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The article considers the problem of the vertical context in literary works as well as its role in translation.
An overview of theoretical works forming the basis of the research is provided, although the main focus is
on the language means which reflect cultural and historical nationally marked features of a literary text. The
texts under analysis are the fairy drama “The Forest Song” by Lesia Ukrainka and its translations made by
P. Cundy, G. Evans, and V. Rich. Since realia and phraseologisms are known to be the key components of
the literary text vertical context, the article concentrates on analyzing their functional characteristics in the
texts mentioned with an emphasis on translation means used to reproduce meaningful national and cultural
peculiarities. The analysis has shown that the most productive means of translation when dealing with
phraseology are calque, descriptive translation, and partial equivalent, whereas realia are often reproduced by
means of transcoding, full (or partial) equivalents, calque, explication, and hyperonymic changes. Sometimes
the translator applies a combination of methods to achieve adequacy.
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Introduction. At the time of globalization and active intercultural communication,
the issue of preserving ethnic peculiarities in translation and interpretation processes is
becoming more and more topical. It is worth noticing that intercultural communication
is accomplished not only by exchanging information directly — in a spoken or written
form — but also through literary texts created by representatives of one culture and
perceived by representatives of the other. Quite frequently, insufficient knowledge about
the place and time of the events described leads to incomplete or incorrect interpretation
of the ideas conveyed by the author. Therefore, perfect knowledge of the language is
not sufficient for adequate understanding of a literary work. It is important to be aware
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of the peculiarities typical of the epoch when the work was written and/or which the
work describes. The understanding can be even more complicated since the author of
a literary work does not always pay due attention to the abovementioned peculiarities.
Researchers often use the term “vertical context” to denote such cultural, historical, and
other important information that is not explicit in the text but essential for its adequate
understanding.

The vertical context is a literary text category that accumulates in its structure
extratextual information — nationally marked and general cultural features characterized
by some implicit way of conveying the meaning [12, p. 7]. This category is an integral
component in the text structure because it generates a great amount of information that
influences the development of horizontal-plane plotlines.

Previous Research in the Area. In linguistics, the vertical context became the object of
research in the second half of the 20" century. The foundations of these studies were laid by
0. Akhmanova and I. Gubbenet [10, p. 47-54]. The problem of the vertical context found its
further development in the works by L. Boldyreva [11], L. Polubychenko [16], U. Zubova
[14], N. Depraz [4], and T. Ivushkina [5]. The Ukrainian linguistics got actively engaged in
studying the problem of the vertical context only at the beginning of the 21* century. One of
the first works devoted to the comprehensive analysis both of determinants and means of the
vertical plane formation was the research conducted by Y. Vaseiko [12]. Further, N. Cherkas
focused on headings and their functional peculiarities concentrating on the Biblical allusion
as a way of vertical context formation [20, p. 63—69], whereas N. Izotova implemented the
anthropocentric approach to the literary work study and proposed to use vertical context in
modeling the image of the character [15, p. 135-142].

Despite this research interest, there are few linguistic investigations into the ways of
forming vertical context in literary texts. Thus, the importance of the present research is
determined by a wide range of text-formation opportunities the vertical contexts can provide
and by the lack of appropriate studies from the perspective of Translation Studies.

The research aims at distinguishing vertical context components and analyzing the
ways for reproducing culturally marked elements of literary text in three target texts with
due regard for the achievements of modern Comparative Translation Studies.

Methods. When it comes to reproducing elements of the vertical context, the problem
of achieving the adequacy and equivalence in the target text deserves prior attention.
The above requirements encourage translators to pay attention to the peculiarities of the
comparative method, which allows stereoscopic reading of several texts of translations
contributing to further successful implementation of the scientific task set by the translator.
Such an attempt can be observed in the research paper by P.J. Corness [2] where five
English translations of Lesia Ukrainka’s “The Forest Song” are analyzed. The essence
of stereoscopic reading as a parallel perception of the original and several translations is
also covered in detail in the works of the Canadian researcher M. Rose and her followers
[1; 6; 7]. According to M. Rose, a successful translation allows us to reveal something
“new” about the meaning of the original work. However, in order to determine the degree
of “accuracy” of the translation, M. Rose proposes a parallel analysis of the original text
and one or more of its translations [6].
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Therefore, the essence of comparative translation studies is to compare several target
texts and the source text, because, as we know, everything is known by comparison,
including the quality of translation.

The material of the research is the fairy drama “The Forest Song” by Lesia Ukrainka
[25] and its three translations made by P. Cundy [24], G. Evans [26], and V. Rich [23].

Results and Discussion. One of the vertical context components which “generates the
main cultural information characterized by national coloring is the semantic field of realia”
[12]. Analyzing the vertical context in the Ukrainian literary works, Y. Vaseiko states that
the field reconstructs the elements of the Ukrainian people’s life in different periods of their
history and demonstrates the changes in the culture, economy, politics, etc. The national
component is the basis of the people’s linguistic worldview. It reproduces the social and
cultural structure of the country and the peculiarities of the Ukrainians’ outlook and world
perception.

The culture-oriented category of the Ukrainian realia encompasses a great number of
elements. Their thematic field has a complex structure and an intricate system of components.
The realia which form the vertical context can be classified into several groups.

1. Toponymic realia and microtoponyms: Volhynia, Polissia.

2. Nature realia: names of trees, flowers, bushes, herbs, animals, birds, insects, etc.:
verba (willow), vilkha (alder) son-trava (anemone), zozulka (cuckoo).

3. Daily routine realia: names of clothing items, dishes, tools, monetary units, units of
measurement, etc.: shapky-rohatky (square cap of grey felt), svyta (smock), postoly (high
boots made of bast), klovnia (fishing net), koshil (basket made of woven felt on a broad
strap), liulka (pipe), sopilka (pipe).

4. Realia of religious life, folk beliefs, mythology, etc.: Christian baptism, Rusalka,
Maryscche (Phantom).

Nationally colored lexical units which the abovementioned groups include are essential
to the process of the Ukrainian worldview formation and can be considered determinants
of the nation’s practical and theoretical experience acquired through ethnogenesis. In the
literary work, the Ukrainian realia form an ethnographic segment of the vertical context
which is limited by the material of the intralinguistic sphere. This segment is usually easily
understood by the source-language recipient because it accumulates the concepts typical of
the traditional culture. However, the implicit component of some realia may remain coded
if this component has region-oriented coloring, such as historical or cultural background
information characteristic of a certain area or ethnic group, e.g., Volhynia, Polissia.

Concerning the translated text of “The Forest Song”, it is worth mentioning that
P. Cundy, G. Evans, and V. Rich had to cope with a very difficult task. The greatest
difficulties were caused when translating the names of fantastic creatures inherent to the
Ukrainian demonology, for example, a mermaid (rusalka), mavka, lisovyk, etc., the denotata
of which either have different meanings for the speakers of two languages or do not exist in
the English folklore at all. At the same time, it is obvious that the text of the drama under
analysis contains numerous mythological realia, thus giving us the material for the analysis
of translation methods and transformations made by P. Cundy, G. Evans, and V. Rich in their
works.
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Firstly, let us consider how some prominent realia are translated. One of them
is “Lisovyk” — “Forest Elf, a woodland sprite” (P. Cundy), Wood Goblin (G. Evans),
Forest Elf (V. Rich). All translators use hypernymic changes, but P. Cundy also adds
explication. Folk imagination pictures this creature as a wild man who pastures the
cattle. Lisovyk can be easily recognized because, despite his obvious resemblance to a
man, he has no shadow. He enjoys making fun of people by leading them deep into the
forest and getting them confused as for the way out. But he does not do a lot of harm.
On the contrary, when somebody is under his protection, no animal disturbs this person
in the forest.

In the English mythology, there is no exact equivalent to the Ukrainian mythological
realia “Lisovyk”. In Lesia Ukraiynka’s drama, Lisovyk is a master of the forest. Translators,
however, seem to have had an intention to make Lesia Ukrainka’s creative work more
understandable to the English-speaking reader by introducing an image of an elf from the
Old German folklore. The Old German considered these creatures bad-looking as well as
dishonorable and malicious. The creatures were fond of burglary, kidnapping, and playing
mean tricks on people [8, p. 587].

Lesia Ukrainka describes Lisovyk in the following way: Jlicosuk suxooumu 3 2yujasunu.
Biny 0oeeiii kupei 6apeu cmapoeo 3010ma 3 memMHo-4ep8oHOI0 2a6010 GHU3Y, HABKOLO UANKU
obsuma 2inka docmuznozo xmento [25, p. 150].

To compare, here are the translations made by P. Cundy, G. Evans, and V. Rich:

Forest Elf comes out of the thicket. He is wearing a long gown, the color of old gold,
with a dark red fringe around the bottom, and round his cap are twined sprays of wild hops
[24, p. 232].

Wood Goblin comes out of a shoreline grove. He wears raiment the color of old gold
with a dark-red border at the hem of his mantle. Around his hat is wound the twining stalk
of the hop plant [26, p. 153].

FOREST-ELF emerges from the thicket. He wears a long old gold robe with dark-red
hem, a ripe hop-bine is twined around his cap [23, p. 56].

Although elves are imaginary mythological creatures, like Lisovyks, such variants are
not completely adequate since the Forest Elf'is significantly different from honorable Lisovyk
created by Lesia Ukrainka, whereas Wood Goblin offered by G. Evans is incompatible with
its noble role of a forest keeper since Goblins are associated with monstrous creatures.
A better translation variant can combine two methods — transcription of the word and its
descriptive translation — Lisovyk, king of the forest.

Another example is “Zlydni” — Starvelings, imps personifying Famine and Want
(P. Cundy), Hunger Imps “Zlidni” (G. Evans), Starvelings (V. Rich). Along with the
hypernymic change, P. Cundy also uses explication. Zlydni (misfortune) embody bad luck
and trouble. Quite often, folk imagination depicts z/ydni as old beggars or small vaguely
visible insatiable creatures. The English mythology has no creatures similar to this Ukrainian
realia. Instead, there are alraunes — small creatures that live in mandrake roots. They like
making fun of people and prefer settling in cozy dwellings.

There is one more interesting mythological character in the English culture. This is
Bogey, a rather mischievous being with long cold fingers and yellow eyes that shine at night.
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This creature wakes house owners, turns buckets with milk upside down, spoils cream,
unweaves things, and ravels yarn.

Here is how Lesia Ukrainka describes Zlydni in her work: Mani, 3amopeni icmomu, 6
AAXMIMmi, 3 6iYHUM, SPUZLKUM 201000M HA 0OAUYYL, 3 SGNAIOMBCS 3-3a KYMKA XAMHbLO20
[25, c. 161].

The translations by P. Cundy and V. Rich represent this description in the following
way:

Small wizened creatures, in rags, their faces seamed with the signs of eternal hunger,
suddenly appear from around the corner of the house [24, p. 232].

Evil spirits of poverty, want and hunger. They are small, emaciated creatures dressed
in rags [26, p. 177].

It is evident that both P. Cundy and V. Rich try to preserve alliteration in the poetic
translation as well as to find an equivalent name, i.e., the name of William Shakespeare’s
character from the play “A Midsummer Night’s Dream” — Robert Starveling). G. Evans,
in her turn, replaces the onym with its analogue “imp” adding the attribute “Aunger”. This
variant has a pejorative connotation as an imp in Old English means a small, mischievous
sprite, a child of a devil or demon [3, p. 206].

One more example is “Perelesnyk” translated as “Will-o’-the-Wisp, a fire sprite (ignis
fatuus)” (P. Cundy), woodland Red Demon (G. Evans), and Brushwood EIf (V. Rich). All
the translators again use the hypernymic change. Only P. Cundy tries to provide the most
relevant cultural connotation adding “a fire spirit”, probably, because this character is
described as dressed in red, with reddish hair and bright eyes: Flying out of the forest comes
Will-o0 -the-Wisp, a handsome youth dressed in red with a shock of reddish hair blown about
the wind [24, p. 235]. In addition, this creature also has a meteor-like flying tail. Thus, it is
quite reasonable that the Ukrainian mythological realia “Perelesnyk”, known as a dragon,
is translated by P. Cundy as “Will-o -the-Wisp”, which is a fairy-tale realia. The flying tail
of a meteor can be associated with dangling lights, outer space meteors, and falling stars.
Therefore, the analogue of the Ukrainian realia, which the translator used, reflects the idea
of the original text: At that instant, like the flying tail of a meteor, Will-o’-the Wisp swoops
down from the air above and embraces the tree [24, p. 254].

As for the realia “Vodianyk”, the translators choose such names as Water Goblin
(P. Cundy), Forest-Pool King “Vodyanik” (G. Evans), and Water EIf (V. Rich). V. Rich
prefers a hypernymic replacement calling almost all mythological creatures “elves”. So
does P. Cundy, who may have known about the eponymous symphony poem written by
Antonin Leopold Dvotéak in 1896 [9, p. 67] and, therefore, chosen this name. G. Evans uses
a combination of methods again, as in the examples above, — explication and transcoding.
Apparently, her variant is more appropriate in terms of explaining the true nature of this
character. On the contrary, P. Cundy’s Water Goblin is not the best choice. According to “A
Dictionary of Modern English Usage”, the word “goblin” originates from Anglo-Norman
“gobelin” (Latin — gobelinus, Norman — goublin), a hypocoristic form of the name “Gobel”
(an evil spirit that lived near Evreux in the 12 century) [3, p. 191]. In the English folklore,
Goblins are evil, slovenly and disgusting mythical creatures or spirits that live in groups in
forests or, more often, in mountain caves. As for V. Rich’s variant, clves are fiction heroes
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who live in forests but never in ponds or lakes. However, Vodianyk is an embodiment of the
water elements, and, although P. Cundy and V. Rich succeeded in conveying the meaning,
they lost the national coloring of the Ukrainian realia.

The equivalents which the translators choose to name the characters described above
quite adequately reflect their nominal (original) image; however, certain details concerning
their appearance or behavioral habits cannot be reconstructed only bases on the names
chosen and without additional verbal descriptions. The name “Vodianyk™ makes Ukrainians
think about a creature having a long beard made of water plants, silt-covered clothing, and
margaritiferas. The name “Lisovyk” denotes a tall man with swift movements, wearing
brownish clothes and a hat. In addition to these first associations, this look may be completed
with many other details taken from the Ukrainian folk demonology [19, p. 27]. However,
it is rather difficult, if not impossible, for the translators to preserve such visual features by
finding an equivalent name and without any additional descriptions.

The difficulty may arise with another group of culture-oriented words. When dealing
with realia, which play certain symbolic roles, translators face the problem of preserving
both their denotative and connotative meanings. Therefore, analyzing the ways of rendering
religious realia, one cannot but agree with R. Zorivchak who asserts that “it is one of the
cases when losses are inevitable” [13, p. 135]. It is quite common that denotative meanings
are lost and equivalent connotative ones are acquired.

That can be illustrated by the following example: when rendering Lesia Ukrainka’s
“The Forest Song”, G. Evans and V. Rich use the dictionary term “guelder-rose”. G. Evans
also adds an attribute “snowy” — “the snowy guelder-rose” as if merging it with the synonym
“a snow ball tree”. Such a neutral variant has no association with any national symbol in the
target language.

P. Cundy translated the realia “kalyna” using the English word “cranberry” [24, p. 81].
The change of the denotatum does not make the translation adequate either on the lexical
or pragmatic levels. In the Ukrainian folklore, the word “kalyna” has a nationally relevant
symbolic meaning which is always associated with the young girl’s beauty and youth, her
destiny, feelings, and, quite often, with unhappy love. On the other hand, if this word is
translated by its direct English equivalent of the plant, such as the noun “snowy guelder-
rose”, it can lead to pragmatic irrelevance, because for the English reader this plant and its
name are not enough familiar and possess no corresponding culture-oriented connotations.

There is one more vocabulary group that can cause certain difficulties for translators,
namely phraseological units. They are essential expressive means in the language of literary
texts. As M. Fokina underlines, “phraseologisms are actively used to express the author’s
position, create a narrative opinion, and promote a successful decoding of the author’s
message since they convey dominant textual meanings, represent key concepts of the literary
text, and reflect specific features of the writer’s personality” [22, p. 4].

From the perspective of translation studies, all phraseologisms can be subdivided
into two groups: those that have equivalents in the target language and those that do
not. The latter poses a serious problem for the translator. According to A. Fedorov, the
phraseological units of the second group must be translated by using calque, or loan
translation, which allows preserving the semantics of the source language along with
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a new word-combination of the identical structure in the target language [21, p. 78]. In
his opinion, even a partial phraseological equivalent can be used, i.e., the equivalent
whose meaning in the target language is characterized as adequate in comparison with the
meaning of the phraseologism in the source language, but which differs in figurativeness
and metaphoricity [21, p. 78].

It is well-known that phraseological units may contain nationally specific and culture-
oriented characteristics. If so, the primary task for a translator is to preserve this coloring
without replacing the phraseologism with an equivalent that reflects other cultural realia [17,
p. 8]. Researchers propose the following ways of translating phraseological units.

1. The calque, or word-for-word translation, used when other methods, in particular
phraseological ones, cannot convey the integrity of expressive, emotional, semantic, and
stylistic meanings of a phraseologism to the reader.

2. The descriptive translation including interpretation, explanation, comparison, and
description, i. e., the translation of a phraseological unit by a free combination of words, or,
in other words, by descriptive periphrasis [17, p. 156].

3. The double, or parallel, method of translation. When translating a phraseologism that
has no equivalents, it may be necessary to use not only the calque but also a brief historical
reference [21, p. 95].

The analysis of the translation made by P. Cundy, G. Evans, and V. Rich has
exemplified the above-mentioned methods which are traditionally applied when working
with phraseologisms. Thus, there are numerous cases when translators use the calque. For
instance, the phraseologism “conye 6ody n’e”, which means “drying out” is translated as
“the sun the water drinks” (P. Cundy), “the pitiless Sun my water drinks” (G. Evans) and
“the sun should drink all his chalice dry” (V. Rich). See the appropriate fragment of “The
Forest Song” and its translations below: A enimky Oe 6in? [le mooi eacae, Koau sHcadione
COHYe 800y N’€ 13 Kenuxa Moeo, mos epug necumuti [25, p. 9].

But where is he in summer? Where is he / when the insatiate sun the water drinks /
From out my cup like gryphon mad with thirst [24, p. 19].

In summertime, where is he? Gallivanting, all while the pitiless Sun my water drinks, —
vulture-like regaling, my goblet empties [26, p. 27].

Lest the sun should drink all his chalice dry [23, p. 71].

The same strategy is observed in the translation of the phraseological word-combination
“nanemums, 3akpymums ma i nokune” used by Mavka to characterize people as fickle and
inconsistent: To gce maxe, sk motl panmoguil 8uxop, / om Halemums, 3aKPymums ma i
nokune [25, p. 33].

All those are but like sudden gusts of wind, / Which start up, swirl around, then
disappear [24, p. 34].

All that is simply like a whirlwind blowing / strikes suddenly, but just as quick in
passing [26, p. 34].

But they are nothing more than sudden whirlwinds, / They swoop down, whirl you
round, and disappear [23, p. 42].

As can be seen from the above, P. Cundy applies the direct calque with the generalization
“gusts of wind ”. G. Evans and V. Rich preserve the key element “whirlwind”, G. Evans uses
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the verb “strike” to reflect the power of the wind, whereas V. Rich chooses the more relevant
variant “whirl you round” implying the frivolous nature of such a relationship.

The calque is obvious in the other example from the text — “dyusy eumpsicamu’ meaning
“to torture someone with questions, threats, etc.”’: Iloxu ditioem, we i mas nanade — He
myma cnoMunaioyu — yyp-nex! — a nomim 6yoe oyuty eumpacamu...[25, p. 44].

Before I'd get there, I should be assailed / By one I won t name here — bad cess to her!
—/ And afterwards she’d rack my very soul... 24, p. 54].

Till we get there, again that one will rush us — best not speak of the devil here — Be off!
— for then she’ll give my soul a right good shaking... [26, p. 75].

Before I got there, She would be upon me — Don t say her name out here — curses upon
her! And then she’d try to shake my soul out of me... 23, p. 46].

It is interesting to notice that in the example above all three translators give preference
to the calque even though there are equivalent phraseologisms in English: knock seven bells
out of somebody, whale the tar out of somebody, wallop the living daylights out of someone,
kick (knock, beat) the Jesus out of somebody [8] and some others.

It cannot be denied, though, that P. Cundy also tries to use full or partial equivalent
phraseologisms where it is possible. Thus, contrary to the choice made in the translation
illustrated above, P. Cundy finds and decides on the semantic equivalent when translating
the expression “Oecv nosimpsi Hocumyv”, i.€., “not known where”:

OH yonosixka decv nogimps Hocumv, / a mu OIOYU 3 C6EKPYUUCOKOM NPOKIAMUM, / Hi
JHCiHKa, Hi 80084 / axkacy nokuovka! [25, p. 114].

Here is my husband, gone off with the wind. / We re sinking into poverty the while. /
1I’'m neither wife nor widow — just a waif! [24, p. 125].

G. Evans chooses the common word “gallivant” with the exact meaning “fo visit or
go to a lot of different places, enjoying yourself and not worrying about other things you
should be doing” [8]: Why there’s my husband somewhere gallivanting; / While, damned to
want with a mother-in-law like you, / I feel deserted — neither wife nor widow! [26, p. 183].

V. Rich again replaces the phraseological unit with the common word “vanish” adding
the idiom “on the wind” that means “drunk”, which preserves the connotation but together
seems an awkward solution.

Certain difficulties and, as a result, changes may occur due to the structure of the text
under translation. “The Forest Song” by Lesia Ukrainka is a poetic work where rhythm and
rhyme are of undeniable importance. It is obvious that the translators cannot ignore these
characteristics and, therefore, seek translation variants that can fulfill a double function —
convey the meaning and reflect the features of the poetic work. Sometimes it may lead to
the necessity of forgoing the semantic precision: ...0e gin cmane, /mam i Kaue /axc Ha came
OHO bonoma... [25, p. 56].

When he's slipping / Send him dipping / Down into the deepest slime... [24, p. 66].

Where he’ll drown, / sinking down, / down into the bog forever.... [26, p. 95].

When he stumbles, / Make him tumble / To the bottom of the marshes [23, p. 54].

What all translators manage to keep is the rhyme. Let us consider another example:
Ioxu ne 6 6onomi, — / cyxo 6 mene ¢ pomi! [25, p. 57]. This is a part of the conversation
between Rusalka and Kuts when she offers him to take Lukash for dinner, to which Kuts
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replies that he can do it only being in the bog. Here only P. Cundy and V. Rich cope with the
task of rendering the meaning, while G. Evans preserves the rhyme:

Whatever s in the mud / For the mouth is good! [24, p. 67].

Till hes in the mire — / to drool I don t aspire! [26, p. 96].

Until the marsh has caught him, / He won t make my mouth water! [23, p. 56].

Sometimes the translators change some parts of the fixed expression. The phraseological
unit “sikwgo i Oyno, mo eaice 8 cmosneys niutio...”, which means “to forget”, can be a good
example of this modification. Let us compare the translations of the following fragment:
8i0ar0, Koo mu doxcuoaeut, / ma minoku o6a! — wkooa meozo xoauns! / Axuo i 6yno, mo
8aice 8 cmosneys niwino... [25, p. 121].

In the translation, P. Cundy and G. Evans apply partial calque to preserve both the
semantic and metaphoric meanings:

1 plainly see whom you expected here. / ‘Tis all in vain — too bad for what you’d hoped!
/ Whate’er was here, it’s gone into that tree... [24, p. 67].

1 know the person you are waiting for, / but only — well, it is no use to wait! / And if she
came, she turned into a tree-trunk... [26, p. 193].

V. Rich focuses on rendering the meaning, her translation being semantically accurate
but stylistically neutral:

1 know quite well whom you are waiting for, / Nevertheless, your waiting is in vain! / If
something was here, it has long since gone... [23, p. 57].

Conclusions. Summing up the results of the analysis, we have to agree with O. Rusak
that rich Ukrainian phraseology “gives the folklore its peculiar symbolic coloring and, thus,
makes it almost impossible to adequately reproduce these elements in translation” [18,
p. 210]. When choosing the translation variant, the translators have to focus on the general
meaning of a lexical unit, its expressiveness, and cultural coloring. Applying the method
of stereoscopic reading, we have analyzed translations made by P. Cundy, G. Evans, and
V. Rich in terms of preserving culturally marked elements on the level of onyms, realia,
and phraseological units. As for the ways of reproducing personal names in the target
text, the most productive methods appear to be transliteration, hyperonymic changes, and
explication. Here variants offered by P. Cundy look more relevant and accurate while those
of G. Evans and V. Rich are often not compatible with their nature or role. The situation
with realia, which are also essential components of any culture-oriented text, is also quite
complex because there is an urgent need to preserve both the denotative and connotative
meanings. The methods involved in this case are transcoding, full (or partial) equivalents,
calque, explication, and hyperonymic changes. As it has been shown, all three translators
coped with this task.

Concerning phraseological units, the situation seems to be ambiguous: G. Evans
periodically finds better solutions and offers analogues in the target language, V. Rich often
uses a common word which equals on the semantic level, whereas P. Cundy tries to apply
the calque that keeps the image but loses the connotation. Overall, the English translations
of Lesia Ukrainka’s “The Forest Song” made by Peter Cundy, Gladys Evans, and Vera Rich
can rightly be considered valuable in terms of keeping national and cultural coloring.
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V crarTi po3nIAHYTO NpoOIIeMy BEPTHKAIBHOTO KOHTEKCTY B XYJOXKHIX TBOPax B aCIEKTI EpeKaLy.
BeprukanbHHi KOHTEKCT CIIPUHMAIOTB SIK OJIMH i3 IIIAXIB 3arajJbHO(MIIONOTYHOTO PO3YMiHHS XyI0KHBOTO
TEKCTY, aJpKe HOT0 3aBJaHHs K TEKCTOBOI KaTeropii mojsrae B iHTerpallii HesIBHOTO, TOTEHI[IHHOTO CMHCITY
Ha OCHOBI acCOIIaTUBHOI CEMAaHTHKHM MOBHHX OAWHHIb, IO CKIAJAalOTh TEKCT. 3MiHCHIOIOUN KOPEIIiio
XYIO)KHBOTO TEKCTY 3 Pe3yJbTaTaMH MEHTaJIbHOI JisIIbHOCTI JIIO/ICTBA, BEPTUKAIBHUNA KOHTEKCT CIPHSE
[UTICHOMY PO3YMiHHIO JIITEpaTypHOTO TBOPY B PYyCii TPaAWIIii CBITOBOI Ta HAIlIOHAJIBHOI KyIbTYp. Tomy,
Oyay4H TBOPOM KOHKPETHOI 0COOMCTOCTI, 1110 CTOITh 33 KOKHUM XY/IO’KHIM TEKCTOM, BEPTHUKAJIbHUI KOHTEKCT
MOJIEITIOE NIEBHUI PparMeHT KapTHHH CBITY 3 IO3HIIIH KOHKPETHOI KyJIBTYpHOI CBifoMOcTi. B crarTi 3xilicHeHo
OIVISI TEOPETHYHUX Mpalb, sIKi (POPMYIOTH OCHOBY JOCII/KEHHS, OHAK, OCHOBHHX aKICHT 3pOOJICHO Ha
MOBHHX 3aco0ax, [0 BiJOMBAIOTh NEBHI KyJIBTYpHi, iCTOPHYHI 1 pi3HOMAaHITHI HaI[iOHAJILHO MapKOBaHi
0COOMHMBOCTI XyO)KHBOTO TEKCTy. MarepiaioM aHallizy B CTarTi CIyryloTh Apama-Qeepis Jleci YipaiHku
“JlicoBa micHA” Ta TpH ii mepeKyIaan aHIIicbKOI0 MOBOIO, BukoHaHi [lepciBanem Kanpai, I'menic EBanc Ta
Bipoto Piu. Ockinbku peaiii Ta ¢ppaszeosnori3mu €, sik BiJoMO, OCHOBHUMH KOMIIOHEHTaMU BEPTHUKAILHOTO
KOHTEKCTY B XYZI0)KHbOMY TBOPi, aBTOPH CTaTTi KOHLEHTPYIOTh CBOIO YBary Ha aHali3i IX (QyHKIIOHAIBHHX
XapaKTepPHUCTHK Yy BKAa3aHOMY TEKCTi, a TaKO)K Ha 3aco0ax IX mepenadi y mepexiajii, o YMOXIHBIIOIOTH
30epeKeHHS 3HAUCHHEBHUX HAI[lOHAIBHUX Ta KYJIBTypPHUX ocoOmiBocTel. [1opiBHUIBHMIA aHaIII3 TPHOX Pi3HHUX
BapiaHTIB MepeKIay MPHUBIB 0 BUCHOBKIB PO HAWOUIBII MPOXYKTUBHI CLIOCOOH MepeKiIaay HalliOHATBEHO
Ta KyJIbTYpPHO MapKOBaHUX OAWHHLE. OTKe, KoMK HAeThCs mpo (Hpa3eosorito, HaHOUIBII MPOLYKTUBHIMU
croco0amu nepeKiany € KajabKyBaHHS, OIHCOBHHN IEPEKIIaj Ta epeKIIal YaCTKOBHM eKBiBaJeHTOM. Peanii,
CBOEIO YEPTOI0, HACTO NEPEAOThCs 32 JOIOMOTOI0 TPAHCKOIyBaHHS, HOBHOTO (200 4aCTKOBOI'0) €KBIBAJICHTY,
KaJIbKyBaHH:I, eKCIUTIKalii Ta rinepoHiMiqHOI 3aMiHy. [HOMI epekiiaiad BUKOPHUCTOBYE NOEAHAHHS JEKUIBKOX
METOIB 33151 JOCATHEHHS aJeKBaTHOCTI. B cTarTi HaaHOo Ta MpoaHati30BaHO NPHKJIIA I, IO LTFOCTPYIOTh
3aco0wu, 00paHi nepekiIagadeM Ui BiATBOPEHHS iMEH KyJIETYPHO MApKOBAaHUX Mi(pOJIOTIYHUX iCTOT, CHMBOIIIB
Ta (Hpa3eoNoriyHUX OIUHHILb 3 KYJIETYPHUM KOMIIOHEHTOM.

Kniouosi cnoea: BepTHKaIbHUN KOHTEKCT, XyIOKHIH TBIp, KYJIBTYpPHO MapKOBaHUH KOMIIOHEHT, (pa3ze-
0JIOTisI, peatisi, MepeKyIa, aleKBaTHICTb.



