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This article offers a critical examination of Yuriv Tkach’s English translation of Ihor
Kachurowsky’s novel, Because Deserters Are Immortal by scrutinizing the core strategies
emploved to achieve artistic integrity in the target text. Drawing particularly on Victor
Koptilov’s four-stage model for systematic engagement with the source text, the study highlights
the translator’s holistic approach and his commitment to preserving the author’s stvle. Analysis
of the direct correspondence between author and translator further elucidates Yuriy Tkach’s
nuanced lexical and stylistic choices, demonstrating his adeptness in conveying historical and
cultural realia, authorial neologisms, and colloquialisms. Furthermore, the article explores
instances of untranslatability stemming from grammatical discrepancies between English and
Ukrainian, evaluating the translator’s innovative solutions to these challenges.
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Introduction

The profound role of translation, far from being diminished in our interrelated world,
continues to resonate with incomparable relevance. Indeed, in an era demarcated by
increasingly permeable national boundaries and the unfettered, often torrential, flow of
information and knowledge, the art of transposing one language into another assumes an even
more pivotal role. The very essence of the word, in its common sense and myriad forms,
recognizes no geographical or cultural bounds, and it is through the nuanced act of translation
that these linguistic barriers are gracefully dissolved. The central point here is not purely about
linguistic substitution but rather on how translations foster intercultural understanding and
enrich the global landscape of human knowledge. By accurately bringing previously
inaccessible texts to new audiences, translators prove to become crucial agents in broadening
intellectual horizons, enabling readers to immerse themselves in diverse cultural scenarios and
perspectives that would otherwise remain inaccessible. Within its vital role of cultural
exchange, literary translation, in particular, distinguishes itself by signifying an insightful
dialogue between cultures. Specifically, it exemplifies an intricate conversation where the
translator, as a skilled interlocutor, navigates the subtle shades of meaning, sentiment, and
aesthetic intention to confirm that the original author’s voice (though re-articulated) retains its
authentic resonance. This ‘dynamic exchange’ enhances both the source and target cultures,
introduce new ideas, narrative forms, and artistic expressions, thereby cultivating a more
profound and empathetic appreciation for the world’s multifaceted literary heritage. In this
ongoing global discourse, the translator is not just a facilitator but a co-creator, methodically
fashioning the spirit and substance of the original literary text within a new linguistic
framework.

The article aims to examine Yuriy Tkach’s English translation of Thor Kachurowsky’s
novel “Because Deserters Are Immortal” through a critical analysis of the translator’s strategies
to achieve artistic integrity in the target text. Specifically, the study seeks to highlight the role
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of direct author-translator correspondence (Kachurowsky — Tkach) to reveal insights into
translational decision-making, authorial intent, and external critical input.

Results and findings

Scholarly discourse has robustly engaged with the multifaceted dimensions of various
aspects of translation, evidenced by an extensive body of research regarding, in particular, the
visions of translation as interliterary interaction and cultural dialogue (Durisin, 1995, JIaHOBHK,
2004, Snell-Hornby, 2006), translator’s semiotic competence (Torop, 2007; Jacobson, 1985;
Levy, Althoff & Vidal, 2012), strategies and philosophy (Pe6piii, 2012; Searls, 2024; Pavlenko,
2025) as well as translator’s reflections and practical tips on the art of translation (Tkau, 1992;
Kachurowsky, 2005; Searls, 2024). These studies not only highlight the dynamic and formative
role of literary translation beyond mere linguistic transfer but also assert its function as an
instrument of cross-literary interaction and cultural exchange. They align with a comprehensive
perspective to critically examine the functioning of translated works within target literatures,
thereby expanding the genre range of Ukrainian literature available in English and enriching
the global literary landscape. Furthermore, these analyses shed light on how inherent
translational challenges and the restrictions of equivalence contribute to optimizing efforts
towards embracing the holistic engagement and poetic fidelity of the original.

Background

To contextualize the subsequent analysis of Yurty Tkach’s translation of Thor
Kachurowsky’s novel, Because Deserters Are Immortal, and the strategies he deployed, this
study will delineate Victor Koptilov’s theoretical framework for translation analysis, with
particular emphasis on his foundational model. This methodological approach is essential for
demonstrating, through specific textual instances, its value in examining the translated version.

Fundamentally, the comprehensive understanding of a literary text, essential for its
effective translation, stems from a meticulous critical interpretation. Accordingly, Victor
Koptilov distinguishes two schemes for the structural-comparative analysis of a literary work.
His first schema involves the separate analysis of the original text and its translation, with a
subsequent comparison of their respective overall findings. The second approach, which this
study accepts as its primary methodology, entails a systematic, level-by-level comparison of the
source text’s analysis outcomes with its translation, thereby “each time establishing points of
proximity or divergence of the translation from the original” (Komtizos, 2003, p. 48). The latter
1s predicated on evaluating how accurately the ideological, aesthetic, and stylistic concept of
the translation as a literary work corresponds to the concept of the original (Kontitos, 2003, p.
184).

By stylistic analysis of a text, we mean discerning its fundamental construction,
identifying all its constitutive elements, and comprehending their intricate interrelation.
Crucially, these elements are exclusively linguistic, employed specifically for their stylistic
function. However, stylistic analysis represents the initial phase of a translator’s engagement
with an original text and this comes to be a necessary precondition for a profound grasp of the
original. Yet, it’s vital that the transition from analyzing the source text to synthesizing the
target text doesn’t devolve into a mere word substitution or a mechanical search for lexical or
syntactic equivalents. As Koptilov puts it, “between the source and the target text there is a
certain ‘intermediate instance’ constructed by the translator’s consciousness, which emerges
from the analysis of the first text and simultaneously serves as a working blueprint for
constructing the second. This ‘instance’ represents semantic and stylistic structure of the text,
engaging with a higher-order concept rather than individual words, phrases, phonemes, or
syntactic elements” (KontutoB, 2003, p. 117). This aligns with the scholar’s assertion that,
“<...if, however, this model fails to fully account for all textual constituents — a limitation
predicated on the aforementioned challenge of exhaustively transferring all explicit and implicit
meanings from one language to another — then any observed translational divergences, whether

200



ISSN 2415-3168 (Online)
BICHIIK MAPIVIIOJIbCBKOI'O JEPZKABHOI' O VHIBEPCHTETY
CEPLA: ©IIIOJIOI'LA, 2025, BIIIL 32

augmentative or reductive, may simply be construed as products of the translator’s idiosyncratic
stylistic choices” (Komrimos, 2003, p. 116-117).

When considering the process of translation as a dialectical reorganization of the original
into a newly formed, integrated construct of meaning, it’s crucial to acknowledge that far from
being a chaotic endeavour, it is equally far from a simple, linear progression. This nuanced
standpoint highlights the intricate challenges involved in transposing and re-envisioning the
essence of a text across linguistic and cultural boundaries. Indeed, this systematic undertaking
typically comprises several distinct stages, a view corroborated by scholars in translation
studies (KonTtutos, 2003; Torop, 2007; Searls, 2024). Accordingly, Koptilov posits a four-stage
model for the translator’s systematic engagement with the source text (Komrrinos, 2003, p. 65-
81). The initial stage necessitates a comprehensive analysis of the original. This involves a
meticulous examination of its content, encompassing the author’s chosen modes of expression
—specifically meaning, semantics, and style — alongside an assessment of all fundamental
constructive elements of its form. Furthermore, this analytical phase extends to situating the
work within the broader context of the author’s complete ‘product’, its relevant literary
movement, and the encompassing source literature. The second stage of the translation process
focuses on the selection of equivalent linguistic means from the target language and its literary
tradition. The aim here is to effectively reproduce the salient features of the original. More
broadly, this stage serves as a crucial preparatory phase, equipping the translator with the
appropriate tools for the subsequent, concluding the third stage. The latter is characterized as a
synthesis, representing the inverse of the initial analytical phase. It involves weaving the
features identified in the original into a new artistic unity, meticulously transformed to align
with the specificities of the target literary language.

Beyond these core stages, the scholar identifies a fourth, recursive stage, in which the
translator assumes the role of a researcher and critic of his own translated work, even following
its publication. This perpetual re-evaluation stems from the conviction that “<...a conscientious
translator constantly revisits the chosen variant, striving to replace it with a new, better option”
(Komrimos, 2003, p.79-80). Consequently, the translator re-engages with the analytical process,
even though at a more advanced level, by critically comparing the translated version with the
original. This renewed scrutiny then leads to a subsequent selection of linguistic means,
initiating a fresh cycle of analysis. Thus, the fourth stage fundamentally constitutes a repetition
of the preceding three phases, operating on a new turn of the dialectical spiral of development.
According to Koptilov, the translation process can be schematically represented as: Original
Text — Analysis — Search — Synthesis — Target Text — Evaluation.

Drawing from the above-mentioned conceptual framework, particularly the dialectical
and iterative nature of the translation process, this study aims to meticulously outline the
specific translation strategies employed by Yurty Tkach in rendering Ihor Kachurowsky’s novel
into English. By analyzing Tkach’s approach through this lens, we endeavour to shed light on
the nuanced lexical and stylistic choices that underpin the translator’s construction of the
English-language version, thereby contributing to a deeper understanding of his interpretive
methodology and its impact on the reception of the target text. The manner in which Yuriy
Tkach embraces the holistic engagement and poetic fidelity of the original text is profoundly
articulated in his essay “Reflections on Translation”, published in the journal “Theory and
Practice of Translation” (1992) in which he underscores “<...an organic immersion into the
author’s psyche” (Tkaug, 1992, p.191). The translator explicitly avoids any attempt to “remount”
or “simplify” the original, viewing such approaches as “vulgarisation and destruction of the
author’s intent” (Txau, 1992, p.191). This profound respect for inherent architecture of the
source text, echoing the canonical perception emphasizing the indivisible unity and dialectical
relationship between content and form through rigorous stylistic analysis appears to be a
cornerstone of Yuriy Tkach’s practice. Extending this point, the translator asserts that his
approach to translation “<...stems from his own psyche”, and “<... the main thing here is... to
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put your whole soul into the work. Sometimes a draft translation may turn out to be too literal.
But that is what editing is for later, to smooth everything out” (Tkau, 1992, p. 191). This serves
as a certain evidence of how the translator affirms the concept of ‘re-reading’ and a “new critical
reception’ of the updated, self-created text. This perspective, intricately shaped by his
individual reading experience, explicates the comprehension of newly created text as a holistic
sign-semantic construct that conveys profound culturological meaning, thereby substantiating
the author’s deep engrossment in national, regional, and global literary traditions.

A comprehensive analysis of Yuriy Tkach’s artistic endeavors necessitates a thorough
examination of his personal reflections as well as the external critical appraisals of his English
translation. As he himself admits, Shliah Nevidomogo (translated as Because Deserters Are
Immortal) 1s “the best book I have ever translated” (Tka4, 1992, p. 191). The English version
truly adheres to the structural integrity of the source text with its poetics and rhythm being the
translator’s a paramount concern. In this context, Yurty Tkach’s argues for the importance to
retain the original sentence length, asserting that the latter “<...reflects the rhythm of the
original” (Tkau, 1992, p. 192) despite the editor’s recommendation to avoid short sentences
(according to him, they were difficult to read and should be combined). However, Yuriy Tkach
insisted on his stylistic choice and upon the publication of Because Deserters Are Immortal, the
editor accepted the translator’s argumentation noting that “<...the freshness and dynamism of
translation stemmed precisely from the brevity of its sentences™ (Tkau, 1992, p. 191). Yet, the
reception of Tkach’s translation has not been consistently positive, with some critics and
reviewers providing a contrasting assessment of its artistic quality. Marta Tarnawsky, in her
article “Ukrainian” in the English-language quarterly World Literature Today, comments on
Yuriy Tkach’s English version that “<...the translation, however, is unimaginative, much too
literal, at times a little awkward. The choice of title seems too unfortunate and the cover design
1s too melodramatic — in a style resembling the worst traditions of socialist realism, that does a
positive disservice to the book (Tarnawsky, 1980, p. 7). At the same time, she asserts that
“Shliah Nevidomogo” has the making of a bestseller. It deserves the attention of a major
American publisher, a good translation, and perhaps, even eventually, a film maker”
(Tarnawsky, 1980, p. 7).

Alternatively, Thor Kachurowsky (the author), and his wife Lidia Kachurowska, a
certified translator proficient in German, English, and Spanish, positively appraised the stylistic
fidelity of the English version to the original text. This 1s evidenced by the extensive direct
correspondence between the author and the translator. In his letter to Yuriy Tkach dated March
8, 1979, Thor Kachurowsky exposes his principal aspiration for the translation: “Dear Mr.
Yuriy! I would like to accentuate that my concern is in no way with the financial gain or any
other profit, but rather with ensuring the high quality of the translation, guaranteeing that the
English version of my novel Shliah Nevidomogo stands as a truly representative work. It
possesses the distinct potential to achieve this, given the exemplary quality of your translation:
it is highly readable (and so is the original text, after all), and you have skillfully captured and
conveyed the lively, directly conversational stylistic delivery” (Kauyposchkuii, 6.1.a). Upon
receiving the initial draft of the translation, Kachurowsky shared it with his American and
Australian associates who were unanimous in their assessment of its efficacy. Nevertheless, one
notable exception was an English professor of literature, whose critical appraisal focused on
the perceived lack of naturalness and sincerity within the linguistic register. In particular, he
asserted that “<...Yurity Tkach’s version represents an Australian variant of the English
language...> and <...if produced within a truly English context the translation would possess
a dissimilar accent” (KauaypoBcbkuii, 6.1.b).

The direct correspondence between Thor Kachurowsky and Yuriy Tkach, with a specific
focus on the translation of Shliah Nevidomogo, offers helpful insights through which one could
systematically investigate the nuanced aspects of Yuriy Tkach’s translation methodology and
determine the degree of fidelity (congeniality) presented in his English version. To facilitate
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this analysis, we consider it essential to articulate the core principles that would characterize
the translator’s engagement in creating a genuine literary work. In line with this perspective,
the translator’s ‘creative journey’ implicitly reflects the aforementioned stages that create the
whole process of interconnected phases. Accordingly, concerning the abovementioned stages
of translator’s engrossment into the original text, the translator presents this process as a
combination of the four of them via “dialectical spiral of development™ to determine the degree
of translational adequacy established in the English version of the novel “Because Deserters
Are Immortal”. To positively achieve this, we consider it relevant to make a comprehensive
analysis of each story comprising the novel, examining it via lexical, grammatical, and stylistic
level, as well as considering its aesthetic dimensions. Despite numerous scholarly debates, the
profound importance of a lexical level of the literary work is commonly acknowledged, thus
warranting particular attention in our analysis of the translation. We therefore focus on the
distinctive characteristics of the vocabulary of the original text and the principles governing its
translation into English.

Starting from translating the title of the novel Shliah Nevidomogo (“Because Deserters
Are Immortal” in English) we find it is evident, that Yurity Tkach doesn’t merely seek direct
linguistic equivalents such as “Travels in Futility” or “Stranger’s Travels” nor aims for
transliteration, like “Shliakh Nevidomogo” which, in our view, would have been inadequate, as
a target reader would likely perceive it just as a chain of unfamiliar Ukrainian words, devoid of
any discernible meaning. Therefore, we claim that the title “Because Deserters Are Immortal”
constifutes a truly adequate translation. For this Yuriy Tkach used the heading from the first
novella, “Deserters”, however, with a deeper, more nuanced interpretation. This choice
thoughtfully draws upon the words of Red Army soldier Vanya from the story “Comrade”,
while preserving the core essence of the book (e.g., “We are the Unknown Deserters! It’s
something more than your unknown warrior... No one has yet built memorials to fallen
deserters, nor brought flowers to their grave. Because deserters are immortal!” Vanya said
(Kachurowsky, 1979, p. 50). As it seen, such translator’s decision lines up a thematic resonance
and cultural accessibility over strict linguistic equivalence, signifying an awareness of the target
reader’s engagement with the translated text beyond its mere denotation.

Yet, in line with pragmatic adaptation, Yuriy Tkach predominantly employs
transliteration and transcription for proper names (e.g., “Volodka” for (Ukr.) “Volod’ka”,
“Petro Matvivovich” for (Ukr.) “Petro Matviyovich” as well as for reproducing specific ethno-
realia (e.g., “kolkhoz couplets”— (Ukr.) “kokhozniy kuplety”, “papakha har’— (Ukr.) “papakha”
“horilka”— (Ukr.) “horilka”, “kulak” — (Ukr.) “kurkul”, “Tretia Mischanska” street — (Ukr.)
“Tretia Mischanska” etc). Though this option normally upholds the authentic Ukrainian sonant
quality, the translator often uses explanatory notes at the end of the book to provide all
necessary contextualization and bridge the cultural gap for the English-speaking reader.

At the same time, the structural and cultural divergences between Ukrainian and English
reason to inherent translational challenges that limit regular equivalence and the prospect to
preserve full semantic and aesthetic spectrum of the original text. They include, in particular,
ethnic and historical realia, author’s neologisms, phraseological units, dialects, and other
stylistically marked words. To navigate cultural nuances in his translation version Yuriy Tkach
was deeply engaged in studying the historical context of Ukraine across diverse periods. That
enabled him to produce the text that proved to be not only linguistically accurate but also
culturally relevant and effectively resonated for the target audience. Here are the examples from
Kachurowsky’s novel: “Trajanus road’ — *“tropa Trojana” (Ukr.); “The Tale of Igor’s
Campaign” — *“Slovo o Polky Igoreviym” (Ukr.); “Tsar Ivan Grozny”— “Tsar Ivan Grozny”
(Ukr.); “hetman’ — “Hetman” (Ukr.); “gendarmerie” — “zhandarmeriya” (Ukr.); “derevnya”
(not a “village”) — “derevnya” (Ukr.); “dacha” —‘dacha” (Ukr.); “home guardsmen”—
“opolchentsy” (Ukr.); “political leader™- “politruk™, “housing administrator”’—
“upravdom”(UKr.); “sheepskin”— “kozhukh”; “kufaika” —“kukhfaika” (Ukr.); “NKVD agent” —
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“enkvedyst” (UKkr.); “quilted jacket”— “vatyanka” (Ukr.); “yoke” — “koromyslo” (Ukr.); “Our
Father” —Otche nash”(Ukr.); “small pantry” —“komirchyna” (Ukr.); “chulanchik’—
“chulanchik” (Ukr.); “chekist’s wrinkles round the mouth”— “chekistsky sklyady bilya ust”
(Ukr.); “in honour of the Five-Year plans”— na chest p’tyrichok™ (Ukr.), “half-blatnis”—
“polublatny”; "member of the CPSU (b) or Komsomol” — “chlen VKP(b) chy VLKSM” (Ukr.);
“non-party man”— “bezpartyiny” (UKkr.); “Bolshevism”bolshevism” (UKkr.); burgomaster’—
“burgomystr” (Ukr.); “gestapo™“gestapo” (Ukr.); “starosta” — “starosta” (Ukr.); “birth
certificate”metryka” (Ukr.); “Ausweis” — “Auswais” (Ukr.) ap0aiit camt [80] — “employment
bureau”— “Arbeitsamt” (German); “Gorono”- “Gorono” (Ukr.) and others.

A further category of lexemes that cause obstacles in translation are author’s neologisms.
Regarding their word-formation and genesis, Kachurowsky himself observes that “<...a
penchant for word-creation rarely accompanies great talents” and that “one should be very
cautious regarding the authorship of new words” (KauaypoBcekuii, 1., 6.1. b). This stems from
the inherent difficulty in stating with absolute certainty that a novel term was coined by one
specific author rather than another. Nevertheless, the translator accurately preserved the
author’s distinctive style, which is vividly represented in the English version: (Ukr.) “Sdreifyl”
—“Can’t you see the fellow’s lost his head”; (Ukr.) “lyapmu”— *Flurted out the parole”; (Ukr).
“khulnula”- It looked as if she’d had a good swig”|; (Ukr.) “tynyatysya”— *to knock on doors”,;
Ukr. “zmyvatysva”" I had to make tracks”, (Ukr.) “Peredystoriva tsivei zustrichi’— “The
circumstances of this meeting”’; (ukr.) “bovvanyily dvi skyrdy solomy”— “I emerged in a
sheltered clearing where I could see two haystacks”; (Ukr.)” chudernatske znayomstvo —
“quaint friendship”, (Ukr.) “borodan” — “the bearded fellow”; (Ukr.) “napvéxyeamu’—
“knock around”. In certain instances, as is seen, YuriyTkach endeavours to compensate for
lexical inadequacy through the deployment of synonymy, a strategy that, to some extent, lessens
the emotional impact of the original.

Another notable translator’s achievement lies in the adequate interpretation of
colloquialisms, vulgarisms, dialects, and euphemisms that the author incorporates to imbue
individual artistic images and the work as a whole with an extraordinary style. These typically
necessitate translation into neutral literary words if a direct contextual equivalent is lacking in
the target language. This approach is often adopted because rendering them with specific
sociolects of the target language risks an excessive and impermissible localization of the
original. Therefore, at this stage, the translator was required to pay significant attention to
sociocultural and psychological factors, a demand to which Yuriy Tkach demonstrated precise
adherence in his translated version: (Ukr.):” Kudy /izesh bez ocheredy? Ty, mordo?”— “Where
you pushing in? You mug!” offers a compelling instance of semantic and stylistic equivalence.
Here “morda” (meaning “human face”) finds a robust English counterpart in “mug” (referring
to “the face”, “the mouth” similarly with colloquial or informal style). In other instances,
however, the translator frequently opts neutral contextual substitutions rather than direct
vulgarisms: (Ukr.) “Na kakoy zhe khren takaya vlast’!” is translated as “What good 1s such a
government!” (Ukr.) “Nimtzi rozsrtilyut’z/vdiv’ as “The Germans were executing Jews”;
(Ukr.) *z madyaramy otchebutchiyt” as “...they’re fooling around with the Hungarians™; and
(Ukr.) *“Ty, gad, chivo tut shlayaishsyi?”as “You scum of the earth, what are you crawling
round here for?” To some extent, these translational choices invariably lead to a loss not only
of precise semantics of the original but also its imagery, connotation, and stylistic peculiarities.
In our view, such an approach is not always reasonable, as English possesses adequate slang
expressions that could have maintained a closer register (e.g., “yid” for “zhyd”, “gad about” for
“shlayaishsyi” potentially rendered as “You jerk, what are you /oitering here for?””). Conversely,
the colloquial (Ukr.) “*Mo, Dumayu vchitel?”— “P’haps, I thought, he’s a teacher” and (Ukr.)
“Maliy, khto dav komandu bigom?”— “Eh, squirt, do you know who gave the order to run?” are
demonstrably well-rendered, successfully preserving the abbreviated form of the adverb
“perhaps”, which is highly characteristic of conversational style.
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When addressing further dimensions of untranslatability, we consider the specific
challenges of pun translation. Kachurowsky frequently employs wordplay, yet deliberately
avoids the elaborate complexity and baroque allegorical flourishes typical of modernists.
Concurrently, the writer engages with philosophical antithesis, infused with a spectrum of irony
ranging from subtle mockery to overt, biting sarcasm. This irony, however, is invariably steeped
in astute observations of life, which translators often struggle to perceive and render faithfully:
“We’ve lost the war. Though someone, contravening the laws of euphemy, replaced the letter
‘g’ in ‘prograly’ (Ukr.) with another”. The current English translation (“We’ve lost the war™)
doesn’t fully reproduce all the nuances implied in the original text. In our view, a more nuanced
option might be: “We’ve pAssed the war. Yet, with all respect to euphemism, somebody
claimed we ‘plssed’ it.” The latter (referring to “pissed it away” in British slang) conveys the
sense of being totally ruined or lost, and in this instance, the slight vowel alteration mirrors the
single-letter change of the original Ukrainian. The key here 1s that the English word substituted
for “lost” should be phonetically close and carry a vulgar or extremely negative connotation,
while the translated abstract presents a subtly “delicate” adjustment that mirrors the irony of
the Ukrainian original.

A further example of a pun in the original text, “vid pollna — vid polOnu” (Ukr.),
translated as “from captivity— from the Jog” (“He didn’t save me from captivity, rather I saved
him from the log”), represents a mere literal rendering. While this effectively conveys the
denotative meaning, it fails to demonstrate the emotional and intellectual playfulness of the
original message. This highlights the challenge of reconciling semantic fidelity with stylistic
ingenuity, particularly where the “intermediate instance” guiding synthesis cannot fully bridge
the gap. Regarding this, we attempted to preserve the pun comprised in the original by changing
a lexeme: “He didn’t save me from the bUllet, rather I saved him from the blller”. This
translational decision was highly appreciated by the author in our personal correspondence
(Pavlenko, O., n.d.).

Kachurowsky’s work 1s uniquely characterized by its aphoristic quality, where virtually
every word resonates with an explosive force and profound beauty. This distinctive style draws
heavily on the author’s rich life experience, replete with extraordinary situations, pervasive
paradoxes, and striking dilemmas. The majority of these merge into “an intriguing microcosm,
reflecting one or another facet of an ironic-intellectual interplay” (Copoxka, 1998, c. 102). In
Yuriy Tkach’s translation, these aphorisms are competently rendered, even preserving their
inherent genre characteristics, such as philosophical reflections, aphorism-novellas, and ironic
generalizations. Notable examples include: “But, gentlemen, the most foolish thing is to trust
one’s own judgement”; “How easy it is to submit to another person’s will! How difficult it is to
lead others and make them obey!” “Truth is never with everyone, almost never — with the
majority, very rarely it is with the minority, a little more often it is with single people, but most
often — with no one”; “A strong will is possessed by one who smiles at their sufferings™; “War
1s a historical regularity”; “Silence is very rarely a sign of agreement. Most often it is a protest
that people are afraid to voice aloud’; “The most shameful justification is to say: ‘If I didn’t do
this act, someone else would have™; “Unspoken words and unfulfilled actions /ie like boulders
on our soul”; “Desperate audacity, gentlemen, is undoubtedly the best remedy against any
danger” (Kachurowsky, 1979).

A further challenge encountered by the translator stems from the distinct grammatical
structures of Ukrainian and English. Among these, the substantivization of adjectives proved
particularly problematic for Yuriy Tkach. While this phenomenon is characteristic of both
languages, it 1s notably more prevalent in Ukrainian. The grammatical framework of English
often precludes rendering a substantivized Ukrainian adjective with an equivalent in translation,
which consequently resulted in certain semantic losses. For instance: “The face of third, the
young one, whom I took for a teacher, was hidden under bandages,” and (Ukr.) “A beznosa
tsokotila do mene” translated as “The woman with no sign of a nose”. Furthermore, the lexeme
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(Ukr.) “baba” is not consistently conveyed with full semantic accuracy. Consider: “The oldest,
a broded-backed baba with the yoke on her shoulders”. Here, “baba” is employed as a
colloquial and pejorative term, deliberately chosen by the author instead of “zhinka”
(woman/lady). The translator opted for transliteration, reproducing the lexeme directly into
English. In a different context, the translation “I still haven’t worked out whether you’re a man
or an old woman” reveals a discrepancy between the Ukrainian and English lexemes. The
rendering “old woman” conveys “elderly woman”, which fails to fully capture the nuance of
“baba” in the original (KauypoBchkmii, 1956). To maintain the original meaning and the
character’s uncertainty in distinguishing between a man and a “baba” (with its specific
connotations), “I still haven’t worked out whether you’re a man or a woman” might have been
a more appropriate choice. The difficulty here lies in “baba” typically meaning “an old woman”,
but often carrying colloquial, sometimes dismissive implications, suggesting a lack of
masculine qualities, a weak or effeminate man, or simply a tough, somewhat crude woman.

A significant challenge in adequately rendering the original into English lies in
reproducing formal/informal address. The absence of a direct English equivalent for
Ukrainian’s formal (“vy” — “you”) and informal (“#y "— “you’’) second-person pronouns posed
a considerable difficulty. This translational barrier is vividly illustrated by an untranslated
episode from the conversation between the protagonist and Nina in the novella “The Golden
Cellar”. The excerpt reads: “Suddenly, the expression in her eyes changed; a detail, unusual for
our previous interactions, registered in her mind: “Since when have you been on “thou” terms
with me?” she demanded sternly, and immediately changed her intonation — Oh, well, damn
you, let it be ‘thou’, then”. In our view, the complete omission of this crucial dynamic, leading
to such an inadequacy, is not entirely justifiable. While the provided English rendition of the
dialogue effectively captures the shift, the broader issue of the untranslatability of such
grammatical nuances — which carry significant social and emotional weigh — persists. This
underscores the inherent difficulty in bridging this linguistic gap. Therefore, we propose that
the situation could be partially ameliorated by incorporating a footnote to explain the formal
and informal forms of address in Ukrainian. Such a compensatory strategy would enable the
English-speaking reader to more profoundly grasp the work and appreciate the unique stylistic
specificities of the writer.

Despite the author’s high appraisal of the English version of the book, his correspondence
to the translator subsequently pointed out several shortcomings. These pertained to grammatical
and stylistic discrepancies between Ukrainian and English that could potentially mislead the
reader regarding the nuances of the original text. In particular, the original sentence reads:
“Potym ya polklav u porozhnyu valizku povnu plyashku™ (“Then I put a full bottle into the
empty suitcase”). The author employs a stylistic figure grounded in antithesis. However, the
initial translational version omitted the crucial information that the suitcase was empty (“Then,
placing a full bottle in my suitcase”), when it should have been rendered as “in my empty
suitcase”.

While the translation normally succeeds in conveying the core narrative of the novel, a
closer examination reveals instances where the translator faces specific linguistic and stylistic
intricacies, particularly those concerning allusions, deliberate grammatical irregularities, and
nuanced lexical choices. Thus, numerous foreign-language insertions in the original text
significantly complicates the translator’s work. For instance, the exclamation of a mad girl,
“Isaiya, likuy!” is repeated five times. Here, Kachurowsky uses Church Slavonic in a russified
pronunciation. In Ukrainian, this would be “Isaiya, lykuy!” Se diva imi v chrevy 1 rody syna I
nareche yemu imya Adolf...” This phrase, meaning “Isaiah, rejoice, triumph!”, is a formula of
profound joy, typically proclaimed by a priest during a wedding, though “Immanuil” is sung
instead of “Adolf”. Such a formula is understood as an Old Testament prophecy concerning the
advent of Christ. Given that the madwoman substitutes “Immanuil” with *Adolf”, it implies her
perception of Hitler as a new Christ figure. Yuriy Tkach, mistaking the russian lexeme “likuy”
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(“rejoice”) for its Ukrainian homograph (“heal”), produced a semantically inadequate
equivalent for this lexeme. Instead of “rejoice”, he used “heal me”, resulting in the translation:
“Isaiah, rejoice. The virgin has concerned and will bear a son and his name will be... Adolf”
(Kachurowsky, 1979).

In some cases, the translator faces the need to preserve the authorial intent in deliberate
illiteracy when the latter uses ungrammatical writing as seen in a pass episode. Specifically,
this involved the omission of commas and an incorrect sentence structure in the final episode:
“The Jewish Communist Government, headed by Dzhugashvili-Stalin, has violated its treaty
with Germany. The bearer of this pass not desiring thoughtless bloodshed has voluntarily left
the Red Army and is crossing to the German side, assured that a good reception awaits him.
This pass is valid for crossing territory under German control to the place of one’s residence”.
However, when the book reached the publishing house, the editor made all necessary
corrections of the text by adding the omitted commas. Kachurowsky subsequently appealed to
the translator, insisting that “in translation, the text must be ungrammatically constructed and
without punctuation marks” (Kagypopcpknii, 6.71.a). Despite this explicit instruction, the
translator, as observed, did not adhere to these requirements.

Conclusion.

The in-depth analysis of Yurity Tkach’s translation of Thor Kachurowsky’s novel
“Because Deserters Are Immortal” has illuminated several avenues for further scholarly inquiry
into the intricacies of literary translation, predominantly within the framework of Ukrainian-
English linguistic and cultural transfer. Ultimately, the study demonstrates that Tkach’s
translation 1s a nuanced and truly successful endeavor, exemplifying crossliterary
communication and cultural dialogue. Despite some intrinsic untranslatability (e.g., wordplay,
navigating informal addressing, neutralizing vulgarisms and colloquialisms, deliberate
authorial “illiteracy”) the translator’s strategic choices characterized by his holistic approach to
the art of translation ensured a largely effective transmission of Kachurwsky’s exceptional
artistic vision. The direct correspondence between the author and translator proved to be an
invaluable source in unveiling the author’s explicit intent and elucidating specific translational
decisions. Further perspectives build upon the principal insights gained from this study, as well
a comparative stylistic analysis across a broader array of Kachurowsky’s works and their
translations. Such an extended scope would undeniably provide a more comprehensive
understanding of the complexities inherent in rendering the writer’s individual voice.

Bi6aiorpagis

Kauyposcekuii, L., 1956. Illnax negioomozo. MioHXeH: J[HITTpOBa XBILIAL.

Kauyposcekiii, L., 6.1.a. Tucmu oo FO. Tkaua. Ocoductuii apxiB O. ITaBreHKo.

Kauyposcekuil, L., 6.1.b. Jlucmu oo O. Ilagrenxo. Ocoductuii apxiB Onernu ITaBieHKo.

Kormrinos, B., 2003. Teopis i npaxmuxa nepexnady. Kuis: FOHiBepc.

JlarnoBHK, M., 2004. Xymo:xHiil IepeKIa: 11aJ0T HalllOHATbHUX KYJIbTYp, ICTOPHUHHX €II0X Ta
MHCTEIBKHX CBITIB. BicHuk Jlbeiecokozo yrigepcumemy. Cepis ginonoziuna, (33, 2), 18.

PeOpiit, O., 2012. Cyuacni xounyenyii meopuocmi vy nepexnadi. Xapkis: XHY im. B. H.
Kapasina. 216 c.

Copoxka, I1., 1998. ITcuxonoziuna nposza Ieops Kauypoecvrozo. TepHomias: Taiim.

Tkau, FO., 1992. Posgymu nipo nepeknan. B: Teopis i npaxmuxa nepexnaoy: Pecnyonixarncokuii
Midceioomuuil Haykoeut 30iprux, 18, ¢. 190-193. Kuis: Buma mkona.

Durisin, D., 1995. Teéria med-iliterdrneho procesu. Bratislava: SAV.

Jacobson, R., 1985. Selected Writings. Berlin; New York; Amsterdam: Mouton Publishers.

Kaczurowsky, 1., 1979. Because Deserters are Immortal. Translated by Yuri Tkach. Bayda
Books.

Levy, JI., Althoff, G., & Vidal, C., 2012. Translation as a decision process. Scientia
Traductionis, (11), 72-96.

207



ISSN 2415-3168 (Online)
BICHIIK MAPIVIIOJIbLCBKOI'O JEPZKABHOI'O VHIBEPCIITETY
CEPILA: ®UIOJIOI'TA, 2025, BIIIL. 32

Pavlenko, O., 2025. The Ukrainian Translation Heritage of the Second Half of the 20th
Century: Educational Guide for the Self-Study Work of Applicants at the Third
(Educational and Scientific) Level of Higher Education. Kyiv: MSU.,

Pavlenko, O., n.d.. Lysty do I. Kachurowskoho [Letters to I. Kachurowskoho].

Searls, D., 2024. The Philosophy of Translation. Yale University Press.

Snell-Hornby, M., 2006. The Turns of ITranslation Studies: New Paradigms or Shifting
Viewpoints. John Benjamins Publishing Company. 205 p.

Tarnawsky, M., 1980. World Literature Today. A Literary Quarterly of the University of
Oklahoma, pp. 7-11. Available at: <https://diasporiana.org.ua/wp-
content/uploads/books/17087/file.pdf>

Torop, P., 2007. Methodological Remarks on the Study of Translation and Translating.
Semiotica, (1/4), 163.

References

Durisin, D., 1995. Tedria med-iliterérneho procesu. Bratislava: SAV. [In Slovak].

Jacobson, R., 1985. Selected Writings. Berlin, New York; Amsterdam: Mouton Publishers.

Kachurowsky, L., 1956. Shliah Nevidomogo [The path of the unknown]. Munich: Dniprova
Khvilya.

Kachurowsky, 1., n.d.a. Lysty do Yu. Tkacha. [Letters to Yu. Tkach]. Personal Archive ofO.
Pavlenko. [In Ukrainian].

Kachurowsky, I., n.d.b. Lysty do O. Pavlenko.[Letters to O. Pavlenko]. Osobystyi arkhiv Olenu
Pavlenko. [In Ukrainian].

Kaczurowsky, 1., 1979. Because Deserters are Immortal. (Translated by Yuri Tkach). Bayda
Books.

Koptilov, V., 2003. Teoriia i praktyka perekladu [Theory and practice of translation]. Kyiv:
Universe. 280 c. [In Ukrainian].

Lanovyk, M., 2004. Khudozhnii pereklad: dialoh natsionalnykh kultur, istorychnykh epokh ta
mystetskykh svitiv [Literary translation: a dialogue between national cultures, historical
eras and art worlds]. Visnyvk Lvivskoho universytetu. Seriia filolohichna, (33, 2), 18. [In
Ukrainian].

Levy, J., Althoff, G., & Vidal, C., 2012. Translation as a decision process. Scientia
Traductionis, (11), 72-96.

Pavlenko, O., 2025. The Ukrainian ITranslation Heritage of the Second Half of the 20th
Century: Educational Guide for the Self-Study Work of Applicants at the Third
(Educational and Scientific) Level of Higher Education. Kyiv: MSU.

Pavlenko, O., n.d.. Lysty do I. Kachurowskoho [Letters to I. Kachurowskoho]. [In Ukrainian].

Rebrii, O., 2012. Suchasni kontseptsii tvorchosti u perekladi [Modern concepts of creativity in
translation/. Kharkiv: KhNU im. V. N. Karazina. 216 c. [In Ukrainian].

Searls, D., 2024. The Philosophy of Translation. Yale University Press.

Snell-Hornby, M., 2006. The Turns of ITranslation Studies: New Paradigms or Shifting
Viewpoints. John Benjamins Publishing Company.

Soroka, P., 1998. Psykholohichna proza IThoria Kachurovskoho [Psychological prose by Igor
Kachurovsky]. Ternopil: Taip. [In Ukrainian].

Tarnawsky, M., 1980. World Literature Today. A Literary Quarterly of the University of
Oklahoma, pp. 7-11. Available at: <https://diasporiana.org.ua/wp-
content/uploads/books/17087/file.pdf>

Tkach, Yu.,1992. Rozdumy pro pereklad [Reflections on translation]. In Teoriia i praktvka
perekladu: Respublikanskyi mizhvidomchyi naukovyi zbirnyk (Vol. 18, c. 190-193).
Kyiv: Vyshcha shkola. [In Ukrainian].

Torop, P., 2007. Methodological Remarks on the Study of Translation and Translating.
Semiotica, (1/4), 163.

208



ISSN 2415-3168 (Online)
BICHIIK MAPIVIIOJIbCBKOI'O JEPZKABHOI' O VHIBEPCHTETY
CEPLA: ©IIIOJIOI'LA, 2025, BIIIL 32

CrarTg Haalnuia go penakmii 20 Tpasasa 2025 p.
O.ena IlaBenko

AHAJIITUYHI BUMIPH IIEPEKJIAJZIY POMAHRY IT'OPA
KAYYPOBCBKOI'O (JILIAX HEBI/TOMOI O»

YV emammi oxpecnerno nepexnaoayvxi cmpameeii IOpia Tkaua na npuxnadi nepexnaoy
pomany leops Kauypoecexkoco «lllnax wHegioomozo» aweniiicoxor. QOcobaugy yeaey
30cepeddceHo HAa GUCEINIEHH] KTH0Y06UX acnexmie iHmepnpemayii nepexiaoaiem mexcny
opuciHany 014 OO0CASHEeHHA XVOOMCHbOI YLTICHOCI YiTb0B020 MEKCMY HA JeKCUYHOMY,
epaMamuyHoMy, CmuaicmudHoMy ma ecmemuyHomy pienax. Ilpacnenna FOpia Tkaua
Habauzumu meip 00 peyenyii aHeTOMOGHO20 Yumaya, 30epizawoyu npu Yoomy gopmy, smicm,
obpasHicms ma xyOoxCHill cGim opucinany, 30iliCHIOEMbCs Yepes3 KPUMUYHY camopequexciio
nepexiadaya. OcHogHi 3acadu maxko2o nioxoody euceinieni v itoco cmammi «Pozovyu npo
nepexnacy, d MaxKoxdc y npueamtomMy IUCHVEAHHT 3 A6MOpPOM OPU2IHATY Uj000 NPUIHATNINA
NeeHUX NepexIadaybKux pitlieHb.

Komnnexcruit ananiz nepexnadaywvkoi oianorocmi FOpia Txaua npedcmaeneno, 30xpema,
Kpi3b npusmy pospobaenoi B. Konminoeum vomupuemantoi mMooeni (cmadia ananizy, Noutyky,
CuUHmesy ma OYiHKU CINGOPEeHO20 MeKCcmy), o HaAode nepexiaoayesi MoAHCIUGOCHi
GiOCMeNcUNU MENCT A0eKeamHoCni/ KOH2eHIaTbHOCIT YiTb0GO20 MEeKCMY i 30IHCHIOEMbCA HUM
3a maxumu Kpumepismu: 1) nepexnadaysro-uumayvke cnputinamms (nepexiaoad 6 poni
yumaya) — OOCTIGHUI NepeKIao 3 Memow GUAGTeHHSA GIOXUTeHb 1 NooalbuiiM AaHATI30M
dopeurocmi/nedopeurHocmi ix GUKOPUCTNAHHS (KOHYenyis «HOGMOPHO20 YumMAanHs);, 2) MoeHa
6i0noeionicnb, eOnicms opmu i smicmy (nepedaua Ovmok, obpasie, emouyiil, a He nepexiIao
i301b0GAHUX CiG); 3) XVOOHCHA AKICHb nepexn1ady (rimepamypricims Mogu ); 4) icmopuunicnno
Mogl nepexnady (6i0meopeHHa «OVXy» enoxu uepes eUKOPUCTNAHHA apxaizmie); 5) 36epescerna
UMMy opuziHany (6UKOpUCMAaHHsA KOPOMKIUX peteHb NoNnpu peKomMeHoayii pedaxkimopa 6UOaHHs
1j000 ix 00 '€OHaHH3).

Biouymma FOpiem Txauem eHympiuiHooi apximexmypu mexcmy opuciHany 00360.15€
cucmemMamuyHo 0ocTioumu MOHKI acnexmi 11020 nepexnaoaybLKoi Meimooono2ii ma u3Havyunu
CMYRiHG  MOYHOCMI  (KOHZeHianbHOCmi), npedcmaeieHuit vy 1020 aHelilicoKill 6epcil.
Ocmucnrorwuu npoyec nepexnady Ak OianeKmuyHy peopeaHizayito mexciny Opu2iHaiy, iHULy
(HOGY) KOHCMPVKYIiIO cMUCTie, AKA He 3600umvcsa 00 NiHilIHOT npoepecii (MexaHiyHo2o
«nepemonmyeanua» meopy), FOpiit Tkau npaywe HaA0 «nepeHeceHHAM» MeKcHy uepes
JTiHGICMUYHI Ma KYIbMYPHI KOPOOHU, HA2OJOWYVIOHU HA «iHAKuiocmiy» ceo2o nioxooy. Illpu
YbOMY GIH AKYEHIMVE HA «OP2AHTYHOMY GXOOMCEHHI € NCUXIKY aemopa», VHUKAE 6VOb-AKUX
cnpob «nepemMounyeamuy abo «Cnpocmumu» Opu2iHanl (KaHoHiuHe CHPULHANINA GUXIOHO20
mexkcmy /«noemudHay MmoyHicnmes nepexiaoy), po32naoaidil Maxi nioxoou ax «GViveapu3ayio»
ma «PYiHYeaHHa» agmopcvko2o 3adymy. Lle makooic 3Hailuio ceoe 8idobpaxceHus y nepexnaoi
Hazeu pomany “Because Deserters Are limmortal” (6uxopucmants 3a20106Ky 3 nepuioi Hogeiu
«/lezepmupu», ooHax 3 enubuioro, Oinvul MOHKOW THMEPHpemayieo, 6iOMo6a 6i0 NPoOCmux
TiH2GICIMUYHUX eKeieanenmie), GIOMEOPeHHi emHIYHUX ma iCMopudHux peanii, nepeoadi
aemopcvyKux — Heonozizmie,  pazeonoziuHux — 0OUHUYb,  OlANeKMUIMie,  EVIbeapu3Mie,
HPOCMOPIYHUX C1i6 MA THULOT CIUTICHIUYHO MAPKOGAHOT TEKCUKU.

Ilpome xpumuuna peyenyisa nepexiady FOpia Ikaua He euagunIaca 0OHO3ZHAYHO
NO3UMUGHOTO Tl OVIA NO3ZHAYEHA PO3DINCHUMIU HAVKOBUMU NO2TA0AMU U000 1020 XYOOHICHLOT
arxocmi. Tax, Mapma Tapuascvra cxapaxmepu3syeana nepexiao ax HAOMipHO 6VKeanicmcoKiuil,
npome GOOHOYAC GUHATA 3HAYHUII NOMEHYIAT NepexIaceHo2o meopy cmami becnicerepo.
Hamoxicme agmop pomany, lzop Kauypoecwvkuii pazom i3 opyacuroio, Jlioiero Kauypoecwvxoro,
AKa € OUNTOMOGAHUM NePeKIaoayeM, GUCOKO OYIHUAU AH2TICLKY 6epcito 3a il CunicmuyHy
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@i0N0GIOHICML A 4CEAGY, AGMEHINUYHO PO3MOGHY Npe3eHmayito, uo niomeepotcyenvCs
NPAMUM TUCTHYEAHHAM A6NIopda i nepexiaoaya.

Ilonpu HazaeHicmv nNeeHUX JNeKCUYHUX pO3DidcHOCMell ma OKpeMux eunaoxie
HenepexnaoHocni (30xpema, Karamoypu, ipoHTuHi 36epmanHA, €i0meopeHHs
popmansrHozo/HeopMaTbHO2O 36EPMAHHS), KONCHUI 3 AKUX MA€E 0OIPYHMOoeane o6 exmueHe
nosicuenns, nepexinao FOpia Tkaua eionoeioae xkpumepiam koxzerianonocni. I]e noscroemocs
CHPUTIHATNINAM NepeKn1aoy He AK MexXHIYHOI nepedaui MOGHUX OOUHUYbL, A AK KOMNIEKCHOT
MixcaimepamypHoi/ MidcKyIsmypHoi 63aemooii.

Knwuosi cnoea: xyoooicHill nepexnao, nepexkiaoayvki — cmpamezii, MOGHA
eKGIBANeHMHICINb, COYIOKYILINYPHA GIONOGIOHICIIb, GUMIDU HenepexIaoHoci.
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