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Introduction
Teaching and learning foreign languages is one of the most important tasks
to be resolved by the nation if it wants to be integrated into the world community.
And, traditionally the aspect of teacher's literacy in the language she/he speaks is
put on the first place. Without knowing grammar and translation ways it is

impossible for the translators to operate or carry out the translation process.

Islam Karimov, the President of Uzbekistan, once highlighted that "the
individual is the main target of the radical transformation. A harmoniously
developed generation is the basis for progress in Uzbekistan".* It is well-known
that setting up a free, prosperous, democratic society is impossible without
changing consciousness and that those changes can only be made through
education. To accomplish this, Radical reforms of the educational system is

necessary to accomplish this.

Looking forward to globalization of the market, Uzbekistan is focused on
the preparation of fully trained professionals able to work at the international level.
Therefore, an educational system, which is comparable to international standards at
all levels, is a must. We hope this dissertation paper will contribute to translation
studies in its depth and help to make clear how the translation was developed and
investigated and dealt with the most prominent methodologies and linguists'
contribution to it by analysis of many examples causing difficulties in translation
process. Basically we try to define the level of translated and edited work, fiction
work by Dan Brown with quite different author style and lingua-stylistic

peculiarities.

The language, as it is known is the main tool of human communication
which helps to exchange opinions and achieve mutual understanding. The world
where we live today is many-sided and various. Modern world culture includes

traditions and peculiarities of more than 250 countries and there are thousands of

1
N.A Kapumos. ['apMOHHYHO pa3BUTOE MTOKOJICHHUE - OCHOBA Iporpecca Y36ekucrana.- T., 1997, c. 4-5.



national languages and dialects in this world. Naturally, it is impossible to learn all
of them, but Interlingua communication is considered to be an integral part of the

present.

From the very moment of appearance of initial languages and to the present
days there are many difficulties connected with the translation, because a translator
faces lots of problems besides delivering a common sense of the original text or
speech. Of course, lots of things depend on functional style of the original: if itis a
scientific one, the main task would be to translate the context, but while translating
a fiction work it is important to preserve the form as well. In this case stylistic
aspect is of no small importance.

The development of modern literary works is closely connected with the
changes of genres and creating the new ones.

Native and foreign critics like Kupina N.A., Strukova T.G., Chernyak M.A.,
Cawelty J.G., Gannon M.B. point out the appearance of numerous works of high
quality that are intended for the general public. Novels by Dan Brown go a great
way for popularity around the world edited with long run and without any doubt
can be considered as those very types of literary works. In terms of development of
new genre forms translation requires not only accuracy and preserving the author’s
message, but also such a great ability to captivate and arrest the reader’s attention
as it occurs in works of the original language.

Topicality of the work sets conditions for revealing the degree of
translatability of texts which, to the present, don’t have any evidences and theories
of the unique solution. Especially this fact concerns the literary texts that cannot be
developed and studied without stylistics.

Topicality of the research work also set conditions for further development
of methods of complex stylistic analysis of literary unit original text - text in
translation.

With the help of the given analysis one can observe whether it is possible to



preserve the style in translation.

The aim of the dissertation paper is to research and analyze the use of
stylistic devices and the correspondence of translations into Russian and Uzbek
languages, author’s message and stylistic peculiarity of the original.

To achieve the main aim we set up the following objectives:

e To overview the general problems of translation and specific problems of
literary translation;

e To research the stylistic peculiarities of literary texts;

e To analyze the most important prepositions enable to reveal theoretical and
methodological bases of adequacy criteria in translation;

e To choose the main lingua and stylistic devices from Dan Brown’s fiction
and define their types and functions;

e To analyze the stylistic devices and compare their translations into the
Russian and Uzbek languages and reveal the degree of translatability and
adequacy.

The object of the research is the work of famous writer and journalist Dan
Brown “The Da Vinci Code” and its translations into Russian (by Gleb Kosov and
Natalya Reyn in 2003) and from Russian into Uzbek (by Mansur Rakhimov and
Burkhon Sobirov in 2007).

The subject of the research is to analyze lingua and stylistic devices and
their peculiarities in the novel “The Da Vinci Code” and ways of their reflection in
translations.

Novelty of the present work is defined by the choice of Dan Brown’s work
as before his works have never been taken for comparative and stylistic analysis
neither in Uzbekistan nor abroad.

Novelty is also accepted in comparison of stylistic and lingua stylistic
peculiarities of the original and their correspondence with their translations into the
Russian and Uzbek languages. Though Dan Brown’s works were translated into 44

languages comparative research of the original text and its translation in one of
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these languages was not properly carried out.

The methods applied in order to achieve the research targets are: the method
of linguistic analysis, classification analysis, content analysis, comparative analysis
of the data, elements of the contextual and interpretive analysis. Nowadays there is
the necessity of using methods of comparative and lingua stylistic analysis
applicable to the traditional forms of prosaic and poetic works, to study new
literary forms including forms of literary works catering for the general reader.
The method and theory of our research work is based on the works of native and
foreign researchers on stylistics of the Russian and English languages (Vinogradov
V.V., Vinokur G.O., Galperin I.R., Tomashevskiy B.V., Scherba L.V., Arnold I.V.,
Zadornova V.Y., Lipgart A A., and etc.), theoretical and practical sources on
translation (Vinogradov V.V., Arnold I.V., Barkhudarov L.S., Fyodorov A.V.,
Retsker Y.I., Nelyubin L.L., Garbovsky N.K., Borisova L.I. and etc.).

The theoretical significance of the dissertation paper consists in
contributing to the further development of comparative linguistic and stylistic
analysis of the original literary work intended for the general reader and its
translation, defining the main stylistic peculiarities typical for works of the mass
literature.

The practical value of the work is determined by the possibility to use the
research sources at lecture courses on stylistics of the English language,
comparative stylistics of the Russian and Uzbek languages and also at lecture
courses of modern foreign literature, to familiarize a wide number of intellectuals
and just interested people with the research findings through the research work.

The research work can be used for analysis of works by modern foreign
writers and the quality of their translations. The research work can be also used in
propositions of teaching and methodological aids on theory of translation and
general linguistics.

The structure of the dissertation paper. The dissertation paper consists of

Introduction, two chapters, conclusions to each chapter, conclusion and containing
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the list of used scientific literature, vocabularies and manuals.

Introduction contains the topicality, aims and main objectives, scientific
novelty of the research work, its theoretical significance and practical value, the
object and subject, sources of material are pointed out, the theoretical and
methodological bases are described as well.

The first chapter deals with general problems of translation and stylistic
aspect of translation. In this chapter we discuss and analyze basing on examples,
specific problems of literary translation, how to perform information in literary
works, stylistic peculiarities and translation problems of stylistic devices in literary
texts.

The second chapter deals with the practical aspect of translation basing on
Dan Brown’s fiction “The Da Vinci Code”. In this chapter we define specific
features of Dan Brown’s modern bestsellers, we discuss and analyze lingua-
stylistic peculiarities in “The Da Vinci Code” and their translation into the Russian
and Uzbek languages. We compare two translations of the book into Russian and
Uzbek and conduct the comparative analysis of preserved stylistic devices in
translated versions of the novel “The Da Vinci Code” into Russian and Uzbek
languages.

The conclusion deals with the results of the research work.

The list of literature includes 86 names.



Chapter I. General Problems of Translation visa vie Stylistic Aspect of

Translation.

§-1. General Problems of Translation &Specific Problems of Literary

Translation

Nowadays in modern theory of translation it is noted that in view of the
crucial role translation plays in all international communication it is surprising how
seldom the role of the translator is discussed or even mentioned. Texts travel
between countries, mysteriously appearing in different languages in different

geographical locations.

Such description can be particularly true of non-fiction texts, but even works
of fiction are often described as simply coming out in a target language (TL) as if

there were no active agent to bring about this linguistic change.

An important thing should be noted that it was not until translation studies
emerged as a discipline in the latter half of the twentieth century that the role of the
translator came under some degree of systematic scrutiny. In her work on allusions
in literary translation, author of Culture Bumps, Ritva Leppihalme describes
various views regarding this role: the translator may be regarded as anything from
a mere transcoder to a highly competent and responsible professional who acts as
a mediator between different cognitive environments and is capable of making
choices and decisions concerning the translation®.

On the basis of such descriptions, probably we accept that there is such
concept as the role of a translator, we inherently also accept that something
happens in the translation process that causes the translation to be in some respect
different from the source text. First of all, a translator writes in a language that is
more or less different from the source language (SL). Since no two languages are

identical, we are inclined to admit that there will always be some distance between

'Ritva Leppihalme,“Culture Bumps-Empirical Approach to the Translation of Allusions (Topics in
Translation)”,Channel View Publications Ltd, United Kingdom, 1997.(18-20)



the original literary work and its interpretation into another language. This distance

can be characterized from various perspectives: that of the source text and culture,

that of the target text and culture and that of the individual translator.

Tough the translation process might be easy to individual or professional

translator but it does have some problems which every translator may face. So,

relying on our general knowledge and analyzing some problems that we faced

during our practical works, it is worth to define some of the common problems

faced by almost all translators:

Each person conducting the translation process should have an important
skill for written communication that is the grammatical knowledge. The
grammar rules and sentence formations in all languages are different. That is
why when a translator comes to conduct his translating activity there should
not be any grammatical error, as translators are always required to be perfect

with grammar of the target language.

Translators often face the problems related to the correct and adequate usage
of words, which means lexical difference between the cultural and national

word units like idioms or set phrases.

Usually translators should have skills to translate all types of texts or
speeches, because they should know a lot and they should have at least the
general information of any field of social life or science to avoid difficulties
while translating. Sometimes translators can face problems related to the
source text. It might not be properly written or it might be incomplete, which

requires from translators broad imagination and deeper knowledge.

Sometimes, the source text may contain some abbreviations and acronyms
which are unexplained, so this nuance can also cause some problems as it

takes time to do research on them again.



« Another major problem is the problem of untranslatability. This problem is
still on its process of investigation, because the language is developing
concept and many words like neologisms cannot be translated adequately as
there may be no any equivalent unit in the target language. So, in such cases

the translator tries to explain them using descriptive translation.

« Sometimes cultural issues complicate the translation process. Every culture
has its own traditions, habits, national realias and other cultural markers. For
example, some names which they give to their native things may not be

understood by people of different regions or countries.

These enumerated and quoted problems mostly precede each translator, so
that is why he/she should be aware of them and always try to find a better solution

for any kind of difficulty occurring while translating.

Besides the above mentioned circumstances the translator usually focuses on
factors of professional methodology involved in the translation process, such as

use of dictionaries, vocabularies and translation memories and programs.

According to the defined features of translations’ deal with at least two
different cultures involving a wide variety of extratextual factors ranging from
social background and contemporary cultural climate to individual characteristics
of the authors and translators concerned and their environments, translation study
offers a fruitful platform for inter- and multidisciplinary approaches based on
stylistics of the source and target languages. As the matter of fact, the translation
studies usually focused specifically on analyzing translations of literary texts and,
still more specifically, on their formal textual characteristics, they incorporate
elements from stylistics, literary research and linguistics.

Among the other types of translations literary translation is considered to be

the most debated one, because the development and globalization provides the
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creation of different types of fictions that sometimes cause more difficulties to

translate the author’s message keeping the sense of the original.

According to the definition of Komissarov V.N., literary translation is the
translation of fiction.

Fictions are opposed to any other literary works due to their communicative
function that is artistically-aesthetic or poetic. The main aim of any fiction is to
achieve an appropriate aesthetic influence, creation of the artistic figure or image.
It should be said that an aesthetic orientation differentiates the artistic speech from
other acts of verbal vehicle, where the informative content is considered to be on
the first place and independent.

Speaking about fiction, arguments of those who insist on untranslatability
assume ever greater importance where on the translation of fiction great deals of
conflicting objectives are laid. These objectives were summarized by an American
philologist T. Savory in his book “The Art of Translation™:

A. The translation must render the words of the original.

B.The translation must render the message of the original.

A. The translation must be read as the translation.

B. The translation must be read as the original ( i.e. a reader should not have
the feeling that he/she reads the translation).

A. The translation must reflect the style of the original.

B. The translation must reflect the style of a translator.

A. The translation must be read as text, up-dated to the original.

B. The translation must be read as text up-dated to a translator.

A.A translator has no right to add or omit something in the original.

B. A translator has the right to add or omit something in the original.

A. Poems should be translated in prose.

B. Poems should be translated in poems.

Some consider that it is important to correspond to the spirit of native
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language and habits of the native reader; others insist that it is more important to
accept another mentality, another culture and for this sake even sacrifice the native
language. Compliance of the first requirement (see thesis B) means free translation,
compliance of the second requirement (see thesisA) — means word for word,
literal translation.

For further illustration of the situation, we should go back to the translation
of the Bible. It is obvious that free translation of the sacred writing is intolerable
though if we study the translation of Cyril and Methodius we will reveal that they
were priests and tried to use word for word translation for the Bible. Translators of
the Bible in Rome did vice versa. They strengthened impressions aimed to perform
Bible stories with the help of different examples. The same situation can be
observed with many translations of Shakespeare. Some translators tried to make
the translation corresponding to the real view of tragedies. Many of them even
changed the metres and “cut” some cues and scenes."

Generally, poetic text sets much more difficult problems.

In famous translator M. Lozinskiy’s opinion while translating foreign poems
into a native language a translator should take into account all complicated
elements to find the same elements with all complications and vividness in his
native language so that it could reflect the original, possessing the same emotional
effect. Thus, the translator for some time should become the author, accepting his
manner and language, intonations and rhythm, keeping his faith toward his native
language and toward his own poetic individuality. One should always keep in mind
that the translation of any famous literary work must prove its value.

Literary translation of the text requires researching, invention,
resourcefulness, empathy, disclosure of creative individuality from the translator.

It is no coincidence when the best translators are usually good poets or

writers even if they don’t have perfect knowledge of the original language.

'Baitc6umar, W. MckyceTBo mepeBosa i ero npodnembr// M36a-anransas [DneKTPOHHEIH pecype]. — Pexum gocTymna:
http://rh.1963.ru/art.htm
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Thus, a good translator in some respect is a creator. There is an opinion that
the translator’s creativity compares to the actor’s creative performance. It is known
that the highest achievement of the actor’s creativity is not a declination of
playwright’s thought but its embodiment. However every great actor or actress
solves this problem on his/her own way that could be said about a good translator
whose creativity is in distinctive interpretation of the original. Assumption of the
interpretation possibility implies a variety of solving translation problems. In
accordance with some authors’ opinions such variety is considered to be in the
original itself. In this case the translation is identified with a proper interpretation
of the original, and according to the opinion of I. Leviy, the famous theorist of
translation, the translation as the type of art considers a category in between the

personal creativity and performance of the art.

It should be noticed that some ironic facts can prevail in translation.
Sometimes even contradictory translations may not contradict to the original. For
example, in Moscow in 1979 there was held an international meeting on revealing
pros and cons of the translator’s behavior in translation process when an author of
the original text knows the language of the text in translation. K. Winston,
speaking about this case when the author of the original text knows the language of
the text in translation, pointed at an unusual insistence when authors require word
for word translation of their original, though they themselves perfectly feel and see
all mistakes and therefore see the unacceptability of the translation.
A good translator usually is never afraid to deviate from the original, as according
to words of V. Levik one of the famous translators: all these deviations will

supplement and develop the author’s thoughts in quite new and unusual way."

As Goethe once said about the translation of “Faust” by young translator

Gerar de Nervile, that the translator showed him this work in better way than the

! B. B. JleBuk, O TouHOCTH ¥ BepHOCTH. — B KH.: “TlepeBo; — CpeicTBO B3aHMHOTO COMIKEHHs Hapoa0B”, M.,
1987
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author himself expected. All these confirm the existence of creative features in
translation process, not only literary but also in many cases of the scientific texts’
translation, especially when one deals with the translation of theoretical
propositions. In special literature related to translation we can reveal that even
word for word translation of a scientific material can change the whole nature of its
content.

Russian linguist O.E. Simyon-Severskaya in her research used as a material of her
work on two comparisons of Shakespeare’s “Romeo and Juliette” translated into
Russian by B.Pasternak and Shcepkina-Kupernik with the numbers of aims, they
were as follows: to reveal the inner meanings of style which is important in
translation, to analyze translation choices made by the translators, to reveal which
of those two translations was more appropriate and adequate to the original, and
the matter of translator’s influence was one of the main issues in this work as well.
Basing on this research work we can say that the translator plays a dominant role
in qualitative translation. Having chosen and analyzed the brightest examples of
translation choices, transformations used by translators of the Shakespearean play,
she has concluded that the translation by B.Pasternak could be considered more
adequate, because it closely corresponds to the very strategy, which satisfies to the
translator’s main task, that is the creation of the translation which is equivalent to

the original one performing the same nature or function of the original text.

There can be no argument that the translator of literary works should achieve
a close relationship between the theory and practice of translation. For one thing,
the choice of the principles of translation may be purely initiative because the
translator necessarily takes into account such matters as the aim of the translation,
the temporal and geographic gap between the creation of the source text and
possible readers of the target text, the cultural gap between the original author and

the reader of the translation, the kind of reader the target text is intended for, etc.
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each aspect provides a problem of consideration and solution in the course of
translation.

The term “literary translation” is somewhat vague. In Russian it is often
opposed to the term ungopmamuesnviii Or doxymenmanvholii nepesoo the same in
Uzbek axbopombepysuu and xyocorcamnu mapocuma describes translation as
aiming predominantly at the target language rules rather than the source language
ones. The Russian term rumepamypnutii nepesoo and in Uzbek 6aouti mapocuma
would be fitting to define the method in general. This method is definitely a
necessary and important instrument for different cultural traditions to communicate
and should apply to translating social and political writing or fiction.

Yet there are always victories and achievements in seeking a way to
transform a picture of the world into something new and comprehensible for the
target culture.

In this respect, the ultimate task of translation is achievable, to certain
extent. This needle-narrow pass between the impossible and achievable represents
the core of literary translation, including poetic. The most important function of
poetic translation is that of intercultural communication.

Formulated in basic terms, the intercultural task of poetic translation may be
expressed as follows: to translate a literary work from a language to another
language means to lose as little as possible of its original cultural authenticity
while preserving as much possible of its intercultural value. In the other words, the
aim is to reconstruct the imagery of the source text as a system into the target
culture by means of the target language and literary traditions. New readers should
make efforts to appreciate a foreign system of imagery but the difficulty must not
dominate the translated text lest it should become dull and alien to the target
culture — so that the text in the target language should make sense and bring
aesthetic and emotional pleasure to the target reader.

For example, O.U. Salenko researches the problems of literary translation on

the basis of the works by A.Block. He pays his much attention to translations made
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by J.Stolvorty and P. France, poet and Russian philologist, because they managed
to solve the problem of professional knowledge of the subject and poetic talent.
The main problem of the literary translation was solved in favor of the beauty or in
other words a beautiful sounding of poems. In the process of translating of Block’s
poems they used to replace difficult (for English language) tones, accents, steady
rhythm and size, rhyme and sometimes even meanings of the original.This in
translators’ opinion enabled to bring equivalents of poet’s works to the modern
poetic practices in English the language. As a result the poems of this collection
presented independent works of the year 1972. Probably, musical elements of
poems were the only features that attracted translators of Block’s poems and they
really managed to do so, listening to the sounding of poems for several times, like
in the poem “Night, street, a lamp, a chemist’s window... " (Houw, yruya, gponapew,
anmexa...).

However, Block’s play on thoughts was not always shown or incarnated in
translations of Stolvorty and France. If we look at the last lines from
“He3znaxomka”:

-Tot npaso, nvanoe uyoosuue! A snai: ucmuna 6 sume.

We can see that in translation these two lines lost their polysemy that
definitely changed the meaning of the poem:

-And you are right you drunken monster! | know now: there is truth in wine.
This example confirms that attempts of creation literary translation causes the
inevitable usage of translation techniques in translation.

Presumably, translation techniques used to deal with literary works
necessarily include both reason and intuition, rational and emotional appreciation
of the comparative qualities of the original text and its reconstruction in the target
language. Generations of translators from ancient times to present day have
developed and perfected many useful techniques that can be traced both in the
translated texts and in translators’ pronouncements about literary translation in

general and about their own experience in particular. The unique school and
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tradition of literary translation that has formed in the country and impressive
achievements in other countries over the last three centuries provide rich and broad
data for both exploration and direct usage by new generations of translators and
philologists.

It is especially interesting to compare different national traditions and their
attitudes when they compete in the same direction, i.e. in translating from Uzbek or
Russian into English.

Literary language is highly connotative and subjective because each literary
author through his power of imagination uses certain literary techniques such as
figures of speech, proverbs and homonyms through which he weaves literary
forms.

Many linguists tried to perform the in-depth study in this sphere.
Chernyahovskaya stated that the translation process must be transferred from the
unconscious one. But it did not happen in literary translation because of some
objective and subjective reasons.

First of all, we can see a very weak connection between translation theory
and translation activity. Anton Popovich , a famous Slovak linguist, notes the
absence of the terminological accuracy in theoretical articles written by translation
experts because they operate some common terms only.

A literary translation must reflect the imaginative, intellectual and intuitive
writing of the author. In fact, literature is distinguished by its aesthetics. Translator
should know his native language so that it won’t become some kind of a hybrid
expression but vice versa, to make an expression adequate, equal to the original
meaning and to please the target language (TL) as well. In this term, we propose to
approach the question of the translation of literary works through close analysis of
examples, not so much to evaluate the products but rather to show how specific
problems of translation can emerge from the individual translators’ selection of

criteria.
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Some examples show that only the one who by his unfortunate fate works
with literature for the first time can translate the following sentence:

- I know him as | know my ten fingers or he knows this like the palm of his
hand, using word-for-word translation

- 3uaro €20, KakK ceou oecsimo nanavyes Or emy 3mo 3HadKOMO, KaK C604
JIAOOHD.

-Men ynu ynma 6apmocumoatil bunamar Of 6y Hapca yHea Kaghmoexk maHuud.

A Good translator of literary work and a master of his native language would
translate it simply “kak céou name nanvyes” or men yHu bew Kynoau ouraman or
VHU 2HCY0a XU OUNAMAH.

Translators should always aim at the conceptual equivalent of a word or
phrase, not a word-for-word translation that is not a literary translation. The
definition of the original word and attempt to translate in the most relevant way
should be considered.

Another example in English taken from everyday Russian:

-You'd take to it like a duck takes to water

Here is word-for-word translation into the Russian language:

-Bui 6yoeme cebs mam uyecmeosamo, KAk ymra 8 8ooe.

It is quite obvious that the translator doesn’t know his language well and
doesn’t aware of basic rules of his profession.

The most correct version of translation would be: kax pwi6a 6 6ooe but in
Uzbek it will have semantically different construction: Yszunenu y epoa kywoati
€H2UJl XUC KUujildcCdaH.

To convey the sense of the text, it is really important to translate the content
from reader’s point of view. Until and unless the reader understands what is being
actually tried to convey. More than just translation, it is more important to convey
the sense of the text and it should always be kept in mind that the original text
should never be played with. And even if it is done, the meaning and the flow of

the sentences should be framed in such a way that the flow of the sentence should
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always be maintained in an artistic way. For example:

-Making the horizon were the brown mountains. They were strangely
shaped.

-T'opuzonm 3amvikaiu memuole, NPULYOIUBLIX OYEPMAHULL 20PbL.

If we only tried to translate these sentences by word-for-word translation it looked
like: I'opel denanu, obpazosanu copuzonm, 6vinu onu cmpanusix popm, though the
words are combined but the sentence in TL would not make a reader to feel the
image of that description.

Another problem more than often met in translation process is the
translation of set expressions, idioms, proverbs which deal with the interaction
between cultures.

Russian scientists N.N. Amosova, A.V. Koonin and others have done great
contributions to the field of phraseology of the English language. Professor A.l.
Smirnitsky was the first scholar who paid attention to sentences that can be treated
as complete formulas, such as:

-How do you do?-30pascmeyiime, or

-1 beg your pardon!-IIpowy npowenwvs! and so on. The formulas discussed
by N.N. Amosova are on the contrary semantically specific, e.g.

-save your breath which means shut up or tell it to the marines.

Very often such formulas, formally identical to sentences are in reality used
only as insertions into other sentences: the cap fits, means the statement is true as
in example:

-He called me a liar.

- Well, you should know if the cap fits.

Therefore we can see that master of literary translation should have a rich
vocabulary of both languages.

Every performing art - acting, singing, dancing, playing an instrument -
places the performer on a stage in front of an audience. Every one, that is, except

literary translation, the performing of a literary work in a different language. Every
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performing art has hundreds of books about the people who do it, about its history,
its pains and its joys. Every one, that is, except literary translation.

The act of translating a text as one of the most complex types of speech
communication is a multidimensional and multi-aspectual process dependent on a
variety of linguistic and extra-linguistic factors. It should not only be perceived as
an ordinary speech act but as one of the forms of interaction between cultures.

Translation is a truly multicultural event without all the balloons and
noisemakers. It enriches not only our personal knowledge and taste, but also our
culture's literature, language, and thought. The goal of performing a literary
translation is to give the readers access to the art that gives us access to world
literature. This very art exists in stylistics of all languages of the world. It assumes
cultural background, cultural mentality and cultural thoughts and traditions of all
nations, that basically reflected by usage of different stylistic devices in written and

oral communicating process.

Practically, stylistic devices in almost all languages are similar still though
their functions in speech vary. ldentical stylistic devices are used differently in
languages; they perform different functions and have different value in stylistic
system of their language what actually explains their necessity when

transformations in translation occur.

The stylistic changes are as necessary as grammatical or lexical ones. While
applying some grammatical or lexical transformation in translation the translator is
guided by the principle of rendering grammatical or lexical meaning. When
rendering stylistic meaning of the source text a translator should be guided by the
same principle — to recreate in translation the same impression that might be left by

the original text.

Many scholars point out that because of its nature as a medium used across a

wide variety of different communication situations in ever-changing environments,
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language with its numerous geographical, cultural and stylistic varieties is in a
constant state of flux. This makes language in itself a multifaceted object of study,
and yet another variety of dimensions opens up when translation into another
language enters the picture, where the use of style is very much important. Further

we will try to define the main function and the concept style itself.

§-2. Stylistic Aspect of Translation & Means of Information Processing in
Literary Text (Fiction)

As it was in the previous paragraph, it should be added that the various
situational uses of language are often characterized by using the concept of style.

While the term style is often associated with the distinctive way an
individual use the language, an equally common approach is to categorize styles as
types of discourse used by a group or groups of people and deriving from the
functions of language, i.e. various types of language used in specific situations.
Style may also refer to wide categories such as written and spoken language, or
fact and fiction, or these main categories may be divided into subcategories
depending on the purpose the language is used for in each case. What is common
to all these descriptions of style is that there is always a situational context to
which the lots of varieties of style are linked.

Even before the emergence of stylistics proper as a discipline, that is, the
study of language and style in texts, in the 1960s," various stylistically-oriented
approaches had been applied as far back as the cultures of antiquity, though these
style-related characterizations may have used other terms to refer to the stylistic
aspects of a text, such as the spirit of the text.” An important role in the emergence
of modern stylistics was played by structuralist Roman Jakobson, who, following
in de Saussure's footsteps, was active in both the Russian Formalist and the Prague

Structuralist movements. He also made a contribution to the study of translation

"Wales, Katie (2001) A Dictionary of Stylistics. London: Longman.2001:269
’Boase-Beier, Jean Stylistic Approaches to Translation. Manchester: St. Jerome.2006:6
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through the strong influence of Russian Formalism and Prague Structuralism on
the functionalist theories of translation in the 1970s and the 1980s.' From the
1960s onwards, the study of style began to gain in importance, building on
structuralist linguistics on the one hand and text-based close-reading methods of
literary study on the other, developing into what Toolan refers to as a chaotic
confusion of stylistic theories towards the end of the 1960s.

According to these facts both the structuralist-linguistic and the text-based
close-reading line of study regarded the formal features of language as important,
and there was a tendency towards separating the actual visible, measurable features
of language from issues such as history, background and context. This tendency to
ignore all extratextual detail was subsequently criticized widely, e.g. by Burton
and E. D. Hirsch, who even accused linguistic stylistics of giving form priority
over meaning. ® Gradually, emphasis shifted towards more comprehensive
approaches based on contextualization, and, for instance, Toolan's literary-
linguistic approach recommends a combination of intratextual and extratextual
study, pointing out that stylistics is a useful orientation from which to approach
text, particularly so when the study of linguistic features is combined with other,
interpretative approaches.

Comparing thoughts of many famous scholars it became obvious that the
situational use of language has led many researchers to approach issues of style
through what are called the functions of language, or the purposes for which

language is used.

Generally the appearance of stylistics in language science was indirectly the
result of a long-established tendency of grammarians to confine their investigations

to sentences, clauses and word-combinations which are "well-formed", to use a

! Jakobson, Roman (1960) Linguistics and poetics in T. Sebeok (ed) Style in Language. Cambridge MA: M.I.T.
Press: 350-377.

“Toolan, Michael (1990) The Stylistics of Fiction: A Literary-Linguistic Approach. London:Routledge.

3 Burton, Deirdre (1982) Through Glass Darkly: Through Dark Glasses in R. Carter (ed),Language and Literature:
An Introductory Reader in Stylistics. London and NewYork: Routledge: 195-214.

Hirsch, Eric D. (1976) The Aims of Interpretation. Chicago: University of Chicago Press.
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dubious term, neglecting anything that did not fall under the recognized and
received standards. This tendency became particularly strong in what is called
descriptive linguistics. The generative grammars, which appeared as a reaction
against descriptive linguistics, have confirmed that the task of any grammar is to
limit the scope of investigation of language data to sentences which are considered
well-formed. Everything that fails to meet this requirement should be excluded

from linguistics.

The stylistics of a highly developed language like English or Russian has
brought into the science of language a separate body of media, thus widening the
range of observation of phenomena in language. The significance of this branch of
linguistics can hardly be over-estimated. A number of events in the development of
stylistics must be mentioned here as landmarks. The first is the discussion of the
problem of style and stylistics in 1954, in which many important general and
particular problems were broadly analyzed and some obscure aspects elucidated.
Secondly, a conference on style in Language was held at Indiana University in the
spring of 1958, followed by the publication of the proceedings of this conference
(1960) under the editorship of Thomas Sebeok.

It should be mentioned that the problem of concept of style has been
developed by American scholars as well. The stream of information grows larger
every month. Two American journals appear regularly, which may keep the
student informed as to trends in the theory of stylistics. They are style issued at the
Arkansas University (U.S.A.) and Language and Style published in Southern
Illinois University (U.S.A.).

In order to ascertain the borders of stylistics it is necessary to go at some

length into the question of what is style.
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The word style is derived from the Latin word 'stylus' which meant a short
stick sharp at one end and flat at the other used by the Romans for writing on wax
tablets.

Nowadays the word style is used in so many senses that it has become a
breeding ground for ambiguity. The word is applied to the teaching of how to write
a composition; it is also used to reveal the correspondence between thought and
expression; it frequently denotes an individual manner of making use of language;
it sometimes refers to more general, abstract notions thus inevitably becoming
vague and obscure, as, for example, Style is the man himself (Buffon), Style is

depth (Derbyshire); Style is deviations (Enkvist); Style is choice, and the like.

We can see that all these ideas directly or indirectly bear on issues in
stylistics. Some of them become very useful by revealing the springs which make
our utterances emphatic, effective and goal-directed. It will therefore not come
amiss to quote certain interesting observations regarding style made by different
writers from different angles. Some of these observations are dressed up as

epigrams or sententious maxims like the ones quoted above

Some linguists consider that the word style and the subject of linguistic
stylistics is confined to the study of the effects of the message, i.e. its impact on the
reader. Language, being one of the means of communication or, to be exact, the
most important means of communication, is regarded in the above quotation from
a pragmatic point of view. Stylistics in that case is regarded as a language science
which deals with the results of the act of communication. To a very considerable
degree this is true. Stylistics must take into consideration the output of the act of
communication. But stylistics must also investigate the ontological, i.e. natural,
inherent, and functional peculiarities of the means of communication which may
ensure the effect sought. Archibald A. Hill states that A current definition of style
and stylistics is that structures, sequences, and patterns which extend, or may
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extend, beyond the boundaries of individual sentences define style, and that the
study of them is stylistics'. The truth of this approach to style and stylistics lies in
the fact that the author concentrates on such- phenomena in language as present a
system, in other words, on facts which are not confined to individual use.
Undoubtedly all these diversities in the understanding of the word style stem from

its ambiguity.

But still all these various definitions leave impression that by and large they
all have something in common. All of them point to some integral significance,
namely, that style is a set of characteristics by which we distinguish one author
from another or members of one subclass from members of other subclasses, all of

which are members of the same general class.

As we know, all kinds of set phrases (phraseological units) generally possess
the property of expressiveness. Set phrases, catch words, proverbs, sayings
comprise a considerable number of language units which serve to make speech
emphatic, mainly from the emotional point of view. Their use in every-day speech

is remarkable for the subjective emotional colouring they produce.

It must be noted here that due to the generally emotional character of
colloquial language, all kinds of set expressions are natural in everyday speech.
They are part and parcel of this form of human intercourse. But when they appear
in written texts their expressiveness comes to the fore because written texts are
logically directed unless, of course, there is a deliberate attempt to introduce an
expressive element in the utterance. The set expression is a time-honoured device
to enliven speech, but this device, it must be repeated, is more sparingly used in

written texts. In everyday speech one can often hear such phrases as:

“Well, it will only add fuel to the fire" and the like, which in fact is

synonymous to the neutral: "It will only make the situation worse."

L Hill, Archibald A. Poetry and Stylistics. — In: "Essays in Literary Linguistics, p. 54.
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In different communication situations the language users select words of
different stylistic status. There are stylistically neutral words that are suitable for
any situation, and there are literary (bookish) words and colloquial words which
satisfy the demands of official, poetic messages and unofficial everyday
communication respectively. SL and TL words of similar semantics may have
either identical or dissimilar stylistic status of the original text, by using the
equivalents of the same style or, failing that, opting for stylistically neutral units,
for example:

Identical ones: a steed — ckakyn — om, vonkup om;

A foresaid — ewrueosnauennvlii — uneapu arimuaean (IOPUMUICan);

gluttony — o6arcopcmeo — ouxyznux;

to funk — mpycums — xyprmox

Dissimilar ones:

slumber — con — myw;

morn —ympo — momne,

to show — mensmo — yzeapmupmox.

It must be assumed that the principal stylistic effect of the text is created,
however, with the help of special stylistic devices as well as by the interworking of
the meaning of the words in a particular context. The speaker may qualify every
object he mentions in his own way thus giving his utterance a specific stylistic
turn. Such stylistic phrasing givesr much trouble to the translator since the meaning
Is often subjective and elusive. Some phrases become fixed through repeated use
and they may have permanent equivalents in TL, e.g.:

True love — ucmunnas 1106066 — xakukuii ceseu,

dead silence — mepmeas muwuna — scumoxxcuonux, cyKynam,

good old England — oobpas cmapas Anenus — kaoumuii, Kyxna Anenus.

In most cases, however, the translator has to look for an occasional

substitute, which often requires an in-depth study of the broad context. When for
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example, J. Galsworthy in his "Forsyte Saga" refers to Irene as that tender passive
being, who would not stir for herself, the translator is faced with the problem of
rendering the world "passive” into Russian so that its substitute would fit the
character of that lady ad all the circumstances of her life described in the novel.
A common occurrence in English text is the transferred qualifier syntactically
joined to a world to which it does not belong logically. Thus the English speaker
may mention a corrupt alliance, a sleepless bed or a thoughtful pipe. As often as
not, such combinations will be thought of as too bizarre inRussian or alien to the
type of the text and qualifier will have to be used with the name of the object it
refers to.

-The sound of the solemn bells, will become

-TOprC@CWl@eHHOe 36y4dHUE KOJIOKOJI06

-The smiling attention of the stranger, will be translated as

-Brumanue lebl6ai0M4€200}l He3HaKomya.

Note should also be taken of the inverted qualifier which syntactically is not the
defining but the defined element. Such a qualifier precedes the qualified word
which is joined to it by the preposition "of": "this devil of a woman", "the giant of
aman ", etc. The phrase can be translated to obtain an ordinary combination (a
devilish woman, a gigantic man) and then translated into Russian. The translation
may involve an additional element:

-the devil of a woman — uepmoscku xumpas (ymuas, neompaszumas u m.n.)
orcenuuna — yma auép (axumnu, sxcozubanu) aéi.

Generally, stylistically-marked units may also be certain types of
collocations. Idiomatic phrases discussed above may be cited as an example.
Another common type includes conversational indirect names of various objects or
"paraphrases”. A frequent use of paraphrases is a characteristic feature of the
English language.

It is revealed that some of the paraphrases are borrowed from such classical
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sources as mythology or the Bible and they usually have permanent equivalents in
Russian and Uzbek:

Attic salt — ammuueckas cono — ammux mys,,

the three sister — 6oeunu cyovbvl — Kucmam napunapu;

the Prince of Darkness — npuny movmor — 3umucmon waxzooacu.

Though, it should be mentioned that in the Uzbek language religion quite
differs and while translation for Uzbek readers, one should remember to use only
calque or transcription or descriptive translation as this language may not have the

very religious concepts that are used by the religions.

Thus, there are also some words or mostly names that are purely English and
are either transcribed or explained in translation: John Bull — /[oi«con Bynw, the three
R'S - umenue, nucomo u apugpmemuxa — ykumox, é3ye sa apugpmemuxa ; the lron
Duke — eepyoe Bennunemon — Bennunemon cepyoeu.

A special group of paraphrases are the names of countries, states and other
geographical or political entities: the Land of Cakes (Scotland), the Badger State
(Wisconcin), the Empire City (New York). As a rule, such paraphrases are not
known to the Russian and Uzbek reader and they are replaced by official name in
the translation. (A notable exception is "the eternal city" — seunsiii copoo—maney

waxap.)

It should be accepted that it is impossible to enumerate or comment all

means of processing (odopmiienue) of the information in literary text.

Further we will try to mention only some of them and will try to reveal the
possibilities of their correct translations, realizing one fact that due to the existence
of numerous language means, a conflict between form and content is not avoidable
and this is a result of using compensation and neutralization of some important
dominants of the translation. Besides the concrete text all means of translation can

be considered as dominants but in translation part of them can be presented with
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the limited number of lexical repetition components or during the translation of

metaphor it can be impossible to preserve the main peculiarity of the image.

It is important to mention that all language means have different features,
and while translating them it is necessary to remember how these or those language

means can be transmitted in target language.

If we look at epithets, they are usually transmitted according to their
structural and semantic features (simple and complex; the level of keeping rules of
semantic coordination with a defining word; with the existence of metaphor,
metonymy), according to the relevance toward the defining word and its function.
As for comparisons, they are transmitted according to their structural peculiarities
and stylistic coloring of its lexis; metaphors are transmitted according to their
structural characteristics and semantic relations between objective and subjective
plan. There are also such language means like author neologisms that are
transmitted according to the existing word forming model in TL, analogous to that
used by an author, preserving semantics of word components and stylistic coloring.

In texts one can also come across with such notions  like  phonetic,
morphemic, lexical, syntactic repetitions which are usually transmitted in
accordance with the possibility of preserving the quality of repetition components
and the principle of repetition itself. Many English literary texts may always have
various plays on words which are based on polysemy of a word or creation of the
inner form. It should be noted that preserving the volume of word’s polysemy in
the original can help less in preserving the meaning as well; in other cases play
cannot be transmitted but can be compensated by other word with the same
meaning.

It is should be also considered that the problem of preserving irony while
translating from English is still being investigated by many scientists. Sometimes
to perform irony in translation it is necessary to identify the principal of contrastive

impact, comparison of incomparable that may usually cause many difficulties for a
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translator unless he/she knows the ways of transmitting the same emotional
coloring of the irony presented in the text.

Each translation like creative process should be noted by the translator itself,
but the main task of the translator as already was said above is preserving
characteristic features of the original and to create adequate and emotional
impression of his translation, the translator should find the best language means:
choosing synonyms, appropriate literary images and so on. Of course, all elements
of the form and content cannot be performed exactly. While the translation the
following can occur:

1. Some part of the material cannot be compensated that causes the reason
for omission.

2. Some part of the material can be performed by different equivalents.

3. Additional material apart from the original can be included to the
translation.

That is why many translations in many famous researchers’ opinions can
contain conditional changes comparing to the original and these changes are quite
necessary to create an analogous unity of form and content basing on the material
of the other language. It should be noted that the less the translator uses such

changes the more adequate translation will he/she has.!

Nevertheless, many scholars still propose a way of linking overall style with
linguistic detail. Style as such, to them, is merely a selection by the author from the
total linguistic repertoire of a language. As far as literary style is concerned,
however, they see it as the relation between linguistic form and literary function
(which they define as artistic effect). They therefore propose that aspects of style
are studied in order to explain this relation; linguistic form is thus rarely studied for

its own sake, but merely to describe what use is made of language. In the next

1 .
YuebHoe mocodue 1o yCTHOMY U MMCbMEHHOMY TEPEBO/LY IS IIEPEBOIUMKOB U MperojjaBareneit IHCTHTyTa
WHOCTPAHHBIX SA3BIKOB, DJIEeKTpoHHas 6ubnmoTexa, 2012, ctp.40/44.
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chapter we will try to analyze and study the literary style in depth and will define

translation difficulties of stylistic devices.

§-3. Stylistic Peculiarities of Literary Text and Translation Problems of

Stylistic Devices in Literary Text

Before speaking about a literary text, we have to look at definitions of a text
itself. It is well known that from the linguistic point of view there is a branch of
linguistics that deals with texts as communication systems which is called Text
Linguistics. Generally speaking it aims at describing text stylistics, grammar and
pragmatics. Text Linguistics not only takes into account the form of a text but also
its fitting which means the way of interpreting of an interactional, communicative
context. Both the author, in this case a translator of a text as well as its addressee
are taken into account in their respective, social or institutional roles in the specific

communicative context.

It is also necessary to note, that in translation any linguistic unit is important
to be taken into account, especially when it carries a national coloring. Basing on
the translation studies it is also called intercultural communication within a literary

translation.

Text is set of mutually relevant communicative functions, structures in such

a way as to achieve overall rhetorical purpose.

Generally, text linguists agree that text is a natural domain of the language,
but researchers still differ in their perspectives of what constitutes a text. This
variance is mainly due to the different methods of observations of different

linguists, and thus, the definition of text is not yet concrete.

Most linguists agree to the classification into five text-types: narrative,

descriptive, argumentative, instructive and comparison or contrast. Some

! Hatim, Basil & lan Mason: Discourse and the Translator, London:Longman.1990
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classifications divide the types of texts according to their function. Others differ
because they take into consideration the topic of the texts, the producer and

addressee, or the style.

So, it is worth to dwell upon the literary text. According to I.R.Galperin its
peculiarities are defined by being one of the functional styles from stylistic point of

view.

The belles-lettres style is a generic term for three substyles in which the

main principles and most general properties of the style are materialized.

The multiplicity of definitions of style and angles of research on style

mentioned in previous paragraphs offer a great deal of scope for research.

It must be assumed that literary style and literary translation are a
particularly interesting subject for stylistic study, since they provide a great deal of
material for interpretation of allusions, metaphors, styles within styles, and so on.

The world of fiction is the world where reality represents in some respect an
author’s thought and thus in literary style of speech the main role is played by the
subjective moment. The whole reality around is presented through the author’s
imagination and view. In literary text we can see not only the world of the writer
but also his feelings, emotions and thoughts.

Thus, such feeling and emotions are expressed by stylistics and style. So the
problem of the significance of stylistics and style in the literary translation is a

problem of today.

It should be assumed that this research is significant because some problems
of literary translation connected with style are presented in it. Taking into
consideration all mentioned definitions and unrevealed functions of the style, it

will not be a mistake to say that style is one of the main things to pay attention to

! Galperin L.R. Stylistics. M., 1977.,250
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when we translate texts. It becomes an important issue to define the style of the

text, author’s style, stylistic devices before translating it.

As it was mentioned in our previous paragraphs translating the text, a person
must know the features of the author, peculiarities of his language, stylistic devices
he uses, especially in poetic work, vocabulary of his texts. It is obvious that a
literary translation cannot be word-for-word translation because that kind of
translation is very poor and will not give the readers the main idea of the author’s
text and it is difficult to read and to understand a translation if it is done word-for-

word.

Speaking about translation it is important to say a word about such scientists
as Baker M. Routledge, I. R. Galperin, V.A. Kukharenko, A.N. Morokhovsky,
V.V. Vinogradov. They presented very important information concerning the
translation. Their books are considered to be the most significant for the translation
theory. The problem of a translation was also studied by such linguists as: V.V.
Fisenko, I.M. Chepurna, O.0. Mushnina, N.M. Rudnitska, O.0. Mikhaylenko.
However it should be pointed out that nobody has studied a comparison of the

original text, its word-for-word translation and literary one.

As it was already mentioned, literary translation applies the delicate
emotional connections between cultures and languages and furthers the
understanding of human beings across national borders. During the act of literary
translation the spirit of another culture becomes transparent, and the translator
accepts and recreates the refined sensibilities of foreign countries and their people
through the linguistic, musical, rhythmic, and visual possibilities of the new
language. In fact, literary translation is such a work of literary translators, where an
original subjective activity is at the center of a complex network of social and
cultural practices. So, the imaginative, intellectual, intuitive writing of the author

must be preserved in translation.
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Thus, it is important for the translator to understand and feel special style of
the author he translates. Using a different language from the author’s the translator

must reflect the author’s emotions and feelings, his style and his features.

According to I.R. Galperin, stylistic problems of translation may be
approached from several angles: language styles, their peculiarities, their goals and
interrelation; stylistic meaning of words; stylistic devices, their nature and
structure, their expressive function; foregrounding of linguistic means for stylistic

purposes and its attention-attracting function.

Professors and linguists of Lancaster University Geoffrey Leech & Mick
Short in their book “Style in Fiction: Linguistic Introduction to English Fictional
Prose” while addressing literary text distinguish between authorial choices and
stylistic choices. Authorial choices come under the larger concept of the authorial

technique used in showing the fictional world accepted by the reader.
According to Leech and Short such authorial choices comprise:

1) The degree of specification, also described by Leech and Short as
descriptive focus, referring to the amount and choice of information
provided by a work of fiction and corresponding to the ideational

function of stylistic choice;

2) The fictional point of view, referring to the way in which the fictional
world is apprehended , corresponding to the interpersonal function of

stylistic choice;

3) Fictional sequencing, referring to the order of cumulative progression of
fictional information and corresponding to the textual function of stylistic

choice.

In her work on Narratology Introduction to Theory of Narrative (2009)

cultural theorist and critic Mieke Bal, points out: It is by the way of text that the
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reader has access to the story, and text is what is seen first. The textual level is
also the one at which the translator produces the translation, and this means that
concepts of narratology are linked to the study of translation primarily at the level

of linguistic choices.

It should be mentioned that a translator dealing with a source text no longer
needs to make such major authorial decisions as the narrator's/focalizer's person or

persons, since these have already been decided by the author.

Generally, the translation of texts relating to different functional styles of a
language presents a comprehensive problem. The language style depends on the
communication sphere and the aim of communication which defines the special
choice of language means. These means are interrelated and form a system that is
considered to be characteristic of each style. In fact, texts belonging to different
styles of language assume distinctive stylistic features and thus they are easily

recognizable although they may to some extent vary from language to language.

It is also very important to consider some ideas of translating literature
(belles-lettres style), problems connected with translating of emotive prose and

poetry and some examples of translating.

-When she paid the coachman she took her money out of a hard steel purse

in a very jail of a bag which hung upon her arm by a heavy chain, and shut

up like a bite. | had never, at that time seen a metallic lady altogether as

Miss Murdstone was.

-Pacnnauusasce ¢ xyuepom, OHa Odocmana OeHvbeU U3 MEEPOO2O

MeEMAUIUYECKO20 KoutelbKd, ad KouwleleK OHa XpaHujld, KakK 6 miopbme, 6

CYyMKe, KOMOpAas 6uceid y Hee uepe3 Niedo HA MANCeNOU Uenoyke u
3auenKusanace, 6yomo Hoposs yKycumo. S Huxkoeoa 0o mex nop He 8uoei

MaKou JcenesHou 1edu, Kak mucc Mepocmon.
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The translator managed to present the author’s character, features, emotions
and feelings of his character. Authors always use different stylistic devices and
figures to emphasize something important to their mind, to show their characters as

they wish them to be.

If in previous example the author used different expressions with metaphor,
epithet and simile, the next example will show the emphatic effect of repetition,

made up by the use of a synonymous pair and by the addition of an intensifier.

-A policy of see no stagnation, hear no stagnation, speak no stagnation has

had too long a run for our money.

-Cnuwxom 007120 Mbl pacnjiasueaemcs 3a noaumukxy noJjiHo2o

USCHOPUPOBARUA U 3aMATYUBAHUSA 3ACMOA 6 Hauel YKOHOMUKe.

Another example: Stop! Stop! Stop! Stop! Stop!
-Ilepecmanvme! Cuto munymy nepecmanvme! /la nepecmanvme dnce!

The five-fold repetition of the word stop, in Thomas Hardy’s story
Absentmindedness in a Parish Choir is compensated by addition of conditional

words possessing the same degree of expressiveness.

In this example, we can say that the repetition shows us strong emotions and

willingness of a character, his dissatisfaction, irritation or even anger.

It should be noted that many stylistic devices are multifunctional: one and the
same device may fulfill a variety of functions and produce diverse effects. These
functions are sometimes not the same and may not correspond in English and in
Russian. The same stylistic devices in two languages may reveal complete, partial

and no concurrence at all.

In his article Style as a Specific Problem of a Literary Translation, Levchenko

L. E. brought to our attention some examples of alliteration and other stylistic
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devices. In fact, alliteration appears to be one of the fundamental features of
poetry. But alliteration in prose is more frequently used in English than in Russian
and cannot always be preserved. For example, it is not preserved in the translation
of the concluding paragraph of Galsworthy’s Indian Summer of a Forsyte by
M.Lorie.

-Summer —summer — summer! The soundless footsteps on the grass.

-Kapro — scapxo — 3nouno! Becuiymnvie wasu no mpase.

It is one of the main tasks of a translator to be fully aware of the degree of
expressiveness of stylistic devices used in the text. Such kind of distinction must
be shown between what is stylistically trite and what is stylistically original. It
especially refers to lexical stylistic devices: deliberate mixing of words belonging
to different layers of the vocabulary, metaphors, metonymies, epithets, similes, etc.
stylistic equivalence is a fundamental requirement.’

-You don’t have to be a history buff to enjoy historic houses in Britain but it

helps.

-He wuyscno oOvims ucmopuxom neoanmom, Ymoodvl  HACAAHCOAMBCS

noceweHuem ucmopudecKkux SOCZHMZZ, HO 9mo nomoczaemi.

In this example the word buff is a highly colloquial, if not slangy word,
meaning «a dull, slow-witted person» (Webster I11). In the translation its stylistic

reference is elevated and it is rendered by a literary word neoanm.

According to Levchenko L. E., to translate poetry translator must have a sense
of rhythm, rhyme or even must be a poet too. It is important to carry down to a
reader the author’s main ideas and feelings. And one more necessary thing is to
select appropriate words, phraseological units, and stylistic devices in order to save
the main idea of the poem and to save definite author’s style. He notices that due to
stylistics’, translator must know all the stylistic devices and have sufficient

vocabulary and must be aware of the usage of these stylistic devices.

1. E. Levchenko , Article, Style as a Specific Problem of a Literary Translation, Ukraine, 2012.
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For example, there is a part of a sonnet Ne 142 by William Shakespeare:

Love is my sin, and thy dear virtue hate,

Hate of my sin, grounded on sinful loving.

O but with mine compare thou thine own state,
And thou shalt find it merits not reproving,

Or if it do, not from those lips of thine,

That have profaned their scarlet ornaments,
And seal'd false bonds of love as oft as mine,
Robbed others' beds' revenues of their rents...

It is the original text. And this is word-for-word translation of the sonnet to

Russian:

Ji0606b - motl epex, a meosi OpazoyeHuas 00o6pooemeins - omsepaujeHue,
omepaweHue K Moemy epexy, OCHOBAHHOMY HA 2PeX0BHOU T008U.

Ho cpasnu ¢ moum ceoe cobcmeennoe cocmosnue,

U Mbl OOHAPYHCUULD, UTNO OHO He 3ACTYAHCUBAem YNpeKd,

WU eCiU 3ACTYHCUBAEM, MO He U3 IMUX MEOUX 2yo,

KOMOopble 0CKBEPHUNIU CBOU AIblll OPHAMEHM

U 3aneyamuléany Qanvuiugvle y3vl 008U MAK JHce Yacmo, KaK MOU,
JUWASL YydHcUe NOCMeENU UX 3AKOHHBIX APEHOHbIX 00X0008...

Thus, we can assume that word-for-word translation cannot be literary one,
because it is even hard to read it and to understand never mind to memorize. That
is why the translator should approach to translation of poems from the artistic point
of view. It is important to find appropriate stylistic devices to make the image
integrated and correct and to achieve proper acoustic effect with the help of

phonetic expressive means and devices.
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According to I.R Galperin phonetic expressive means and stylistic devices
are used to provide musical effect to the poem, to emphasize author’s feelings,

emotions, to make poem to sound pleasant and easy to memorize.

The translators of Shakespeare can face a range of technical problems,
because they have to deal with many textual cruxes, the obscure cultural allusions,
Shakespeare’s archaisms and daring neologisms, his contrastive use of words of
Anglo - Saxon and Romance origin, his use of homely images, of mixed metaphors
and of multiple imagery, the repetitions of thematic key words, the
personifications, puns, ambiguities and malapropisms, his play with y- and th-
forms of address, his elliptical grammar and general compactness of expression,
his flexible iambic patterns, the musicality of his verse, the presence of

performance oriented theatrical signs inscribed in the text, and many other features.

Further we present the example of literary translation of Shakespeare’s

sonnet 142 by Igor Fradkin:

Jo6o6b - motul epex. Ceamas npocmoma,
Tl HeHasuOUWbL 21MOM 2pex OMKPbIMO.
Ilycmo epewen 5 - u mol yoice He ma,

A smo o3nauaem, umo Ml KEUMbIL.

Yot nopuyams, max ne meoum ycmanm,
Komopwie mne ne oonascowvt neanu:
Ji0606b Mbl 06a 6oposanu mam,

1'0e nooice nenadesrcno oxpausanu. ..

It is obvious that the reader will notice easily that this translation sounds
perfect and easy to memorize and the author’s main idea is saved in this

translation. The translator used cross rhyme. So this translation is literary one.

There is one more important thing of keeping in mind the consideration of
denotative phone which is necessary in case of polysemy of translation units for
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choosing the correct meaning. For example, the translation of the following

sentence will be different depending on situation:
-Several new schools appeared in the area.

If it is about appearance of new schools, then the translation can be: B paiione

NOABUTIOCH HECKOJIBKO HOBbIX ULKOJL.

If this sentence is used in meaning of fishing, then the correct translation of the

word schools will be xocsxu poib.

A translator’s true decision will be created after considering the denotative
background while transformations. Denotative or contextual verification is
important in translation of proverbs that besides being quite acknowledged, always

need corrections in translation to a modern language.’
We try to analyze the English proverb: «
-There are more ways of killing a cat than by choking it with cream.

A word for word translation into Russian will sound as: cywecmeyem 6onvuie

cnoco608 youms KowKy, uem 0amv no0a8UMvCs el CIUBKAMU.

You can see that this translation will not reflect the gist of the proverb to the
Russian reader, who will understand it like killing a cat by revealing the useless
cruelty. In this case, the proverb means that there are lots of ways of achieving
one’s goals. A peculiarity of the original meaning has its own historical roots and
to many people it can be irrelevant. It is better to translate the proverb by using

synonymously, for example: ne moimvem max kamanvem

As we analyzed some example of prose and poetry, it must be accepted that,
stylistic devices in almost all languages are similar still though their functions in

speech vary. We have already mentioned above that identical stylistic devices are

1 . . .
Wzmaitnos A.3., Ctunuctudeckue TpaHC(HOpMAIiK ITPH MepeBoJIe C aHTIIMHCKOTO A3bIKa Ha pycckuit, 2007
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used differently in languages, usually they perform different functions and have
different value in stylistic system of their language which is explained by their

necessity when transformations in translation procedures cause to happen.

It should be noted that like grammatical and lexical changes the stylistic
ones are necessary as well. In the process of grammatical or lexical transformation
the translator is guided by the rendering grammatical or lexical meaning. In
translation while rendering stylistic meaning of the source text a translator should
be guided by the principle of creating the same impression that might be left by the

original text.

Usually stylistic devices are based on the comparison of primary (dictionary)
meaning and that created by the contextual environment; on the contradiction
between the meaning of the word given and the environment; on the association
between words in the minds of the language speakers and on the purposeful

deviation from existing grammatical and phonetic rules. For example,

-Eggy trotted off like a lamb in a his-not-to reason manner, and we were
alone together. (Wodehouse P.G., P. 32)

-Deau yOanuics Kax saeHeHoK, Kak 0wl 2060ps. «Mue nem 0o smoeo oenay, u

mul ocmanucs oonu.(Translated by A.Y.Sergeyeva)

In this example a complex English epithet is translated very well, keeping

the norms of the Russian language.

Alliteration in Russian and English used in prose and poetry can be taken as
another example as well. Alliteration performs euphonic and logical functions,
underlining the link among words, especially among epithets and qualifying words,

for example:

-The ant has made himself illustrious through certain industry industrious.
(O.Nash)
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In this example an attribute illustrious and tautological combination of
industry industrious, related to the subject the ant, strengthening the connection

with the latter and shows the author’s ironic relation.

The usage of alliteration in prose is mostly common to the English language
than to Russian. That is why it is not necessary to save alliteration in English

literary prose like in the following example:

-They way | look at it, the safe, sane, and sound policy is to keep reasonably
pie-eyed till after the ceremony and then sober up by degrees during the
honeymoon. (Wodehouse P.G., P. 24)

-Haoeoicnee 6ceco, na moii 832150, 6yoem npooepircamuvcsi cleeka Hasecene
00 OKOHYAHUSL YepeMOHUU U NOMOM, 80 8peMsi Me008020 MecCayd, NOCMENeHHO

npompeseemo.(Ilep. A. 5. Cepreena)

One of the main distinctive features of English prose is a wide use of

different stylistic devices and tropes, and the most distributed one is a metaphor.

Preserving metaphor in translation is the main indispensable condition of
adequacy. A translator in any case uses substitution or compensation of an original

metaphor, for example:

-The drain at their feet kept choking short little gulps of air and soupy water.
George looked at the drain a second, as if it were speaking to him. He watched it

gurgle and choke. (Kesey K., P. 82)

In the given extract a metaphor is shown by the noun gulp and verbs choke
and gurgle. The strengthening of the metaphor is occurred by the repetition of the
word choke, as well as the usage of the construction added by the conjunction «as

if». The metaphoric feature of the extract is saved in translation:

-Pewemku y Hux 6 Ho2ax ompul8UCbIMU 2NOMKAMU 3A0Upanu 8030yX U
MBLIbHYIO  800Y. [[orcopodic nocmompen Ha peuwiemky, CI08HO OHA C HUM
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paszeosapusana. On ensden kax oua enomaem u Oasumcs.(Translated by

V.Golysheva)

It can be supposed that a trite metaphor is overused in speech, because trite
metaphors are usually fixed in dictionaries and have lost their freshness and often
turn into idiomatic phrases, like seeds of evil; a rooted prejudice, a flight of

imagination, in the heat of argument; to burn with desire, to fish for compliments.

The translation of metaphor has been treated as part of the more general
problem of untranslatability. This trend builds on the fact that metaphors in general
are associated with indirectness, which in turn contributes to the difficulty of

translation.

For example: ... he was extravagantly ambitious -- ...on 6v11 00 KpaviHocmu
yecmonobus. In this case the translator compensates the metaphoric epithet

extravagantly by the expression do kpaiinocmu, carrying the figurativeness.

The analysis of this type shows that in many cases language units of
metaphoric word combinations of the original language are transformed on the
basis of equivalence and according to their nominative functions they are the same,
for example:

-My own house was an eyesore

- Mot 0om 6611 mym kax 6envmo Ha 2naszy,

-Among the broken fragments of the last five minutes

-Cpeou ockonxos nocieOHux nsamu MuHym.

Along with the metaphor in English literature device of metonymy is being
widely used. Metonymy represents the usage of a word or a word combination in

its figurative meaning based on inner and outer connection between two objects or

43



phenomena.’. As a rule a translation of sentences with the usage of metonymy is

not so much difficult.

-He used to sit reading in that chair and she would be opposite him on the
sofa, sewing on buttons or mending socks or putting a patch on the elbow of
one of his jackets, and every now and then a pair of eyes would glance up
from the book and settle on her, watchful, but strangely impersonal, as if

calculating something. She had never liked those eyes.(Dahl R., P. 45)

-O0bluHO OH Yuman, cuosi Ha SMomM cmyine, d OHA CUOelad HAnpomue He2o, Ha
ousawe, U WMONANA HOCKU, NPUWUBANA NY208UYbl UTU CIABUIA 3ANIAMKU HA
JIOKMAX €20 KYPMOK, U, 8peMs OMm 8pPeMeHU, Ompbléaiacb Om KHU2U, HA Hee
npucmanvio cmompena napa 2ias. OHu cMmompenu BHUMAMENbHO, HO KAK-MO
YOUBUMENbHO OMCMPAHEHHO, KaK 6YOmo 8bleadbl@any 4mo-mo. mu 21a3a el

Hukozoa ne npasuaucs. (Translated by M.Zinde)

Transformations in this case divided the first sentence of the original into two
sentences in the Russian version and metonymical usage of the pronoun onu in the

second sentence.

Sometimes a translator unreasonably makes some essential changes in a
context, increasing or lowering emotional content of the original to achieve his

own goals, which doesn’t coincide with the professional ethics of the translator.

So, stylistic transformations while translating from English into Russian
should consider a contextual background of the original work, individuality of an
author’s style, the peculiarity of a translating language, in terms of its stylistic

norms and syntactic structure of a text.

1 v
Hentooun JIJI. CTunucTrka COBpeMEHHOT0 aHruicKoro s3bika. - M.: BU, 1976. — 34 c.
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Conclusion to Chapter |

Looking through the specifics of translation of stylistic devices, syntactic
features of literary texts, analyzing some separate language means, units we can
assume that all of them in most cases depend on culture of the language. Given the
observation presented in the chapter we can say that the translation from English

into Russian or Uzbek quite differs due to specific peculiarities of these languages.

As it is known, the translation process requires exact and adequate
performance of content, the translator is required to prevail not only the language
skills but also he/she must have a broad knowledge of special terms, the theme of

the material which is under translation.

It should be pointed out that the translation from the English language is
considered to be quite a difficult process that requires from a specialist high
creativity and professionalism. We should admit that a translator must know the
terminology, the stylistics that is quite important to create a good translation.
Besides the translator must be aware of a sentence structure and must have some
special experience of choosing more adequate definitions of words in order to

preserve the sense of the source material.

In the first chapter we have analyzed the notion of literary translation, its
peculiarities, problems that translating of the text causes, the importance of
stylistics in translating the text, especially in understanding and translating of
stylistic and phonetic devices. We analyzed peculiarities of translation of
alliteration, repetition, metaphor, synonyms and the problem of rhyming. We
analyzed the importance of stylistic and phonetic devices in making the text
emphatic, peculiar, emotive, interesting and easy to read. It was mentioned about
difficulties of translating poetry, especially preserving its rhyming. And we
presented the original text of W. Shakespeare’s sonnet, its word-for-word

translation and translations of this sonnet written by different authors. It was
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decided that word-for-word translation is not suitable. The translator must be a
poet to translate poetry in order to show the author’s emotions and to make a

translation interesting and easy to read and to remember.

We have also analyzed some examples of prose and poetry, and we found
out that stylistic devices in almost all languages are similar still though their
functions in speech can be different. We revealed that identical stylistic devices are
used differently in languages; usually they perform different functions and have
different value in stylistic system of their language which is explained by their
necessity when transformations in translation procedures cause to happen and
sometimes even translators make some changes while translating stylistic devices

only to avoid word-for-word and inadequate translation.

In the next chapter we are going to define some specific features of Dan
Brown’s modern bestsellers, lingua-stylistic and syntactic peculiarities in “The Da
Vinci Code” and their translation into the Russian and Uzbek languages, and also
on the basis of the given material we will try to conduct a comparative analysis of
preserved stylistic devices in translated versions of the novel “The Da Vinci Code”

into the Russian and Uzbek languages.
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Chapter I1. Translation Difficulties of Preserving Stylistic Devices in
Translation of Fiction. (Based on Modern Bestseller “The Da Vinci Code” by

Dan Brown)
§-1. Specific Features of Dan Brown’s Modern Bestsellers.

The current research work is based on the work written by American author
of thriller fiction Dan Brown. All works by Dan Brown are books intended for
general public or in other words they are called bestsellers. Usually such works
despite the other ones can have an impact on every reader by its bright and vivid
expression. Presumingly, one of the most attractive features of his bestseller “The
Da Vinci Code” (2003) is the abundance of mystery and complexity of the plot
lines based on allusions to known fundamentals. This very fact makes the novel an
interesting research object for this linguistic study of different stylistic and lingua-

stylistic features.

The novel under the question deals with the quest of an ancient mystery
solution. Louvre curator and Priory of Sion Grand Master Jacques Sauniere is
fatally shot one night at the museum by a man named Silas, who is working on
behalf of someone known only as the Teacher, who wishes to discover the location
of the “keystone,” an item crucial to the search for the Holy Grail. After Sauniere’s
body is discovered in the pose of the Vitruvian Man, the police calls a Professor
from Harvard Robert Langdon, who is in town on business. Police Captain Bezu
Fache tells him that he was summoned to help the police decode the cryptic
message of Sauniere during the final minutes of his life. The note also includes a
Fibonacci sequence, left as a code. Langdon explains to Fache that the pentacle
Sauniére drew in his own blood represents an allusion to the goddess and not

“devil worship”, as Fache believes.

A police cryptographer, Sophie Neveu secretly explains to Langdon that she

is Sauniére’s estranged granddaughter, and that Fache thinks Langdon is the
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murderer, because of the note her grandfather left saying to “find Robert
Langdon”, which Fache had erased prior to Langdon’s arrival. In the safe deposit
box they find the keystone: a cryptex, a cylindrical, hand-held vault with five
concentric, rotating dials labeled with letters that when lined up properly form the
correct password, unlocking the device. If the cryptex is forced open, an enclosed

vial of vinegar ruptures and dissolves the message, which was written on papyrus.

Langdon and Neveu take the keystone to Langdon’s friend, Sir Leigh
Teabing, an expert in the Holy Grail. There, Teabing explains that the Grail is not a
cup, but the tomb containing the bones of Mary Magdalene. The group then flees
the country in Teabing’s private plane, on which they conclude that the proper
combination of letters spell out Sophie’s given name, “SOFIA.” Opening the
cryptex, they discover a smaller cryptex inside it, along with another riddle that
ultimately leads the trio to the tomb of Isaac Newton at Westminster Abbey.
During the flight to Britain, Sophie reveals that she secretly witnesses a spring
fertility rite conducted in the basement of her grandfather’s country estate.
Langdon explains that what she witnessed was an ancient ceremony known as

Hieros gamos or “sacred marriage”.

By the time they arrive at Westminster Abbey, Teabing is revealed to be the
Teacher for whom Silas is working. Teabing wishes to use the Holy Grail, which
he believes is a series of documents establishing that Jesus Christ married Mary
Magdalene and bore children, in order to ruin the Vatican. He compels Langdon at
gunpoint to solve the second cryptex’s password, which Langdon realizes is
“APPLE.” Langdon secretly opens the cryptex and removes its contents before
destroying it in front of Teabing. Teabing is arrested by Fache, who by now knows

that Langdon was innocent.

The final message inside the second keystone leads Sophie and Langdon to
Rosslyn Chapel, whose docent turns out to be Sophie’s long-lost brother, and the

guardian of Rosslyn Chapel, Marie Chauvel, who is Sophie’s long-lost
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grandmother. It is revealed that Sophie is a descendant of Jesus Christ and Mary

Magdalene.

The real meaning of the last message is that the Grail is buried beneath the
small pyramid directly below the inverted glass pyramid of the Louvre. It also lies
beneath the “Rose Line,” an allusion to “Roslyn.” Langdon figures out this final
piece to the puzzle in the last pages of the book, but he does not appear inclined to

tell anyone about this.

It should be mentioned that nowadays in linguistics great attention has been
paid to the influence of the Bible on culture, language, literature, and modern
discourse. During the Soviet era religious texts were only used in religious schools,
and clearly recognizable biblical forms were not allowed in the discourse or
functioned as “folk wisdom”. In the West, the tradition of using Biblicisms in texts
of culture and discourse was not interrupted. Most Biblicisms are imagery, their
expressiveness, as well as sustainable maintenance was reserved for the fragments
of the Bible and allowing significant savings of text, use the data to cause the
phenomena of precedent as a means of argumentation in discourse. In the Western
tradition it is recognized that an appeal to the Bible makes it fundamentally
institutional and authoritative. Biblicisms are considered to be precedent
phenomena — texts or fragments thereof that are important in the cognitive and
emotional way, have spiritual value for one person, and stay in the cultural

memory of many people.

Our research work’s practical part is devoted to the analysis of stylistic
devices in Dan Brown’s novel The Da Vinci Code. The choice of this theme was
determined by the popularity of this best-selling novel on the one hand, and
absence of any linguistic research of it on the other hand. Although the novel is a
worldwide bestseller, it was considerably criticized. Yet the novel provides a
suitable background for the study of precedent texts as used in fiction, as well as

tracing different types of stylistic and lingua stylistic peculiarities.
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One of the main features of Dan Brown’s works is the combination of
different styles of speech. The unusual selection, combination and organization of
language means shown by various functional styles and speech genre in his works
depend on two main themes, they are: mystery and adventure. The different

choices of lexical and syntactical stylistic means are used in his works.

Dan Brown’s style is distinguished by active use of terms. Terms in his
works add to narrations seriousness and depth showing the truth of stated facts to
the reader. Since those statements are correlated with many other spheres of
knowledge, the author uses different terms, related to different fields. In some
cases the author uses Latin and French terms. The translators of his books usually
do not translate them and leave them as foreign words or borrowings in the TL. It
should be noted that foreign words used in the original texts can be preserved or
lost. Preserving foreign words translators either comment with footnotes,
translations with footnotes or just leave them without any description. Lost foreign
words are usually translated ones. In the work The Da Vinci Code foreign words

are not lost or omitted.

In his works Dan Brown quite often shows the definitions of terms in the
very text where they are used and this in its turn makes a translator’s task much

easier and provides an adequate translation. For example,

— The cryptex. A portable container that could safeguard letters, maps,
diagrams, anything at all. Once information was sealed inside the cryptex, only the

individual with the proper password could access it.

— Kpunmexc. I[lopmamuenviii konmetinep, cnocoOHblil 3auWumums NUCbMA,
Kapmul, Ouazpammsl, 0a 4mo y200HO, Om NOCMOpOHHe20 2na3a. Mugopmayuell,
cooepaxcasulelicss 8 Kpunmekce, Mo2 80CHOIb308AMbCS UL 4eN08eK, 3HABUIUL

napoab 0ocmyna.
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In Uzbek translation this very description was just omitted, though it is not
correct as the main task of translator is to translate the text and he/she doesn’t have

right to omit such important facts.
We should pay our attention to the following example as well:

—Nowadays the term pagan had become almost synonymous with devil
worship — a gross misconception. The word's roots actually reached back to the
Latin paganus, meaning country-dwellers. ... In fact, so strong was the Church's
fear of those who lived in the rural villes that the once innocuous word for

'villager' — villain — came to mean a wicked soul.

— BeOb 6 Hawu OHU «A3BIYHUKY», UWIU «A3LIYECKUN», CMAL0 NOYmu
CUHOHUMOM ROKIOHEHUs. ObABOILY, YUMo cosepuienno neeepro. Kopnu smozo cnosa
goCxX00sm K JAmMuHcKoMy Pagan, umo osHauaem «obumamenu CeNbCKOU
mecmuocmuy. ... M Xpucmuanckas yepkoeb HACMONbKO OOSIACH  IMUX
MHO0200001CHUKO08, dcuswux 6 oepesnsix, «VilleSy, umo npoussoonoe «villainy, mo

ecmbs ((9!6‘146)/1/{41412 6 c)epeeHe», CMAo 03HAYAMb «37100€lLy.

—AXup OuzHUHE 3AMOHUMU3ZOA MAXNCYCUli KU MANCYCUUIUK  CY31apu
wanmoHnea cucuHuwl o0es. MAIKUH KUIUHAOU, aciuoa Oy uomyepu. Maoicycutl
amamacuromunya pPagan cysuoam Keaub YUKKan Oyaud, «KUUWIOK JHcounapoa
AWOBUULADY MABHOCUHU OULOUpaou. Madxcycuiinap KUWioK 8aypmoHIapoa auap,
oup Heua Oymaapoan mawikapu, maoduam Kyuwliapuro Xooucaiapuea CucuHap
sounap. Hacponuii uepxosu sca dOynoaii kyn xyo0oaukoar uiyHOau KypKap 30uxi,

MAd*CYCUUNAPHU EMOHOMIUK KUIUUREA 60 KYUUHU AAMAOU.

In this example we can see that the translation of strange linguistic
explanations of word-formative and etymological character where they have Latin
words as well undoubtedly causes some difficulties for translators of Russian and
especially Uzbek ones. In order to preserve the semantics of the given fragment,

the translator preserves either Latin or English word in the Russian translation.
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However in Uzbek translation only one Latin word is preserved and other

concerning the meanings of the word villager are simply omitted.

In the book there are also many polysemantic terms and also non-term
words. The use of the latter in translation can cause difficulty for a reader’s

understanding. For example,

-And Mr. Langdon's refusal to speak publicly about his unusual role in last

year's Vatican conclave certainly wins him points on our intrigue-o-meter".

— Omkaz mucmepa JIdHeOoHa pacckazames cpeocmeam MAacco8oll
uHgopmayuu o ceoell HeOOLIYHOU PONU 8 NPOUTIOZ00HeM cosewanuu 8 Bamukane
onpeoeneHHo nomoz emy Habpams OuKU 8 00pvbOe 3a 6X0dJcOeHUe 6 Nepsyro

0ecsimKy UHMPUSAHOS.

-’Kano6 Jloneoon ymean tunu Bamuxanoa Oyaub ymeau utueunuuioau

2aupuoooull ponu xakuoa ommasuti axbopom eocumanapuea 2anupuiloan oo
mopmeanou. by sca ynume «xuzukapau waxciapy yHmanueuea Kupuuwiuea

andacura Ky Kenou.

We can see that the reader may not understand what kind of conclave was
hold in Vatican. As for the translations we can see that both translators managed to
preserve the message but it should be noted that Uzbek translators added a bit own
information and the word intrigue-o-meter was not properly translated, in our

opinion it would be better to say «awmubopnu mopmysuu waxcnap»

The usage of abbreviations can be also noticed in the writer’s works. They
also used to persuade the reader by the reliability and confidence toward the facts
stated. It can be added that the mysteriousness of his works is backed by the use of

abbreviations.

Such abbreviations like MP3, GPS, AKG serve as tools of time, that is they
create an atmosphere of modern technological society. The translator usually omits
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such abbreviations to preserve the semantics of context in general, but at the same

time he breaks the author’s message.

For example, college kids sleeping on backpacks and zoning out to their

portable MP3 players ...

— ... cpynna COHHbIX WHYOB, YUAWUXCA KAKO2O0-MO Kojjlesca — 00HU

BNOBANIKY CHAM HA PIOK3AKAX, Opy2ue CIyuaiom My3slKy no nieuepam.

-...capeysaummanad  ewnap-aupumMaapy  prok3axkiapuHu - énooulnapuea
Kylieanya VUKVHU — ypuwiap, KoJeawnapu nielepHu  eapaziamud  Mycuka

MUH2IAUAPOU.

In this work we can also see the usage of lexical and syntactic repetitions as
means of expressive transformation of heroes’ conditions. Translators in many
cases keep the author’s method, dealing in this respect with some lexical and
grammatical transformations without breaking the brightness of the image of the

narration.

Repetitions in Dan Brown works differ according to their compositional
principle and achieving aim due to them. There are simple lexical repetitions which
perform the functions of enhancement and gradation, as well as anaphora. The
author’s desire of expressiveness in some cases can bring to pleonasm, which
means ‘the use of more words than necessary’, such as a tiny little child. The
redundancy is used for the purpose of emphatic performance. It is usually
characteristic of performing inner speech of heroes and usually used in place

description and lifetime. For example:

—Confused, she stood a moment and listened. The only sound she heard was
the cool Normandy air letting out a low moan as it swirled through the valley. No

music. No voices. Nothing.
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— Cogu cmosana u npucnywusanrace. Ho eduncmeenHviM 38YKOM,
docmueaswum ee cuyxa, Obl10 JHcalobHOe CMmOoHYyuee 3a8bl8AHUE XO0J00HO20
eempa, 2ynsaguie2o no oonunam Hopmanouu. M3 ooma ne oonocunocs nu 38yka. Hu

M) 3bIKU. Hu 2onocos. Posuvim cuemom Huueeo.

—YV oukxkam 6unan meeapaxk-ampogea Kyiok mymou: eoouu Oyinad
acaemean WAMOIHUHE YEUIIAWUSUHA KVIOKKA YaiuHapou. Yiu uuuda sca muk

amean mogywi uyk. Ha mycuxa cadocu éa na ooamnap ogosu.

The lexical repetition is used by the author as a tool of compositional
construction of super-phrasal unity, it means that such kind of repletion connect

different chronologic speech segments.

We can say that the main peculiarity of using repetitions in the book consists
in combining them with other style-forming tools, for example, by the usage of
abbreviations and parallelisms and also within the combination of different types

of repetitions.

Permanently used foreign words in the book in many cases are preserved
and explained by translators with the help of special footnotes. Such foreign words
concerning etiquette forms of addressing are usually not translated and don’t have
any explanations, for example signore, scusi. Usually a translator preserves a
foreign word from the original text without translation or explanation in that case,
when heroes of a novel themselves explain the meaning or give the translation of
their own. Sometimes Dan Brown’s main characters do not immediately present or
express the meaning of foreign words in English adequately. It happens in that case
when the author tries to complicate the clue of any secret and mysterious
information. Uncertainties of the meaning, complicated arguments make the
translator to refer to the footnote and give explanations or historical background.

For example,
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—'The president was Franklin D. Roosevelt. Wallace simply told him Novus

Ordo Seculorum meant New Deal'.

— Ilpesudoenmom 6 mo eépems ovin Ppaunkiun [enamno Pyzeenvm, u Younec

cKasan emy, 4umo cinoea «Novus Ordo Seculorumy osuauarom ne umo UHoe, Kak

«Hosvuii kype» ™. *Hoewiti Kypc — skonomuueckas noaumuxa npesudenma D.J].
Pyszeenvma, nanpasnennas na cmsacuenue nocieocmeuti IKOHOMULECKO20 KPUSUCA

1930-x ee. («Aneenvt u demonwviy).

Foreign words are usually translated into the Russian language when they
refer to names of positions of military ranks or if their preserving will not be clear
to the reader and its explanation will seem strange. Translators do not use omission
of foreign words. Either in translation texts or in original ones almost all foreign

words are distinguished graphically.

The revealing of genre form of the given novel is based on the explanation
of genre by famous Russian scientist L.L Nelyubin: «Genre of text is a group of
verbal texts differentiated by their common structure, variety and the usage in one-

type communicative texts»'.

The genre of Dan Brown’s novels are included by the critics to such genre
forms like thrillers, spy stories, crypto stories, mystery-detective fiction stories,
conspiracy fiction crypto stories and even thrillers for intellectual readers. Such
multiple choices of genres concerning his novels can be explained by connection

of several genres and styles by Dan Brown.

So, it can be said that Dan Brown’s novels contain different genres and that
is why while reading his books it is difficult to define whether they have features

of detectives or historical, fiction stories.

! Hemro6un JIJL., Xyxynn I'.T. cTopust u Teopust 3apybexHoro mepesoma. M3 3-e. - M.: Mzx-8o MOV, 2003. —
144c.
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Brown himself in his website counters these criticisms by underlining that
The Da Vinci Code is fiction, and placing the responsibility on the readers to

determine what is true:

"While it is my belief that some of the theories discussed by these characters
may have merit, each individual reader must explore these characters' viewpoints

and come to his or her own interpretations".

Even if Brown was correct in placing the responsibility on the readers, the
reality is that a very large number of readers would be ill-equipped to read the

novel critically, for at least the following reasons:

« There is a disturbing inability in our culture to tell fact from fiction. Perhaps,
as Malcolm Muggeridge®suggested, this is partially a result of mass media's

efforts to "present fantasy in terms of reality and reality in terms of fantasy."

. Many people are inexcusably ignorant about what the Bible says. Even
many educated individuals, who consider themselves to be widely read, have

very poor biblical literacy.

The novel has been criticized for the mediocrity of the prose and the lack of
development of the characters, and is thus generally recognized as a piece of
"popular™ or "pop historical” fiction rather than literature. It can be contrasted, for
example, with Umberto Eco's novel Foucault's Pendulum, which also includes
references to ancient secret societies, descriptions of classical architecture and art,
and a quest that follows obscure clues. Even in translation, Eco's novel is more

literary than Brown's.

From the way the Da Vinci scenes are set up, one can't help but suspect that
the author had the eventual movie in mind as he wrote it. That film version was

released in the spring of 2006

' Dan Brown website
2 Thomas Malcolm Muggeridge (1903-1990), English journalist, author, media personality and satirist.
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§-2. Linguo-Stylistic and Syntactic Peculiarities in “The Da Vinci Code”

and Their Translation into Russian and Uzbek Languages

First, to further analysis of our research work, it is necessary to say a few
words about linguo-stylistics. Generally, stylistics, sometimes called linguo-
stylistics, is a branch of general linguistics. It deals mainly with two interdependent
tasks: a) the investigation of the inventory of special language media which by
their ontological features secure the desirable effect of the utterance and b) certain
types of texts (discourse) which due to the choice and arrangement of language
means are distinguished by the pragmatic aspect of the communication. In other
words, linguo-stylistics deals with the language tissue of a text, with centers on
connotative meanings that can be derived from language means themselves;
focuses on identifying expressive means and stylistic devices and their

interpretation.

Analyzing syntactic peculiarities of Dan Brown’s fiction we can see that in
most cases they are conditioned by specifics of genre. Genre of fiction had a great
impact on the whole characteristics of style of The Da Vinci Code: first of all the
book is intended for mass readers. The author’s main task in keeping a reader’s
attention is to make his work more interesting, entertaining, intriguing and
accessible, affectively impressive. The language of fiction is usually focused on

oral speech since it is necessary to preserve the style of narration.

In the book The Da Vinci Code we can find several types of transposition.
Transpositions are mostly seen in affirmative and interrogative sentences. In this
case an affirmative declarative syntactic structure reconsidered as an interrogation.
Besides showing emotional conditions of characters, this method strengthens a
feeling of mysteriousness and excessively involves the reader to the process of

solving different mysteries. In translation of the novel “Angels and Demons™*

! Dan Brown, “Angels and Demons”, 2001, another mysterious work with almost the same genre as “The Da Vinci
Code”
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those fragments with transpositions of affirmative structures of the original are
usually omitted in translated versions. Such method may bring to the breach of an
emotional atmosphere of speech fragmentation. An adequate translation in the “Da
Vinci Code” can be found in the Russian translation, where rhetoric questions
mostly used, in those cases, where a transposition of an affirmative sentence into
an interrogative one was carried out for emphatic purpose. But in Uzbek translation
the translator used the general question with some elements of suspicion. For

example,

—For several seconds, Langdon stared in wonder at the photograph of
Sauniere’s postscript. P.S. Find Robert Langdon. He felt as if the floor were tilting
beneath his feet. Sauniere left a postscript with my name on it? In his wildest

dreams, Langdon could not fathom why.

— B meuenue neckonvkux cexyno JI>ne0on cmompen Ha CHUMOK ¢
nocmckpunmymom Convepa. Haiimu Pobepma JIsneoona. Kasanocws, non yxooum
¥ He2o u3-noo Hoe. CoHbep ocmagun NOCMcKpunmym, 20e ykasai moe uma? Hem,

Mo npocmo 6 20106e He ymadbleaemc;z/..

—/I3H200H €3y62a annakanua eaxm muxuaub xKonou. « Pooepm JIsueoonnu
monune...».Y yinab yiuea ema onmacou: 6ynoau €3ye konoupuwea Convepru

Huma ynoaou sxkan? Cababuru xammo macassyp Xam KUl KUUUH.

Translations of this extract show how translators tried to make it such
emotionally expressive like it is done by the author. We can see that in order to
show the abstract pauses used by the author, translators used to express them by
using quotation mark and three dots. We can see that both translators managed to
transmit the sense of author’s thoughts. However it should be also noted that the
Uzbek translator used quite simple expression V yiina6 yiiuea ema oamacou for the
Russian nox yxooum y neeo uz-noo noe. In the original and in the Russian

translation metaphoric expressions are used but in The Uzbek translation this was
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nor preserved and even another equivalent for the situation described was neither
presented in the Uzbek version. In our opinion the Uzbek translator could use such
expressions like: ky3 yneu koponeunawutd xkemou . There are some differences in
the Uzbek translation of the sentence: In his wildest dreams, Langdon could not
fathom why and in the Russian: Hem, smo npocmo 6 conose ne yknaovieaemcs.
The translator used: Cab6abunu xammo macasgyp xam Kuauw Kutiur, COmparing
with the Russian translation we can notice that the Uzbek translation is less
expressive, and probably because the translator used less words to present the real
feeling of confusion and fear of the main character, in our opinion, it would be
better to say: bynune cababunu mywynud emuwt JI>nedonnune mywuea xam
kupmaean 30u. Such translation would be close to the original on the one hand and
on the other hand the emotional atmosphere of what the author wanted to show

would be adequately preserved in the Uzbek version as well.

But we can see that generally, in Russian and Uzbek translations adequacy is
preserved in translating deliberate questions, in other words they are called rhetoric

questions.

In the novel we can also find some cases where an interrogative sentence is
reconsidered into exclamation. Any transposed structure is shown by the author
with the usage of exclamatory mark, but in translation we can see both
exclamatory and question marks. Dan Brown uses such method of transposing to
make the plot atmosphere more mysterious and intensive, to strengthen readers’
feeling of fear and confusions of characters. Translators show the author’s method
in their adequate translations. Emotionality is also achieved as a result of
transposing interrogative sentences into affirmative ones which mainly happen due

to interrogative construction what if. For example,

—What if the truck were carrying steel? Or cement? Or even garbage? A

forty-foot leap? It was madness.
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—A ecnu mam cmanvHole mpyowvl? Unu yemenm? I[lycmu dasice mycop.

Ipvidicok ¢ ebicomul copoka pymos? Hem, smo 6ezymue!

—Aeap y epoa nynam mpy6anap 6yica-uu? Exu yemenm, 6opumnexu, maiinu
yukunounap opmuneanoup. Kupx ¢oym bananonuxoan caxpaw? by eupm

menoanux!

Both translations are done well but there is a little difference in translating
the word “even” like “nycms ” and “maiinu” though in the original it has a bit
different meaning. Alike examples are generally translated adequately because the
construction what if has its exact equivalents in these two languages, we can see it

in the examples below:

—Captain, what if Langdon has a hostage in there? What if he sees us and

decides to leave on foot?

— Ho, kxanumamu, a umo, eciu y JIsneoona mam 3anoxcnux? 4mo, eciu on

3amMemun Hac u nonpooyem yumu?

—J>H200H y epoa KuMHUOUp 2aposea oneaw 6yica-uu? Exu 6usnu ce3ub

Koaub, Kouuwiea ypurnca-uu?
In the next example we can see omission used by the Uzbek translator:

—What if there are other keys? Perhaps stolen from the murdered

senechaux?

—UYmo, ecnu ecmwv Opyeue knouu? Bo3modicHO, OHU NOXUWEHbL ) YOUMbIX

“senechaux”?

—Aeap noubnapoa xam kanum oynean o6yarca-yu? Karnumnaprnu anbamma

VeUpIauean.

Here we can see that the Uzbek translator changed the meaning of the

second sentence by translating the word perhaps, or the Russian word sozmoorcro
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in the meaning of exactness by using the word az6amma, it can be considered as a
mistake, because every translator has no right to change the meaning of even one
word. We can also see that the Uzbek translator omitted the word combination
murdered “senechaux”. The reason is probably in absence of equivalent of French
word “senechaux ”, though it wouldn’t be a mistake to leave the word as the

Russian translator did.

Dan Brown uses different syntactic and stylistic devices which create a
specific construction of sentences. These sentences can perform connotative and
pragmatic characteristics of prescribed events, behavior and conditions of
characters. An incomplete sentence as a structural type which is characteristic to
oral speech serves for creating natural communication atmosphere, for persuasion
the reader in vividness of described events and also serves as a tool of creating
pictures of heroes’ and their conditions. Translators either preserve incomplete
sentences or replace them with complete ones dealing in this case with lexical
transformations. The main peculiarity of using incomplete sentences in the novel is
that Dan Brown includes them to the indirect speech and uses them as an emphatic
ending of the completed meaning of the speech. The author separates one
prolonged fragment of the text from another one using super-phrasal unity and
transmits intensiveness of the situation and a hero’s feeling of fear and confusion.
Incomplete sentences with this function are usually shown in italics in the original

text, which can be also noticed in the translated versions:

Wherever the Grail lay, Langdon never imagined he would actually be

looking for it. The Sangreal documents. The true history of Jesus Christ. The tomb

of Mary Magdalene. He suddenly felt as if he were living in some kind of limbo

tonight ...a bubble where the real world could not reach him.

Bnpouem, enasnoe ne I paans. /lokymenmuol Canepun. Mcmunnasa ucmopust

Xpucma. Mozuna Mapuu Maedanunvi. Bom umo 6oavue 6ceco uHmepecosano
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cettyac JIoneoona. On 80pye nouy8Ccmeo8ai, Ymo Hcugem 8 KakoM-mo UHOM

npocmpancmee, Yymo Heoocsi2aem O0Jisl peaibHo20 MUpd.

V notioesop mowu xakuoa, kymuuadazu cupau €3y6 8a 06y €3y6 yiapHu

I'paanea onub 6opaoumu, wykmu, utyHu yuiap 20u.

We can see that the Russian translation is more or less translated adequately
but the Uzbek translation is very short and many details are omitted, the reason in

our opinion is in different believes, religions.

Another type of incomplete sentence used by the author is parceling which
can be explained according to Stylistic dictionary as a stylistic device (or stylistic
figure) having several divisions of the same syntactic structure of a sentence that
can be performed not in one, but in several related speech units or phrases by same

intonations and meanings.

The parceling used in the book The Da Vinci Code presents not only a
syntactic device of sentences but also with their specific intonation serves to feel
and to create a special atmosphere and characteristics of heroes. For example, in
the following extract from the text of the original and their translations one can
notice that the description of a working security system at the Louvre is described

with a little ironic intonation:

Langdon was not surprised. Video surveillance in museums this size was
cost-prohibitive and ineffective. With acres of galleries to watch over, the Louvre
would require several hundred technicians simply to monitor the feeds. Most large

museums now used “‘containment security.” Forget keeping thieves out. Keep them

in.
JIaueoon ne yousuncs. Buoeo Habarooenue 6 maxkux OOIbUUX My3esx

CAUUKOM 00p020 U Hedapexmusro. Ymobwl npociedums, 4umo meopumcs Ha

aKpax 3aHUMaemotl myseem niowaou, JIyepy cneoosano 6wl HauAmMs HECKOIbKO

62



COm MexXHU4ecKux compyoHuKos. A nomomy 60IbUUHCIBO KPYNHBIX M)3€e8

UCNnOoJIb308AlU 8 OXPAHE NAK HA3blIEAEMYIO CUCHIEMY céepofcueaHuﬂ. He Oepofcume

60PD086 3d npeaeﬂajwu. ﬂepofcume UxX 6HYmpu.

JIbneoon ascabnanou. bynoaii myzeiinapoa 6udeoxy3amye anua Kummamed
mywaou ea camapa bepmaiiou. My3zetl seannazan x#cyoa Kamma MaiooHIapoa
HUMa oynaemeanunu Kyzamuwi y4yn JlIygpea oup neua 1031a0 mexHux X0OUMAGpPHU
ennawea myepu Kenean oynapou. Lllynune yuyn xam akcapuam uupux myzeunapoa

«myxmamud Koauuy 0e6 HOMIAHAOULAH MUBUMHU UWIAMUULAOU.

Analyzing translations of this extract we can see that there are some lexical
mistakes in the Uzbek translation, for example, in the translation of the first
sentence: in the original we have negative form, but in translation it is translated as
affirmative, the next difference is the omission of the translation of two last short

sentences.

In the text of the book under research we can also come across the wide
usage of utterance interruption for several times. It is mostly shown like the
stylistic device called paralipsis (ymomuanue) which performs semantically broken
(interrupted) utterances, gaining the whole speech in one semantic unity. In Dan
Brown’s works such a semantic interruption from the one hand shows
psychological and emotional condition of a hero and from the other hand it gives
the reader a chance to guess what will happen later or what has not been told yet.

Interruption is always presented by three dots. For example,

— "Hold on. You're saying the curator knew your favourite piece of art?' She

nodded. 'I’'m sorry. This is all coming out of order. Jacques Sauniére and I ...’

— [lozooume. Bvixooum, kypamop 3nan éawiu 8xycovl? OHa KugHy1a: —
Uszeunume. Haoo ovino pacckaszams éce no nopsaoky. /leno ¢ mom, umo Convep u

A...
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—lllowmane, wowmane! /lemax, Couvep cuz xakuneuzoa ouneau skauw-oa?!
Cogpu bowunu xumuparamubd macouxiaou. —bunuw xam eanmu... Menu xeuupune,
xammacunu oup bowudan aumud depuwium kepak 20u. I an wynoaxu, Convep 6a

MEH...

Such kinds of interruptions may happen also while the author is speaking
about feelings and emotions only which are connected with graphical completion

of intonation which is caused by feelings and sufferings of characters.

Intonation breakages can also separate homogeneous parts of the sentence,
and also divide grammatically uncoordinated parts of the sentence. In the Russian
translation, we can see that translator tries to preserve the contextual adequacy

without preserving the method of utterance interruption:

—As she began to recount what had happened that night, she felt herself
drifting back... alighting in the woods outside her grandfather’s Normandy

chateau... searching the deserted house in confusion... hearing the voices below

her... and then finding the hidden door.

— Hauas pacckaszvieams 0 mom, 4mo ciyyuniocs ¢ Heil moi Houbio, OHA
3aH060, WIA2 3 UIA2OM, Nepexcusala me cobvimus. Bom ona suoum ceem 6 oknax
0e0o6cko20 ooma 6 Hopmarnouu... 6om 6xooum é 00M u He UOUM MAM HU OYUU ...

80M CILIUUM UbU-TNO 20J10CA BHU3Y ... 3amMeM 0OHapyHcusaem nomauHyro 08epyy .

Unfortunately, the Uzbek translators omitted some paragraphs including this
one without any other compensating or explanations of the character’s

remembering of unpleasant moments of the past.

Dan Brown also very often uses method of retardation, the main function of
which is laid in prolonging the process of narration, slowing the development of a
plot and stretching the logical ending to the very end of the speech. Slowing up the

process is created by using numerous descriptions of streets, buildings, design,
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objects around, spontaneous and abstract thoughts of characters. This method is

used by the author in one paragraph or even in the whole chapter.

It should be also mentioned that the localization of action is shown in the
book by using patronymics, names of places, geographic locations, names of

organizations, buildings, realias and foreign words.

Patronymics, they are names of characters and famous people which are
either transliterated or transcribed. Translators usually have to add some additional
information if it may cause difficulties for readers to understand some nuances, we

can see such addings in the following example:

Murray Hill Place — the new Opus Dei National Headquarters and
conference center — is located at 243 Lexington Avenue in New York City. With a
price tag of just over $47 million, the 133,000-square-foot tower is clad in red
brick and Indiana limestone. Designed by May & Pinska, the building contains
over one hundred bedrooms, six dining rooms, libraries, living rooms, meeting

rooms, and offices...

Mioppeti-Xunn-nietic — Ho8as wimab-keapmupa u 0eno8ot yeump « Onyc
Jleu» naxoounucw ¢ Hoto-Hopke, no adpecy Jlexcunemon-asenio, 243.
Cmpoumenbcmeo 30anusi 060un0ch 8 47 ¢ TUUWHUM MUTLIUOHO8 O0JLIAPO8, 8eHYALA
e2o bawns niowaovro 133 000 keadpamuwvix (hymos, 8blI0HCEHHASI U3 KPACHO20
KUpnu4a u uzeecmuska, 00ovieaemozo 8 wmame Mnouana. Aemopamu npoexma
OvLIU apxumexkmopwvl uz oopo «Meti u Ilunckay, 8 30anuu HAXOOUNOCH CBbLULE CMA
CnajeH, wecmov CmoJl08bLX, OUOIUOMEKU, 20CMUHbLE 011 OMObIXA, KOHpepeHy-

3abl, oghucewi...

Mrwppeu-Xunn-nueiic “/les acapu "Hune sHeu kapopaoxu xucobaianaou,
Hburo-UHopkoaeu Jlekcunemon asenio, 243 manzunuoda sxcrovnawear. buro
Kypuauuiuea 47 MUuiiuor 00anapoar opmuk maoaae cap@ianean, MuHopacuoacu

133 000 keaopam ¢hym maiioonea xusun cuwm emxuzuieat. Jlouuxa myaninugaapu
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«Meti ea Ilunckay b610pocu mevmopaapu 6yaud, 6uHo0a 1030aH OPMUK
eMmOKXOHANAp, ONMUMAa OWXoHd, KymyoxXouaniap, 0am o1uul y4yH MeXxmMoHXOHaNap,

Mamobyom aHAICYMAaHu ymKa3uiaoueaH 3aap, oguciap 6op 3ou.

To these group of patronymics we can include the nickname le Taureau,
which is preserved by Russian and Uzbek translators, though later in the text of the
original one can find the English equivalent of this word which is necessary to be

translated:

— "We call him le Taureau.' Langdon glanced over at him, wondering if every

Frenchman had a mysterious animal epithet. 'You call your captain the Bull?'

— «Ho mbl nazvisaem eeo le Taureauy. JI>neoon yousienno noOHs HA He20
enaza: «Buvl Hazvieaeme ceoeco kanumana bvikom? » Ymo 3a cmpanHnoe

npucmpacmue y smux Qpanyy306 — 0aeamv 1005M 36epuHvle npozsuuja!l

—...ammo 6u3z ynu le Taureau oe6 amaiimus. JI>nedon ynea asxcabnranean
kyuu kapaou; — Cuznap y3 kanumanuneuznu byxa oe6 amaticuznapmu? Kusux

aKau 06y ppanyyznap, 00ameaim XaueoH 1aKkabuHu Kysaoumu?

In translation of the names of places, buildings and organizations, translators
use transcriptions (JIs bypxe), foreign words (La Pyramide) and word-for-word
translation (my3eii 1'Opce). Translators try to use footnotes and explanations for

such unknown places and buildings.

It should be also mentioned that The Da Vinci Code contains lots of
onomatopoeic units in its text. In the World Book Encyclopedia Dictionary we can
find the following explanations of onomatopoeia:

1) the formation of a name or word by imitating the sound associated with
the thing designated:;

2) a word or phrase formed that way;

66



3) the adaptation of the sound to the sense for a rhetorical effect.

Though the word le Taureau is of Greek origin, it came into English through

Latin.

Through the years the researchers studying onomatopoeia show remarkable
convergence in their thoughts related to this very phenomenon. Some deny it
completely, others admit its existence and some even feel the significant

importance of it in the structure of the language.

The researchers defined another term, the term sound symbolism which is
often used as a synonym of onomatopoeia. Sound symbolism is not a very
satisfactory term but it is a familiar one to cover the phenomenon that has been
noted and studied over very many years, i.e. the apparent appropriateness of the
sound-structures of many individual words for their meanings. A better description

for this might be "natural expressiveness”.

The famous linguist, F. de Saussure denied onomatopoeia (and all other
natural expressiveness of words) other than as marginal, and treated even apparent
onomatopoeic words as no more than conventional forms.* The debate started with
Plato: "Everything has a right name of its own, which comes by nature. A name is
not whatever people call a thing by agreement, just a piece of their own voice
applied to the thing, but there is a kind of inherent correctness which is the same

n 2

for all men, both Greeks and foreigners".” Similarly Lucretius, a thoughtful and

pragmatic investigator, rejected the arbitrariness of the origin of words.

This certainty on the part of F. de Saussure and his followers is all the more
surprising and apparently perverse in the face of the exceptionally long history of

evidence to the contrary, presented by equally perceptive and equally authoritative

! Saussure F. Course in general linguistics / F. Saussure — NY: McGraw-Hill, 1975. — 189 p.
? Plato Dialogues: Vol. IV. — London: Heinemann, 1966. — 498 p.
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writers, and in the face of what has become the large body of scientifically planned

experiment establishing the reality of sound symbolism.

Onomatopoeic units in the book The Da Vinci Code can be divided into two
groups: words, imitating sounds created by humans and words denoting sounds of
objects produced from wood or metall. The second group can contain words of

different moving acts that are accompanied by special sounds.

The first group of words is mostly used in the Da Vinci Code than the
second one. The most often ways of their translations can be considered the
following: the translator choses Russian or Uzbek equivalents corresponding to the

English word according to its psychoacoustic parameters:

—Fache's tone lowered to a quttural rumble.

— Daw yorce npocmo puluai.

—Daw 5HOU VKUDA OOUIAOU.

Russian and Uzbek equivalents can be partially appropriate according to

their psychoacoustic features:

—'An accident,’ Langdon stammered, looking at Fache with a strange

expression.

— Hecuacmmuwiii ciyuaii, — npobopmoman JIsH200H co cmpaHHbIM

8blpasiceHuem auyda.

—baxmcu3z xoouca 103 6epubou, — 2yroupadu JIrueoou w3uda caramu ughooa

OUNLAH.

Sometimes the Russian equivalent may be referred to a different lexical

group. In this case an emotional feature of context may be altered. For example:

— “For the love of God!”” — Vetra screamed. But it was too late.
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— O I'ocnoou! — esmonunca Bempa. — Paou écezo céamoeo... Ciuuikom

Nno30HO. («AHeenvl u 0eMOHbLY).

In this example we can also notice that the Russian translator strengthened
the expression “For the love of God!” by using two quite synonymic expressions:O
T'ocnoou and Paou ecezo cessmoeo though it would be enough to use only one

expression.

In the next example we can see that the choice of Russian or Uzbek
equivalents from other lexical and semantic groups may change the features of a

character’s behavior:

—New York editor Jonas Faukman had just climbed into bed for the night
when the telephone rang. “A little late for callers”, he grumbled, picking up the

receiver.

— Horo-tiopkckutl pedaxmop Joconac @aykman moybKo Ymo yne2cs cnamo,
K020a 3a380HuU1 mened)on. « Ymo-mo no30Ho08amo 0Jisi 360HK08%», NOOYMAJL OH U

CHSLL mMpPYOKY.

—Huvio-Hopxnux myxappup Konac @aykman snoucuna yxiaui Y4yH émeanou.
L1y natim mycamoan menegon sicupunenad xonou. «ILly bemaxanoa-s», 2udcunou

Y 8a 2yUWaKHu Kymapou.

In conclusion we can say that the sound of most words taken separately in
translation may sometimes have an important aesthetic value.

Having analyzed some syntactic and stylistic devices in this paragraph we
showed just a little problem caused in the process of translations of texts of the
same genre that can be investigated further as well. In the next paragraph we will
try to analyze more examples of stylistic devices that are to be compared with their

translations.
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§-3. Comparative Analysis of Preserved Stylistic Devices in Translated
Versions of the Novel “The Da Vinci Code” into the Russian and Uzbek
Languages

In the course of a few years, several explanations for why The Da Vinci
Code has led to so much confusion among readers have been put forward, and
although much has been published concerning The Da Vinci Code, virtually all
published material has been written for a non-academic audience and published in
non-academic magazines, newspapers and websites. It would seem no work on The
Da Vinci Code has yet been conducted in the field of Stylistics.

Because of the popularity of the novel, the worldwide debate it caused, and
the lack of academic research concerning The Da Vinci Code, we will try to
conduct a comparative analysis of stylistic devices in this book and will define
how translators managed to translate them into their native languages.

Speaking about the individual style of Dan Brown it is important to discuss
such concepts like foreign words, symbolism, epithets, euphemisms, similes,
metaphors, puzzles; italics, dashes, ellipsis and so forth.

We have already discussed about foreign words in our previous paragraphs
but still we should remind that Dan Brown uses lots of French and Latin words in
italics without translations or explanations.

Symbolisms used in The Da Vinci Code are combined with metaphoric
terms because all symbols are related to the religion and all of them have either one
or several abstract meanings. For example:

"The pentacle,” Langdon clarified, "is a pre-Christian symbol that relates
to Nature worship. The ancients envisioned their world in two halves—masculine
and feminine. Their gods and goddesses worked to keep a balance of power.

— IIamuxoneunas 3663061, — NOACHUJ .]]SHZOOH, — Imo euje ()oxpucmuaHCKuﬂ
CUMBOJI, OMHOCUBUUULICS K NOKIOHeHUto u obodcecmanenuio Ilpupoowl. Jpesnue
JII0OU OenuNu 8ecb MUP HA 08e NOJ0BUHbL — MYAHCCKVIO U JHCEHCKYI0. Y Hux Oviiu

Ooeu u bocuHu, coxpausawue OAIAHC CUL.
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—bew xkuppanu wndy3, — mywynmupuwea xupuuiou JI>He0oH, — HaAcpoHuil
Ounueaya xam masxcyo ’0u. Y Tabuamea cueunuwt 6a yHU UIOXUUIAUWMUPULLSA
maanykauoup.Kaoumeu odamnap OymyH OYHEHU UKKU2A — IPKAKIUK 64 AELIUK
Kucmuea oyneaumaap. Yiap mabuamoacu Kyuiap mMy803aHAMUHU CAKA084U MABDYO
8a MaAvOYOAnNap mMagxHcyonIusuea UUOHUUSAH.

The translations of this extract into these two languages are done very good.
Russian translators managed to preserve the whole information given in the
original and nothing was missed or omitted. Though the Uzbek translation seems
to be done like interpretation of the context the translator managed to present a
good explanation of the symbol used in the original and the most important is that
he managed to preserve the sense.

Dan Brown’s choice of different genres made his works interesting, though
many critics were arguing about true and false facts used in his works, but still the
description of some symbols may seem familiar to the reader however while
reading he/she comes across lots of other explanations of separate symbolisms or
even Biblicisms.

The continuation of the previous example shows one of those mysterious
explanations of the symbol “pentacle”.

Yin and yang. When male and female were balanced, there was harmony in
the world. When they were unbalanced, there was chaos." Langdon motioned to
Sauniere's stomach. "This pentacle is representative of the female half of all things
— a concept religious historians call the 'sacred feminine' or the 'divine goddess.'
Sauniere, of all people, would know this." "Sauniere drew a goddess symbol on his
stomach?" Langdon had to admit, it seemed odd. "In its most specific
interpretation, the pentacle symbolizes Venus — the goddess of female sexual love
and beauty."

It should be noted that the usage of such interesting facts usually in
sentences are divided by the dashes, because they make a narration much more

expressive and show ironical features of information:
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Huo u sn. Koeda mysccrkoe u dcenckoe HaA4ana cOANAHCUPOBAHDI, 8 Mupe
yapum eapmonus. Kozcoa banamc napywaemcs, eoznuxaem xaoc. — JIdneoon
VKA3all HA HCUBOM NOKOUHO20: — Tlenmaxn cumeoausupyem HCeHCKY0 NOJ0GUHY
6ceco cyweeo Ha 3emie. Mcmopuxu, usyuarowue peiucuu, HA3bl8AIOM CUMBOIL
«CBAUJCHHBIM IHCEHCKUM HAYATIOM», UTU «C8AUWEHHOU Obo2uHety. U yoc Komy-Komy,
a Convepy smo OvL10 npexpacho uzgecmuo. — Tax, evixooum, Conbep Hapucosan y
cebsi Ha ccueome cuMBOn Oo2unu? — JIDH2OOH Obll GLIHYHCOEH CO2NACUMBCS C
Dawem, umo 5mo Heckoavbko cmpanHo. — Ecmv ewe 6onee cneyugpuunas
unmepnpemayus. I[lamuxoneunas 36e30a cumeonuzupyem Bemnepy, boeunio 10o6u
U Kpacomsi.

Kaoumeu ooamnap 6ymyn OyHéHu uxkuma — 3pKaKiuK 6a aéiiuk Kyuiapu
mene Oynean maxan OyHeod y3apo YUSYHIUK XaM XYKM Cypaou, akc Xxoa0a maiomyn
103 bepuwiu mykappap. — JIone0oH mypoanune Koprunu Kypcamou:. — llenmaxn ep
103udazu Xaemuune aéiiuK ApmMunu ounoupaou. /Juniap mapuxuHu ypeamyeuuiap
0y pamsuu «MyKaooac aéunux ubmuoocu» €xku «mavoyoa» 0ed amauiaou.
Taouuixu, Conbepoex uHcoHea OYHUHS MOXUSMU AXWU MALAYM 20U. — J[lemarku,
Convep y3 xopuuea mavoyoa oencucunu yuzuomuoa? — JIdHeoon 0y puxpea
Kyuwuauuea maxcoyp oynou. — bynoan mawkapu, bew kuppanu 1010y3 myxaboam
64 2Y3a/IUK MabOyoacunu 6yamuuL 3yXpoHuHe Xam mumcoauoup.

As it has already been mentioned, Uzbek translators as if avoided preserving
the detail descriptions from the original. Their translation can be considered as
simple interpretation of the story, probably translators sacrificed those religious
details to deliver the gist of message written by the author to Uzbek readers.

There is no doubt that giving so many interesting facts Dan Brown very
often uses different types of epithets. Epithets which represent material description
of objects can be considered either constant or individualized from the author’s
point of view. An attribute "good" is connected with appropriate, profitable
condition, and an attribute "bad" means not good, of poor quality. Afterwards

“bad” assumes an emotionally evaluative meaning “unpleasant” as a result of
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which lots of synonymic epithets appear to present a number of new meanings. We
can see this in the following example:

Squinting at his surroundings he saw a plush Renaissance bedroom with
Louis XVI furniture, hand-frescoed walls, and a colossal mahogany four-poster
bed.

U, wypsce, pazensioviean 06cmanosKy. ooumas 6apxamom CnaibHsa 8 Cmuje
Peneccanca, mebenv spemen Jlooosuxa XVI, cmenwl ¢ ghpeckamu pyunoi pabomet,
02POMHASL KPOBAMb KPACHO20 0epeda Noo 6AnN0axXUHOM.

Ketiun sca xysunu xuceaw Kyuu ampoguu Kysama oOownaou: Yieonuud
daspu ycnyouea xoc bapxym xoniawean émox, Jlooosuxk XVI zamonuoan xonean
Mmeben, Oesoplaza 3ca Cypamaap Yu3uieaH, KUMMamoaxo 4ooup ocmuoa Kusul
E2040aH UWIIAH2AH Kapasom.

In this example we don’t have exact attributes showing good or bad
conditions of the described objects, but due to them we can understand that the
author gave positive description of objects.

The Russian translation of the epithet a plush Renaissance bedroom-
obumas bapxamom cnanvhs 6 cmuie Peneccanca in our opinion is well chosen,
because we consider that the word plush has the dictionary meaning a fabric with a
cut pile that is longer and softer than velvet.

Specific performance of epithets giving exact evaluation in the view of truth
within the whole text sets conditions for the connection of truth with religious
concepts. True and false concepts are considered to be attributes of “Devine” and
“Devil” origin. Thus, true and false epithets become constant in the text of the
book which is explained by the truth, considered to be the main attribute of
concept but not an object’s or person’s merits.

Another stylistic device mostly used by the author in The Da Vinci Code is
euphemism. Especially euphemistic method of translation was used in the Uzbek
translation of the book, because some details about the described nudity in the

original, descriptions of rituals of sex were hidden and mostly omitted. Though
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there is one fact which should also be said about the plot of the book is that the
two, Robert Langdon and Sophie are in search of evidence that the legendary Holy
Grail, portrayed in Arthurian tales as the “cup of Christ” from the Last Supper, is
actually shown as a euphemism for the bloodline descended from Jesus and his
supposed wife, Mary Magdalene. A very good example of euphemism from the
text is given bellow:

When he was twelve, another drifter — a girl twice his age — mocked him on
the streets and attempted to steal his food. The girl found herself pummeled to
within inches of her life.

Kozoa emy 6v110 06enadyams, ewje oona 6poosixcKka, Ha cell pas 0eeyoHKa,
HAMHOcO cmapuie eco, Hadaila odiHCecnmoKko Hacmexambvcls HAO HUM Ha yauye u
NONbIMANACL YKpacmb y He2o edy. U edsa ne nocubna, mak ox ee uzoul.

Vu uxkuea myneanuoa éwu xammapox Oup 0auou Ku3 YHUHZ YCMUOAH
aéscuz Kyaub, o8Kamunu mopmubd oaMoKuu oynou. Anbamma KuzHuHe KUIMUWU
AHCAZ0CU3 KOAMAOU - Yy oskam amac, yaap xojiameda KeacyHua Kaimdakx eou.

The Russian translation is simple and clear, though euphemistic feature of
the original is not preserved. Quite perfect translation is done by the Uzbek
translators. Though there cannot be seen any use of euphemisms in the Uzbek
translation but we can see the usage of another stylistic device called zeugma.

Analyzing the novel we can see that it contains biblical precedent names,
statements and situations. Such biblical names are: Adam, Eve, Mary Magdalene,
Saint Peter, Levi, Jesus, the Saviour, Matthew, King Solomon, David, Benjamin,
Joseph of Arimathea. Each of these names can be found within biblical stories and
associated with different situations and has many metaphorical meanings. They can
be considered as both socio-precedent and national-precedent phenomena, the
metaphorical meaning of which can create many different associations.

Using the method of comparative analysis and continuous sampling, we
picked out of the novel biblical precedent texts, analyzed them and made a

comparative research on their translations and precedent meaning and the type of
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metaphor they represent.

Biblicisms as Russian equivalent Uzbek translation Meaning of Biblicism
metaphors: (translation)
The Apple of JpeBo No3HaHusA - As a biblical precedent
Knowledge (root (equivalent translation, this statement is
metaphor) metaphor is preserved) understood as ‘the

essence of truth’.

Original Sin (root

MepBopoaHsbIl Mpex

Momo XaBo KuaraH

According to the Old

Metaphor) (equivalent translation, | ryHox Testament Eve bit the
metaphor is preserved) | (descriptive apple from the
translation, metaphor | forbidden Tree of
is lost) Knowledge and she
and Adam were
banished from the
Garden of Eden.
the Holy Grail Yawa Cesatoro paansa Mykagaac lpaan According to the
(synecdoche (equivalent translation, | kocacu legend it is the cup
metaphor) metaphor is preserved) | (word-for-word from which Jesus

translation, metaphor
is preserved)

drank during the Last
Supper. Here
considered to be a
metaphor for a
woman’s womb.

Hitherto shalt thou
come, but no
further.

(root metaphor)

Jocene gonigelub, N He
nepengellb, 1 34ecb
npeaen HagMeHHbIM
BOJIHAM TBOUM
(equivalent translation,

metaphor is preserved)

Ly epravya etnb
KenguHr Ba 6oLwKa xey
KaeKKa yTno
KeTosIMaccaH. Xyaam
Wy epaa TakabbypoHa
ranaeHNAapUHT AKYH
TonaxakK

(descriptive
translation, metaphor
is preserved)

A citation from the
gospel of Job (38:11),
which according to
the book has a
meaning of a dead-
end.

Gospels

EBaHrenni
(equivalent translation,
metaphor is preserved)

Xywxabapnap
(word-for-word
translation, metaphor
is lost)

As literary documents,
the Gospels are
encyclopedic forms
that bring together a
range of different
genres.

The Last Supper
(Leonardo Da Vinci’s

painting)
(root metaphor)

TaiHa Beyeps
(equivalent translation,

metaphor is preserved)

Maxouit nbogat
(adequate translation,
metaphor is
preserved)

According to the novel
the painting
concealed a symbolic
meaning of Jesus
Christ and Mary
Magdalene’s
marriage, the
metaphorical meaning
of the ‘last meal’.

Anyone who chose

Jrobon, KTo

The Latin word
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the forbidden
gospels over
Constantine’s
version was deemed
a heretic.

(root metaphor)

npegnountan
3anpeLleHHble
KoHCcTaHTUHOM Bepcum
EBaHrenus, o6basnanca
EepPeTUKOM.

(equivalent translation,
metaphor is preserved)

haereticus means
‘choice.” Those who
‘chose’ other versions
of described life of
Christ were the
world’s first heretics.

“That, my dear,”
Teabing replied, “is
Mary Magdalene.”
Sophie turned. “The
prostitute?”

(root metaphor)

— K10 oHa? — cnpocuna
Codu. — OHa, mos
Joporas, — 0TBeTUN
TUBWUHT, — He KTO UHasA,
Kak Mapua MarganuHa.
— MpocTtntyTKa? —
nsymunacb Codu.
(adequate translation)

—A3un3sam, by aén
Mapwua MarganuHa
6ynagn. —-Huma?
doxuwamm?
(adequate translation)

According to the Bible
Mary Magdalene was
a prostitute, who
forgiven by Jesus
Christ. The author
presents Mary
Magdalene as a royal
descendent of the
house of Benjamin
and the woman who
carried Christ’s child
(her role as the Holy
Grail).

And Peter said, “Did
the Saviour really
speak with a woman
without our
knowledge? Are we
to turn about and all
listen to her? Did he
prefer her to us?”
And Levi answered,
“Peter, you have
always been hot-
tempered. Now | see
you contending
against the woman
like an adversary. If
the Saviour made
her worthy, who are
you indeed to reject
her? Surely the
Saviour knows her
very well. That is
why he loved her
more than us.”

N ckaszan lMetp: « YTo,
Cnacutenb 1 Bnpasay
rOBOPWU/I C *KEHLLUHOM
6e3 Halero Begoma?
MbI 4TO e, Tenepb
[OONXKHbI BCe CAyWwaTb
ee? OH npegnoyen ee
Ham?»

N NleBuT oTBETUN eMmy:
«Tbl BCErga CAMWKOM
ropauvwbes, Metp.
Tenepb BOT pewunn
COCTA3aTbCs C 3TOM
YKEHLLMHOM, TOYHO C
Bparom. Ecnm cam
Cnacutenb Bblbpan ee,
KTO Tbl TaKOM, YTOObI
oTBepraTb? Y
Cnacutento Hawwemy
BuaHee. 3HaeT OH ee
XOPOLLO, a NOTOMY U
nobut 6osnblue, yem
Hac».

(equivalent, adequate
translation)

«[eTp pgeaun:
«Xanockop YMHAaH
Xam GUSHUHT
xabapummscus aén
KMLWK 6unaH
rannawanmm’? IHam
XaMMaMu3 yLia aénra
KYJIOK CONNLLMMM3
Kepakmn? Nco 6uspaH
ywa aénHu ad3an
KYpAUMU?»

JleBUT yHra »kaBob
6epau: «CeH xammLia
KM3MLWKNB KeTacaH,
MNétp. Ywa aén bunax
XyAOu oywMaHaek
pakobat
KWAMOKYMCaH. Arap
XaJIOCKOPHUHT Y31
TaHnaraH bynca, ceH
KMMCaHKM, YHU pajg,
aTCaHr?
Xanockopmmms
6134aH Kypa KynpoK
HapcaHu bunaagu,
LUYHMHT YYYH XaM YHU
6u13ra HucbataH
OPTMKPOK CEBAANN».
(sense by sense and
adequate translation)

In this citation the
author refers to the
gospel of Philip,
where the disciples of
Jesus Peter and Levi
are mentioned, and
their names are
biblical precedents.

“The Church calls

- Ll,epKOBb Ha3blBaeT

The precedent names
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this transitional
period the End of
Days.”

Sophie looked
skeptical. “As in the
end of the world?

The Apocalypse?”
(conceptual

metaphor)

3TOT NepPexoaHbIn
nepuvog, KOHLOM AHel.
Codu coctpouna
rPMMACKY YAMBAEHUA:
— Moxet, KoHuom
CeeTta?
AnoKanuncucom?

of the End of Days and
Apocalypse are
mentioned here,
which are associated
with the End of the
World as the end of
the human race or the
destruction of planet
Earth.

When Grail legend
speaks of ‘the
chalice that held the
blood of Christ’... it
speaks, in fact, of
Mary Magdalene —
the female womb
that carried Jesus’
royal bloodline.”

“Mary Magdalene
was pregnant at the
time of the
crucifixion. For the
safety of Christ’s
unborn child, she
had no choice but to
flee the Holy Land.
With the help of
Jesus’ trusted uncle,
Joseph of
Arimathea, Mary
Magdalene secretly
traveled to France,
then known as Gaul.
There she found safe
refuge in the Jewish
community. It was
here in France that
she gave birth to a
daughter. Her name
was Sarah.”
(conceptual
metaphor)

YnomuHaHue B nereHae
0 «cocyfe C KpoBbto
Xpucta»... Ha aene
O3HayaeT yNOMUHaHue
o Mapuun MarpanuHe,
YKEHCKOM J/I0He,
HecyLLem «LLapCKyto
KpoBb» XpucTa.

Mapwua MarganuHa
6blna bepemeHHa,
Koraa XpucTa pacnanu.
Y106 cnactu ewe He
pPOXKAEHHOE ANTA
Mncyca, oHa NOKUHyNa
CeaTtyto 3emto, 4pyroro
BbIX04a Y Hee NpocTo He
6bin10. C nomoulbio
aaan ncyca, sBepHoro
Nocnda
Apumadelrickoro,
Mapwua Marganvna
TanHo 6exkana Bo
®paHuUUIO, U3BECTHYIO
TOrga nog, HasBaHuem
Fannma. Tam oHa Hawna
ybexuiLe B eBpeicKoi
obuwmHe. Tam e, BO
dpaHumu, pogmna
Ao4b. [leBOYKY Ha3Banu
Capoii.

CvoH Mpuropatura
Kypa, Nco xoura
TOPTW/ITaH NanTaa
Mapua MarganvHa
Xomunagop b6ynarax.
Xanu Tyrunmarax
dap3aHanHKU acpab
KOJIMLU YYYH Y
Mykaagac 3ammHaaH
Kounb, dpaHumara
Kenaaw Bay epgaru
AXYANN *KaMmoacuaaH
KyHUM TOonaam. Mapumsa
Kun3 Kypaam, yHra Capa
0eb ncem kyagy.

(free translation,
interpretation of the
context)

In this abstract biblical
precedent names of
Jesus Christ, Mary
Magdalene and
Joseph of Arimathea
are mentioned.
Another precedent
name is given —the
Holy Land meaning
Jerusalem and
crucifixion that is
associated with
Christ’s sufferings for
the human kind. The
metaphorical meaning
here refers to the
Holy Grail legend, as
the cup of Christ, the
chalice, the female
womb that carried
Jesus’ bloodline, His
child.
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According to this analysis it is important to give a brief description of root
and conceptual metaphors, because all examples analyzed above contain these two
types of metaphors. Generally, root metaphor represents an image, narrative, or
fact that shapes an individual’s perception of the world and interpretation of
reality. Defined by philosopher Stephen Pepper as “an area of empirical
observation which is the point of origin for a world hypothesis”; conceptual
metaphor is a property of concepts, a tool for conceptualization of abstract
categories, used very often to understand theories and models. A conceptual

metaphor uses one idea and links it to another to better understand something.

Other examples of precedent texts presented in this novel, lie in names,
statements and situations connected with other religions and symbols.

The Bible represents a fundamental guidepost for millions of people on the
planet, in much the same way the Koran, Torah, and Pali Canon offer guidance to
people of other religions. If we could dig up documentation that contradicted the
holy stories of Islamic belief, Judaic belief, Buddhist belief, pagan belief, should
we do that? Should we wave a flag and tell the Buddhists that we have proof that
Buddha did not come from a lotus blossom? Or that Jesus was not born of a literal
virgin birth? Those who truly understand their faiths understand the stories are
metaphorical.” — In this abstract precedent names of different religions are
mentioned, like The Bible, Koran, Torah, and Pali Canon, Islamic belief, Judaic
belief, Buddhist belief as an example of national precedent (belief precedent). The
author claims that those who truly understand their faiths understand the stories are
metaphorical, meaning that all religions’ stories are metaphors.

Besides religious metaphors, The Da Vinci Code contains lots of metaphors
and similes in the communication processes of characters and in facts described by
the author. Analyzing some of them we will try to define at what level these
stylistic devices were preserved in Russian and Uzbek translations of the book,

whether they were translated adequately or have some contradicting nuances with
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the original.

Lit from beneath by banks of floodligths, the church’s two bell towers rose

like stalwart sentinels above the building’s long body. On either flank, a shadowy

row of sleek buttresses jutted out like the ribs of a beautiful beast.

Hao npooonecosamuvim 30anuem 630biManucs, Kk HeOy, mMOYHO 4acosvle, 08e

6CZI/L£HM'KOJZOKOJZbHLl, OC6€Ui{eHHble CHU3Y YAUYHbIMU ¢0Hap;m4u. BerH}O}O u

HUMICHIOIO Yacmu 30aHUs YKpawaiu usAuiHble onoposl, HANOMuraswue 6 noJaympaxKke

D€6DCZ XUUIHO2CO U NPDEKPACHO20 36€PA.

Ocmonea Oyu uyzean OuHO2a UKKU EHUOA2U KYHSUPOK-XOHANAP XaM,
YepKoBHUHE bacmuda y3aHeaH YCMYHIAp Xam anoxuda Kypk basuwinaiou, epea
VPHAMUNIZAH YUPOKAAD 3CA MEbMOPYUIUKHUHE YD) ancouud HAMYHACUHU MYH
KOPOH2UNUSU UHUOA 2Y€ APKUPOK uwooa Kabu ypab mypuoou.

We can see a number of similes and metaphors in this example. Russian
translation is done quite good, though the translator changes a bit the structure of
the sentence in his translation. An equivalent and adequate choice of words is used
by the Russian translator and we consider that the translator managed to preserve
similes and metaphors. As for the Uzbek translation, it is a bit free, cannot be
considered as adequate, the translator changed the meaning of the original. In
Uzbek translation the translator added the construction aroxuoa xkypx 6acuwnatiou
(means in Russian: npuoaiom ocobyio xkpacomy and in English yield a flavor)
which is not mentioned in the original.

In the next example we can see that the idiomatic expression a slap on the
wrist, meaning ‘a light punishment or reprimand’, didn’t preserve its metaphoric
feature in both translations, besides we can see that the translators distorted the real
meaning of this expression:

Legally, the U.S. Embassy could intervene and extradite guilty citizens back

to the United States, where they received nothing more than a slap on the wrist.

Jlecanbno 60 6cex amux Cliyuasix nocoaivbcmeo CIIA umeno npaeo

emeuamscA U 6bl()60ptll’l’lb 6UHOGHbLIX U3 CMPAHDbL, akcmpadupoeamb ux Ha podtu
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Ymo ono u 06]2(1]10, HO mam npecmynHukoe HUKmMoO He I’lO@B@DZCl]Z Y20 106HOMY

npecie)o8aHuIo.

Konynea xypa, oymoaii uwnapea AKII snuuxonacunune apanawuwiuea
Xakku 60p 6a INYUXOHA XYKYKUOAH KOUUIMAKOM map30a ¢houoananaou.
Amepuxanux  koHymOyzapnap  @Ppanyusoan y3  eamaniapuea  Kaumapud

robopunaou, y epoa 3ca yiapHu xey Kum Hcaso02apaukka mopmmaciue maiuH.

We can also see that the Uzbek translator added the word @®panyus to
concretize the given information in the original for the sake of readers’ better
understanding of the situation.

In the translations of the next example we can reveal that some metaphors
like a shiver of apprehension may cause difficulties in finding equivalent metaphor
in the target language:

The truck’s open-air bed was covered with a vinyl tarp, roughly resembling

a giant hammock. Fache felt a shiver of apprehension.

Ipuyen 6vi1 NOKpvLIM SUHULOBLIM MEHMOM, HANOMUHABUUM 2USAHICKUL
eamax. Paw dadice 830pPOcHYIL, NPeOCmMasus cebe 3my CyeHy.
. MUPKAMATU VIKAH 10K MAWUHACU JICAHYO Ccapu Xapakamiauap 230u.

Kanuman xaénuea xenean ¢oukpoan ceckanub kemou...

In this case the Russian translator made a correct translation choosing the
word sz0poenyn, because it exactly describes what the author meant by the usage
of that expression. The Uzbek translator also chose a correct word for that
expression but in the first part of the sentence he didn’t translate and even didn’t
describe the simile used by the author in the original. However one can notice that
the Uzbek translator used the word Kanuman instead of the name Fache, it cannot
be considered as a mistake because in the text of original and in its Russian
translation we can come across both Captain Fache and just Fache.

Thus, it should be said that Dan Brown uses lots of the like stylistic devices
and as we have analyzed some of them we can say that in translations the

preserving of features of stylistic devices caused some difficulties for translators

80



and we have seen that they are partially preserved in the Uzbek translation and in
the Russian one. The translators managed to explain, at least found equivalents of
number of stylistic devices.

In the works of Dan Brown exceptionally important place is taken by the
usage of anagrams and puzzles:

—0O, Draconian devil! Oh, lame saint! The key answer to this anagram was
also presented later in the text while the main characters were searching for the
truth of mysterious facts. In the original the key answer was: Leonardo da Vinci!
The Mona Lisa! The key answers and the like anagrams were also presented by the
translators in their own languages as well:

—Ha 6uo uoona poouu! O muna 3na! The key answer for this Russian
anagram used in the translation: Jleonapoo oa Bunuu! Mona Jluza!

And the Uzbek translator also made up an anagram to Jleonapoo oa Bumuu!
Mowna Jluza! in the Uzbek language: — Hooow snuu oaspuoa! Homa uznal

Dan Brown used anagrams for coding or blocking information from
characters. The surprising thing was that we revealed that the translators like the
author himself used anagrams in their native languages in translations of the book.

In conclusion of our practical part of the research work, it should be noted
that many questions of other types still remain unsolved, because Dan Brown’s

style is quite fresh and should be revealed in depth.
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Conclusion to Chapter 11

Summing up we can say that linguo-stylistic and syntactic devices are used
in literary works to emphasize or highlight some particularly important names,
situations or statements, to conjure up extra images, to make use of potentially
existing knowledge and information, to bring to life a certain emotional
background. So that the reader of the text or the listener could come to his or her
own conclusions, create his or her own associations and interpret the meaning on
his or her own, for the purpose of developing his own individual perception of

reality.

Through the analysis of the given material of the research work we have
defined that one of the main features of Dan Brown’s works is the combination of
different styles of speech. We have also defined that the unusual selection,
combination and organization of language means shown by various functional
styles and speech genre in his works depend on two main themes, they are:
mystery and adventure. Now, after many analyzed examples we know that the
different choices of lexical and syntactical stylistic means are used in his works as

much as possible.

We have seen that Dan Brown’s style is distinguished by active use of terms.
Terms in his works add to narrations seriousness and depth showing the truth of
stated facts to the reader. Since those statements are correlated with many other
spheres of knowledge, the author uses different terms, related to different fields. In
some cases the author uses Latin and French terms. The translators of his books
usually do not translate them and leave them as foreign words or borrowings in the

target language.

We have also analyzed the usage of abbreviations in The Da Vinci Code.

Abbreviations in this book are used to persuade the reader by the reliability and
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confidence toward the facts stated. It can be added that the mysteriousness of his

works is backed by the use of abbreviations.

In the process of the analysis we have also defined the usage of lexical and
syntactic repetitions as means of expressive transformation of heroes’ conditions.
Translators in many cases keep the author’s method, dealing in this respect with
some lexical and grammatical transformations without breaking the brightness of

the image of the narration.

In the book The Da Vinci Code we can find several types of transposition.
Transpositions are mostly seen in affirmative and interrogative sentences. In this
case an affirmative declarative syntactic structure reconsidered as an interrogation.
Besides showing emotional conditions of characters, this method strengthens a
feeling of mysteriousness and excessively involves the reader to the process of

solving different mysteries.

Dan Brown uses different syntactic and stylistic devices which create a
specific construction of sentences. These sentences can perform connotative and
pragmatic characteristics of prescribed events, behavior and conditions of
characters. An incomplete sentence as a structural type which is characteristic to
oral speech serves for creating natural communication atmosphere, for persuasion
the reader in vividness of described events and also serves as a tool of creating
pictures of heroes’ and their conditions. Translators either preserve incomplete
sentences or replace them with complete ones dealing in this case with lexical

transformations.

Dan Brown also very often uses method of retardation, the main function of
which is laid in prolonging the process of narration, slowing the development of a
plot and stretching the logical ending to the very end of the speech. Slowing up the

process is created by using numerous descriptions of streets, buildings, design,

83



objects around, spontaneous and abstract thoughts of characters. This method is

used by the author in one paragraph or even in the whole chapter.

Because of the popularity of the novel, the worldwide debate it caused, and
the lack of academic research concerning The Da Vinci Code, we will try to
conduct a comparative analysis of stylistic devices in this book and will define
how translators managed to translate them into their native languages.

Speaking about the individual style of Dan Brown it is important to discuss
such concepts like foreign words, symbolism, epithets, euphemisms, similes,
metaphors, puzzles; italics, dashes, ellipsis and so forth.

Using the method of comparative analysis and continuous sampling, we
picked out of the novel biblical precedent texts, analyzed them and made a
comparative research on their translations and precedent meaning and the type of
metaphor they represent.

Thus, we have analyzed the usage of great number of stylistic devices from
the given examples in this research work. Translators of Russian and Uzbek
languages did their best to present at least some parts of author’s special expressive
words or sentences, different stylistic devices which create the whole essence and

beauty of the novel.
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Final Conclusion
The current research work confirms that modern literary works (fictions) are
to be analyzed from the linguistic and stylistic points of view that should be as the
analysis of all expressive means and stylistic devices, with the help of which an
author shows his thoughts and at the same time makes an appropriate influence on
readers. The quality of speech consisting of several compositional and stylistic

factors excites and keeps a reader’s attention.

In modern literature fictions of mass readers or bestsellers attract the readers
to an author’s created word persuading them to examine the described events. In

other words, such fictions have bright and expressive function of influence.

As it is known, the translation process requires exact and adequate
performance of content, the translator is required to prevail not only the language
skills but also he/she must have a broad knowledge of special terms, the theme of

the material which is under translation.

In the first chapter we have analyzed the notion of literary translation, its
peculiarities, problems that translating of the text causes, the importance of
stylistics in translating the text, especially in understanding and translating of
stylistic and phonetic devices. We analyzed peculiarities of translation of
alliteration, repetition, metaphor, synonyms and the problem of rhyming. We
analyzed the importance of stylistic and phonetic devices in making the text
emphatic, peculiar, emotive, interesting and easy to read. It was mentioned about
difficulties of translating poetry, especially preserving its rhyming. And we
presented the original text of W. Shakespeare’s sonnet, its word-for-word
translation and translations of this sonnet written by different authors. It was
decided that word-for-word translation is not suitable. The translator must be a
poet to translate poetry in order to show the author’s emotions and to make a

translation interesting and easy to read and to remember.
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We have also analyzed some examples of prose and poetry, and we found
out that stylistic devices in almost all languages are similar still though their
functions in speech can be different. We revealed that identical stylistic devices are
used differently in languages; usually they perform different functions and have
different value in stylistic system of their language which is explained by their
necessity when transformations in translation procedures cause to happen and
sometimes even translators make some changes while translating stylistic devices

only to avoid word-for-word and inadequate translation.

In the next chapter we defined some specific features of Dan Brown’s
modern bestsellers, lingua-stylistic and syntactic peculiarities in The Da Vinci
Code and their translation into the Russian and Uzbek languages, and also on the
basis of the given material we tried to conduct a comparative analysis of preserved
stylistic devices in translated versions of the novel The Da Vinci Code into the

Russian and Uzbek languages.

According to our analysis we revealed that Dan Brown uses different
syntactic and stylistic devices which create a specific construction of sentences.
These sentences perform connotative and pragmatic characteristics of prescribed
events, behavior and conditions of characters. An incomplete sentence as a
structural type which is characteristic to oral speech serves for creating natural
communication atmosphere, for persuasion the reader in vividness of described
events and also serves as a tool of creating pictures of heroes’ and their conditions.
Translators either preserve incomplete sentences or replace them with complete

ones dealing in this case with lexical transformations.

While defining the Dan Brown’s individual style we found it important to
define mostly used linguistic and stylistic devices like: foreign words, symbolism,
epithets, euphemisms, similes, metaphors, puzzles; italics, dashes, ellipsis and

many others.
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Dan Brown’s choice of different genres made his works interesting, though
many critics were arguing about true and false facts used in his works, but still the
description of some symbols may seem familiar to the reader however while
reading he/she comes across lots of other explanations of separate symbolisms or

even Biblicisms.

Besides religious metaphors, The Da Vinci Code contains lots of metaphors
and similes in the communication processes of characters and in facts described by
the author. Analyzing some of them we will try to define at what level these
stylistic devices were preserved in Russian and Uzbek translations of the book,
whether they were translated adequately or have some contradicting nuances with

the original.

In the novel we found some cases where an interrogative sentence is
reconsidered into exclamation. Any transposed structure is shown by the author
with the usage of exclamatory mark, but in translation we revealed both
exclamatory and question marks. Dan Brown uses such method of transposing to
make the plot atmosphere more mysterious and intensive, to strengthen readers’
feeling of fear and confusions of characters. Translators show the author’s method

in their adequate translations.

There is no doubt that giving so many interesting facts Dan Brown very
often uses different types of epithets. Epithets which represent material description
of objects can be considered either constant or individualized from the author’s
point of view. An attribute "good" is connected with appropriate, profitable

condition, and an attribute "bad" means not good, of poor quality.

Another stylistic device mostly used by the author in The Da Vinci Code is
euphemism. Especially euphemistic method of translation was used in the Uzbek
translation of the book, because some details about the described nudity in the

original, descriptions of rituals of sex were hidden and mostly omitted.
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Thus, it should be said that Dan Brown uses lots of the like stylistic devices
and as we have analyzed some of them we can say that in translations the
preserving of features of stylistic devices caused some difficulties for translators
and we have seen that they are partially preserved in the Uzbek translation and in
the Russian one. The translators managed to explain, at least found equivalents of
number of stylistic devices.

As a result of our research work the mail stylistic devices and syntactic
peculiarities have been revealed and described from the book The Da Vinci Code.
They were compared with translated versions of the Russian and Uzbek languages.
The degree of adequacy and the degree of contradictions of stylistic devices with
the original have been established on the basis of comparative and linguistic

analysis.
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