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The article aims to highlight Yu. Lisnyak’s translation activity covering a wide range
of scopes within literary translation and interpreting with an emphasis on the translator’s role
in the advancement of Ukrainian literature of the second half of the twentieth century as well
as pinpoints the issues about re-evaluating and dismantling the ideas and methods
of translation canons of the decade.
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Introduction. An aesthetic dialogue that explores the problem of reception
and interpretation of the original text correlates with translator’s creative personality that
not only underscores its artistic value, but also provides a wide range of opportunities
to “involve readers into a creative game festival” (Zubrytska, 2004, p. 32) by articulating
the birth of a new literary work obviously recognized as translation. At the same time,
the reader comes to solve an intellectual quest hidden in the game, i.e. to decode the scheme
of artistic communication in which the translator occupies a leading position. These appeals
to the aesthetic sphere of the reader’s experience characterized by its personalized nature
marked by intellectual competence of the recipient and wide-open willingness to learn
something new. Yuri Lisnyak’s translations evoke a true enthusiasm to distinguish the mosaic
integrity of the uncertain reality of a foreign literary text.

As a strong advocate for the innovative ideas articulated by outstanding representatives
of Ukrainian Translation Study (M. Lukash, H. Kochur, R. Dotsenko), Yu. Lisnyak has
acknowledged their philosophical and moral principles being further used as guidelines for his
translation concept. These mostly concerned methodological principles and criteria for text
selection as well as the desire to get the target reader acquainted with a new artistic reality
of literary work and provide metaphorical vision of the world with all its symbolic spaces
and complexity.

The article aims to provide an overview of Yuri Lisnyak’s translation activities
by evaluating and analyzing tactics and approaches he manifested through literary translation
as well as identifying gaps in the interpreter’s writing style.

Results and findings. The writings of Translation Studies theorists and researchers
(S. Bassnett, I. Korunets, O. Krupko, V. Mitrofanov, T. Nekryach, O. Pavlenko, A. Perepadya,
Tymoczko) tend to focus on translating literary texts as the objects of enquiry, searching
for adequacy, equivalence and the unity of form and content to match a poetic profile of the
original text in general and generating particular insights into Yuri Lisnyak’s translation
activities. Numerous interviews and archive materials come to reveal the translator’s literary
style as well as recognize the art of interpretation, the authors accentuate on his utmost desire
to recover the artistic value of Ukrainian translation. To the extent that these studies take
into consideration the cultural implications of the translator’s tactics, they establish his
strategies to function as certain guidelines for beginning translators by giving them tips to find
the right way of creating a new literary text.
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Background. The artist enrolls himself to a glorious cohort of Ukrainian translators
of the sixties manifesting certain aesthetic position on his own translation activities. He has
always been a convinced follower of H. Kochur and R. Dotsenko and was the one who not only
supported their views regarding translation quality assessment but also became a chief advocate
and expositor of high quality practice in the field.

The turning point of Yu. Lisnyak’s translation activities that throws a new light on his
artistic world covers the period of exile when he was dismissed on the ground potentially related
to his political views and beliefs. He fully recognized that the lack of good quality translation
in Ukrainian resulted in the shortage of virtuous literacy and moral evaluation of national works
of art. Being greatly concerned about these Yu. Lisnyak’s claims, there is a lack of training
opportunities for the novice translators of his time to equip them with essential knowledge,
skills and social behaviors required for practical consumption of translation quality assessment.
Accordingly, the best collection of the author’s translations characterized by linguistic
and genre diversity enjoy worldwide recognition. His numerous translations include prose
works of world’s Classics sorted by the number of languages — English, German, Czech
and Slovak. Among The list of Yu. Lisnyak’s translations embrace novels, humorous stories
and pamphlets, journal articles and essays (“Hard Times” by Ch. Dickens, “Journeys of Lemuel
Gulliver” by J. Swift, “Metzergenstein”, “Berenice”, “Buried Alive”, “The Devil on the Bell
Tower”, “Never Bet the Devil Your Head”, “The Golden Beetle”, “The Abyss
and the Pendulum” by E. Poe, “Moby Dick” by G. Melville, “Ivanhoe” by W. Scott, “Over
the Sea” by J. Joyce, “Jerry Island”, “Little Mistress of a Big House”, “Sea Wolf”, “Michael —
Jerry’s Brother” by J. London, “City of the Terrible Night” by R. Kipling, “Death of a Hero”
by R. Aldington, “Green dots”, “And What is Love”, “The end of eternity” by A. Azimov,
“How I was Elected the Governor” by M. Twain, “Three Men in boat” by Jerome K. Jerome
“Suicide Club”, “Evening Conversations on the Island” by L. Stevenson, “History of Western
Philosophy” by B. Russell, “History of the United States” by G. Syncotti, novels and short
stories by B. Brecht, A. Frans, E. M. Remarque, O. Balzac, G. Mann, M. Schultz, G. Nakhbar,
K. Chapek, J. Hasek, F. Glauser, J. de erval, G. Bell and others.

A huge array of literary works presented by multidimensional prose of various genres
selected for translation highlight a wide variety of Yu. Lisnyak’s artistic interests. In his
translations, he aims to project the identity of a particular historical epoch from
the ethnographic perspective, thus modelling through artistic means a “new face” of a “new
reality” to reproduce its “texture, dynamics, stereoscopicity” (Dotsenko, 2013, p. 12).

The translator’s utmost aspiration to move away from monotony of everyday life proved
to be uttered by the diverse nature of his artistic talent — a “pen”, which was his professional
instrument, and a “pencil” as an essential tool for a certified graphic designer like him. Such
intentional “cooperation of talents” (Pavlenko, 2015, p. 339) resulted in the artistic design
of his own translation of the novel by the Czech writer Irasek “Skalaki” (1967). The sketch
of Yu. Lisnyak’s linguistic profile underscores his artistic talent and original ideas that occur
from translators’ discourses and practices. He created masterpieces of world classics
the Ukrainian interpretation even without following the career routes that included University
programs in Philology. Thus, incorporating critical issues into recognizing Yu. Lisnyak’s
translation activities, R. Dotsenko noted the repeated emphasis on the translator’s <...>
“accuracy” (knowledge of grammar) and “fastidiousness” (artistic sense of language culture).
Yuri Lisnyak’s language seems to be plain, but there are too many in it that is successfully
forged by his skillful pen <...> and some movable, as if festive intonation <...> and almost
musical orchestration of the word” (Dotsenko, 2013, p. 12). For him the translation is not
perceived as a mere “<...> marginal activity based on binary oppositions between languages
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<...>, but <...>sought to explore much broader questions of power relations and develop more
critical awareness of its cultural and ideological implications” (Pavlenko, 2014, p. 22).

Yu. Lisnyak maintained his sincere love and respect for his heritage language and culture
and this admiration for Ukrainian as his mother tongue was determined by his personal
obligation to “fight daily with the normalizers of the anti-Ukrainian academic fortitude”. This
is exactly what he says in one of his unpublished articles titled “The Work of a Translator”
in which he particularly notes: “The work of a translator. Looks more like a kind of office
work, so inconspicuous, mechanical, and highly specialized. Just take pleasure in doing word-
by-word translation, and that is all. Out of a dozen Ukrainian readers of William Faulkner
or Heinrich Bell, hardly anyone has ever noticed the translator’s name. However, who,
if not the translators, build bridges between cultures, bridges of understanding between people
of different backgrounds ... Then why do they say that at the time of national languages revival
movement translators play a leading role? ” Further on Yu. Lisnyak finds the answer
to the rhetorical question, arguing that “it’s translators who enrich national literature being
on the early stage of its development with the elements of mature foreign culture fertilizing it
by its worldly, peculiarly English wit thus, stimulating it to catch up and move to the highest
level of recognition” (Lozynska, n.d.).

In this context, Yu. Lisnyak shares his views on the issues in question with the notion
articulated by 1. Franko: “Translations of most popular works of foreign literature belong
to national literary heritage” and thus <...could never be isolated from the world literature...>
hence, “the work of a translator is urgently needed” (Lozynska, n.d.). At the same time,
the translator accentuates on the necessity for “careful treatment of every image, every
intonation, and every thought of the original”, as well as <...reproduce all the linguistic
and stylistic productivity of a foreign literary masterpiece, thus developing and advancing it”
(Lozynska, n.d.).

Yu. Lisnyak’s vision of the translation mission is basically recognized on viewing it
as means of national culture development caused by the artist’s aspiration to raise the status
of the Ukrainian language which has long been on the margins of public life and one of the key
battlefields in the struggle against Russian domination. With this purpose, he joins
the translation detachment, which proved to be active on the “battleground” for the Ukrainian
language, explaining that the metaphors (“battlefield” and “detachment”) are not mere
rhetorical embellishments. According to Yu. Lisnyak, translation “has always been an integral
part of the front lines in the struggle for Ukraine that concur with the flourishing
of the Ukrainian language”, when under conditions of ethnocide and linguistic censorship
“we had to defend ourselves — and, as always in a battle, suffering severe losses” (Lozynska,
n.d.). In this regard, the artist’s consideration on the state of Ukrainian translation as an integral
element of national culture displays his personal reflection that

“our dream for independence cause — (he was hopeful they were temporary ones) —
cultural losses, especially in literature as well as in publishing. And the book, the printed

word and language in general proves to be, in my view, the foremost cultural tool, because

our species, called Homo sapiens being highly intelligent, can also be called Homo faber —

producer and creator who at the same time is a narrator” (Lozynska, n.d.).

One can perceive on how careful and precise was Yu. Lisnyak’s approach of literary
works selected for translation by reading his wish list (register), in which
he <...“enthusiastically includes everything that touches his soul...>” and <...if you open
a hidden secret somewhere deep in my heart, then a powerful fountain of titles and names will
make a splash from there (Pavlenko, 2015, p. 341). For him, the choice of a literary work
for translation that arises from the interconnection of external factors (social, cultural,
historical, political, literary, etc.) comes to be as important as the optimal author of the original.
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Possessing a reliable status of a master of the word, Yu. Lisnyak exposes his concern
of how to preserve artistic resources of the Ukrainian language by demonstrating the highest
degree of responsibility both to the author of the original and to his anticipated reader. For this
he was often called Charles (for his brilliant translations of Dickens’s novel “The Hard Times”),
Herman (for his interpretation of G. Melville’s novel “Moby Dick”, “The White Whale”),
Anatoly (for the translation of A. Franz’s novel “The Tavern of the Queen ° Goose Feet™”)
and Edgar (for translating E. Poe’s novels and short stories).

Analyzed through the lens of these, it becomes obvious that these choices can have
considerable values, from the translator’s language principles to various language
modifications. Above all, the way that Yu. Lisnyak creates his intended readers as target
audience, reinforces his translation versions due to his sense of humor and elements of laughter
which he graciously transported to the target text, where they “explode with merry turntables
and cheerful sun rays in readers’ souls” (Bilorus, Adamenko, Pisariev, Soltys, and Karavanskyi,
2001, p. 4). Grotesque, mockery, open irony or soft humor, puns used by the translator while
depicting of characters of Poe’s, Dickens’ and Franz’ characters (Damn it — Dostobbis,
Bounderby — Gorloderb, Merrylegs — Dance, Salloger, Mrs. Pantufl, etc.) come to be colorful
examples of the practical embodiment of the “stylistic nuance of literary prose world classics”,
in which he is “a brilliant master, even a virtuoso” (Bilorus, Adamenko, Pisariev, Soltys,
and Karavanskyi, 2001, p.4). Yu. Lisnyak’s talent to reproduce every possible nuances
of the artistic atmosphere of the original work by “approaching there without moving away”
(Lukash’s notion), has become a frame of reference, a certain compass in the process
of developing translation experience for generations to come.

It is almost impossible to imagine Yu. Lisnyak’s translation activities restricted only
by his understanding of the original and the skills of translating words and phrases.
As he claims, “when equipped with such ‘weapons’ one should not even think to resist
the strangleholds and headlocks of translation. A modern translator is a writer who is perfectly
acquainted with world literature, the achievements of literary, linguistic and translation studies”
(Lozynska, n.d.). In his view, to create a qualitative, artistic interpretation of a foreign work
of art the translator should possess a complex set of skills related to psychological, artistic
and aesthetic issues, as well as particular historical realities.

Rewarding was Yu. Lisnyak’s activities in Kyiv Association of translations under
the leadership of Dmitry Cherednychenko. It was under his initiative that a workshop
on literary translation “Dialogue of Literatures” was established that aimed to provide
beginning translators with professional skills and techniques through their participation
in  numerous debates regarding literary translation. Taking a position of a proofreader
in the department of foreign literature of “Dnipro” (1957-1983), Yu. Lisnyak’s managed
to organize a good team of novice translators (Yu. Gablevich, O. Terekh, V. Mitrofanov
and others) who had shared understanding of translator’s work as a whole and demonstrated
radically new ways to solve problems that occurred in the process of discussion whether
a translated version is relevant or not. Exceptional organization, an overly demanding behavior
combined with a persuasive force of his expository gift and extraordinary ability for resolving
conflicts made coworkers call him a “peacemaker” (Bilorus, Adamenko, Pisariev, Soltys,
and Karavanskyi, 2001) when considering disputable issues related the publication
of translation works.

Thus, there has been a lively debate on how to release collections of short stories
by J. London and E. Poe if the translated versions were overwhelmed with Ukrainianisms.
In light of this consideration, L. Pervomaisky demanded that the director of the publishing
house had to “correct the situation”. Yu. Lisnyak managed to convince him that such a style,
“when New York stockbrokers started to speak Ukrainian” is absolutely justified, and the great
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poet, “without noticing it, followed the living language of the soul” (Bilorus, Adamenko,
Pisariev, Soltys, and Karavanskyi, 2001, p. 4), and as a result the Ukrainian reader had
a possibility to enjoy a real translation masterpiece.

Among other characteristic features of the translator’s personal profile is his utmost desire
for insistent creative search, and this “ravenously divine hunger” of his (Bilorus, Adamenko,
Pisariev, Soltys, and Karavanskyi, 2001) that was not easy to break down. Even being incurably
ill, he “tried on Ukrainian garments” to other pieces of world classics. This was also the case
with the translations of E. Poe’s prose works that had to be issued by publishing house
“Dnipro”. Yu. Lisnyak received the order for the translation but according his wife Halyna
Lozynska’s recollections, he initially refused to fulfil the task because he was working
on translations of J. London at the time and what is more, he did not find bizarre prose
interesting thus, qualifying it as a “low-quality” genre. The director of the publishing house
O. Bandura made several tries to onvince Yu.Lisnyak in the necessity to take
up the translation, as he was sure that only Yu. Lisnyak, with his “fantastic diligence
and neatness” (Lozynska, n.d.) was able to perform high quality translation in a relatively short
period.

Yu. Lisnyak has always aspired to shorten the distance between the senses laid down
by the author and their implications in translation, stylizing the author’s intellectual search
in the temporal space created by him. He started the dialogue with author by repeatedly coming
back until this communication has a meaningful end. This was also the way he worked
at translation of E. Poe’s literary prose when the “shortage of distance” comes to be evident
from the earliest stage of working with the original during its first reading, when the translator
comes to be in the same semantic field with the author. Yu. Lisnyak makes every effort
to adequately depict American writer’s artistic world, as if <...>asking the author for a shelter
(Lozynska, n.d.). For him the process of translation is closely connected with the process
of active reading — the translator’s efforts focus on ways to synchronize these two aspects,
in which the level of his mastery of the context as well as the ability to expose its hidden values,
real and fictional elements prove to be the key mechanisms of his translation strategy. In other
words, translation for Yu. Lisnyak has always been a “goal-setting”, which comes to bringing
together all the psychological perspectives of the translator with the real and imaginary
personifications of the author of the original. According to him, only access to the ‘common
communication’ between the original work and the translator as a reader makes it possible
to distinguish the true meaning of the artistic phenomenon that proves to be a translation
itself.

The translator’s dialogue with the author of the original is realized through commonly
recognized phenomenon of aesthetic communication that comes to be personally oriented
and deeply individualized, as well as determined by both non-literary context and the level
of cultural and aesthetic integration of the translator into a new contextual space
of the original. Such ‘silent conversation’ proves to be fundamental for Yu. Lisnyak
in shaping up his artistic communication with American prose writer E. Poe.

Philosophical value of E. Poe’s short fiction colored by mystical motives, dark and weird
side of the human psyche as well as the writer’s inner desire to resist an optimistic view of life
has been skillfully embodied in the Ukrainian context. Rather, by taking inspiration from
the studies of Yu. Lisnyak’s Ukrainian translations (short stories “The Devil on the Bell
Tower”, “Buried Alive”, “Berenice”, “Don’t Bet the Devil on Your Head”, “Tragic Situation”,
“How I Was a Secular Lion”, “Dating”, “Manuscript Found in a Bottle”, etc.), one could
investigate the translator’s interpretation of the author’s original language and writing style
with all its peculiar sense of world imperfection. Despite the writer’s analytical ability
to combine the magnificence of the tragedy and the comedy in his short fiction, that for the first
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sight caused some difficulties in translation, Yu. Lisnyak found no limits of untranslatability
in the original text. This could have been proved by the translation of E. Poe’s story
“The Devil on the Bell Tower” (1992), in which these motives are traced with special articulacy
and expressiveness.

The title of the work itself “Never Bet with the Devil on Your Own Head” “Never Bet
the Devil Your Head”, transformed into Ukrainian via word-by-word translation method gets
the reader to understand the “crisis of consciousness”. Even in such a small story, using his own
special techniques the translator makes it possible to figure out the multi-layered structure
of the human psyche, which comes to exist in tragic contradiction with the outer world.
Initially, the Ukrainian version of this work had a title “Never Lie to the Devil on Your Own”,
however in the latest edition the translator decided “not to burden the author’s plain style”,
by removing the “extra word”, which had a more categorical semantics and more negative
connotation. This is also due to the realization that the title contains a concisely formulated
theme and idea, and “taking into account the fact that the work holds a subtitle ‘A Tale
of Morality’, the abovementioned translator’s decision was justified” (Pavlenko, 2015, p. 333).
As awhole, Yu. Lisnyak’s translation provides the target reader with complete comprehension
of the “new” literary work and gives him an opportunity to feel as if he is reading a true
Ukrainian story — figurative and plain, with all the variety of means of word formation peculiar
to it. This is achieved through the translator’s use of expressions such as ‘what in plain English’,
‘and what’s the English for’, ‘in what simply means’, ‘in plain’ (Poe, 2020) and others.
For example, “...meaning, in plain English, that, provided the moral of an author are pure
personally, it signifies nothing what are the moral of the book (Poe, 2020); “every fiction should
have a moral; they are not predestined to bring me out, and develop my moral — «that is
the secret»” (Poe, 2020). This comes to be related with the “<...specificity of the temporal
organization of a free verse...>” where “<...the end of most lines is marked with a pause
and the relationship between the length of the pause and its recurrence is often marked
by a negative correlation” (Morgunova, Shkurko and Pavlenko, 2019, p. 15).

The translator’s talent is also reflected in his refined ability to give the main characters
“eloquent names”, using various means of artistic discourse from satirical grotesques to soft,
offensive humor, which actualizes the pragmatic focus of the text with the reader’s engaged
in it. The last name of the main character “Dammit”, which is a combination of two English
lexemes “damn” and “it”, thus Yu. Lisnyak’s translation not only accurately preserve this
hidden semantics and the content embedded in it — “Dostobbis”, but also reproduces its features
at the phonetic level (English — mm, Ukrainian — bb), which also has some reinforcing effect.
In light of these, we assume that Yu. Lisnyak’s interpretive position and individual style are
determined by the historical and cultural context of his translation, which is outlined at all levels
of the text from the verbal image of the contaminated language of the characters, intonation
and rhythm of the original to achieve full harmony of its form and content.

Conclusion. Yu. Lisnyak’s translations prove to be a vibrant example of synthesizing
methodical and practical contributions to Ukrainian translation heritage and national cultural
prestige. Taking up Anglophone texts as primary data for different strategic aspects
of translation, he intricately linked them with the reception and target reader-response aimed
at continual interchange of cultural knowledge as well as providing new perspectives beyond
the national literature thus, making it available for a global audience. New avenues most notably
articulated by Yu. Lisnyak with respect to the translation techniques move toward the issues
that take greater account of both public and cultural contexts in which literary translations are
created. In particular, they consecutively incorporate the following techniques: combination
of artistic translation method with lexical and semantic transformations; ‘nationalization’
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of English proper names; keeping the rhythm of the original as well as its graphic
representation.
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O.T. I1aBaeHko
ETUYHUM KOJI IEPEKJIAJIB IOPISI JTICHAKA

Y emammi euceimneno aemopcwkiy cmpameeii nepexnady FOpis Jlicnaka, suoamnoeco
VKpaiHcbko20 — nepexknadaua —  NpeOCMASHUKA  CIABHOI  KO2opmu  nepexialavis-
wicmoecsimHuKi6 i3 BUSHAYEHOI eCMemuyHol NO3UYIEID WO000 61ACHOI XYOOICHLOI
meopuocmi. Ilepexnadayvkuii 00poOOK Mumysi npe3eHmo8aHuli HU3KOW NpPO308UX MEOPI8
C8IMOBOI KNACUKU 3 AH2NIUCLKOIL, HIMEYbKOI, 4ecbKoi, Clo8aybKOi MO8, U0 OXONUIU YACOBUL
npocmip Kitbkox cmonims: pomanu i onogioanns Y. [likkenca, E. Ilo, I. Mensinna,
B. Ckomma, . Hocotica, [Howc. Jlonoona, P. Kinninea, P. Ondinemona, A. Azimosa,
eymopucmuyni onogioanns ma nampremu M. Teena, [ocepoma K. [ocepoma, JI. Cmigencona,
nyoniyucmuyni npayi ti napucu b. Paccena, I. Cunkommi, pomanu i onogioanus b. bpexma,
A. @panca, E. M. Pemapxa, O. bBanvzaxa, I'. Manna, M. [llynvya, I'. Hax6apa, K. Yaneka,
A. F'awexa, ®@. I'nayzepa, K. oe Hepsans, I'. benns ma in.

Yceioomnennss nepexnadauem enacroi  mucmeyvkoi micii  8i0Oysacmuvca  uepes
NPOEKMYBAHHS ICMOPULHOL enoxu Ha emHo2PADIUHOMY Di6HI, BI0MEOPEHHS Y nepeKiadi «HOGoI
peanbHocmiy y 6Cill ii OuHamiyi ti cmepeoCcKONiYHOCMI HCUBY Uepe3 HCUBY YKPAIHCHLKY MOBY,
AKa 0og2ull yac nepebysana HaA Mapeineci CYCRilbHO-NONIMUYHO20 JHcummsl, nepedysardu
8 0no3uyii 3 00MIHIBHOIO HA MOU 4ac POCiliCbKOI0. 3apaxosyouu YKPaiHCoKull nepexiao 00 yu
He HAU2ON06HIUI020 YUHHUKA HAYIOHATLHOI KYIbmypu, KU, HA 1l020 NepeKoOHaHHs «0y8 i €
CNpAasI’CHLOI0 OLIAHKOW (ponmy bopomvbdbu 3a Yxpainy» (FO. Jlicusax), mumeysv c8i0omo
3anyyae cebe 00 nepekiadaybkoeo «3a20HY», AKUU AKMUEHO O0isé HA «Nnoii 6opomvoOuy
3a yKpaincoke c1060. Ilpuxunbhux noanadie 6U3HAUYHUX NPeOCMABHUKIE WKOIU VKPAIHCbKO20
nepexnaoy (M. Jlykaw, I Kouyp, P.oyenxo), FO. Jlicnax eusnae ixui ¢hinocogcoki
ma emuxo-0yX08Hi NPUHYUNU V GAACHIU XYOOHUCHIU MBOPYOCMI, U HA IX OCHOBI 8UOVO08YE
nepexnaoaybky KOHYenyiro, AKA BU3HAYAECMbCA NPUHYUNAMU 8Ii000pY NpPO306UX MEKCMi6
3 npeocmaesneHor0 8 HUX MeMamuKoI0 8 PI3HUX PaAKypcax i 4acosux eUMipax.

Ho ocobausocmeii nepexniadayvkoco cmunio FO. Jlicnaka, sakuuil 6U3HAYAEMbCA
«CMUNICMUYHUM HIOAHCYBAHHAMY» NPO3U BCECBIMHbLO BI0OMUX NPO3AiKi68, BIOHOCUMO 60dje
NOEOHAHHA NepeKnaoauem eleMenmié NCUXoi02iuH020 NIAHY, BUKOPUCMAHHA HUM IpOHIi,
M SIKO20 2yMOpY, 2pU Ci8, KOHKPEMHUX ICIMOPUYHUX | NOOYMOBUX peaiti moujo.

Jlimepamypnuii dianoe FO. Jlicnaka 3 aemopom nepuiomeopy 6i006y8aecmuvcs HA PIiGHI
OCMUCTIEHHsl nepeKnadayem CmeopeHo2o Hum nouammsa «Homo fabery «100UHA
npoOyyeHmy, sAKe 6iH MmMpaHcopmye y HNIOWUHY «IOOUHA-MO8eyby. Memorwo makozo
CRINKY8AHHSA 011 NePeKnadaya € 3MEeHWEeHHs 8I0CMAHI MIJC CMUCTAMU, 3AKIA0EHUMU A8MOPOM
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Opu2iHaIy ma ix 3HayeHHAMU 8 nepeKaoi, ujo 8i00y8acMbCs yepe3 npasHeHHs OYmu no4ymum,
mMamu 8i0no6iovb i 3HO8Y «8ION0GIOAMUY, NOKU eCIeMUYHA KOMYHIKAYIs He Mamume JI02i4HO20
3aeepuenus. Came maxkum YUHOM 30ILUCHIOB8ABCA 1020 nepekad npozosux meopis E. Ilo, konu
«CKOPOYeHHs OUCMAaHYIl» NOYUHANIOCA 8diCce HA emani 3HAUOMCMEA 3 MEKCMOM OpUIHATLY
nio0 uac nepuio2o 1020 NPOYUMAHHA, KOJIU NepeKkiaday i asmop nepuiomeopy nepebysanu
y cninvHomy cemanmuynomy npocmopi. [na FO. Jlicuaxa npoyec nepexnao cniggionocumscs
3 npoyec aKmMueHO20 YUMAHHA, NOG A3AH020 3 NOULYKAMU NPUXOGAHUX ) MEKCMI CMUCIIS,
e/leMeHmi68 NPUCYMHOCII pedibHo20 ma QIKYIHO20.

Ocesoenns nepexnaoavwem nposu E. I[1o 6yno npooukmosaro nompebow 000u, ocKiivKu
Mana npo3a amepukaHcbko2o NUCbMEHHUKA BUABUNAC HAUOLNbUWL CHPUTIHAMAUBOIO 00 HOBUX
nioxooie, wjo cmanu 8i0noeioow Ha BuKIUKU enoxu. Jlo cneyuiunux xapaxmepucmux
nepexaaoayvkoi cmpameeii FO. Jlicuaxka 3apaxogyemo noeoHanHs memoody 0yK8aibHO20
nepeknaoy 3 JeKCUYHUMU mMad CeMAHMU4YHUMU Mmpancopmayiamy, OHAYIOHATbHEHHS
AH2IOMOBHUX BIACHUX IMeH U BIOMBOPEHHs 6 YKPAIHCLbKili 6epcii iXHboi upasHocmi
(«<npomosucmi  iMeHa» 20JI06HUX NEPCOHAJICIB),  GIVUHE BUKOPUCMAHHA  PO3MOBHO-
NPOCMOPIYHOL IeKCUKU.

Omoice, nepexnaoaywvka nosuyis FO. Jlicusaka, axa okpecrnioemucs, nepedycim, icmopuxo-
KVAbMYPHUM KOHMEKCMOM, NPOCMENCYEMbC HA 6CIX MEKCMOBUX DIBHAX — 610 CI08ECHOI
penpesenmayii MO8U NEPCOHAIICIB, THMOHAYIL Ul pummy meKcmy OpuiHamy 00 O00CACHEHHs
nepekiaoaueM mno6Hoi 30anancoganocmi tozo smicmy U ¢gopmu. 3eadxcarouu Ha me,
Wo nepexnao 3asxucou 8i003epKantoe asuwa i noodii, 306pasceni 6 rimepamypi-peyunicHmi,
nepeknaoay 8UCMynae He milbKu CnigagmopoMm OpuiHay, a t akmusHUM Y4ACHUKOM CaAMO20
JimepamypHo2o npoyecy.

Knrwuoei cnoea: nimepamypuuii nepexknad, YKpaiHcbka Jimepamypa, peyenyis,
iHmepnpemayis, nepekiaoaybKi cmpamezii.

YIK 821.133.1-312.1.09Bep6ep
A. 5. Tloaropanbka

OBPA3M JIOJEN I TBAPUHU B POMAHI BEPHAPA BEPBEEPA
3ABTPA BYAYTb KOTN»

B yenmpi ysacu cmammi — poman «3aempa 6yoyms xkomuy (2016) ¢panyyzvkoeo
aemopa bepnapa Bepbepa, 6 saxkomy aemop npacHe NOKA3AMU CEIM o4uMa KOmis
i cnpocHo3yeamu 0OUH I3 HACMYNHUX 8apianmis esontoyii 1toocmea. B cmammi posenanymo
OaueHHsT NUCLMEHHUKOM MAUOYMHIX 83AEMO38 A3KI8 MIdC 8UOAMU MA YMOBHUX CUMOIO3I8
meapun i 1odel 3apaou NOPSMYHKY KOMCHO20. Y pobomi npoananizo8ano cyuacHi nioxoou
00 CMOCYHKIB THOOUHU 3 MBAPUHOI0 MA OKPECIEeHO NPUYUHU YUX 3MIHU.

Knrouoei cnoea: bepuap Bepbep, meapuna, 1o0una, cmyoii meaput, Komu.
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OpnnHa 3 aKkTyajdbHUX MPOOJIEM CHOTOJCHHS — MHUTAHHS JOBKULIS Ta B3aEMOJIS iCTOT
Ha 1uiaHeTi. [le mo’s3aHo0 3 6araThMa MpUUMHAMU: 30KpeMa, Bce OUTBIINX MacTa0iB HaOyBae
3a0pyaHeHHs aTMoc(epu Ta MOBITPS, MOPYIICHHS MPUPOTHOTO CTaHY €KOJIOTTYHUX CHCTEM,
3MiHa KJIIMary, AedIimuT TUTHOT BOAM Ta HU3KA 1HIIMX MPOOJIeM, CIIPUYUHEHUX iSITBHICTIO
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