BEPHYTM yBary Ha Taki pakTopu: ceMaHTuKy
NEKCUYHOI OAUHUL, KOHTEKCT, 3abapBrneHHsl, 0COBNMBOCTI BXMBAHHS.

Mpn nepeknagi emouiiHO-3abapBeHoi NEKCMKU HanbINbW AOLINIbHO BUKOPUCTOBYBATM MPUHLMMN €KBiBaNEHTHOIO
nepeknagy, TobTO nepeknagat emouiiHO-3abapBreHy NEKCUYHY OAMHWLIO OpuriHanmy emoLiiHO 3abapBneHo nek-
CUYHOK OOMHULEN MOBW Nepeknagy. Y Bunagkax, Konv Le HEMOXIMBO, HEOOXiOHO KOMMEHCYBaTh BTpayeHe eMoLliinHe
3abapBreHHs. MNepeaaya eMoLiHO-3abapBNEHNX NEKCUYHUX OOMHWLb OpUriHany Mae 6a3yBaTnCs HE NULLE Ha NEKCUYHUX
Ta CUHTAKCUYHUX BiANOBIAHOCTAX. Baxnmeiwmm y LboMy CBIiTHi € 3aBAaHHS 36epexxeHHs TponiB i piryp moBwm, o6 nepe-
OaTu XyAoXHI0 CTUMICTMKY TBOPY.
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AHani3 403BOMMB BUSIBUTU HASIBHICTb Y TEKCTi BESMKOI KiNbKOCTi €MOLiiHO-3a6apBneHnX NEKCUYHUX OQUHMLE. Takox
BMSIBNEHO BMMNaAKW Nepeknagy HemTpanbHUX NEKCUYHUX OAMHMLb, SKi NepefaBanmcs YKpaiHCbKOK MOBOK 3 eMOLINHO
KOHOTaUiet0. Y nepeBaxHin BinbLIOCTi BUNaAKiB nepeknagay npaBnnbHO nepegas emoLinHe 3abapBneHHs, BnacTuee opu-
rinany. BigxuneHHs Big opurinany, 3aranom, He BNAMHYNW Ha 3aranbHy KapTuHY nepeknagay.

KntouyoBi crnoBa: ctunictnyHo 3abapereHa nekcrka, eKCnpecuBHICTb, KOMNEHCALlisi, KOHOTaLis, CTUNICTUYHWIA NPUAOM.

Problem statement. Literature occupies a special
place among other art forms. Unlike music and fine
arts, which directly influence people of different
nationalities through sight and hearing, which are
inherent to all people, literature is perceived through
the means of language that is specific to each nation.
Therefore, a literary work sometimes faces significant
obstacles on the way to its reader if this reader is a
native speaker of a different language system than the
author of the work. And since even polylingualism
and bilingualism cannot solve this problem due to the
existence of a large number of languages, translation
comes to the rescue, i.e. a type of creativity in which
a work that exists in one language is reproduced in
another one.

Translation has a special place in the literary
process. Each type of literature uses a certain type
of translation. In particular, fiction uses literary
translation. Literary translation is one of the most
obvious manifestations of interliterary (and therefore
in some way intercultural) interaction. In fact, it is
an important part of the national literary process as
it acts as a mediator between literatures; it would be
impossible to talk about the interliterary process in
its entirety without it. Fiction translation is a special
type of translation; it is a reflection of the thoughts and
feelings of the author of a prose or poetic original work
with the help of another language, the transformation
of his images into material of another language.

Literary translation deals not only with the
communicative function of language, but also
with its aesthetic function, as the word acts as the
"number one element" of literature. This requires
special care and erudition from the translator. The
work of art reflects not only certain events, but also
aesthetic, philosophical views of its author, which
either constitute a coherent system, or a mixture
of fragments of different theories. Therefore, the
translator must have, if not thorough, then at least
sufficient knowledge for the translation of philosophy,
aesthetics, ethnography (because some works depict
details of the life of the characters), geography,
botany, navigation, astronomy, art history and other
areas. The ideological structure of the original can
become a dead scheme in translation if the translator
does not imagine the social environment in which the
work originated, the reasons that led him to life, and
the circumstances due to which he continues to live
in other environments and in other time.

Analysis of recent research and publications.
One of the most interesting aspects of translation
theory is the problem of rendering stylistic devices
in the target language. This problem attracts the
attention of linguists. Such prominent domestic
and foreign scientists as 1. Arnold, L. Barkhudarov,
S. Bukhtiyarov, A. Veselovsky, N. Grabovsky,
V. Komissarov, Ya. Retsker, V. Slepovich,
Yu. Vannikova, V. Vinogradov, S. Vlahov, I. Galperin,
A. Kunin, H. Casares, W. Koller, V. Mokienko,
Yu. Naida, L. Roizenzon, S. Florin, A. Fedorov,
A. Schweizer, and others devoted their works to the
study of stylistic devices and ways of their rendering.
But this aspect of translation is insufficiently
developed. The importance of studying the translation
of figurative means is due to the need for adequate
transmission of figurative information of the work
of art in the target language, the reproduction of the
stylistic effect of the original in translation. [1, p. 54]

The main purpose of this article is to identify
and describe the means of rendering emotionally
expressive information in translation.

To achieve the above research goal, the following
tasks are supposed to be solved: 1) analyzing the
main means of transmitting emotional information in
a literary text; 2) assessment of selected emotional
units and their role in creating an emotionally
expressive effect; 3) revealing the emotionally
coloured vocabulary in the story "Matilda" by
Roald Dahl; 4) research by means of a comparative
analysis Ukrainian translation of the story performed
by V. Morozov identifying the methods used by the
translator to render the original expressive units,
evaluating them from the point of view of translation
adequacy.

To implement the set tasks, the following
research methods are applied: comparative method,
descriptive method, continuous sampling method.

The outline of the main research material.
Nowadays, linguists pay great attention to the role of
emotional and evaluative vocabulary in the structure
of'a work of art.

According to O. Akhmanova, stylistically
coloured vocabulary is lexical units (monosemantic
words or individual meanings of polysemantic
words), characterized by the ability to create a
special stylistic impression beyond the context. This
ability is due to the fact that the meaning of these
words contains not only subject-logical (information
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about the designated subject) information but also
additional (non-objective) — connotations [2, p. 310].
By definition of 1. Arnold stylistically marked
vocabulary is “words that, along with denotative
meaning, indicating the subject of speech, also have
a connotative meaning (connotation), which consists
of emotional, expressive, evaluative and functionally
stylistic components™ [3, p. 153].

There are many words in the English language that
have an expression element 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 degree of emotional stress” [7, p. 90].

Fiction text is multifunctional. In it, the aesthetic
function is layered on a number of others —
communicative, expressive, pragmatic, emotional,
but does not replace them, but on the contrary,
strengthens.

The language of a fiction text ‘lives’ according to its
own laws, different from the general language, it has
special mechanisms for generating artistic meanings.
Such researchers as A. Potebnya, V. Vinogradov,
G. Vinokur and others wrote about the specifics of
the word in the literary text. They emphasized that the
word in the literary text, due to the special conditions of
functioning, is semantically transformed, and therefore
contains additional meaning. The play of direct and
figurative meaning creates aesthetic and expressive
effects of literary text, makes this text figurative and
expressive. In general, scholars recognize that non-
expressive texts do not exist, any text is potentially
able to exert some influence on the consciousness and
behaviour of the reader, because it is expressiveness
that contributes to the purpose of speech, ensuring the
impact of the text on the recipient. Thus, the number
of expressive means in the text does not determine the
expressive effect of its perception, but only increases
the likelihood of its occurrence. Moreover, in addition
to special language means, namely emotional,
figurative, stylistically marked, any neutral language
unit can be expressive, depending on the author’s
purpose and contextual situation.

All genres of fiction — epic, poetry, drama — are
characterized by emotionality, expressiveness,
aesthetic motivation of language tools, and imagery.
The specificity of artistic speech is that the language
of fiction uses elements of all styles. All means
interact to express the aesthetic content of the work
through a system of artistic images.

The translation of stylistic devices that carry the
figurative charge of the work often causes difficulties
for translators due to the national characteristics of
stylistic systems of different languages. All linguists

emphasize the need to preserve the image of the
original in the translation, believing that, above all,
the translator should seek to reproduce the function
of the device, but not the device itself.

Thus, the stylistic aspect of translation is necessary
for a translator, without it there could not and cannot be
a successful translation. It is the stylistic aspect of the
language that is responsible not only for the translation
from the source language into the target language,
but also for the features and skill of the translator.
After all, the translation of the original depends on
how the translator is able to convey the meaning of
stylistic means. In his understanding, the translator
seeks to "improve" the author’s text, resorting to
various techniques, but this does not always work.
One of the many reasons is the peculiarity of the initial
word usage. Another reason that makes it difficult
for a translator is the national peculiarities of stylistic
systems of different languages.

When rendering stylistic devices — comparisons,
epithets, metaphors, proverbs, etc. the translator
must decide whether it is necessary to preserve
the underlying image or it should be replaced in
the translation by another one. The reason for
replacement may be the peculiarities of Ukrainian
word usage, word compatibility, etc.

The translation of a work of art is considered to be
full if it preserves and adequately conveys both the
meaning (denotation) and stylistic colouring, artistic
peculiarities of the use of words (connotation). At
the same time, the translator must remain within the
limits of the language norm acceptable for this genre.

While rendering the artistic means of expression
of the original in the process of translation, the loss
of certain shades of meaning is inevitable, because
the stylistic systems of English and Ukrainian
languages differ. Therefore, the translator’s task is
not to translate one or another device, but to create
an effect, an impression adequate to that made by an
English-language device in its organic environment.

Let’s make a comparative analysis of emotionally
coloured vocabulary usage in the story "Matilda" by
Roald Dahl and its Ukrainian translation performed
by V. Morozov, and identify the methods applied by
the translator to render the original expressive units,
evaluating them from the point of view of translation
adequacy.

In the words of Margarita Brandes, “the writer
realizes himself and his point of view not only
through the image of the author-narrator, but also
by means of his speech and language” [4, p.105].
In this study, an attempt has been made to trace the
translation techniques that V. Morozov [6] uses when
conveying the colour of the heroine’s speech, her
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colloquial style of narration in the story ‘“Matilda”
by Roald Dahl [8]. We will see how the translator
“helps” the author to reveal the image of a little girl
with an extraordinary mind.

Translation techniques:

1) in most cases the translator completely copies
the stylistic means of the original:

O my gawd — ou O6ooce wmit, brainy -
bawxosumuil, dreaded box — sicaxnusuii suyux, cooled
down — eeamysana, appalling — oeuoni, devouring —
noanunarouu, seemedtostiffen—aoiczaxsx, less cocky—
He makuu 3yxeanuil, diddle the customer — nadymu
xuienma, a lot richer — nabazamo bazamwui, the
most successful day — waneno ycniwnuii Oenw,
real wreck — cnpasoicns pyina, stinker — He2iOHUK,
toddle — uumuuxysamu, wrapped up — 3ayuxienutl,
chatterbox — bazixano;

2) compensation (translating expressive lexical
units by another expressive means more common for
the target language): was shrieking — 3apenemysana,
beastly — no-ceuncwru, don't give me that rubbish —
He 3amuntou meHi oui, nifty little trick — oomennuii
goxyc, asinine — Oezenysoi, little cheat — mana
bpexyxa, brilliant father — eenianvhuti 6amoxo, to be
hot stuff at arithmetic — 3namu apugmemuxy sx c60i
n’amo nanrvyis, run rings around them all — opamu
Hao Humu eopy, going round the bend — bodicesinns,
devising and dishing out — sueadysana i npusHavana;

3) rendering stylistically neutral lexical units
with the expressive ones in order to convey
the atmosphere of the story, author’s intention,
or peculiarities of the narrator’s speech: was

building up  (30inmbwryBamace) —  Habupana
obopomis, she stopped dead (Bona 3ynuHUIaCS
MEpTBa) — 3aKiAKAa Ha Mmicyi, Stuffing himself

(mabuBaroun cebe) — wamunaiouu, flog to (outu
I10) — enapumu, came into (3aMIIOB) — 88anuscs, eating
(TBumm)—zacyrouu, strode(KpoKyBaB)—ysipeascs, enough
(mocTatHBO) — Dobpsne, came (TMOYANA) — BUOYXHYA,
glanced (tnsanyB) — 3upkHys, pointing (BKa3yooun) —
muysiroyu, said (CKa3zaB) — 36e/i8, 02PU3HYECSL, YPBAS,
2apKHY8, 30u8y8ascs, goggling (MUBIISTINCE) —8UPAUUB
oui, splendid punishments (4ymoBi mokapaHHs) —
HatioowkynvHiwi xapu, he became very quite (BiH
CTaB IyXe CHOKIMHUM) — #iomy 3ayinuio, almost
blinded the onlooker (Maike OCIINUB TJsSAAYA) — AXHC
oui crinuau, things (pedi) — wacmomu, very pleased
(myxe 3amoBONICHUI) — cmpautlenHo 600601eHUll,
crop of black hair (macMo 9OpHOTO BOJIOCCS) — YOpHA
YyIpUHA;

4) use of diminutive suffixes and prefixes inherent
in colloquial speech to create a more accurate picture
for the Ukrainian reader: girl (niBunHa) — disuucwvKo,
talk (po3moBa) — Oanauxku, quietly (THX0) -—

muxeceHvKo, in the early morning (paHo B paHIli) —
pano-panecernvko, book (kHUTa) — KHUdICEUKA, FOOM
(kiMHaTa) — kimMHamka, nothing (HIYOTO) —
AMIYO2ICIHbKO, HIYORICIHbKO,

5) use of colloquial syntactic constructions in
translation:

a) the use of syntactically incomplete expressions
characterizing spoken language:

Right. I've got it. — €. 3anucas.

He sat ... - cis ....

They are over there — omam

Would you like me to help you ...7 — Jlonomoemu
mooi ....7

Can [ help you, Matilda? — Jlonomoemu,
Mamuavoo?

b) replacement of words (inversion), characteristic
for colloquial speech:

Here I come — ocv s nputiuios

1t is full of mystery. — Tam cminoku maemHuyb.

... he sure as heck won t get a job anywhere else. —

.. 0einoe 8iH Yopma 1uco2o 31atioe, a He pooomy.

6) introduction of additional colloquial elements
to convey precise context and stylistic coloration of
English sentences:

Early — 3 camicinbkozo panxy

However — xaii xou siki

No less than — nispoky axic

Were falling over themselves — aoxec 30 wKkypu
nHYUCA

I am wondering what to read next? — A oue
oymaro, woob e maxko2o noyumamu?

Could I do it? — [ meni mak mosxcua?

It’s a funny thing about mothers and fathers. —
Ane e i kymeoni omi mamu i mamyci.

7) there are cases when the translator (despite
having the analogue in the target language) replaces
the expressively coloured words with less expressive
ones: What the heck’s the matter with you, woman?
(IIlo B Gica 3 TOOOMO, XKiHKO?) — Ta wo 3 moboio,
aHcinko?, came sweeping out (BUHIILIA 3MITal04H BCe
HABKOJIO) — gubiena, to keep a straight face (nense
YTPUMATHCh) — He sudacmb cebe, but alas (ane Ha
XKamb O00Xe) — npome, Hadcanv, shut up (CTYTHTH
NENbKY) — 3AMOGKHYMU, MOBYALA, NOMOBY, crouching
over (3rUHAIOUNCH ) —Haxuausuucsy, delve (KormaTucs)—
sanypumucs, flick away (BimMaxHyTHCS) — GUKUHY MU,
fished (migxonuB) — euiinsis, flare-up (cmanax,
CMIAJIaXHYTH) — ceapka, don t butt in (He BMpamncs) —
He 3as8adicail;

Thus, we can conclude that used by the translator
V. Morozov’s techniques allow to convey stylistic
features of speech of the protagonist of the story,
giving the Ukrainian-speaking reader chance
to evaluate her character and guess the author’s
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intention. Since one of the main functions of literary
style can be considered a function of aesthetic impact
on the addressee, that is, on the reader, then it can be
noted that in the studied translation this impact is not
lost, but manifests itself in full.

Conclusions. The analysis made it possible
to reveal the presence in the text of “Matilda” by
Ronald Dabhl a large number of emotionally coloured
lexical units. In the overwhelming majority of cases,
the translator V. Morozov has correctly conveyed
the emotional colouring inherent in the original.

Deviations from the original, in general, did not
affect the overall picture of the translation.

Summing up all of the above, we can note the need
for further theoretical and practical study of the problem
of rendering emotionally coloured 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 specific features of the translation of
emotionally coloured lexical units, but also to study in
detail the perception of this layer of vocabulary among
representatives of other cultures.
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Kanouoam Qiiono2iuHux Hayx,

cmapwiuil GUKIA0ay Kagheopu MiJCHaAPOOHUX KOMYHIKAYIl
Vorczopodcvroeo nayionanvrozo yHieepcumemy

Y cTatTi NpoaHani3oBaHO NIEKCMKO-CTUNICTUYHI OCOBNMBOCTI Nepeknaay KaskoBoi NoBicTi ans aiten «BAB» Bigomoro
OGprTaHCLKOro aBTopa HopBe3bkoro noxomxeHHs P. [ana. [Jo yBarv B3ATO HanpautoBaHHSA axiBLiB 3 BUBYEHHS! TEKCTIB
ANAa giTen Ta nigniTkie, AMTAYOr0 YWTaHHS, AOCNISKEHHS 3 Nepeknago3HaBcTBa Ta TBopyocTi P. [lana. YBary 3akueHToBaHo
Ha piBHAX Nepeknagy — oHorpadiyHOMy, NEKCUYHOMY Ta rpamMmaTU4YHOMY; Ha CBITi OHOMACTUKWN; aBTOPCbKUX Ta nepekna-
JalbKMx okasioHaniamax; cneumdiui CNpURHATTS NOBICTi YKPaiHCbKAM peumnieHTOM-OUTUHOLO.

Y cboHorpadi4HOMy acnekTi aHanidy TEKCTY BUOKPEMIIEHO NOHATTS «anitepauis» Ta «rpadoHn». Y noBicTi MiCTUTbCS
35 npuknagiB BUKOPUCTaHHS Npuitomy anitepauii Ta 192 Bunagkv BXuBaHHSA rpadioHiB, cepes SKkMx HanbinbL YyacTumm
€ BiJTBOPEHHS KypcMBY Ta kaniTanisauii. 3po6neHo BUCHOBOK, LLO Ha LibOMY piBHI Nepeknagy crocTepiraemo MiHiMansHe
BTPYYaHHS mepeknagada B iHAMBIAYanbHWUIA aBTOPCbKUN CTWUMb, BOQHOYAC 30epexeHo eMOoLiHe HaBaHTaXeHHs yYepes3
cTparTerito o4OMaLUHEHHs — aganTaLito 4o cneuundikm CIPUAHATTS YKPaiHCbKOro YuTava-auTuHu.

JIeKCMYHMI piBEHb PO3IMSAHYTO Yepes aHani3 okasioHaniamie, 4EMiIHYTUBIB, MPOMOBUCTUX iIMEH, IHBEKTUBHOI NTEKCUKN.
MopgaHo xapakTepuCTUKy iMEH NEPCOHaXIB, aHTPOMOHIMIB Ta TOMOHIMIB Yy TEKCTi, MPOCTEXEHO Py CiB, OKPECEHO BiAMno-
BiJHICTb BNacHUx iMeH. 3pobneHo akueHT Ha nepeknagaubkux okasioHaniamax, siki MalTb BnacHe eMOTMBHE HaBaHTa-
XKEHHS Ta € BMi3HaBaHUMU AN peuunnieHTa-aUTUHN.

OpHieto 3 OCHOBHYX SIKICHMX 03Hak nepeknaay B. Mopososum noeicti P. Jana «BB» aBTopKka cTaTTi BBaXa€ yCBiAOM-
NeHHs nepeknagayem crneumndiku CPURHATTSA yKpaiHCbKOro YniTtava. Lo ocobnueicTb NpoCcTeXeHO Yepes BpaxyBaHHS
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