UNIVERSITY OF TARTU DEPARTMENT OF ENGLISH STUDIES

EXPLORING NEOLOGISMS: TWO UKRAINIAN TRANSLATIONS
OF ALDOUS HUXLEY’S BRAVE NEW WORLD

MA thesis

SVITLANA HREBENATA

SUPERVISOR: Lect. KATILIINA GIELEN (PhD)

TARTU 2024



Table of Contents

ABSTRACT 3
INTRODUCTION 4
1.1. Neologisms in Language and Literature ... 7
1.2. TYPES OF NEOIOGISIMS.uiussmsessssssssssssessssssssssssesssssssssssssssssssssssssssssssssssssssssssssssssssssssssssassssssssssssasses 11
1.3. Translational Techniques and Strategies . 13
1.4. Translating Neologisms in Dystopian Literature .. mssmmssssssssssssssssssssssssssssssas 18
1.5 Huxley’s NeologiSIMS ...ccuvismismnsmsemssmsmmsmssmsemsnismmsmsssssssmsssssssssssssssssssssssssssssssssssssssssssssssssssnssens 21
METHODS 22
CHAPTER 2: ANALYSIS OF NEOLOGISMS AND THEIR TRANSLATION........cc.c.. 27
2.1. Huxley’s Neologisms in the two Ukrainian Translations .......c.cuemcmnmnmmsesssmnnnessassans 28
2.2. Comparative Analysis of Translational STrategies ...mmmmmmmsmsmssssssssssssssssssssssssssssns 52
CONCLUSION 60
REFERENCES 62
Appendix 1. Parallel corpus: Brave New World and its Ukranian translationS........ 66
RESUMEE 91




ABSTRACT

Aldous Huxley’s Brave New World uses neologisms to paint a detailed picture of a future
society, making it especially interesting to study how this aspect is handled in translation.
This thesis looks at the two existing Ukrainian translations of the novel by Marenko in
1994 and Morozov in 2016, focusing on how each translator approached Huxley’s unique
use of language and what these approaches mean considering the construction of the
novel’s dystopian setting. The thesis also examines why Morozov felt compelled to create
a new translation so soon after Marenko’s, trying to pinpoint what changed in translation
tactics and why.

The thesis is structured as follows: an introduction that sets the stage for the
exploration of neologisms in translation, followed by Chapter 1, which establishes a
theoretical framework discussing neologisms, their role in literature, and their translation
challenges, particularly in dystopian settings. Chapter 2 offers a comparative analysis of
the translation techniques of neologisms used by Marenko and Morozov, providing a
systematic categorization to enhance clarity and support the discussion. The thesis
concludes with a final chapter that summarizes the findings and discusses the broader
implications of these translations for understanding the language and cultural adaptation in
literature.



INTRODUCTION

Aldous Huxley, a distinguished writer from the 20th century, is well-regarded for
tackling intricate ideas and societal critique in his literature. In Brave New World (1932), a
key piece among his works, he sketches a future society that critically mirrors the societal
trends of the 1930s, hinting at a future overwhelmed by technology and governance. In this
dystopian setting, Huxley amplifies existing social issues, serving as a cautionary tale
about the potential dark future that could emerge if these issues are not addressed. Such a
narrative is not just a tale of despair but carries a message of caution, urging society to
notice and alter its course to avoid such futures.

Huxley’s Brave New World is a quintessential dystopia, painting a future of 600
years “After Ford,” where societal harmony is artificially manufactured through genetic
manipulation, psychological conditioning, and the suppression of individuality —
symbolized by the pervasive use of “Fordism” to denote the submission of humanity to
industrial and scientific efficiency. This world, governed by an elite class of controllers,
showcases a society that has sacrificed freedom for stability and happiness, underscored by
the widespread use of soma, a drug ensuring contentment. The novel’s rich use of
neologisms adds depth to this portrayal, making the fictional world’s unsettling aspects
resonate more profoundly with the reader.

This thesis explores the significance of such specially coined terms in the two
Ukrainian translations of Brave New World, analyzing how language shapes our
understanding of dystopia and reflecting on the unusual circumstance of the novel
receiving two Ukrainian translations within a relatively short span: IIpexpacnuii nosuii
ceim Marenko’s 1994 version and Axuit uyoecnuii ceim nosuu! Morozov’s 2016 rendition.
Through a comparative study of these translations, | aim to uncover the nuances and

complexities of adapting Huxley’s inventive language into Ukrainian. Additionally, this



analysis will investigate the possible reasons for Morozov’s new translation of the novel in
2016, especially considering that Marenko’s translation was published only 22 years prior
to that. I intend to compare the translations of neologisms in these timewise close
translations to see the differences in the translators’ approaches and deliberate on the
possible reasons behind the new translation.

Chapter 1 concentrates on the theoretical aspects in order to build a solid
foundation for this research. 1 will begin by looking at neologisms in language and
literature, highlighting their role as a creative linguistic tool that goes beyond conventional
language boundaries. Next, | aim to examine the types of neologisms and translational
techniques and strategies that could be applied to the analysis. After that, I explore
dystopian literature, where neologisms often mirror societal changes, and linguistic
innovation plays a crucial role in depicting these imagined societies. Then, | address the
challenges involved in translating (dystopian) neologisms, which require a delicate balance
between linguistic accuracy and conveying the intended socio-cultural meaning. Lastly, I
will focus on Huxley’s neologisms in Brave New World, their origins, functions, and
narrative significance. In the methods section, | explain my research framework, detailing
the materials used and the methodologies applied in my comparative study.

Chapter 2 examines the Ukrainian translations, focusing on how the neologisms
Huxley uses are translated in Marenko’s 1994 and Morozov’s 2016 editions. In the first
part of this section, | will analyze all findings, which have been systematically categorized
using broad denominators to ensure clarity and readability. This analysis will detail the
translation techniques applied by each translator. The second part will compare these
techniques to determine which are predominant in each translator’s work and deliberate on

the implications of the strategies used by the translators. It will also conclude by discussing



the reasons for the necessity of the second translation and highlight shifts in translation
strategies or changes in reader reception over time.

My goal is to explore how Aldous Huxley’s neologisms transition from English to
Ukrainian, looking at the impact of these terms within a different language and cultural
setting. This involves examining the nuances that arise in this new context and
understanding how translation choices affect the way readers connect with and understand
the story.

In my conclusion, | summarize the key findings of my research, discussing what the
translation of Huxley’s neologisms into Ukrainian reveals about the broader themes of
translation, dystopian fiction, and creative language use. Through this analysis, 1 aim to
shed light on the complex relationship between language, literature, and culture,
contributing to the wider discussions about how stories change and resonate across

different languages and societies.



CHAPTER 1: THEORETICAL BACKGROUND

1.1. Neologisms in Language and Literature

Language is a dynamic and flexible system that continues to renew through the
creation of new words and meanings. Neologisms, as novel terms or expressions, play a
crucial role in the field of literature. As Peter Stockwell (2006: 4) noted, in the context of
science fiction and fantasy literature, the utilization of new words is especially prominent.
These genres are prevalent for the usage of neologisms for the reason that these new words
can create a futuristic and fascinating world that draws the reader’s attention. Stockwell
(2006: 4) further highlights that most examples of neologisms originate from science
fiction and fantasy genres.

Yet, neologisms are not limited only to these genres. The term “neosemy” refers to
the neologisms that were developed for an existing world, and it serves literary fiction
greatly. Stockwell (2006: 5) brings up the example of the evolution of the neologism
“utopia,” originally coined as a proper name by Thomas More for his fictional island in the
New World. It changed over time, leading to the words like “utopian,” “dystopian,” and
“heterotopian.”

Within everyday conversations, we often encounter neologisms, which are new
words or expressions that emerge to describe realities that did not exist before, sometimes
originating from highly specialized fields. This contrasts with neoterms, which are
specifically coined within a particular domain of knowledge to define new specialized
concepts. Unlike neologisms, which naturally evolve to meet communicative needs,
neoterms are deliberately created to clearly define and differentiate concepts within a
knowledge domain, ensuring clarity and reducing ambiguity in professional discourse.

Both neologisms and neoterms represent the evolution of language through the

introduction of new lexical units or the assignment of new meanings to existing ones. The



difference between these two is important for understanding how language and knowledge
grow together. In the study of terminology, a neologism is seen as a term made for a broad
concept. This is slightly different from the everyday understanding of a neologism, which
is either a completely new word or a new twist on an existing word. The terms “neoterm”
and “terminological neologism” have been introduced to tell apart the new concepts that
are important for experts from the new words we might use. This is especially relevant in
studies of lexicology and lexical morphology, highlighting the continuous expansion and
adaptation of language. (Costa et al. 2022: 239)

Neologisms are referred to by many writers, including Crystal (1997: 132), as
“nonce” words since so few of the numerous neologisms that have been coined, altered,
and mutilated have survived. In linguistic studies, the terms nonce-formations and
neologisms are often discussed together, but they have distinct meanings. Nonce-
formations are new words or expressions created by speakers for immediate use, reflecting
a specific need or context at that moment. These creations are unique because they are
formed actively by the speaker rather than being drawn from their existing vocabulary. As
such, nonce-formations are characterized by their novelty and are typically used only once.
(Hohenhaus, 2005: 364)

Occasionally, nonce formations have become accepted by society, at which point
they become neologisms rather than “nonces,” which are forms employed “for the
(n)once.” (Crystal, 1997: 132). Neologisms, on the other hand, are words that have moved
beyond their initial creation and have started to be recognized and used by others. This
means they have transitioned from being one-off creations to becoming part of a wider
community’s language. While still relatively new, neologisms are considered to be in an
earlier stage of being incorporated into the lexicon, making them more familiar to users

over time.



This distinction highlights the dynamic nature of how words enter and settle into a
language. Nonce-formations, with their single-use nature, demonstrate the fluidity of word
creation. In contrast, neologisms show how some words begin to take root in the language,
moving toward becoming fully accepted terms. This process underscores the complexity of
word formation and adoption, illustrating the journey from a word’s initial use to its
potential establishment in the dictionary. (Hohenhaus, 2005: 363)

Simatupang and Heryono (2022: 1020) highlight that the endurance of a neologism
significantly influences its acceptance into the lexicon. A new word needs to be broadly
accepted by the public and used for at least five years before dictionaries recognize it and
include it in the common vocabulary. This criterion underscores the importance of
longevity in the success of new-word formations. Such formations, often known as
neologisms, refer to words or phrases created to describe new objects or ideas previously
unrecognized. This process highlights neologisms as a key mechanism in language
evolution, reflecting the ever-changing landscape of human thought and culture.

Behera et al. (2013: 26) point out that the lifecycle of a neologism includes the
following stages: unstable (new or utilized only by a minority of society (sometimes
labeled as protologisms)); diffused (it has gained a surprising frequency of use but is not
yet widely accepted); stable (having become well-known, commonplace, and maybe
earning enduring acceptance); dated (the time at which a word has lost its novelty, gained
official linguistic recognition, and possibly even started to sound cliche); passé (a
neologism that becomes so culturally dated that people avoid using it because doing so is
perceived as a stigma or an indication that one is not according to the standards of a
changing cultural tradition. In this case, the neologism may even completely disappear

from the lexicon).



So, neologisms play a role as a dynamic mechanism for vocabulary expansion, as
far as the lexical layer of language is the most susceptible to change; and lexicon is
important for the reflection of the people’s life’s diversity. Neologisms are also powerful
stylistic devices used to create distance from reality in literature work.

The study of neologism’s evolution reveals a growing and significant area of study.
Neology, though relatively recent, has become more complex and important. This field
remains somewhat contentious, especially regarding its tasks and structure. Defining
neology’s objectives involves combining theoretical and practical knowledge to establish it
as an independent discipline within linguistics.

The development of neology as a scholarly field has progressed through different
stages, from initial attempts to interpret obscure words to developing essential concepts,
including neography, a new writing way. The formation and rise of neology are mainly
associated with the latter half of the twentieth century. Despite contemporary research,
many issues related to neologism terminology, the nature of lexical innovation, and
methods of study remain unresolved.

Today, neology is seen as the science of novel phenomena across all linguistic
system levels, extending beyond its lexical subsystem. This broader perspective has led to
a new trajectory in linguistic studies, examining neologisms as units across various
language levels. Some scholars project the neologism category onto all language levels,
significantly expanding its scope.

The emergence of new words, meanings, and combinations is shaped by both social
and intralingual influences. This necessitates consideration when analyzing lexical and
phraseological innovations. The traditional notion of a “new word” has evolved over

centuries, initially limited to loanwords. However, contemporary lexical innovations have
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played a pivotal role in stimulating word formation and semantic processes, shedding light

on crucial developmental trends in language (Kosovych 2020: 23)

1.2. Types of Neologisms

Neologisms are fascinating elements in language and literature, reflecting the
evolving nature of our communication. These new terms or existing words with fresh
meanings are pivotal in expressing contemporary ideas and phenomena. They are not just
linguistic novelties but also cultural indicators, showing how language adapts to new
concepts and technological advancements.

There are also different approaches to classifying neologisms proposed by experts
in the field, each providing a unique perspective on these new linguistic entities. Such
categorizations offer a variety of paradigms for the analysis of neologism generation and
absorption into language.

According to Behera et al. (2013: 27), there are several fields related to the ultimate
sources of neologism. Her collection identifies nine domains, although these are not fixed
and may be expanded. These domains include scientific terms or expressions used to
characterize recent discoveries in science and technological words or phrases used to
represent inventions and innovations. Political neologisms are used to convey political or
rhetorical messages, while pop-culture terms characterize phenomena in popular culture or
originate in mass media. Imported words or phrases come from foreign languages, usually
employed to convey concepts for which there is no direct translation into the original
language. Trademarks often consist of newly created words or neologisms that ensure
uniqueness and distinction from other brands. Nonce words are created for single use,

typically to produce a unique literary effect. Inverted words are formed by reversing the
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spelling of a standard word, and paleologisms are terms that, despite claims of being new,
have been long used.

Peter Stockwell (2006: 4), focusing more on literature, emphasizes compounding as
a common form of neologism in English, a Germanic-based language. He acknowledges
the role of borrowing in creating neologisms and notes that true original creation is rare.
Stockwell (2006: 4) observes that true creativity frequently shows up in proper names,
which grow into full neologisms thanks to grammatical derivation. He also mentions
abbreviations and acronyms as methods of generating neologisms, providing illustrations
such as fax from facsimile and cyborg.

Peter Newmark (1988: 140) offers a broader categorization that includes both new
forms and new meanings, presenting an extensive classification that covers a wide range of
neologisms applicable in various linguistic contexts. He divides neologisms into two main
types. Type A consists of existing lexical items that have taken on new senses, which can
include individual words as well as collocations. Type B introduces entirely new forms
into the language. This group encompasses a variety of constructions, such as new
coinages and derived words, which include blends and abbreviations. It also covers
collocations, eponyms, phrasal words, transferred words with both new and old referents,
acronyms that may have new or old referents, pseudo-neologisms, and internationalisms,
reflecting the dynamic nature of language as it evolves to meet contemporary needs.

When comparing these systems, Stockwell’s literature-centric perspective is more
relevant for literary analysis. Newmark’s broad categorization suits a general linguistic

study, covering a wide spectrum of neologisms.
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1.3. Translational Techniques and Strategies

As Newmark (1981: 7) claims, the art of translation involves attempting to replace
a written statement or message in one language with an identical statement or message in
another. Scholars have mentioned a variety of techniques for translating. Vinay and
Darbelnet (1958: 84) defined two main methods of translation: direct and oblique. Direct
translation implies transposing the original language message part by part into the target
language and filling the gaps if such occurs by corresponding elements so that the overall
meaning stays the same. There are three translation procedures that are considered direct:

1) Borrowing. This is a translation technique used when there’s a gap in the target
language that can’t be filled satisfactorily with an existing equivalent. In these
cases, the translator opts to directly take the original word into the target language.
This approach ensures the precise meaning is conveyed and can also introduce a
unique stylistic effect.

2) Calque. This is a unique form of borrowing where a language adopts an expression
from another language but translates each element literally. This process can
produce two outcomes: a lexical calque, which fits into the syntactic structure of
the target language while bringing in a new way of expression; or a structural
calque, which introduces a novel construction to the language.

3) Literal, or word for word, translation. It involves directly transferring text from the
source language (SL) into a target language (TL) version that is both grammatically
and idiomatically correct.

If neither of these three procedures is acceptable for translation, translators must
seek help from oblique translation. This means that more complex methods should be used
not to upset the syntactic order or lexis of the TL and to gain control over the reliability of

the translation. Oblique translation contains the following procedures:
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1)

2)

3)

4)

signs.

Transposition. This technique is where one word class is substituted for another
without altering the overall message’s meaning. This process, while often used in
translation, can also be employed within a single language.

Modulation. It involves altering the message’s form through a shift in perspective.
This adjustment may be necessary when, despite a literal or even transposed
translation yielding a grammatically correct expression, it is deemed inappropriate,
non-native, or awkward in the target language.

Equivalence. This is a method that generates texts with equivalent meanings.
Typically, these equivalents are syntagmatic, influencing the entire message.
Consequently, most equivalences are established and form part of a phraseological
collection, including idioms, clichés, proverbs, and various nominal or adjectival
expressions.

Adaptation. This procedure comes into play when the situation described by the
source language (SL) message does not exist within the target language (TL)
culture. In these instances, translators must craft a new scenario that serves as an
equivalent. Thus, adaptation can be seen as a unique form of equivalence,
specifically situational equivalence.

Jakobson’s work, On Linguistic Aspects of Translation (1959, 233), categorizes

translation into three types: intralingual, which occurs within the same language and
involves paraphrasing or rewording; interlingual, which takes place between two different

languages; and intersemiotic, which involves translating between different systems of

Adachi (2012: 182) points out that there exist two large categories of translation

techniques — literal and liberal. Literal means direct translation from the source to the target

language. Liberal category is divided into smaller categories that include interpolation
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(amplification or substitution), deletion, and replacement (adaptation, description,
discursive creation, generalization, particularization, transposition).

In A Linguistic Theory of Translation, Catford (1965: 21) outlines three main
translation classifications, focusing on how comprehensive the translation is, the linguistic
levels it encompasses, and the hierarchical levels at which translation occurs. First, Catford
explains the difference between full and partial translations. The full translation is when
the translator fully converts the source text into the target text, leaving none of the original
untranslated. On the contrary, a partial translation only translates select sections of the
source material.

Second, he introduces the concepts of total and restricted translations, which
concern the language levels affected during translation. Total translation, the common
understanding of translation, involves substituting all linguistic levels of the source text
with equivalents in the target text. However, this term is somewhat misleading because
while it suggests a complete replacement, it does not always match equivalents across all
linguistic levels. Specifically, total translation includes replacing the source text’s grammar
and lexicon with equivalent structures in the target text, which may lead to changes in the
source language’s phonology or graphology that are not direct equivalents. Restricted
translation, in contrast, is limited to replacing content at only one specific linguistic level,
such as phonology, graphology, or a single level of grammar and lexis.

Lastly, Catford (1965: 8) discusses translation ranks, referring to the specific levels
within a grammatical or phonological hierarchy where equivalence between the source and
target texts is established. This classification emphasizes identifying at which specific level
or levels of translation equivalences are most accurately achieved, whether at the level of

individual words, phrases, clauses, or larger textual units.
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Overall, Catford’s framework for translation categorizes the process based on the
scope of the translation, the linguistic levels involved, and the granularity at which
equivalences are sought, offering a detailed approach to understanding the complexities of
translating texts from one language to another.

Larson (1998: 3) distinguishes between two primary translation approaches: form-
based and meaning-based. Form-based, or literal translations, adhere closely to the source
language’s structure. In contrast, meaning-based or idiomatic translations prioritize
conveying the source text’s meaning using the natural expressions of the target language.
Larson (1998: 18) notes the challenge of maintaining an idiomatic translation throughout a
text. A translator might render some sections into the target language smoothly and
naturally, while other parts might revert to a more literal translation style. According to
Larson (1998: 19), translations vary widely, ranging from very literal to fully idiomatic,
with many falling somewhere in between on this spectrum, sometimes even leaning
towards being excessively free in their interpretation.

Chesterman (1997: 93) outlines translation strategies into three main types:
semantic, syntactic, and pragmatic changes, each with specific techniques. These
categories often overlap, making it difficult to identify which strategy is used in a specific
instance. Syntactic strategies, in particular, focus on adjusting the grammatical structure of
the target text compared to the original. Chesterman (1997: 13) argues that while most
translation efforts lean away from a word-for-word approach to better suit the target
language’s nuances, literal translation is often considered a foundational method by many
in the field.

Among the strategies discussed, literal translation encourages staying as true to the
source text’s form as possible without copying the source language’s structure directly.

Loan translation involves incorporating terms directly from the source and maintaining its

16



structure, which might be unfamiliar to the target audience. Transposition, a concept
borrowed from Vinay and Darbelnet (1958: 88), refers to changing the grammatical
category of words, like turning an adjective into a noun. Chesterman (1997: 95) also
introduces the idea of unit shift, based on Catford (1965: 79), highlighting changes at
various linguistic levels from the morpheme to the paragraph.

Further, paraphrase structure change tweaks the internal arrangement of noun or
verb phrases to match a similar phrase in the target language. Clause structure change
reorganizes the way phrases or clauses are composed, such as changing voice or the
arrangement of clause elements. Sentence structure change affects the overall sentence
construction, especially the relationship between main and subordinate clauses. Cohesion
change aims to improve how sentence parts connect for better fluency and understanding,
often through techniques like pronoun reference or repetition.

Chesterman (1997: 99) also touches on level shift, addressing differences in
phonological, morphological, syntactical, and lexical aspects across languages. Scheme
change deals with rhetorical devices such as parallelism or alliteration, particularly in
poetry, emphasizing the arrangement of language to maintain stylistic elements.

In summarizing Chesterman’s syntactic strategies, it is evident that there is
complexity in translating grammatical structures from one language to another. These
strategies showcase the nuanced decisions translators make to maintain the integrity, style,
and clarity of the original text while making it accessible and understandable in the target
language.

Building on these foundational translation techniques, | must consider the broader
strategies that influence the translator’s approach to a text. Domestication and
foreignization are two fundamental strategies in translation that address the cultural and

linguistic adaptation of texts. These concepts were first introduced by American scholar
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Lawrence Venuti (1995: 20). Domestication modifies a foreign text to conform to the
cultural and linguistic norms of the target language, effectively making the author feel “at
home.” In contrast, foreignization preserves the uniqueness of the original text, thereby
‘sending the reader abroad’ to directly encounter the foreign culture and language nuances.

It’s crucial to understand that while literal and liberal translations focus on
linguistic form, domestication, and foreignization manage the interaction between two
distinct cultures. Domestication reshapes the source culture to fit the target culture’s
expectations, while foreignization maintains the original cultural context. These strategies
are particularly significant when there are notable differences in cultural connotations and
linguistic expressions between the source and target languages. (Yang 2010: 77)

For this study, I will adopt an adapted version of Vinay and Darbelnet’s taxonomy,
enriched with Catford’s concepts of full and partial translation and Adachi’s spectrum of
liberal to literal translation approaches. This framework will guide my examination of
specific translation strategies, including borrowing, calque, and literal translation from
Vinay and Darbelnet, as well as obliqgue methods like adaptation and equivalence. I will
also integrate Adachi’s techniques such as reduction, description, generalization,
amplification, and particularization. Additionally, I will reference Catford’s definitions of
partial and full translation as needed. | will use this framework to identify and discuss the
predominant strategies employed by translators and to evaluate how these methods

influence the retention or adaptation of cultural and linguistic elements in translated texts.

1.4. Translating Neologisms in Dystopian Literature

In dystopian literature, the author’s ability to create a believable, strong society

stands as a cornerstone. These narratives rely on detailed world-building that draws readers
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into a setting that is both realistic and convincingly true-to-life. Central to these elaborately
constructed worlds is the nuanced use of language and the invention of new terms that
distinguish these societies from our familiar reality. Dystopian works branch into a specific
category of science fiction, characterized by their exploration of futures that have deviated
drastically from our own, often descending into oppressive regimes. These narratives serve
as warnings, painting grim futures that extrapolate from current social trends to envision
societies where ideals of human perfectibility are bleakly inverted. (Sisk 1997: 2)

Dystopia is portrayed as a bleak, often anarchic society — a stark contrast to our
current world, as described by Stancuta Ramona Dima-Laza (2011: 41). It is a depiction of
a future where everything has taken a turn for the worse, presenting a vision of life more
daunting than today’s. In these dystopian settings, language transforms into a powerful tool
of control. As Baccolini (2003: 5) points out, the ruling powers in these narratives wield
language to manipulate citizens’ thoughts, actions, and freedoms. This theme of language
control is a recurrent motif, underscoring the dystopian authorities’ dominance through
linguistic manipulation.

When it comes to translating dystopian literature, especially its neologisms,
grasping the intricacies of language used becomes crucial. These newly coined words
enrich the dystopian universe’s fabric, bearing thematic significance from societal control
to the resilience of the human spirit. Translators navigating these neologisms face the
challenge of not only translating words but also conveying the cultural and contextual
essence they carry.

The dystopian genre finds its foundation in three landmark novels: We by Eugene
Zamiatin (1924), Brave New World by Aldous Huxley (1932), and 1984 by George Orwell
(1949). The authors carefully construct societies there — Zamiatin’s United State,

Huxley’s World State, and Orwell’s Oceania. The narratives explore the themes of power
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and defiance against the backdrop of oppressive governments, guided by memorable
leaders such as the Well-doer, Ford, and Big Brother.

A fascinating aspect of these dystopias is their use of neologisms or “quazirealia,” a
term coined by O. Rebrii (2012: 134) to describe the lexical units that signify objects
imagined by the author to depict the fantastical worlds where their stories unfold. These
new words serve various purposes, from describing technological advancements to
emphasizing the cultural shifts within these societies. For instance, in Zamiatin’s We, the
term membpana (translated as street membrane) illustrates a device capturing public
conversations, hinting at the pervasive surveillance in the United States. Orwell’s
telescreen in 1984 performs a similar function, symbolizing the government’s watchful eye
over its citizens.

Each novel introduces its own set of quazirealia, spanning categories like
technology, transport, and even food and drinks, which help paint a vivid picture of life in
these future worlds. Zamiatin’s aero presents a vision of futuristic air travel, while
Huxley’s inclusion of helicopters as personal vehicles and the narcotic soma reflect both
technological advancements and societal decay. Orwell, with his Victory Gin and Victory
Coffee, uses quazirealia to underscore the grimness and irony of life in Oceania. (Votinova
2018: 4)

Translating these neologisms poses a unique challenge, requiring a balance between
preserving the original’s inventive spirit and ensuring the translated terms resonate with
new readers. The translations must capture the essence of the dystopian societies,
conveying the authors’ critiques of totalitarianism and the loss of individuality. Through
careful selection of words, translators play a crucial role in bringing these richly imagined
worlds to life for a global audience, ensuring the timeless messages of Zamiatin, Huxley,

and Orwell continue to provoke thought and discussion.
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1.5 Huxley’s Neologisms

Aldous Huxley employs a wide range of original neologisms in Brave New World
to depict novel technological and scientific inventions, institutions, entertainment forms,
and a quasi-religious system. Emily James (2015) notes that Huxley’s technique of crafting
these neologisms began in the 1920s, using them to critique and satirize future societies
through a process of linguistic innovation deeply influenced by scientific terminology,
particularly taxonomy. This approach allowed Huxley to enrich the language of futurism
by inventively reconfiguring words. Paula Lopez-Rua (2019: 117), in her analysis,
examines the morphological word formation processes in dystopian literature, including
derivation, compounding, and shortening in Brave New World. These processes not only
name the new realities within Huxley’s dystopia but also serve to manipulate and control
the populace, underlining the power dynamics at play. Together, James’s and Lopez-Rua’s
insights highlight Huxley’s sophisticated use of language to construct a vivid and critical
portrayal of a dystopian future, emphasizing the integral role of neologisms in shaping both

the world and the thematic concerns of the novel.
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METHODS

In my thesis, | explore the translation of neologisms in the Ukrainian renditions of
1994 and 2016 of Aldous Huxley’s Brave New World. The approach | adopt is reading
against the grain, a critical method that encourages a deep engagement with the text. This
method, discussed extensively in Bartholomae et al. (2016: 40), invites readers to challenge
and question the author’s viewpoints, seek alternative interpretations, and interact with the
text in a conversational manner. It emphasizes not just understanding but also interrogating
the text’s content, assumptions, and its cultural and temporal contexts.

My selection of neologisms for analysis involved a personal process where |
identified terms that appeared to be newly introduced or had undergone significant changes
in the Ukrainian versions of Aldous Huxley’s Brave New World from 1994 and 2016.

In the appendix of my thesis, | provided examples from the text to clearly
demonstrate the context in which these neologisms are used. This selection process was
crucial for illustrating the translators’ choices and understanding how these terms fit into
the narrative. My approach aligns with the critical method of reading against the grain,
which emphasizes deep engagement with the text, encouraging a questioning and
exploratory perspective.

To complement this, | use comparative analysis to examine the translation
techniques in the two Ukrainian versions, specifically focusing on neologisms that are
translated differently. This method helps reveal how translators have navigated the
linguistic and cultural shifts over time and the impact these have had on the portrayal of
Huxley’s futuristic lexicon.

For clarity and thoroughness in analyzing how neologisms are handled in
translation, | categorize them based on their original semantic meaning and function in the

text into the following categories: Proper names, Ford-category, Science and technology,
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Consumption, Entertainment, Physical sensation, Auditory sensation, and Miscellaneous.
This organization aids in exploring thematically how different types of neologisms are
adapted or transformed in the Ukrainian context.

Moreover, understanding the translation techniques used is crucial in the
description of two different translations. | have adopted the system devised by combining
Vinay and Darbelnet’s categories, Catford’s categorization of full and partial translation,
and Adachi’s liberal and literal poles of translation. I will employ this framework and use
their classification of translation techniques in order to describe my empirical material. The
techniques by Vinay and Darbelnet, as well as Adachi, include borrowing, calque, and
literal translation, along with oblique strategies such as reduction, adaptation, description,
generalization, amplification, particularization, and equivalence.

| defined several direct translation techniques crucial for adapting neologisms from
Aldous Huxley’s Brave New World into Ukrainian. The first technique, borrowing,
involves taking words directly from the source language and using them unchanged in the
target language. This approach is used when there are no equivalent words in the target
language or when the source language word captures a concept more effectively, often
bringing a cultural nuance that would otherwise be lost.

Calque is another method where a phrase or compound word is translated literally
from the source to the target language, creating new lexical items that mirror the structure
of the original terms. This method helps maintain the semantic structure of the original
while introducing new terms.

Literal translation is a straightforward word-for-word translation of a syntagm or
expression, but not of a single word. It transfers where the aim is to keep the grammatical
and idiomatic correctness of the target language. This method works best when the

languages are closely related, ensuring that the translation remains true to the original in
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both content and style. However, this technique requires careful application to avoid overly
literal translations that fail to capture the nuances of the source language.

These techniques are pivotal in translating neologisms, allowing for the effective
conveyance of literal meanings and the cultural contexts embedded in the original
language.

Moreover, | also focus on how oblique translation techniques effectively handle
the nuances of language and culture when adapting neologisms. One such technique,
reduction, involves deliberately leaving out elements that aren’t necessary, making the
translation more straightforward while keeping the original’s core intact.

Adaptation is crucial for phrases or terms that don’t have direct equivalents in the
target language, especially those deeply tied to cultural specifics. This approach tweaks the
content to fit the cultural context of the target audience, making the translated work feel as
if it was originally crafted for them.

Then, there is the description method, which replaces complex terms or expressions
with explanations of their function or appearance. This is particularly useful for making the
intent behind neologisms or specialized terms clearer to the target audience.

Generalization simplifies specific or culturally nuanced terms into language that is
more universally understandable. This method broadens the appeal of the translation by
using more generalized terms that still convey the original’s essence.

The equivalence technique is based on capturing the emotional and contextual
nuances of the source language in the target language. It finds terms or expressions that
provoke similar responses across different cultures and ensures that the translation
maintains the original’s impact and meaning.

Additionally, amplification adds clarifications or details to the translation,

enhancing understanding without altering the fundamental meanings. It often provides
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necessary context or elaboration where the source material may assume certain cultural
knowledge.

Particularization is another key technique, where the translator opts for more
precise or specific terms to enhance clarity and alignment with the original text. This
method fine-tunes the translation by narrowing down broader concepts into more exact
terms, which can provide a more detailed and accurate reflection of the source material’s
intent.

These strategies form the backbone of my approach to translation that showcases
my commitment to creatively and effectively bridging the gaps between cultures and
languages. Thus, it guarantees that the translations are not only true to the original’s
meaning but also resonate culturally and emotionally with the new audience.

Each discussed technique reveals a specific aspect of the translators’ approach,
highlighting how they either bridge or underscore the cultural and linguistic differences. It
is worth noting that these methods are sometimes blended or partially used to achieve
nuanced translations that are understandable for the target audience.

In addition to detailing specific translation techniques, this study conducts a
comparative analysis of the prevalent strategies used by each translator in adapting the
novel into Ukrainian. After analyzing how neologisms are handled through various
translation methods, | assess the dominant strategies — domestication and foreignization,
employed by each translator.

Under the strategy of domestication, techniques such as adaptation, equivalence,
reduction, description, generalization, amplification, and particularization are used. These
methods aim to make the text more accessible and relatable to the target culture by aligning

it closely with local cultural and linguistic norms. These techniques modify the original
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text to diminish foreign elements and make the translation feel as though it was originally
written in Ukrainian.

Conversely, foreignization involves techniques like calque, borrowing, and literal
translation, which preserve the foreign qualities of the source text. This approach allows
the reader to experience the cultural and linguistic peculiarities of the original language. By
maintaining the foreignness of the original, these techniques honor the cultural and
linguistic diversity inherent in the source material.

Through this detailed examination, my thesis will shed light on the intricate process
of translating Huxley’s complex ideas and neologisms, offering insights into the broader
implications of these translational choices for understanding his dystopian vision in

Ukrainian society.
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CHAPTER 2: ANALYSIS OF NEOLOGISMS AND THEIR
TRANSLATION

The late 80s and 90s marked a significant period for Ukrainian readers, who, for the
first time, could explore the globally acclaimed dystopian novels in their own language.
(Votinova 2018: 2) This delay in introducing Ukrainian translations of dystopian classics
can be attributed to several factors, predominantly ideological constraints shaped by the
political climate of the time. Rudnytska (2011: 51) points out that the ideological barriers,
deeply rooted in the legacies of Soviet culture, played a crucial role in shaping Ukrainian
translation studies and the broader literary landscape. Sherry (2012: 163), a scholar on
Soviet censorship, describes how Western influence sparked political unrest in the USSR,
leading to stringent ideological control over foreign literature, including dystopian works,
through censorship.

These restrictions were not arbitrary but based on criteria that favored authors and
works aligned with or neutral to the ruling ideology, effectively sidelining dystopian
literature that critiqued “democratic” regimes and their leaders. Strikha (2006: 16)
highlights additional barriers specifically for Ukrainian translations, suggesting efforts to
undermine the Ukrainian language and facilitate assimilation processes within the USSR.
Translation during the Soviet era was marked by a totalitarian approach, focusing on
logical structure, clarity, and a constrained vocabulary, as described by Rebrii (2016: 30).
This method favored borrowed and international terms over native expressions, limiting
the use of neologisms and realia. However, the landscape of Ukrainian literary translation
underwent a transformation post-independence despite initial challenges posed by
economic, financial, and cultural hurdles. This new era welcomed a diversification in
literary translation, enabling Ukrainian translators to introduce global literary treasures,

including dystopian narratives, to local readers eager to explore new genres and authors.
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This section examines how Aldous Huxley’s neologisms in Brave New World have
been translated into Ukrainian by Marenko in 1994 and Morozov in 2016 and explains the
translators’ strategies in navigating the complex interplay of language, ideology, and
literary expression. | will focus my analysis solely on examples of neologisms that
highlight the differences between translators’ approaches, which will guide me in
understanding why a second Ukrainian translation was necessitated.

In the first part of this section, | will explain my findings and classify them
according to the defined broad denominators for neologisms and how the new words were
translated in both renditions, incorporating elements from Vinay and Darbelnet’s system,
Catford’s categorization of full and partial translation, and Adachi’s liberal and literal poles
of translation. I will then proceed to analyze and compare the translational strategies used
by Marenko and Morozov. This comparative analysis will lead to a conclusion where 1 will
discuss the reasons behind the emergence of the second translation, drawing insights from

the differences and similarities in their approaches.

2.1. Huxley’s Neologisms in the two Ukrainian Translations

According to Vinay and Darbelnet (1958: 84), direct translation aims to preserve
the closest possible source text’s meaning and nuance within the target text, ensuring that
the original message is conveyed with minimal alteration. This approach is challenging
when dealing with neologisms, as it requires the translator to find or invent words in the
target language that closely match the concepts and connotations of the original. Oblique
translation (Vinay and Darbelnet (1958: 84)), in contrast, encompasses a set of more
flexible strategies that may initially seem unconventional. These methods are employed
when direct translation proves insufficient for effectively conveying the source text’s

meaning in the target language.
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From this analysis, | can gain insights into the translator’s strategies for maintaining

the integrity of Huxley’s original vision while making it accessible to Ukrainian readers.

1. Proper Names

Proper names are a category of neologisms in Huxley that contributes to the
creation of the fictional dystopia, setting the scene and establishing the environment of the
New World. We can find names of establishments, venues and practices created especially
for this dystopian world. When translating the names of institutions in the word
combination the various Bureaux of Propaganda and the College of Emotional
Engineering, the Ukrainian authors use different approaches. Marenko prefers oblique
technique Incmumym mexnonoeii nouymmie iz piznumu 6iooiramu nponazanou, Where he
uses generalization in translation of emotional engineering as mexronozis nouymmis.
Additionally, he combines these 2 separate institutions in one and, therefore, distorts the
original meaning. Morozov chooses literal translation Bcinski nponazanoucmenwki 610po i
Koneddic emoyiunol inocenepit; this word-for-word technique is acceptable and fits this
example, conveying the original text’s meaning well.

Marenko opts for a direct literal translation of the title Director of Hatcheries and
Conditioning as oupexmop Inxybauyitino-Konouyirosanvrozo [Jenmpy but borrows the term
conditioning (korouyirosanvrozo). This translation may not fully resonate with all
Ukrainian readers due to its uncommon usage and reliance on English language familiarity.
On the other hand, Morozov also adheres to a literal translation strategy, rendering
Hupexmop inkybayitino-3ymosniosaivro2o yenmpy, but it is worth mentioning that the
approach for conditioning is using calque 3ymosmosarvnozo. This term stems from ymosa,
the Ukrainian word for condition, potentially offering clearer understanding and cultural

relevance for the audience. The acronym D.H.C in Marenko’s work is further translated
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with the technique of reduction as Jupexmop, and it doesn’t describe the full title.
Morozov’s translation is more accurate and consistent; he uses Jupexmop I3L], which is an
acronym of his full translation of Director of Hatcheries and Conditioning.

In the novel, Super-Vox-Wurlitzeriana and Super-Wurlitzer represent a synthetic-
music box. Morozov adopts a borrowing strategy for these terms, which originate from the
surname of the American novelist and screenwriter Wurlitzer, translating them into
Ukrainian as Cynep-Bokc-Byprimyepiana and Cynep-Bypaimyepa. These translations are
essentially phonetic reproductions of the original English words, preserving the foreignness
of the terms to enhance the exotic appeal of the source material for Ukrainian readers,
although this could potentially complicate comprehension. In contrast, Marenko employs a
more generalized approach by using the term cynepzonoc, which translates to supervoice.
This choice, while creative, fails to capture the full nuance and specificity of the original
terms, possibly diluting the intended richness.

When translating Fordson Community Singery, both translators opted for a literal
word-for-word translation @oposzonisceroi epomadcwroi cnisanvni, a technique that closely
mirrors the structure and components of the original English phrase. Keeping Fordson
highlights its thematic importance, while Community Singery accurately conveys the idea
of a communal music venue. This faithful translation allows Ukrainian readers to grasp the
text’s deeper cultural and social implications.

Next is the translation of the neologism acronym Y.W.F.A, which stands for Young
Women’s Fordian Association. Marenko selects @opoiarncoroi’ Acoyiayii Monooux JKinok
— a literal translation word-for-word that spells out the full term, which helps the readers
to grasp the meaning better. Morozov translates this word combination as ¢opdiscekoi

acoyiayii onavox, enabling literal translation in the part of Fordian Association and
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reduction in Young Women s, since roonauxu is a word in the Ukrainian language that
signifies young women.

Another newly coined term, Aphroditzeum — a name for a venue where higher
castes could be elected under a specific rule — is translated by Morozov using a direct
method. He borrows the term as Agpooimeymi, maintaining the original essence.
Conversely, Marenko opts for an oblique adaptation technique in his translation,
Agppooumopii, by choosing the word ayoumopis (meeting room), which is commonly used
in Ukrainian. This adaptation connects Huxley’s neologism to a familiar Ukrainian concept
and enhances the term’s comprehensibility for local readers.

The Social Predestination Room is a key step in the process of creating human life
in the novel, where the future roles of individuals within the caste system are determined.
Marenko’s choice of the term Biooin cycninbnozco konouyiroeanns could make readers
confused since konouyirosanns typically means conditioning, which does not suggest
determining destinies. Moreover, Biooix translates to department, which might alter the
meaning in translation. Thus, the translator employs an oblique adaptation technique and a
direct calque for the word social in translating this concept, but this results in a meaning
that slightly diverges from the original. On the other hand, Morozov opts for a literal
translation with xkivnamu coyianvnozo eusnauenns, which more accurately conveys the
idea of predestination, as susrauenns stems from susnauamu, meaning to predestine.
Additionally, the word coyiarsnuii, derived from the Latin socialis, mirrors its English
counterpart, enhancing the translation fidelity to the original context.

The term Neo-Pavlovian Conditioning Rooms refers to the spaces where infants are
systematically trained to develop a dislike for flowers and books. This conditioning
technique is inspired by the Russian scientist Ivan Pavlov and his famous Pavlov

experiment. The scientist studied dogs and found out that they could be conditioned to
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salivate at the sound of a bell when it was repeatedly paired with the presentation of food.
His findings highlighted that various responses could be conditioned this way. In the novel,
the state adopts Pavlovian methods to program human infants. When translating Neo-
Pavlovian Conditioning Rooms into Heonasnoscwki kimnamu euxosanns, Marenko utilizes
a translation strategy of literal translation (Heonasnoscoxi xkimnamu) and adaptation
(suxosanns). However, it is important to note that the adaptation technique is used to
replace the term conditioning with a more common term upbringing in the target culture,
which partially explains what Neo-Pavlovian is. Morozov’s rendition was Hogonasnoscuki
symosmosanvhi kimnamu, Where he utilized literal translation. He is more consistent with
the translation of conditioning since it again stems from ymosa (condition).

V.P.S., or Violent Passion Surrogate, describes a compulsory procedure that
citizens undergo monthly at a conditioning center. Here, they receive an adrenaline rush,
artificially induced to satisfy their emotional needs for fear and anger. This method ensures
that people experience these intense emotions in a safe and controlled setting, negating the
necessity for actual violent acts and maintaining societal order. In the first translation by
Marenko, this term is transferred as CCI1, or Cypoeam Cunvnoi Ilpucmpacmi, which
contains a part of the literal translation technique applied to Passion Surrogate and an
oblique strategy of adaptation in the word violent. However, cuzsnoi (which means strong
in English) does not represent the sense of the word violent in this context; therefore, it
might lead to an incorrect perception by readers. Morozov in 2016 translation provides us
with a closer to the original meaning alternative 3./7.11, or 3aminnuka ouxoi npucmpacmi,
which is created by literally translating the name of this chemical word-for-word. /Juxoi in
this context is more applicable because it signifies wild and is a substitute for violent for

describing people’s behavior of becoming angry.
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The neologism Arch-Community-Songster of Canterbury is Huxley’s equivalent for
the Archbishop of Canterbury, primate of the Church of England. In both translations, the
method of literal translation was utilized: Marenko used Apxicnieanvruk
Kenmepoepiticoxuii, MOrozov - apxiepomaocvxuti cniseys kenmepbepiticokuti. However,
in Marenko’s version, the oblique translation technique of reduction was applied, too; the
author left out the word community, which might affect the original message.

The terms Liners and Matriculators are translated differently by Marenko and
Morozov. Marenko opts for the adaptation method, rendering matriculators as
niokiaoHuxis, a translation that resonates well since it derives from xzacmu, meaning to
put, and closely aligns with the workers’ tasks of positioning embryos. However, his
choice to translate liners as 2izs3, which translates to casing (commonly used in the context
of ammunition), does not adequately reflect the job responsibilities or the thematic essence
conveyed in the original text. Conversely, Morozov also applies an adaptation strategy but
with greater consistency and cultural sensitivity. He uses the terms yxraoansnuyi and
sxnaoanvruxu for liners and matriculators, respectively. Both terms stem from the verb to
put and are culturally coherent, enhancing the understanding of the job roles within the
novel’s setting. This consistent use of related terms helps preserve the original narrative’s
intent and clarity and makes the dystopian functions more accessible to the Ukrainian
audience.

The translation of neologisms of the proper names category in Brave New World
showcases the varied approaches of Ukrainian translators Marenko and Morozov. Marenko
tends to generalize and merge terms, which can sometimes obscure the details of the
original text, as seen in his translation of institutional names. In contrast, Morozov opts for
literal translations that maintain the specificity and distinct functions of each institution,

thus preserving the clarity and intent of the original. Both translators use calques
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effectively, such as in the translations of Fordson Community Singery, which help retain
the original’s flavor and specificity crucial in speculative fiction. However, Morozov
generally stays closer to the source text in both structure and meaning, enhancing clarity
and fidelity to Huxley’s world-building. Their strategies highlight a balance between
maintaining literal accuracy and adapting the text to resonate with Ukrainian readers, with
Morozov often favoring direct correspondences that facilitate understanding of the
dystopian lexicon, while Marenko’s adaptations sometimes aim for easier cultural

integration at the expense of precise original intent.

2. Ford-category

Ford, portrayed as a God-like figure in Aldous Huxley’s novel, is inspired by Henry
Ford, the famed automobile manufacturer. Thus, while Ford is an old word, it is imbued
with new significance in this context. In the text, the name appears in various forms,
including Ford and Fordey. Both translators consistently render Ford! and Fordey as
Dopoe! and Dopoonwky, respectively. These translations highlight the unique vocative
case in Ukrainian, a feature that directly addresses or calls someone, something English
lacks. The diminutive form @opoonsky effectively uses a common Ukrainian suffix -ousk,
which suggests affection, diminutiveness, or intimacy, thus adding a more familiar tone
that the original English might not explicitly convey. These translations are direct calques
that preserve the original name’s form but are also linguistically adapted to align with
Ukrainian cultural and linguistic norms. Additionally, the translation of Ford’s Day, a
significant holiday in the World State dedicated to worshiping Ford, follows the same
calque approach, rendered as /Jus @opoa, demonstrating consistency in maintaining the

original context while adapting to the target language.
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A.F., meaning After Ford, is a time after the death of Ford-figure. This expression
is similar to A.C. (After Christ) in the English language, and the year is written after this
word combination in the novel. The earlier translation of 1994 suggests rendering it with
an adaptation technique E. @. (epu ®@opoa), which means Ford’s era, and is close to the
original meaning. However, when comparing both translations, it is evident that Morozov
decides on the equivalence technique but with the element of borrowing poxy ®@opoosozo,
since there is an expression in the Ukrainian language poky booicozo, Or poxy Xpucmogozo,
which is used within social and cultural practices of the Ukrainian language, and that
makes this translation choice more accurate for readers’ understanding.

Fordian Science Monitor is one of the names of news channels in Brave New
World. Morozov follows a strategy of applying a borrowing technique @opoiancoxuii
caenc monimop, Which is a graphic reproduction of the English phrase but with Ukrainian
letters. This approach assumes that readers have some basic knowledge of English or can
infer the connotation of the expression. Marenko decides on the version @opoiecvrozo
nacmasnuxa by using a method of adaptation. Still, in this instance nacmasnux, meaning a
mentor/tutor, does not reflect the initial message of the name, thus distorting the reality.

The words fordliness, fordship, and unfordly also occur throughout the text and are
derived from existing divine terms such as godliness/lordliness, godship/lordship, and
ungodly. To convey the intended meaning, translators implemented different approaches.
Marenko uses the calque method for fordliness, translating it to ¢poponicms, a term that
echoes the word 6oorcnicms. However, this translation is not commonly used in everyday
Ukrainian. Morozov takes an approach of equivalence with an element of borrowing and
renders it as @opoosi cayscumu, which is similar to bocosi cayocumu, an expression with a

connotation to serve God. By applying this creative strategy, Morozov adapts the text in a
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way that aligns with Ukrainian cultural contexts, making it more accessible to readers since
he incorporates expressions familiar in their daily communication.

For the word fordship, translators employ the calque technique: ¢oponicmio
(Marenko) and ¢opouunicmio (Morozov). Notably, Marenko employs the same term for
both fordship and fordliness, while Morozov introduces variation, reflecting the distinct
meanings of these terms. For the term unfordly, both translators implement a strategy of
equivalence with a partial borrowing of Ford. Marenko adapts the Ukrainian word for
blasphemous (60eoxyrbruti) t0 hopooxynvnuii, effectively maintaining the original intent
while modifying the expression. Similarly, Morozov’s translation 6ezgoponuii parallels
bez6o0xcnun (godless), fitting well within the cultural context.

Regarding Ford-speed, analogous to Godspeed, both translators again use
equivalence with partial borrowing. Marenko translates it as 3 @opoom! mirroring the
Ukrainian expression for God be with you! (3 bozom!), and Morozov chooses Xaii @opo
bepeace! akin to God protect you! (Xau boz bepearce). These translations capture the
essence and meaning of the original English phrase. For Ford in Flivver, a phrase
expressing surprise, Marenko employs @opo ycemoeymnuiii, comparable to Almighty God
(Boorce scemoeymmitr), while Morozov’s approach @opo y opandynemi incorporates the
quirky flivver, preserving the original’s unexpectedness and aligning closely with the
source’s meaning.

In their translations of Ford-related terms Brave New World, Marenko and
Morozov masterfully blend Ukrainian cultural nuances into the text, enriching the novel’s
unique mix of corporate and religious themes. They skillfully use Ukrainian linguistic
features, such as the vocative and diminutive forms, in their adaptations, bringing phrases
to life with a personal touch that speaks directly to the reader. Morozov tends to stay true

to the original, often using direct borrowings and transliterations, like Fordian Science
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Monitor, ensuring fidelity to Huxley’s words. On the other hand, Marenko sometimes opts
for more creative interpretations, such as @opaiscvroco nacmasnuxa, which, while
inventive, can sometimes stray from the original meaning. Their treatment of conceptual
terms like fordliness and fordship illustrates their distinct approaches to translation, with
Morozov offering more precise distinctions. Both translators effectively navigate the
challenge of maintaining the novel’s deep themes while making them resonate with
Ukrainian audiences, thus demonstrating their adeptness at handling Huxley’s complex

linguistic play.

3. Science and technology

Aldous Huxley invented a name for the process of people cloning - to bokanovskify.
This is a neologism that was created by the verbalization process of a proper noun (adding
the suffix -ify). As far as it is a last name, the translational technique was chosen as direct
translation, calque, to show that there is no equivalent in the target language, and
translators aimed to preserve the original meaning. However, in Morozov’s version, he
sometimes generalizes to bokanovskify and translates it as this process, which makes the
outcome vague. Additionally, the forms bokanovskification and bokanovskified are present
in the text and translated with the same technique as 6oxaroscorughikayis and
bokanoscvkughikosane in both renditions.

Interestingly, in Marenko’s translation, the term Pregnancy Substitute appears as
two different expressions within the same paragraph: xkypc nceedosacimnocmi and niomina
sacimuocmi. The first translates as a course of pseudo-pregnancy, using an oblique
technique of amplification to add the word course and the prefix pseudo- to suggest its
artificial nature. The second phrase translates directly as substitution of pregnancy, an

adaptation that straightforwardly conveys the concept of replacement. In contrast, Morozov
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maintains consistency with terms related to substitute or surrogate throughout his
translation, using saminnuk sacimnocmi. This choice clarifies the term for readers and
ensures the narrative remains comprehensible and accessible.

Aldous Huxley introduces the concept of the Malthusian drill to describe the
practice of contraception applied to non-sterile women. This term is an eponym because it
originates from the name of the English economist Thomas Malthus, who is well-known
for his theory that population growth tends to outpace the food supply. According to
Malthus, this imbalance could lead to disastrous outcomes unless checked by natural
factors like war, famine, and disease or through moral restraint. Both translators chose
Manvmysiancoxi enpasu for Ukrainian renditions; it is a direct technique of borrowing the
word Malthusian in combination with calque of drill. In the word combination Malthusian
Blues interpreters have the same translation strategy for borrowing the word Malthusian,
but at the same time, they approach the word Blues differently. Marenko selects
manemysianceki menodii, and Morozov goes with Manemysiancekuii 61103, Menodii means
melodies and not blues; Marenko tries to adapt it to the Ukrainian language, thus
domesticating the word, but as a result, it does not transfer the original meaning from the
source text. Whereas Morozov’s version is made with the technique of borrowing the word
blues without any alteration and it brings clarity and conveys the correct sense.

Morozov translates the vehicle types sporticopter and taxicopter literally as
cnopmikonmep and makcikonmep, using a straightforward borrowing technique that is
clear and easily understood by readers. In contrast, Marenko also employs borrowing for
taxicopter, translating it in a similar style, yet he diverges in his approach for sporticopter.
Here, he opts for a descriptive translation, naming it cnopmusnuii 2enixonmep (Sport

helicopter), which provides clear and specific information but also underscores an
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inconsistency in his translation method, particularly notable since he does not apply the
same descriptive strategy to taxicopter by translating it as taxi helicopter.

In translating scent meter, Marenko and Morozov take different approaches.
Marenko uses a direct calque, creating odexoronnuii niuunvrux, Which effectively
transmits the original concept while crafting a new, understandable term in Ukrainian.
Conversely, Morozov opts for a mixed method in his translation, apomamomemp,
combining a direct calque for the first part and borrowing for the second. This method
resonates well with Ukrainian readers, mirroring the construction of familiar terms like
bapomemp (barometer); thus, it ensures clarity and recognizability.

The translation of electrolytic shave, a term denoting a shaving method using
electrolysis, differs significantly between translators. Marenko simplifies the translation by
reducing electrolytic and calquing shave into the verb nocoauecs, which omits the specific
reference to electrolysis, potentially altering the futuristic context. In contrast, Morozov
retains the full expression with exexmponimuunum coninnsm, preserving the original term’s
technical aspect and enhancing the depiction of the society’s advanced technology.

Overall, both translators engage direct translation and calques for complex terms
such as to bokanovskify, ensuring the novel’s unique concepts are maintained. However,
Morozov’s work is marked by consistent accuracy, preserving the original text’s meanings
more faithfully. Marenko’s approach, characterized by its variability, sometimes leads to
interpretive inconsistencies that may obscure the intended clarity of the narrative. Thus,
while Morozov’s translations align well with the futuristic setting of the novel, offering
clarity and context, Marenko’s innovative yet uneven application can sometimes

compromise the precision of the original concepts.

4. Consumption
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The neologism soma, representing a drug used in the narrative to suppress emotions
and maintain social stability, is consistently translated using the borrowing technique by
both translators. The extended form soma-holiday is translated by Marenko as
comosionouunox, combining the borrowed soma with a calqued holiday, which proves
clear and comprehensible for Ukrainian readers. Morozov also uses borrowing for soma
but settles on coma-saxayii, translating holiday as a vacation. This choice can be seen as a
borrowing from the synonym vacation or as an adaptation since the term saxayis has been
in the Ukrainian language since the 18th century, originally borrowed from Latin.

Regarding somaless, both translators use adaptation to render it as 6ez comu.
Additionally, Morozov enhances the translation with 6e3 occoonoi comu, adding extra
emphasis to underline the absence of the drug, thus combining adaptation with
amplification to deepen the impact of the term in the translation.

Neologisms involving the word surrogate, such as blood-surrogate, beef-surrogate,
and champagne-surrogate, are translated differently by Marenko and Morozov. Marenko
uses varied strategies for each term: kposozaminnuxa (calque for blood-surrogate), epzay
snosuuunu (calque for beef-surrogate), and cypocam wamnancovrozo (borrowing for
champagne-surrogate), showing a lack of consistency in his approach as he chooses to
treat each neologism distinctly. In contrast, Morozov consistently employs the calque
method across all terms, translating them as saminnux xposi, epzay snoeuuunu, and
saminnux wamnarcokozo. Interestingly, both translators opt to use epzay (a term indicating
a deficient or incomplete substitute) for beef-surrogate, but not for other types. This choice
raises questions about their translation decisions, specifically why they view beef as
irreplaceable to some extent, whereas champagne is considered fully substitutable.

The derived neologisms pan-glandular biscuits and pan-glandular petite beurres,

which use the prefix pan- to suggest inclusiveness within a group, are translated by

40



Marenko and Morozov with varied strategies. For pan-glandular biscuits, Marenko
translates it as noricopmonanvrux 6ickeimie and Morozov as nonicopmonanvhe neuuso.
Both use the prefix nozi-, which conveys many, aligning well with the original prefix pan-,
and eopmonanvuuti, meaning hormonal. The term hormonal is apt for translating glandular
as it directly references the glands’ primary function of hormone secretion, effectively
conveying the biological and functional significance of glands. However, Marenko’s
translation 6ickeimu evokes more the idea of a sponge cake rather than the crisp biscuit
intended, subtly shifting the original’s meaning. Regarding pan-glandular petite beurres,
Morozov consistently uses nozricopmonansvue neuuso, mirroring his earlier translation,
while Marenko completely omits this term from his translation. This omission could
potentially alter the text’s intended message, as it removes a specific descriptive
component from the narrative.

The term caffeine-solution, used to describe a substance consumed during parties in
the story, is handled differently by Marenko and Morozov. Marenko combines borrowing
and adaptation techniques: he borrows caffeine and adapts solution to xogeinosunuexa,
which can be interpreted as caffeine drink or caffeine booth. This adaptation fits the party
context, making it relatable and understandable to readers by aligning more closely with
their real-world experiences. Morozov, on the other hand, opts for borrowing caffeine and
uses a calque for solution, rendering it as kogeinosuii pozuun. This approach maintains the
original’s terminology and effectively reflects the novel’s setting, preserving the original
message.

Marenko and Morozov showcase distinct translation strategies for handling
consumption-related neologisms. Both translators consistently use borrowing for the term
soma, but they diverge in their approaches to extended forms and related terms. Marenko

often opts for adaptations that ensure clarity and contextual relevance, while Morozov
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prefers a more consistent approach across different contexts, maintaining closer fidelity to
the original text. This contrast highlights Morozov’s emphasis on uniformity and cultural
coherence, which generally offers a more seamless reading experience, whereas Marenko’s
variable strategy, although flexible, sometimes results in the less precise conveyance of the

original nuances.

5. Entertainment

In Aldous Huxley’s depiction of Escalator Squash, a fictional sport played by the
character Helmholtz Watson, the translation approaches for related terms such as Escalator
Fives Courts, Escalator-Squash-Racket Courts, and Escalator-Squash Courts show distinct
differences between translators Morozov and Marenko.

Morozov employs a consistent strategy across his translations. He translates
Escalator Fives Courts as Eckaramopni n’smipku, applying borrowing for escalator,
calque for fives, and reducing courts to imply the setting for the squash game. For
Escalator-Squash-Racket Courts, he opts for kopmu 3 pakemxamu ons eckaramopnozo
cksouty, using borrowing for escalator squash and a grammatical adaptation by adding
prepositions to fit the Ukrainian language structure. The term Escalator-Squash Courts is
similarly handled with kopmis ons eckaramopnozo cksoury, again combining borrowing
with grammatical adaptation.

Conversely, Marenko’s translations potentially confuse the original context. His
translation of Escalator Fives Courts as eckaramepnuii 2ano6on inaccurately shifts the
sport to handball and includes a typographical error in the escalator. For Escalator-
Squash-Racket Courts, he generalizes squash to tennis, translating it as eckaramopmno-
menicnux apen, Where courts become arenas, a broader and less specific term. Lastly, his

version of Escalator-Squash Courts as eckaramopnux kopmis omits the crucial element of
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squash, simply reducing it to escalator courts. These choices by Marenko may lead to
significant misunderstandings and distort the reader’s perception of the text.

In translating Riemann-surface tennis, a term describing a fictional tennis game
mentioned as played by hundreds of lower caste players, Marenko employs a combination
of literal translation and partial adaptation. He translates the term as mewnic na pumanosux
xkopmax, Where he adapts the surface to the court, a change that fits well within the context
of a tennis game. Additionally, Marenko adapts the spelling of the mathematician Riemann
to Ukrainian phonetics, which might slightly obscure the original German name’s
reference.

Conversely, Morozov uses a mixture of borrowing and literal translation in his
rendition, menic na Pimanosux nosepxusx. He borrows Riemann, maintaining the German
mathematician’s name with closer adherence to its original form, and literally translates
surface tennis as mewnic na nosepxusx. This approach ensures clarity and maintains the
integrity of the original term, reflecting the physical dimensions implied by the surface.
This variation in translation methods shows how each translator uniquely preserves the
details and context of the original text.

Electromagnetic Golf is another futuristic game featured in the novel. When
translating the Electromagnetic Golf course into Ukrainian, Marenko chooses a simplified
approach, using exexmpomaenimnozo conwghy and omitting the word course, which he finds
redundant. In contrast, Morozov takes a detailed and creative route with his translation,
ellekmpomazHemuuno2o nois 0ns roxvghy. He adapts course to field (noze) and alters the
spelling of golf to rozsgh, which mimics the English pronunciation, though it’s written as
eonwgh in Ukrainian.

Furthermore, Morozov introduces a novel term, exexmpomaenemuunuii, diverging

from the typical Ukrainian exexkmpomaenimnuii. This new term results from a direct
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borrowing of the English electromagnetic, which he then adapts into Ukrainian phonetics.
Despite maenemuunuui being an existing Ukrainian word, combining it with electro- in this
context creates a novel expression for Ukrainian speakers because the traditionally correct
term, according to the Ukrainian explanatory glossary would be exexmpomaenimnuii. By
choosing to replicate the English construction electromagnetic directly, Morozov not only
preserves the original English terminology but also enhances the technical and futuristic
feel of the translation, aligning it more closely with the novel’s high-tech ambiance.

The neologism Centrifugal Bumble-puppy, a child’s game vividly described by
Huxley, involves a ball being thrown into a rotating tower that ejects the ball at random,
creating a dynamic challenge for children to catch. In translating the term Centrifugal
Bumble-puppy towers, Marenko opts for a literal translation combined with the reduction
of Bumble-puppy, rendering it as sioyenmposux sexc. This translation might obscure the
connection to the game itself for Ukrainian readers, who may not realize that these towers
are specifically designed for the game.

Morozov also chooses a literal translation approach with seorci yenmpugyscrozo
ronsuxa, but he adapts Bumble-puppy to rorsgux. This choice could confuse readers, as
it suggests a similarity to golf, whereas the game’s mechanics — featuring active, real-time
interaction with moving balls — are more reminiscent of tennis than golf. This might lead
to a misunderstanding of the game’s nature and dynamics as originally portrayed by
Huxley.

In Brave New World, hunt-the-zipper is subtly mentioned as a trivial leisure
activity, hinting at its role in distracting the populace from deeper engagement. Morozov
translates this consistently using an adaptation technique, rendering it as pozcmitysanns

oauckasox (Unzipping) and referring to those zipper-hunting as sixi pozcmibysanu
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oauckasku. This translation resonates well with Ukrainian cultural contexts and captures
the essence of the original activity.

Conversely, Marenko’s translation choices show variability. For hunt-the-zipper, he
opts for “rosu uepesuxa’ (“‘catch a shoe), which introduces confusion due to the unrelated
imagery of a shoe. This choice, while employing a calque in zosu, diverges significantly
from the original term’s meaning. In another instance for zipper-hunting, he uses sxi
epanucs 6 “nosu bnuckasky” (which played “catch the zipper”), incorporating a literal
translation with an added amplification of played. This version is clearer and aligns more
closely with the original game’s concept, yet the inconsistency with his previous
translation of hunt-the-zipper as catching a shoe might lead to confusion among readers.

In translating entertainment-related neologisms from Aldous Huxley’s Brave New
World, Marenko and Morozov display distinctly different approaches. Marenko frequently
simplifies or alters terms, such as translating Electromagnetic Golf course merely as
enexkmpomaznimnoeo 2onvgy, potentially confusing readers by reducing the context. In
contrast, Morozov consistently preserves the original’s complexities and nuances, as seen
in his faithful translation exexmpomacnemuunozo nons ons roneghy for Electromagnetic
Golf course, which maintains the technological and futuristic tone of the novel.

Morozov’s methodological commitment to capturing the essence and ambiance of
Huxley’s work offers Ukrainian readers an immersive experience of the dystopian setting.
Meanwhile, Marenko’s simpler adaptations, while clear, may not fully convey the

original’s depth, sometimes leading to a loss of detail and potential misunderstandings.

6. Physical Sensation

Aldous Huxley introduced the term feely, referring to motion pictures that provide a

multisensory experience, allowing viewers to perceive sights, sounds, and tactile
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sensations. Marenko translates this concept as konrakTaumii ghizem (contact film), a
descriptive choice that accurately captures the essence of feely. Morozov, on the other
hand, takes a more inventive approach by creating a new Ukrainian term, uymmeexa,
effectively conveying the intended sensory experience through adaptation.

For the adjective all-howling in the phrase all-howling stereoscopic feely, Marenko
merges all-howling and stereoscopic into cmepeosurouuii, using a calque that combines
these elements in the cmepeosurouuii konmaxmnuii gpinem. Morozov translates this as
cmepeockoniuna uymmeeka 3 saeusannsimu, a literal translation that incorporates
adaptation (uymmesxka).

Regarding Feely Corporation’s, both translators maintain their unique approaches
to translating feely. Marenko adds a three-dimensional aspect (stereo-) to kopnopayii
cmepeoxkonmaxmuux inemis, suggesting a stereoscopic quality, while Morozov uses
Kopnopayii uymmesox, straightforwardly borrowing corporation and applying his term for
feely.

The same strategy extends to translating from feely to feely, with Marenko opting
for 6i0 oonozo cmepeoxonmaxmmuozo ginemy oo inuozo and Morozov for 3 oouiei
yymmeexu do opyeoi, each sticking to their established translations.

In describing a feely as all-super-singing, Marenko deconstructs this into cyyirenuii
cynepcnis, altering the grammatical structure (separate this description into a sentence with
only subjects present) but retaining the original’s meaning. Morozov keeps the
grammatical format intact with cynepcnisyua, though his translation slightly misses the
“all-> emphasis.

For feely-palace, Marenko’s translation cmepeoxonmaxmmuuii nanay employs a

calque that preserves the original message, while Morozov’s uymmeskomeamp (feely-
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theater) uses an equivalent translation strategy, aligning with familiar Ukrainian terms like
kinomeamp (movie theater), making it culturally resonant and clear.

In Feelytone News, Marenko expands the original by adding a screen in his
translation nosunax na cmepeoxonmaxmuomy expani, an amplification that isn’t present in
the source text. Conversely, Morozov’s Yymmesrosunax cleverly adapts feely again and
calques news, maintaining consistency in his translation approach and effectively
conveying the original meaning.

Overall, Marenko and Morozov exhibit distinct approaches. Marenko tends toward
direct translations and calques, which, while clear, sometimes introduce shifts from the
original context, such as the unnecessary addition of screen in Feelytone News. This
approach occasionally results in inconsistencies that could confuse readers about Huxley’s
intended meanings.

Conversely, Morozov leans towards creating neologisms like uymmesxa and
culturally resonant terms such as uymmesxkomeamp. His method not only retains the
futuristic tone of the novel but also enhances reader’s engagement through familiar and
meaningful linguistic constructions. This results in a more consistent preservation of the
novel’s thematic and contextual integrity.

Thus, while Marenko’s translations are straightforward, they sometimes stray from
the source material’s essence. Morozov’s adaptive strategies, however, more effectively
capture and convey the original’s spirit, offering a deeper immersion for the Ukrainian

audience in this specific category.

7. Auditory Sensation

Music is a prominent theme throughout the novel, particularly highlighted by the

concept of ether music, which describes the ethereal sounds produced by early electronic
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instruments like the Theremin. Historically, ether is known as an anesthetic, which |
believe led Morozov to choose 6esminecna mysuxa (disembodied music) for his
translation, reflecting the idea that anesthesia causes a separation between body and
consciousness. This choice effectively captures the original term’s essence, emphasizing
the intangible quality of the music. Marenko, on the other hand, selects nesemna mysuka
(unearthly music), which ties the ethereal aspect of ether to notions of the sky or air,
aligning well with the otherworldly sound of the music described. Both translators utilize
adaptation and calque (for the word music) to convey these nuanced meanings.

The translation of musical instruments also showcases divergent approaches. For
hyper-violin, Marenko uses cynepckpunxa, combining partial adaptation with a calque. His
choice of the prefix super- over hyper- raises questions about his deviation from the source
material. In contrast, Morozov remains faithful to the original with cinepckpunxa,
employing both calque and the direct borrowing of hyper-, which enhances the precision of
his translation.

Differences continue with super-cornet, where Marenko simply borrows the term
as cynepkoprem, While Morozov reduces the prefix and writes xoprem, simplifying the
term without altering its meaning significantly. For oboe-surrogate, Marenko opts for a
reduction, translating it merely as 206010, omitting the surrogate part, whereas Morozov
uses cyporamnoeo 20605, Which includes a creative transliteration to mimic English
pronunciation, using [r] instead of [2] as typically found in dictionaries. This not only adds
clarity to the translation but also shows an effort to preserve the phonetic aspects of the
original English.

In the case of the adjective super-string, Marenko’s translation cynepcmpynnuii
employs both borrowing and calque, effectively reflecting the original concept. Morozov,

however, narrows the meaning (a particularization technique) by adapting it specifically to
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violins with cynepckpunkosuii, which might limit the term’s broader applicative sense to
other string instruments.

In the analysis of how the concept of music and musical instruments is translated in
the novel, both Marenko and Morozov display distinctive translational strategies. Marenko
tends to use adaptations that sometimes shift slightly from the original terms, introducing
broader cultural elements or modifying the scope of the terms, such as with his translation
of hyper-violin to cynepckpunxa. This occasionally results in translations that might not
fully convey the original intent or scope, as seen with his general approach to super-string.

Conversely, Morozov generally demonstrates a strong commitment to maintaining
the original’s technical and contextual fidelity. He consistently uses direct borrowing and
faithful transliterations, as exemplified in his translation of hyper-violin to cinepckpunxa
and his phonetic preservation in oboe-surrogate as cyporammnozo 2060s. However, his
translation of super-string as cynepckpunxosuti represents a rare deviation, where he limits
the term to violins, thereby narrowing its broader implication in the original text.

Overall, Morozov’s translations tend to enhance reader comprehension and
preserve the novel’s futuristic ambiance more consistently than Marenko’s, despite the
occasional deviation. This careful preservation of the original’s nuances, in most cases,
helps ensure that the Ukrainian readers experience Huxley’s vision as closely as possible to

how it was intended in the original English version.

8. Miscellaneous
In this section | will examine other more single occurrences of neologisms and their
translations. These words do not fit neatly into the previously mentioned categories, so |

have grouped them here to address their translation challenges.
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In translating the neologism zippicamiknicks, a one-piece female undergarment
(zipper, camisole, and knickers together), Marenko chooses kom6inayis, a broad term that
fails to convey the specific items combined in the garment. Morozov opts for
nanmanonyuku, reflecting the garment’s nature more narrowly as knickers and making it
more relatable and clearer for Ukrainian readers through adaptation.

For anthrax bombs, a term used to describe pre-modern germ warfare weapons,
both translators amplify the term to enhance understanding. Marenko uses 6om6,
nauunenux cubiproro (bombs filled with anthrax), and Morozov selects 6om6 3i cnopamu
cuobipxu (bombs with spores of anthrax), the latter explicitly indicating the biological
nature of the weapon, which aids in better comprehension.

The translation of super-dove, which refers to a metaphor used by Mustapha Mond
to describe the peaceful but manipulative control maintained over society, sees both
translators employing calque, with a subtle difference: Marenko’s cynepeopauys refers to a
super-turtledove, altering the bird type slightly, whereas Morozov’s cynepeonyora
accurately translates to super-dove, maintaining the original meaning without variation.

The neologism epsilonhood (meaning the status of Epsilons, genetically engineered
to be society’s lowest laboring caste) is translated by Marenko as encunonu, which
simplifies the term to just epsilons, missing the broader societal implication. Morozov’s
encunorncmso, akin to the English suffix -hood, more accurately reflects the state of being
an Epsilon. By using the suffix -cmeo, similar to how childhood is translated into
Ukrainian as oumuncmeo, Morozov captures both the literal and contextual essence of the
original term, preserving its depth and societal context.

In Brave New World, the term counter-intriguing describes high-grade workers
who actively strive to maintain their positions, similar to how low-grade workers maneuver

for better jobs. Marenko translates this concept simply as inmpueysanu, omitting the prefix
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counter- and thus losing the essential element of reciprocal action implied in the original,
subtly altering the intended meaning. On the other hand, Morozov adopts maxoowc nienu
inmpuru for his translation (adaptation technique), effectively incorporating also to reflect
the mutual nature of the intrigues and using nzecmu inmpueu (t0 weave intrigues), a phrase
familiar in Ukrainian. Notably, Morozov’s use of the letter r in inmpuru diverges from
standard Ukrainian spelling, perhaps to retain a closer phonetic connection to the English
word, therefore augmenting the translation’s authenticity.

Regarding the neologism morocco-surrogate used to describe a type of cartridge
belt named Malthusian in the novel, Marenko translates it as mazsmysiancoxuii, which
shifts the focus from the material morocco (leather) to a broader context related to the
belt’s purpose. Morozov, maintaining consistency in his translation of surrogate, opts for
wripsaminnux (leather substitute), a calque that accurately reflects the original term’s
reference to a faux-leather material, thereby delivering a precise translation.

Lastly, the neologism-proverb “Rams wrapped in theremogene beget no lamb” is
entirely omitted by Marenko, who may consider the detail superfluous, thus reducing the
content. On the other hand, Morozov faithfully translates the entire proverb into Ukrainian
as “Tleperpiri 6apanu He 3aunHaIOThH SrHAT,” preserving its full meaning and impact. This
literal translation offers clarity and completeness to Ukrainian readers.

In the translation of various neologisms from Brave New World, the strategies
employed by Marenko and Morozov reveal distinct approaches to linguistic adaptation.
Marenko often opts for simplification or reduction, as seen in his translation of
epsilonhood, which sometimes results in a loss of the original’s technical and contextual
layers. In contrast, Morozov tends to preserve the original’s complexities and nuances,
using direct translations and adaptations that enhance the text’s futuristic and technical

qualities, such as in his translations of epsilonhood and anthrax bombs. His approach not
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only maintains fidelity to the source material but also ensures that the translations resonate
with cultural accuracy and depth. Morozov’s method consistently provides Ukrainian

readers with a clearer and more immersive understanding of Huxley’s dystopian world and
shows a strong preference for maintaining the integrity and richness of the original English

expressions.

2.2. Comparative Analysis of Translational Strategies

In the analysis of translational strategies between Ukrainian translators Marenko
and Morozov in Brave New World, several key aspects emerge that highlight their differing
approaches to handling the novel’s complex neologisms and cultural references.

Marenko frequently employs domestication techniques, simplifying or generalizing
terms to make the text more accessible to Ukrainian readers, though this often results in a
loss of the specific distinctions and functions intended by Huxley. For instance, in his
translation of the various Bureaux of Propaganda and the College of Emotional
Engineering, Marenko merges these distinct entities into a single, generalized term, which
might obscure the novel’s critique of technology and governance. This tendency is evident
in his handling of Electromagnetic Golf, where he omits the course, thereby simplifying
the term and potentially removing critical contextual information that adds depth to the
dystopian setting.

Similarly, his translation of Super-Vox-Wurlitzeriana and Super-Wurlitzer as
cynepeonoc (supervoice) overly generalizes the original terms, which pertain specifically to
a synthetic-music box, diluting the intended richness and specificity. Such a generalized
approach could lead to significant misunderstandings, as seen in his translation of

Escalator Fives Courts to eckaramepnuii canobon (escalator handball), incorrectly shifting
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the sport from squash to handball and introducing a typographical error. Additionally, for
terms like the Arch-Community-Songster of Canterbury, he uses reduction, translating it as
Apxicnisanonux Kenmepobepiticoxut Without the community aspect, potentially losing an
essential element of the original narrative.

His approach to the neologism Centrifugal Bumble-puppy, translated merely as
sioyenmposux eexc (centrifugal towers), removes the playful term Bumble-puppy, which is
crucial for understanding the nature of the game, further illustrating how his reduction
technique can lead to a loss of original narrative elements. Moreover, in translating
Electrolytic Shave, Marenko reduces the term by omitting the specific reference to
electrolysis, simplifying it to noconuscs (shaved), which may alter the futuristic context
intended in the original text.

Marenko’s translations, while making the text more digestible, frequently utilize
reduction, adaptation, and generalization, which, while simplifying the language, often
strip away layers of meaning and specificity crucial for fully capturing the novel’s thematic
complexities. This domestication strategy, aimed at broad accessibility, risks diluting the
intricate details and nuanced critiques embedded in Huxley’s dystopian vision.

Conversely, Morozov’s strategy of foreignization showcases his commitment to
preserving the original text’s form and content more authentically. He often maintains the
specific terminology and structure of the original English phrases, for instance, in his literal
rendering of the Director of Hatcheries and Conditioning. His translations, such as the use
of the Ukrainian r in words like inmpuru, underscore his dedication to retaining the
phonetic nuances of the English language, thereby enhancing the authenticity and richness
of the translation.

Morozov’s preference for foreignization is further exemplified in his treatment of

terms like Super-Vox-Wurlitzeriana and Super-Wurlitzer, which he translates into
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Ukrainian as Cynep-Boxkc-Byprimyepiana and Cynep-Byprimyepa. These are essentially
phonetic reproductions of the original English words, preserving the foreignness of the
terms to enhance the exotic appeal of the source material for Ukrainian readers. Such a
borrowing strategy, while potentially complicating comprehension, faithfully maintains the
original’s exotic and technical connotations.

Similarly, in translating the newly coined term Aphroditzeum — a venue for the
election of higher castes — Morozov uses a direct borrowing method, rendering it as
Aghpooimeymi. This approach maintains the original essence and emphasizes the term’s
uniqueness and specificity within the novel’s context. Additionally, his translation of
Malthusian Blues as Maremysiancokuii 603 directly borrows the word blues, which not
only preserves the musical genre implied but also conveys the intended cultural resonance
more clearly than a generalized translation.

In the depiction of the Social Predestination Room, Morozov opts for a literal
translation with xkivnamu coyianvnoeo eusnauenns, more accurately conveying the idea of
predestination, as Buznauenus stems from susznauamu, meaning to predestine. This
method, alongside his usage of coyiarvnuii (derived from the Latin socialis), mirrors its
English counterpart, boosting the fidelity of the translation to the original context.

Moreover, Morozov’s approach to V.P.S., or Violent Passion Surrogate, where he
provides a closer to the original meaning alternative 3./1.71, or 3aminnuka oukoi
npucmpacmi, underscores his preference for direct translations that reflect the original’s
nuances without dilution. This technique is exemplified in his preservation of the term
Fordian Science Monitor as @opoiancekuii cacre monimop, a graphic reproduction of the
English phrase with Ukrainian letters, expecting the reader to infer its connotation or have

some background knowledge of English.
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Through these examples, Morozov’s translational strategies clearly demonstrate a
preference for foreignization and aim to keep the reader close to Aldous Huxley’s original
visions and expressions. His methodological commitment enhances the technical and
dystopian aspects of the narrative, preserving its complexity and depth, thus providing
Ukrainian readers with a translation that remains faithful to the source both linguistically
and contextually.

Both translators employ calques and direct translations, but Morozov’s approach
notably preserves the original’s technical terminology and contextual nuance. His literal
translations are designed to keep the reader closely aligned with Huxley’s original vision
and to reflect the novel’s futuristic and dystopian themes without dilution.

While Marenko typically leans toward domestication to make the text more
relatable to Ukrainian readers, he does sometimes engage in foreignization. For instance, in
his translation of Director of Hatcheries and Conditioning, Marenko opts for a direct literal
translation as oupexmop Inxybayitino-Konouyiosansnozo Llenmpy, borrowing the term
conditioning (korouyirosansrozo) despite its uncommon usage in Ukrainian, which
suggests a more foreignized approach. Similarly, his translation of taxicopter retains the
original term, demonstrating adherence to the source material. Additionally, Marenko
employs a straightforward borrowing for champagne-surrogate as cypocam
wamnancvkoeo and for super-cornet as cynepropnem, further illustrating his occasional
shift toward preserving the foreign elements of the text.

On the other hand, Morozov, who usually prioritizes foreignization to maintain the
text’s original flavor, also adopts domestication methods, including adaptation,
equivalence, amplification, and particularization where necessary. For instance, his
translation of the term Y.W.F.A to ¢popoiscvroi acoyiayii onauox illustrates this blend,

utilizing equivalence and cultural adaptation by replacing Young Women'’s with roonauox, a
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term that conveys a similar societal role within the Ukrainian context and is more readily
understandable to local readers.

Additionally, in his rendition of Feely Corporation as Kopnopayii uymmeeox,
Morozov introduces a new term yymmeska, creatively adapting the concept of a
multisensory film to fit the Ukrainian linguistic landscape. This adaptation not only makes
the term culturally resonant but also enriches the narrative by aligning with familiar
Ukrainian media terminology.

Moreover, Morozov’s translation of Ford-speed as Xau @opo 6epeoice! uses
equivalence, where he parallels the protective wish in Ukrainian (Xait boe 6epearce!) to
maintain the original’s connotation within a new cultural frame. This method ensures that
the idiomatic expression retains its impactful meaning while being culturally tailored.

In his approach to the term somaless, Morozov enhances the translation with 6e3
arcoonoi comu, adding extra emphasis to underline the absence of the drug. This use of
amplification deepens the impact of the term, making it resonate more strongly with
Ukrainian readers by emphasizing the complete lack of soma, thus enhancing the
narrative’s dramatic effect.

Through these examples, Morozov demonstrates a nuanced balance between
maintaining the foreign qualities of the original text and employing domestication
strategies to ensure the translation is accessible and engaging for Ukrainian audiences.

The differences in these translational strategies may be rooted in the temporal and
cultural contexts in which each translator worked. Morozov’s translations, appearing later,
might reflect a linguistic landscape more open to direct borrowings and foreign terms,
suggesting a shift in the Ukrainian audience’s familiarity with or openness to foreign
concepts. This could partly explain why a second Ukrainian translation emerged, as it

addresses evolving reader preferences and greater exposure to global literature.
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Another compelling reason for the emergence of a second Ukrainian translation by
Morozov can be attributed to his consistent and faithful approach to the source material.
Morozov’s translations are noted for their meticulous adherence to the original nuances
and technical details of Aldous Huxley’s novel. This fidelity ensures that the complex
themes and futuristic elements of the text are preserved, offering a translation that not only
respects the linguistic qualities of the original but also retains its philosophical and cultural
depth.

For example, Morozov demonstrates consistency in his translations related to the
concept of conditioning. In his rendition of Neo-Pavlovian Conditioning Rooms, he uses
Hosonasnoscwxi 3ymosmosanvui kimnamu, opting for a literal translation that maintains the
original’s specific connotations of conditioning and developmental control, crucial for
understanding the dystopian control mechanisms within the novel. His handling of the term
Director of Hatcheries and Conditioning as Jupexmop inkybayiiino-3ymo6108aibHO20
uenmpy similarly employs a calque for conditioning closely derived from the Ukrainian
word for condition, aligning perfectly with the novel’s emphasis on systematic control and
manipulation.

In the translation of terms involving surrogate, Morozov is equally precise. He uses
direct translations like 3aminnux ouxoi npucmpacmi for Violent Passion Surrogate, where
saminnux directly translates to substitute, ensuring that the scientific and emotional weight
of the original English is conveyed effectively. This technique is consistent across other
surrogate-related terms, maintaining the novel’s thematic focus on artificial replacements
for natural human experiences.

Morozov also shows consistency in his translations of technological terms such as
sporticopter and taxicopter, which he translates directly as cnopmixonmep and

maxcikonmep. These translations are clear and retain the original’s playful yet technical
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nature, reflecting Huxley’s inventive language and the futuristic technology of the novel’s
world.

Moreover, his translation of feely to uymmeska is a creative yet precise adaptation
that captures the multisensory experience depicted in the novel, showing his ability to
innovate linguistically while staying true to the text’s intent. This term is used consistently,
further appearing in compound forms like uymmesxkomeamp (feely-theater), which align
with the original text’s context and usage.

Lastly, Morozov’s treatment of the leisure activity hunt-the-zipper shows his
adeptness at cultural adaptation without losing the original’s playful tone. He translates this
as poscmibysanns 6auckasox (Unzipping), which directly engages with the activity
described in the novel and refers to those participating in zipper-hunting as sxi
poszcmibysanu bauckasku, Maintaining the activity’s casual and trivial nature in the
narrative.

This is a clear demonstration of how Morozov’s translations not only preserve but
also enhance the reader’s understanding of Huxley’s complex world. This commitment to
faithfulness likely appealed to a new generation of readers and scholars interested in a
more authentic experience of the novel’s rich and intricate narrative.

The comparative analysis of translational strategies used by Ukrainian translators
Marenko and Morozov in Brave New World highlights their different approaches to
handling the novel’s intricate neologisms and cultural references. Marenko often employs
domestication techniques, which, while making the text more accessible, can sometimes
lead to a loss of the original’s nuanced detail and intent. This method makes the novel
immediately more relatable to Ukrainian readers but may dilute Aldous Huxley’s intricate
criticisms and thematic complexities. In contrast, Morozov prioritizes foreignization,

preserving the form, content, and technical subtleties of the original text. His approach
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ensures fidelity to Huxley’s vision, maintaining the novel’s dystopian and futuristic
themes.

These contrasting strategies reflect the dynamic nature of translation as influenced
by shifting cultural and linguistic contexts within the Ukrainian literary market. Morozov’s
translations, which emerged in a period more open to foreign terms and direct borrowings,
cater to evolving reader preferences and a growing familiarity with global literature.
Moreover, his steadfast and accurate translation approach safeguards the complex themes
and philosophical depth of Huxley’s narrative. This thoroughness in preserving the text’s
original qualities likely appealed to a new generation seeking an authentic encounter with

the novel’s rich and detailed storytelling.
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CONCLUSION

Neologisms are crucial in literature, particularly in genres like science fiction and
fantasy, where they help create unique worlds. In this thesis, | focused on the translation of
such neologisms from Aldous Huxley’s Brave New World into Ukrainian, examining the
1994 version by Marenko and 2016 by Morozov. To analyze the translations, | used Vinay
and Darbelnet’s categories, Catford’s categorization of full and partial translation, and
Adachi’s liberal and literal poles of translation, which were instrumental in evaluating how
effectively the translators preserved the intricacies of the original text and adapted its
language for a Ukrainian audience. These theoretical frameworks were essential for
assessing the effectiveness of the translators in capturing the nuances of the original text
and adapting its language for Ukrainian readers. The analysis involved distinguishing
between literal and oblique translation techniques, which is crucial for handling the
neologisms in the text.

In the comparative part of this analysis, | focused on major strategies like
domestication and foreignization, concepts introduced by Lawrence Venuti. This approach
helped highlight the different strategies employed by the translators and offered insights
into the reasons behind the introduction of a second translation.

Marenko primarily uses domestication techniques, making the text more accessible
to Ukrainian readers by simplifying and generalizing terms. This strategy often leads to a
loss of the intricate details and intended meanings in Huxley’s original text, such as when
Marenko merges distinct terms into generalized ones or reduces essential elements,
potentially obscuring the novel’s critique of technology and governance.

In contrast, Morozov employs foreignization and strives to preserve the original

text’s form and content. This method retains the technical terminology and contextual
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nuances of the original, aligning closely with Huxley’s vision and maintaining the
dystopian and futuristic themes of the novel.

These findings highlight how translation strategies can significantly affect how
literature is interpreted and appreciated across different languages and cultures. The
variations between the translators illustrate a shift in the Ukrainian literary market’s
openness to foreign texts, influenced by cultural and linguistic developments at the time of
each translation. Morozov’s translation, appearing in a period more receptive to foreign
terms and direct borrowings, reflects changing reader preferences and increased exposure
to international literature.

Moreover, a significant reason for the emergence of Morozov’s translation was his
consistent and faithful approach to translating the source material. His meticulous attention
to preserving the original nuances and technical details of Huxley’s novel guarantees that
the complex themes and futuristic elements are accurately conveyed. This consistency
likely catered to a new generation of readers and scholars interested in a more authentic
experience of the novel’s rich and intricate narrative.

This analysis of translation strategies shows how translation shapes our
understanding of literature as society changes. My work, as a Ukrainian analyzing these
translations, brings a personal perspective to how language and culture influence the way
we see texts and emphasizes the crucial role of maintaining fidelity to the original text

while effectively adapting it for diverse readers.
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Appendix 1. Parallel corpus: Brave New World and its Ukranian

translations

Source Text

Target Text 1(by
Marenko 1994)

Target Text 2 (by
Morozov 2016)

Rams wrapped in theremogene beget
no lambs.

Ileperpiri 0apanu He
3aYMHAIOTh SATHAT.

“But, alas,” the Director shook his head,
“we can’t bokanovskify indefinitely.”

Ane, Ha Kalb, —
JupexTop NoKpyTHB
TOJI0BOIO, — MU HE
MOKEMO
00KaHOBCbKH(}IKYB
aTu Ge3MeXHO.

— Aute, Ha xanb, —
MIOXUTaB TOJI0BOIO
Hupekrop, — Mu He
MOEMO 3pOOUTH Lei
npoiec 6€3KOHEUHUM.

Obviously, no use at all. But Podsnap’s
Technique had immensely accelerated the
process of ripening. They could make sure
of at least a hundred and fifty mature eggs
within two years. Fertilize and
bokanovskify—in other words, multiply
by seventy-two—and you get an average of
nearly eleven thousand brothers and
sisters in a hundred and fifty batches of
identical twins, all within two years of the
same age.

OueBUIHO, HISKOT.
Ane
IMoacHaniBcbKUH
METO/I HaJI3BUYATHO
MIPUCKOPUB TIPOIIEC
no3piBaHHs. BiH
rapanrye
MpUHANWMHI CTO

I SITACCAT 3pUTHX
SI€Nb MOBA POKH.
3arrigHoBaTy i
0oxkaHOBCbKHN(DIKYB
aTH — 1€ O3HAYae
MHOKHTH BCE Ha
ciMaecsT ABa,
OJICP)KYIOYH B
CEepEIHbOMY Mailke
OJMHAJUATE TUCSIY
OpaTiB i cecTep y cTa
I’ ATUIECIATU
BHBOJIKAaX
1ICHTAYHUX OJIN3HAT
3a JIBa POKH.

OueBHIHO, IITO JKOTHOL
KOPHUCTI. AJle 3aBIsKH
TexHoJorii [loacHamy
MPOIIeC T03piBaHHS OYII0
HEWMOBIPHO
npumBuAinieHo. Tenep
MOHa OyJIO BIIECBHEHO
Ka3aTH PO JI03piBaHHS
MPOTSTOM JBOX POKIB HE
MEHIIIE CTa I ATOECATU
SICUOK. 3aruITiqHIoN 1
O0oxaHoOBcKi(yi — iHaKIIE
Ka)Xy4u, IOMHOXYH Ha
ciMaecaT aBa — 1
BIIPOJIOBXK JIBOX POKIB
OTPUMAEII [TEPECTIHO
Maike OJUHAAUATh TUCSIY
OpariB i cecTep TOTO
€aMoro BIKYy MapTisIMH 110
CTO II’SITAECAT IACHTUYHUX
OJIM3HIOKIB.

But now me great moment had come-the
greatest, Darwin Bonaparte had time to
reflect, as he moved among his
instruments, the greatest since his taking
of the famous all-howling stereoscopic
feely of the gorillas’ wedding.

AJne Tenep HacTaB
CMO/IBaHUN MOMEHT,
HaNBa K TUBILINI,
noymas JlapBiH
bonamnapr,
JaTHar0uu
amaparypy, BIITO/I],
K BiH 3HSIB CBii

AJie Terep HacTaB HOTO
30psIHUM Yac...
HaWBHIATHIIIA MUTh,
noxymas JlapBiH
bonanaprt, nepeBipstoun
CBOE€ 3HAPAIA,
HalBUIATHIIIA, BIIKOJIN
BiH 3HSB 3HAMEHHUTY
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3HAMEHUTUHN
CTEePEeOBHIOYM I
KOHTAKTHUH QlIbM
PO BECULIS TOPHIL.

CTEPEeOCKOMIYHY
YYTTEBKY 3
3aBHBAHHAMM TIPO
BECULISI TOPUIL.

The house lights went down; fiery letters
stood out solid and as though self-
supported in the darkness. THREE
WEEKS IN A HELICOPTER. AN ALL-
SUPER- SINGING, SYNTHETIC-

B 3ani moracmno
CBITJIO, MACHUBHI
BOTHSIHI JIITEPH
BUCTYTIAJH 3
tempsiBu. TPU

3racio CBiTJIO; B TEMPsIBi
BUHUKJIM BOTHSHI JIITEPH,
10 HEMOBOU HaMEPTBO
3aBucid B noBiTpi. «TPU
TWXXHI B

TALKING, COLOURED, THXXHI B I'EJIIKOIITEPI.
STEREOSCOPIC FEELY WITH I'EJIIKOIITEPI. CVYIIEPCIIIBYYA,
SYNCHRONIZED SCENT-ORGAN CYI_II.JII)HI/Iﬁ CUHTETUYHOMOBHA,
ACCOMPANIMENT. CVYIIEPCIIIB, KOJIBOPOBA,
CUHTETHUYHA CTEPEOCKOIIIYHA
MOBA. YYTTEBKA. T1I]]
KOJILOPOBUI CUHXPOHI3OBAHUN
CTEPEOKOHTAK | AKOMITIAHEMEHT
THUU ®LJIBM I3 | OPTAHY APOMATIB».
CHUHXPOHI3OBA
HUM APOMATO-
OPTAHHMUM
CYIIPOBOJIOM.
Rich with a wealth of harmonics, their Psacuiroun 36arayeHe pO3KilTHUMHU
tremulous chorus mounted towards a obeproHamu, IXHiii | 0OepTOHAMH, iXHE
climax, louder and ever louder-until at BIOpyrOUHii X0p TpereTHe 6araToroaoccs
last, with a wave of his hand, the TOJIOCHIIIIAB, HaOJIMKAIOCS 710
conductor let loose the final shattering CATAI0UM KyJbMIHAIIi1, CTAI0uN

note of ether-music and blew the sixteen
merely human blowers clean out of
existence.

KynbMiHaIii. |
HaKIHEIb TTIOMaXxOM
PYKH JTUPHTEHT
BHUKJIMKAB OCTaHHIO
IIPHUTOJIOMIILTUBY
HOTY He3eMHOI
MY3HMKH, 110 3/1yJIa
LUIICTHAIIATH
JIOALIB-1yAapiB,
BOHH IepecTalin
ICHYBaTH.

JiefalTi TYJHIIIAM 1
T'YYHIITUM — &K ITOKH
BPCIITI-PEIIT TUPUTCHT
MIOMaxOM PYKH BUITyCTHB
Ha BOJIFO OCTaHHIO
OTJIYIIUTMBY HOTY ITi€l
0e3TijIecCHOI MY3HKHM TaK,
IO BCl BICIMHAILIATE
TUIECHUX MY3UKaHTIB
IPOCTO MEepecTaIn
ICHYBaTH.

From his carefully constructed hide in the
wood three hundred metres away, Darwin
Bonaparte, the Feely Corporation’s most
expert big game photographer had
watched the whole proceedings.

31 cBO€T XUTPO
o0JiafHAHOI B raro
CXOBaHKH, 32 TPUCTa
METpiB BiJ MasKa,
Hapsin bonanapr,
HaWIOCBIMUEHIIITNIA
¢dortorpad, 3a
JTOpyYEHHSIM
Kopnopauii

31 cBOE€T peTenbHO
00JaIITOBaHOT CXOBAHKH B
JIici Ha BiICTaH1 TPHOX
coteHb MeTpiB [lapBin
bonamnapr,
HaWIOCBIMUEHIIITNIA
dboToMucIHBEIH 32
BEJIMKOIO JUYUHOIO
Kopnopauii uyTTeBOK,
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CTE€PEOKOHTAKTHUX
diabmis
CIIOCTEpIraB yce Te
caMOOHYyBaHHSI.

CIIOCTepiraB 3a i€k
IPOLIEAYPOIO.

Twelve days later The Savage of Surrey
had been released and could be seen,
heard and felt in every first-class feely-
palace in Western Europe.

Yepes nBaHaIuATh
nHiB GineM “uKyH
Cyppeiicbkuii”
MOXHa OYI10
no0aYnTH, MOYyTH U
BITYYTU IOTUKOM Y
KOXXHOMY
NEePIIOKIACHOMY
CTePeOKOHTAKTHOM
y najaani €sponu.

3a aBa”HaaUATh JHIB
«Cyppeticbkuii JTukyn»
BUHIIIOB HA €KPaHH, 1 HOTO
MOXHa OyJI0 T00aunTH,
MOYYTH i BiTUyTH B
KO)KHOMY
NEePIIOKIACHOMY
YyTTEBKOTEaTpi 3axigHOL
€Bponu.

It was a trio for hyper-violin, super- cello
and oboe-surrogate that now filled the air
with its agreeable languor.

Tpio mst
CYyNepCKPUIIKH,
cynepBioJIOHYeJ] i
ro0010 epernoBHUIIO
HOBITPS. IPUEMHOIO
3HEMOTOI0.

Ile 6ymo Tpio s
rinepCcKpHUIIKH,
cynepBioJIoHYeJTi 1
CYpPOIraTHOro rodos, 1o
CTBOPHJIO aTMOchepy
MPUEMHOT MJIOCTI.

The President stood up, made the sign of
the T and, switching on the synthetic
music, let loose the soft indefatigable
beating of drums and a choir of
instruments - near-wind and super-string
- that plangently repeated and repeated the
brief and unescapably haunting melody of
the first Solidarity Hymn.

[Ipe3unmeHT miaBiBCs,
OCIHMB ceOe 3HaKOM
T 1 BBIMKHYB
CHHTETUYHY
MY3UKY:.
KBa3i1yXoBHIi,
CyNepCcTPYHHUI
aHcaMOJIb IIEMJIMBO
3aBIB [iJ] HEBTOMHE
ouTTs OapabaHiB
KOPOTKY HaB’SI3JIUBY
menomito [lepmroro
imay
ComigapHOCTI.

[Ipe3uneHT miaBiBCH,
ociHuB cebe 3HaKoM «T» 1,
YBIMKHYBIIIM CHHTETUYHY
MY3UKY, BUITYCTHUB Ha
BOJIFO [l aKOMITAHEMEHT
HETOJIOCHOTO 1
HEBTOMHOTO OapabaHHOTO
0010 1UIHNi ancamOJIb
IHCTPYMEHTIB —
KBa3iTyXoBHX i
CYNepPCKPUIIKOBUX, — ITI0
nmovyayii Oe3rnepecTaHky i
TY>KJIUBO ITOBTOPIOBATH
KOPOTKY i HEMMOBIPHO
HIEMJIMBY MEJO/II0
nepmioro CoJrijapHOTO
riMHY

It was a night almost without clouds,
moonless and starry; but of this on the
who- le depressing fact Lenina and Henry
were fortunately unaware. The electric
sky-signs effectively shut off the outer
darkness. “CALVIN STOPES AND HIS
SIXTEEN SEXOPHONISTS.”From the
facade of the new Abbey the giant let- ters
invitingly glared. “LONDON’S FINEST

Hiu O6yna maiixke
Oe3xmapHa i
Oe3MicsuHa, aje
[OTO, 10 CYTi,
THITIOYOTO (haKTy
Jlenina i I'enpi, Ha
11acTs, He TOMIYalu.
Kocmiuny TempsiBy
3a0uBana CBITIOBa

Hiu Oyna maibxke
Oe3xmapHa, Oe3MicsiuHa i
3opsiHa; ajne JleHina i
['enpi, Ha mACTs, HAaBITh
HE YCBIJIOMUIIU IIbOTO
JIOBOJTI ICTIPECUBHOTO
daxry. Sckpasi
EJIEKTPUYHI PEKIaMHU
e(eKTHO PUXOBAIN
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SCENT AND COLOUR ORGAN. ALL
THE LATEST SYNTHETIC MUSIC.”

pexnama. 3 dacany
HOBOTO a0aTcTBa
3aKJIMYHO
MATAXKOTLUIN
BEJIMYE3Hi JITepH:
“KenpBin CToyHC 1
HOTro MIICTHAAUATH
cekcodoHicTiB”,
“Haiikpamuii y
JloHT0HI KOJBOPO-
3armaxoBuil opran”,
“IIporpama
HAWHOBIIIOI,
CHHTETUYHO1
MY3UKH .

30BHIIIHIO HITbMY.
«KAJIBBIH CTOVIIC I
MOr0 WICTHAJLIATh
CEKCO®OHICTIB».
L1i BemuuesHi Jitepu
3aKIIMYHO CssIH 3 (pacamy
OHOBJIEHOTO a0aTCTBa.
«HAVKPAIIIUU V
JIOHAOHI OPT'AH
KOJIbOPIB 1
APOMATIB. YCA
HAMHOBIIIIA
CUHTETUYHA
MVY3UKA».

Rumbling and his- sing, eighty vibro-
vacuum massage machines were
simultaneously kneading and sucking the
firm and sunburnt flesh of eighty superb
female specimens. Everyone was talking
at the top of her voice. A Synthetic Music
machine was warbling out a super-cornet
solo.

BiciMm agecsaTkiB
BiOpOBaKyyMHHX
Maca)KHUX MaIlWH 13
TYPKOTOM 1
MIUITHHIM MICUIN U
CMOKTAJIU MPYXKH1
3acMariii Tiia
BICIMIECSITH
MUITHAX
EK3EMILISIPIB
JKIHOYOI cTaTi, K1
rajgacyBajid IOCHIIH.
ABTOMaT
CUHTETUYHO1L
MY3UKH BUBOJIUB
COJIO Ha
CyIePKOPHETI.

3 rypKOTOM 1 IIUITIHHSIM
BiJpa3y BiCIMJECST
BiOpOBaKyyMHHX
MaCa)KHUX MalluH
0J/IHOYACHO
MIPUCMOKTYBAJIOCS /10
IIPYKHOI 1 3acMarsiol
IUIOTI BiCIMIECITH
PO3KIIIHUX IPEICTaBHUIb
KIHOYO1 CTaTl, CTApaHHO
X pO3THUpAIOYH.

Bci namaranucs
NepeKpruyaT oJHa OJIHY.
3 CUHTETUYHOI MY3UYHO1
MAalINHH JYHAJIO COJIO
KOpHeTa.

The Savage started. That sensation on his
lips! He liited a hand to his mouth; the
titillation ceased; let his hand fall back on
the metal knob; it began again. The scent
organ, meanwhile, breathed pure musk.
Expiringly, a sound-track super-dove
cooed “Oo0-00h”; and vibrating only
thirty-two times a second, a deeper than
African bass made answer: “Aa-
aah.”“Ooh-ah! Ooh- ah!” the stereoscopic
lips came together again, and once more
the facial erogenous zones of the six
thousand spectators in the Alhambra
tingled with almost intolerable galvanic
pleasure. “Ooh .”

JIMKyH 3IpUrHYBCA.
Sk 3acBepOinu ryoum!
Bin nmigHic pyky 110
porta. JlockoTaHHS
nponano. OmycTuB
PYKY 3HOBY Ha
METaIIYHy TYIbKY
— 1 JToCKIT
BigHOBHUBCA. TuM
4acoM apoMaTHUI
OpraH IMXaB YUCTUM
MYCKycOM. I3
penpoayKTopa
BOpKyBaja
cynepropauns: “Y-

Huxyn 3npurnyscs. 1o 3a
BiQUyTTs Ha BycTax! Bin
MiJHIC PYKY J0 pOTa;
JIOCKOTaHHS
MPUITHHUIIOCS; TIOKJIaB
PYKY Ha3aJ Ha METajleBy
PYUKY; 3HOBY BiT4yB
JIOCKIT Ha I'y0ax. 3 oprany
apoMariB TUM 4acoM
JOJIMHAIIH [Taxo1Ili
Myckycy. CyneproJyoka
3BYKOBOI IOPKKH JIEb
YyTHO MpOBOpKyBana: «O-
0-0X»; a i y BIAMOBIIH
MPOJyHAB HEHMOBIPHO
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y-yr’, —i
cyrnepappuKaHChKUI
Oacuie, BiOpyroun
TPUALATH BA Pa3H
Ha CEKYHIY,
BinoBinas: “Ya-a-
ar!” “Y-y-yr!” —
“V-a-ar!” 3H0BY
CTYJISUTHACS
CTEPEOCKOTIUHI
ryou — 1 3HOBY
JUIEB1 €pOTUYHI
30HU IIECTH THCSY
IJIs11a4iB B
“Anramopi”
JPYKAIA BifT
HECTEPITHOT
rajgbBaHIYHOT
CBEpOJISTUKH-
Hacomoau: “Yyyr!..”

rMOOKHN appUKaHCHKUH
0ac 3 ycboro Jiviie
TPUILATEMA JBOMA
BiOpallisiMu 32 CEKYHY:
«A-a-ax». «O-0-a-ax! O-
o-a-ax!» CrepeockoniuHi
BYCTa 3HOBY 3JIHIIUCS, 1
JMIBOBI €pOTEHHI 30HU
HIECTH TUCSY TIIAJa4iB Y
«Anbramopi»
HAEJIEKTPU3YBAIKCS Bij
HECTEPITHO MPUEMHOTO
oKoJItfoBaHHs. «O-0-0X...»

They interrupted themselves for a moment
to sing a synthetic quartet, with full
super- orchestral accompaniment and
gardenias on the scent organ.

Ha xBununy BoHM
MepepuBarOTh
JIF0001I1], IT00
MpoCHiBaTH
CUHTETUYHUU
KBapTeT i
AKOMITAHEMEHT
CynepopKecTpy i
OpPraHHOTO 3araxy
rapJeHiu.

Bonu nepepBanu cBoi
JIFOOOIII TUTEKH JJISI TOTO,
100 3acriBaTty
CHHTETUYHUM KBapPTETOM
1] IOBHOLIIHHUI
CynepopKecTpoOBUil
AKOMITAaHEMEHT 1 ITaxOIIll
rap/ieHiii 3 oprany
apoMmaris.

Then with a little start she would wake up
again-wake up to the aquarium antics of
the Tennis Cham- pions, to the Super-
Vox-Wurlitzeriana rendering of “Hug
me till you drug me, honey,” to the warm
draught of verbena that came blowing
through the venti- lator above her head-
would wake to these things, or rather to a
dream of which these things, transformed
and embellished by the soma in her blood,
were the marvellous constituents, and
smile once more her broken and
discoloured smile of infantile
contentment.

IToTim,
3IPUTHYBIIINCH,
BOHA MTPOKHUIAIIACS
— 13HOBY mepe
HEI0 Tacaiu
TEHICUCTH. Y ByXax
cyneproJoc
BHUCITIBYBaB
“O0Himali MeHe,
[IOKHY HE CIT’SIHI0”,
TEIUTi MOyBU
MaxoIIiB BepOeHU
JUHYIH 3
BEHTUJIATOPA HAJ 11
roioBoio. I Big THX
00pa3iB, 3BYKIB 1
3amaxis, y MapesBi, B
SIKOMY BC€ II€,

I Bpas, nerenbko
3JIPUTHYBILKCH, BOHA
3HOBY MPOOYKyBaacs —
npoOyrKyBanacs, oo
0aunTH aKBapiymHe
racaHHs TEHICHCTIB, YyTH,
sk BucniBye Cynep-Bokc-
Bypairuepiana «Cruckait
MEHE, KOTUKY, 1 He
BiJIyCKaii», BAUXaTH
TEILIi 3aImaxu BepOCeHH, 1110
MIPOHUKAIU CIOAH KPi3b
BEHTUJIATOP HaL 11
rOJIOBOIO, — MPOKUAANIACS
JI0 1IbOTO BCHOTO 200
pajiie mopruHaia B HOBHA
COH, CKJIQJIOBOIO
YaCTHUHOIO SIKOTO U Oynu
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IIEPETBOPEHE U
MPHUKpAIICHE
COMOI0, CILTITAIOCS
B OJIMH paily>KHUUI
coH, Jlinna 3HOBY
ycMixamnacst
iep0aToro,
JTUTHHHO-PAIICHOIO
YCMIIIKOFO
3aJI0BOJICHHSI.

1i pedi, TpanchopmoBaHi
i IPOCSKHYT1 COMOK B ii
KPOBI, @ TO/1i 3HOBY
BCMiXayacsi CBO€EIO
po3ry0ieHoro i
0e30apBHOIO TTOCMIIITKOIO
JUTHUHSYOT BTIXH.

Linda’s eyes fluttered open; she saw him,
knew him-"John;j’-but situated the real
face, the real and violent hands, in an
imaginary world-among the inward and
private equivalents of patchouli and the
Super-Wurlitzer, among the trans-
figured memories and the strangely
transposed sensations that constituted the
universe of her dream.

[Tosixku JliHaM
3JIPUTHYITUCS;
npoOy/KYIOUHCH,
BOHA Mobauusa Horo
i ynizHana:
“Il>xoH!” Ane 3pa3y
K IIepeHeca Moro
JKUBE 0OJIMIYS, KUB1
pyKH, siKi Oostsiue
CTPpYIIYBAJMH ii, B
VSIBHUM BHYTPIITHIN
CBIT JUBHO
TIEPETBOPEHOT
CYyIEepMY3HKH,
navysi i
CyneproJiocy, Mix
MepPETBOPEHI
croraay i JUBHO
3MilIeHi 00pasu 3 ii
CHOBHUIIHb.

Jlinga 3aTpinorina BisiMu i
PO3ILTIONTMIIA O4l; BOHA
foro mobauwnma i BIizHaaa
— «Jlxone!» — ane
IIepeHecIa Moro peajabHe
00my4us, oro peanbHi
HECaMOBHTI PYKH Y CBIi
YSIBHUH CBIT, TOMICTUBIIH
ix gech Tam, cepell 3amaxis
navyni i cniiB Cynep-
Bypaituepa, cepen
BUIO3MIHEHUX CITOraaiB 1
XUMEPHO BUKPUBJICHUX
MOYYTTIB, 3 SIKUX 1
CKJIAJaBCsI BCECBIT 11
CHOBHU/IIHE.

She knew him for John, her son, but
fancied him an intruder into that paradisal
Malpais where she had been spending her
soma-holiday with Popé.

Ie JxoH, ii cuH,
ane i
IpUMapUIocs, 110
BiH YTPYTHUBCS B
paricbkuii Manmnaiic,
Jie BOHA
HACOJIOIXKyBaJacs
COMOBIIIIOYHHKOM
3 [Tome.

Bona 3naia, mo ne [»oH,
il cuH, aje yaBuia Horo
3a3ixadyeM Ha TOU
imnmiyHul Manmaic, ae
BOHA sIKpa3 IPOBOIUIA
CBO1 coMa-BaKallil pa3om
13 ITome.

One egg, one embryo, one adult-
normality. But a bokanovskified egg will
bud, will proliferate, will divide.

Onne sine, oauH
eMOpioH, 0J1Ha
nopocia ocoba —
e OyIo KOIuch
HOPMOIO. A TUM
4acoM
00KaHOBCHKH(IKOB
aHe siine OpyHbBKYE,

Opnne e, OauH
eMOpioH, oHa ocola —
HOpMaJbHUI npouec. Ae
OokaHOBcKidoBaHe siile
OpYHBKY€ETBCS, IUTUTHCS,
MHOKHUTbCH.
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pocTe, AUTUTHCSL.

And when, exhausted, the Sixteen had laid
by their saxophones and the Synthetic
Music apparatus was producing the very
latest in slow Malthusian Blues, they
might have been twin embryos gently
rocking together on the wa- ves of a
bottled ocean of blood-surrogate.

BucHaxena
NIICTHAIIATKA
BiJIKJIaj1a
cexcoponH, i
arapaTr CHHTETUYHO1
MY3HUKH 3arpaB
HAWHOBIIII
MaJIbTY3iaHCBKI
meJioaii. ['enpi 3
Jleninoro
3aKOJIMCYBAJO, HIOU
napy eMOpioHiB-
OJIM3HAT HA XBUJISIX

A KOH BUCHA)KEHI
HIICTHAAISITEPO MY3UK
BiJKJIasI BOIK CBO1
cekco(onm i3 amapara
CUHTETUYHOI MY3UKU
3a3By4aB HAaWHOBIMIWI
MOBUIbHUI
«MaJubTy3iaHCbKHIt
0.1103», BOHU, MaOYTh,
MIEPETBOPIIINCS Ha
eMOpi0HIB-OJIU3HIOKIB, 1110
JIAT1IHO TTOTOWTYBAJIHCS
Ha XBHJISX IUISTITKOBOTO

aMITyJIBHOTO OKeaHy 3 3aMiHHHMKAa
KPOBO3aMiHHMKA. KPOBI.
“Essentially,” the D.H.C. concluded, — Ilo cyri, — — Ilo cyri, — 3po6uB
“bokanovskification consists of a series | roBopus mami BrucHOBOK JIupexrop 1311,
of arrests of development. We check the | AupexTop, — — OoxaHoOBcKi(pikanist
normal growth and, paradoxically enough, | GokanoBchkudikan | ckiamaeTses 3 cepii
the egg responds by budding.” ist momsiTae B cepii 3aTPUMOK PO3BHUTKY. Mu
raJibMyBaHb 3YOUHSEMO HOpMaJbHE
po3BUTKY. Mu 3pOCTaHH4, 1, XOU SIK L€
MPUITHHIEMO napajgoKcaibHo, sifle y

HOPMAaJIBHHH PICT, 1
SIUIIE TOCUTD
napajgoKcalbHO
pearye Ha 1€ CBOIM
OpYHbKYBaHHSIM.

BIJIMTOBI/Ib OPYHBKYETHCS

Bent over their instruments, three hundred
Fertilizers were plunged, as the Director
of Hatcheries and Conditioning entered
the room, in the scarcely bre- athing
silence, the absent-minded, soliloquizing
hum or whistle, of absorbed
concentration. A troop of newly arrived
students, very young, pink and callow,
followed nervously, rather abjectly, at the
Director’s heels. Each of them carried a
notebook, in which, whenever the great
man spoke, he desperately scribbled.
Straight from the horse’s mouth. It was a
rare privilege. The D. H. C. for Central
London always made a point of personally
conducting his new students round the
various departments.

Komu nupekTop
InkyOaniiino-
KonauuiroBaanHuor
o LlenTpy 3aiinion
JI0 TIPUMIIIICHHS,
3ITHYTI HaJl
MIKpOCKOITaMH
TpHCTa
3aIUTIHIOBAILHUKIB
Oynu 3arnubieHi B
Jie/IBE MOPYIIYBaHy
TUXaHHSAM THUILY, Y
HEYBaXKJIIMBUHI
MOHOJIOT LIyMYy U
CBUCTY, LIUIKOBUTE
30CepePKEHHS.
I'pymna
HOBONIPUOYIHUX,

Komu Inpexrop
iHKyOaniiHo-
3YMOBJIIOBAJILHOTO
LHEHTPY 3ailllIoB y
KIMHATYy, TPH COTHI
MOXWJIEHUX HaJl
IHCTpYMEHTaMH
3aIlIIHIOBAILHUKIB OyIH
3aHypeH1 B Maiixke
HEMOPYIYBaHY TUXaHHAM
TUIIY, Y BIICTOPOHEHE 1
30CepeKEHE Y TO
T'YAiHHS, Y4 TO CIOpPYaHHs
camo3aryinoeHoi
KOHIIeHTpauii. Bemiz 3a
JupexTopoMm 60513K0 i
BEJIbMU HEBIIEBHEHO
3aii1lIa rpymna
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Ty’)K€ MOJIOJTUX,
PO’KEBOMIOKHX 1
HEIOCBITYCHHUX
CTY/ICHTIB HEPBOBO
i HECMITUBO HILIa
3a lupextopom. Yci
BOHU MaJln
3aIIUCHUKH, B SIK1
OqUANAYIIHO
3aHOTOBYBAJIH, SIK
TUTBKH BEITMKHAMN
YOJIOBIK PO3KPHUBaB
pota. [Ipsimo 3 yct
caMoro mpasopooa.
Ile OyB pinkicHu#
npusiieit. Jupexkrop
JIOHTOHCEKOTO
Iaky6ariitHo-
KonaumiroBaibHOTO
LleHTpy, K 3aBK1H,
0COOHCTO BOIUB
HOBUX CTYJEHTIB 110
BCIX BIairax.

HOBOTIPUOYIIUX CTY/CHTIB,
MOJIOJACHBKUX, 3€JICHUX 1
HEIOCBITYECHUX. Y
KO’KHOTO B pyKax OyB
3aIUCHUK, Ky BOHU
pO3ry0IeHO 3aHOTOBYBAU
KO>KHE CJIOBO ITi€i
BUJIATHOI OCOOM.
[TpsaMiciHBKO 3 TIepIIUX
ycr. Lle OyB piakicHuiA
npusiiei. J{upextop
JToHAOHCEKOTO I31]
3aB)K]IM HaMaraBcs
0COOHMCTO MOKa3yBaTH
HOBUM CTY/IEHTaM yci
PI3HOMAHITHI1 BIIJIUIH.

Next to the Liners stood the
Matriculators. The procession advanced;
one by one the eggs were transferred from
their test-tubes to the larger containers;
def- tly the peritoneal lining was slit, the
morula dropped into place, the saline so-
lution poured in.

[Topyu rinb3 —
YKJIaJadbHUILL.
[Ipomecist moB3e
ani; s, OqHE 3a
OTHUM,
3a0UparoThCs 3
poOipoK 10
OUTBIIUX TTOCY/IUH;
OYEepEeBHHHA
000JI0HKa CITPUTHO
po3pi3aeThes, B
PO3pi3 BCTABISIETHCS
SIUIIEBA KUTHUL,
IIOTIM 3aJIUBAETHCS
COJITHUM PO3YHH...

Hacrymaumu micis
NiAKJIATHUKIB Oyu
BKJIAIAJIBLHUKH.
[Tporecist HEBMMHHO
pyxajacs; oJiHe 0
OJIHOMY SI€UKa
MIEPEHOCHITH 3 TIPOOIPOK Y
OUTBIITI TOCYIMHU; Ha
MK 3 0YSPEBUHI
CIIPUTHO pOOWIIN HAPI3,
KyAH KUJaJIl MOPYIY,
3aJIMBAOYH ii COJITHUM
PO3YHHOM...

“The principle of sleep-teaching, or
hypnopadia, had been discovered.” The
D.H.C. made an impressive pause.

Ochb TaK BIIKPHIH
IPUHIIMIT HAaBYaHHS
B CHI, ab0

— byno BuHaiineno
MPUHIIUIT HABYAHHS YBi
CHI, a00 rimHomeniro. —

rinmHoneniro, — Hupekrop I31] BuTprmas
JupexTop 3poouB OaraTo3HayHy naysy.
0araTo3Ha4yHy
naysy.
“And this,” said the Provost a moment —Ane, — — A 1e, — oroyiocuB
later, “is Hypnopadic Control Room.” | mpomoBxyBaB HEBJIOB31 PEKTOP, —
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PEKTOP EKCKYpCito,
— Hama

KiMHATa TinHomeu4HOro
KOHTPOJIIO.

Kontponsnaa

I'inHonmennuna

Kimnara.
“Malthusian Drill,” explained the Head | — MaabTy3iancbki | — MadabTy3iaHcbKi
Mistress. “Most of our girls are free- BIPaBH, — BIIPaBH, — MMOSICHIIIA
martins, of course. I’m a freemartin nosiciuia ['ooBHa | mupekTpuca. — bibiricTs
myself.” She smiled at Bernard. “But we | BuxoBaTtenbka. — HAIlIMX JIBYAT, 3BHYAIHO,

have about eight hundred unsterilized
ones who need constant drilling.”

BinpmricTs Hammx
IiBYAT, 3BUYANHO,
oesmmigai. Ak 11 —
Bona ycMmixnynacs
1o bepnapna. —
Arte € B Hac OJIM3BKO
BOCEMHCOT
HECTEPWITI30BaHUX, 1
BOHU MOTPEOYIOTH

soBi. S cama Tex
sutoBuLA. — BoHa
BcMixHynmacst bepHapaosi.
— Aute B Hac € OJIM3bKO
BOCBMHCTA
HECTEepUIII30BaHuX 0cCiO,
SAKUM NOTPiOH1 MOCTiNH1
BIIPaBH.

MMOCTIMHOTO
TPEHYBaHHS.
INFANT NURSERIES. NEO- “Slcma ma «/lnTsai sicna.
PAVLOVIAN CONDITIONING HEMOBIISIT. HoBonaBioBcbKi
ROOMS, announced the notice board. HeonapJioBcbKi 3yMOBJIIOBAJIbHI
KiMHaTH KiMHaTH» OYyJ10 HaNMcaHO
BUXOBAHHA — Ha O] OT'OJIOIIEHb.
[IOB1IOMJISIB HAITUC
MIPH BXO/II.

“SYRUP OF CORPUS LUTEUM,”
Lenina read the names aloud. “OVARIN,
GUARANTEED FRESH: NOT TO BE
USED AFTER AUGUST 1ST, AF. 632.
MAMMARY GLAND EXTRACT: TO
BE TAKEN THREE TIMES DAILY,
BE- FORE MEALS, WITH A LITTLE
WATER. PLACENTIN: 5¢cc TO BE
INJECTED INTRAVENALLY EVERY
THIRD DAY. Ugh!” Lenina shuddered.
“How I lo- athe intravenals, don’t you?”

— Cupor X0BTOro
TiJIa, — T'OJIOCHO
yurana Jlenina. —
OBapuH, CBIKICTh
rapaHTOBaHO,
roauthbest 0o 1.8.632
p. E. ®. Excrpakr
MOJIOYHOI 3aJI03H,
PO3BEIICHUH BOJIOHO,
B)KMBATH TPUYl HA
JICHb Tiepe]] 1DKEO.
IlnanenTHH, 110

I’ SITh KyOHKIB
BHYTPIBEHHO 4epe3
KOXHi J1Ba JHi... Xy!
— 3pUTHYJACS
Jlenina. — Sk s
HEHaBUIDKY
BHYTPIBEHHI, a TU?

— Cupon Xostoro Tina,
— MPOYHUTAJIA BIOJIOC
Jlenina oHy 3 €TUKETOK.
— OBapuH, rapaHTOBaHO
CBDKHI: HE BXKUBATH IIICIISI
1-ro cepmius p.¢. 632.
€KCTPaKT MOJIOYHOT
3JI034: MPUKUMATH TPUYi
Ha JICHb, Iepe/l i1oto,
3aIIMBalOYU BOJIOKO.
IlnaneHTHH: 1110 TPH JTHI
BBOJIUTH IHTPABEHHO
Smit... Oit! — 3ppurnynacs
Jlenina. — Sk s
HEHaBMJUKY T1 IHTPaBEHKH,
aTtu?
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But when it came to pan-glandular
biscuits and vitaminized beef-surrogate,
he had not been able to resist the
shopman’s persu- asion. Looking at the
tins now, he bitterly reproached himself
for his weakness. Loathesome civilized
stuff!

Ane Bix
MOJIirOPpMOHAJIBHUX
OiCKBITIB 1
BITaMi1HOBAHOTO
ep3aiy sJI0BUYUHU
oMy Tax i He
IOIACTHIIO
BIIMOBUTHCH.
JuBnsuucey tenep Ha
1l OJISIIIAaHKHU, BIH
TipKO JOpikaB co0i
3a MOCTYIUIUBICTb.
[usinizoBana
ITOraHb!

AuJe npojiaBellb Taku
3yMiB HOMY BCY4YHTH
NOJiropMoHaJibHe
Ne4YyMBo i BiTaMiHi30BHAM
ep3ail SUIOBUYHHU.
JluBisturch Tenep Ha i
Onsianky, J[KOH TipKo
JIOKOPSIB c001 32
TUMYACOBY CIa0KiCTh.
OrugHi NpoayKTH
muBLIIzamii!

“I’ve been feeling rather out of sorts
lately,” Fanny explained. “Dr. Wells advi-
sed me to have a Pregnancy Substitute.”
“But, my dear, you’re only nineteen. The
first Pregnancy Substitute isn’t com-
pulsory till twenty-one.”

— 51 He oco0MBO
no0pe novyBarocs
OCTaHHIM YacoM, —
nosicuuiia Penni. —
Jlikap Yenc nopanus
IIPOUTH KypcC
NceBA0BariTHOCTI.
— Aute x, Mos
JIFOOOHBKO, TOO1
BCHOI'O TUILKU

NEeB’ ITHAOISITE
pOKiB. A mepia
nmigMiHa BaritHocTi
HE € IPUMYCOBOIO
JIO TBAJLSATh
MEPIIOTO POKY.

— $] ocTaHHIM YacoM
sIKach camMa He CBOS, —
nosicauiia Panui. —
Hoxrop Bemic nopanus
MEH1 CKOPUCTATHCS
3aMiHHHMKOM BariTHOCTI.
— Aute x T00I, 30JI0TIIE,
JIAIIIE JI€B’ ITHAIIATD.
[Tepmri 3aMiHHUKH
BariTHocTi He
000B’SI3KOBI 10 ABAILATH
OJIHOTO POKY.

Helmholtz shrugged his shoulders. They
had come back from their work ex-
pecting to find the Savage waiting for
them at one or other of the usual meeting-
places, and there was no sign of the
fellow. Which was annoying, as they had
meant to nip across to Biarritz in
Helmholtz’s four-seater sporticopter.
They’d be late for dinner if he didn’t
come soon.

“We’ll give him five more minutes,” said
Helmholtz. “If he doesn’t turn up by then,
we’ll...”

The ringing of the telephone bell
interrupted him. He picked up the
receiver. “Hullo. Speaking.” Then, after a
long interval of listening, “Ford in

['enbMrombl] CTeHYB
ieyuma.
[ToBepHyB1IMCA 3
po0OOTH, BOHI
CHoiBaIuCs
3acraTtu /[ukyHa B
OJIHOMY i3
3BUYANHUX MICILIb
3yCTpiui, aje 1o
HBOMY He OyJ0 i
3HaKy. Lle
npaTyBaio, 60 BOHU
MaJi HaMip
3aCKOYMTH Ha
['exbMrosprieBoMy
YOTUPUMICHOMY
CIIOPTHBHOMY

I"eapMIobIl 3HU3aB
mieurma. Boaun
MTOBEPHYJIUCS 3 pOOOTH,
CIO/IIBAIOYNCH, 0 J(UKyH
YeKaTUMeE 1X Ha TOMY 91
TOMY 3BHYHOMY MICIT1 JIJ1sI
3yCTpiyi, aje BiJ HbOTO 1
cii mponas. A 1e iX
TPOXH JIpaTyBajo, ajxKe
BOHHU MaJld HaMip
MaxHyTH B biappuil Ha
['enpMrombpIieBOMY
YOTUPUMICHOMY
cnoprikonTepi. ko BiH
CKOpO HE 3’ SIBUTHCSI, BOHU
3aIi3HATHCS Ha BEUYEPIO.
— Jlaitmo Homy 1€
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Flivver!” he swore. “I’ll come at once.”

reJiikonrepi 10
Biappina. Tak
MOJKHA 1 Ha 0011
3aIi3HUTUCS. —
[Touekaemo e
II’SITh XBUJINH, —
cka3aB [ enbMrosibil.
— Sxmo He
MOSIBUTHCS, TO MH...
3a/13BOHMB TEICPOH.
I'enbmronen y3sas
TPYyOKY.

— Auno: A Bac
CITyXar, — JIOBTa
naysa, MoTiM: —
®opa yceMoryTHiii!
— BHUTYKHYB
I'expMromner. —
byny HeraiiHo.

IT’SITh XBUJIMH, — CKa3aB
I'ensMronsu. — SAKmo
fioro Tak i He Oyze, MH...
Horo nepepsas 13BiHOK
tenedona. Bin y3s8
CIIyXaBKYy.

— Amno. Le 5. — Togmi,
BHCITYXaBIIIH
IIOBITOMIJIEHHS, BIiH
BUIasBCs: — Dopay
apanayJeri! — 5 3apa3
IpUILy.

In the taxicopter he hardly even looked at
her. Bound by strong vows that had never
been pronounced, obedient to laws that
had long since ceased to run, he sat
averted and in silence. Sometimes, as
though a finger had plucked at some taut,
almost breaking string, his whole body
would shake with a sudden nervous start.

B rakcikonrepi BiH
YHHUKaB JUBUTHUCS Ha
Hel. CkyTuid
HEMOPYIIHUMU
OOITHHIIMU,
HIKOJIU-HIKOJIN HE
BUTOJIOITYBAHUMHU,
MOKIPHUH 3aKOHaM,
10 BXKE JIaBHO
BTpaTUJIU CUITY, BIH
CHUJIIB 1 BITYY)KEHO
MoBuYaB. Yac Bix
yacy, HiOW YHiiCh
najuenb OpUHbKAB 10
TYro HaTsTHEHIH,
rOTOBIi 00IpBaTUCS
CTpPYHi, HOTO TiJIO
3IpUTAIOCS Bij
panToBOTO
HEPBOBOTO HIOKY.

VY Takcikonrepi BiH
Maiike He TUBUBCS Ha Hel.
IToB’s13aHUI HIKOJIH HE
BHUCJIOBJICHUMU
OOITHUIISIMU, BIPHHUI
3aKOHaM, SIKi BJK€ JaBHO
BTPATHJIU CHITY, BIH
MOBYKH CHJIB, JUBITYNCH
B iHIMH OIK. [HKOMM 1iTe
HOTO TLIO HEPBOBO
3IPUTAIOCS, HEMOBOU
YUHCh Majielb 3HeHalbKa
TOPKaB SKYCh TYT'O
HaIl’sITy CTPYHY, 110 OCh-
0OCh MOJKE 00ipBaTHCS.

“It’s one of the conditions of perfect
health. That’s why we’ve made the V.P.S.
treatments compulsory.”

“V.P.S.?”

“Violent Passion Surrogate. Regularly
once a month. We flood the whole sys-
tem with adrenin. It’s the complete

— Hagaupkosi
3aJI03U. Y HUX OJHA
3 IEpEelyMOB
JIOCKOHAJIOTO
3n0poB’s. Tomy
MIPOXOKEHHS uepe3
CCII mpumycose.

— lle oxHa 3 nepeaymMoB
MIIIHOTO 3710poB’s. Came
TOMY MU 1 BOPOBAIHIN
000B’S13KOBI MPOLIETyPH
3. 0.1L

— 3JIL?

— 3aMiHHHKA THKOI
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physiological equivalent of fear and rage.
All the tonic effects of murdering
Desdemona and being murdered by
Othello, without any of the
inconveniences.”

— CCIT?

— CCIl —
Cyporat CuiabHoi
IIpucrpacri.
Perynspno, pa3 Ha
MICSIIb, MH
HAaCUYy€EMO OpPraHi3Mm
anapeHarinom. Lle
¢izionoriaHuit
€KBIBaJICHT CTpaxy i
mroti. JIroti OTtemno,
110 BOMBae
He3neMony, i
cTpaxy /le3nemoHu,
Ky BOMBAIOTb.
Jlaemo TOHI3yrOUMit
edekt youscTBa 0e3
HISKHX
HE3PYYHOCTEH.

npucrpacti. Iomicss,
peryispHo. Mu
HAaCHYy€EMO OpPraHi3M
aapenaminom. Lle
a0COIIOTHUI
¢bi3i0N0TIUHUI eKBIBAJICHT
CTpaxy i JroToniiB. Yci
TOHI3YBaJIbHI €PEKTH, 110
BUHUKAIOTh BHACIIIOK
BOuBCTBa Jle3nemonu abo
3arubeni Big pyk Orenio,
ane 6e3 KOJHUX
HE3PYYHOCTEH.

Furiously the students scribbled.
“Hypnopadia, first used officially in
A.F. 214. Why not before? Two reasons.
(a) .”

CTyneHTChKi OMiBIIi
JIe/IB€ BCTHUTAJIH:
“I'inHonenis
Briepiie ogimiifHo
3aCTOCOBaHa B IBICTI
YOTUPHAILUATOMY
porti E. @. (epu
®opaa). Yomy He
panime? JIBi
MPUYUHH...”

CTyZeHTH CTPOYMIIA SIK
HaBbKkeHl. «[imHomexnid,
Briepiie oQiriitHo
3aCTOCOBaHA POKY
®opaoBoro BicTi
YOTUpHAIUATOr0. YoMy He
panime? J[Bi npuanHH,

(a)..»

“And now, my friends,” said the Arch-
Community-Songster of Canterbury, in
that beautiful ringing voice with which he
led the proceedings at Ford’s Day
Celebrations, “Now, my friends, I think
perhaps the time has come .” He rose, put
down his glass, brushed from his purple
viscose waistcoat the crumbs of a
considerable collation, and walked
towards the door.

— A tenep, npys3i
MO1, — F'OBOpPHB
ApxicniBaJbHHUK
KenTepoepiiicbknii
THM KPacHBUM
I3BIHKHM T'OJIOCOM,
SIKUM BiH MPaBHB IIi]1
4ac CBITKYBAaHHS
Jusa ®opaa. —
Tenep, moi apy3i, 5
JTyMaro, 110 mopa
BXe... — Bin
MiABIBCS 3 Kpicia,
IIOCTaBUB CBOIO
CKJISTHKY, CTPYCHUB 3
¢ioneroBoi
BICKO3HOT JKUIJICTKH
KPUXTHU TIEPEKYCKU U

— A tenep, m00i1 Apy3i, —
CKa3aB apXirpomMajachbKuii
criBenb
KeHTepOepiicbKMil CBOIM
PO3KIIIHUM JIYHKUM
rojJocoM, UYyTH SIKUii 0yI10
TaK 3BHYHO ITiJI Yac
cBaTKyBaHb [Ansa ®@opaa,
— Temnep, J1to01 Apy3i, s
rajaro, o B)Ke HacTaB
yac... — BiH miaBisc,
BIJICTaBUB yOIK KeIuxa,
CTPYCHB 31 CBOET
MypIypoBOi BICKO3HOT
KaMi3elbKH KPUXTH, 110
3QMIITAINCS TICTIsS
YUMAJICHBKOI Tparesu, 1
PYILUB 10 ABEPEH.
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IIOBaXHO
MOIPSIMYBaB 10
JIBEpEH.

ALTERNATE Thursdays were Bernard’s
Solidarity Service days. After an early
dinner at the Aphroditzeum (to which
Helrnholtz had recently been elected
under Rule Two) he took leave of his
friend and, hailing a taxi on the roof told
the man to fly to the Fordson
Community Singery. The machine rose a
cou- ple of hundred metres, then headed
eastwards, and as it turned, there before
Bernard’s eyes, gigantically beautiful, was
the Singery. Flood- lighted, its three
hundred and twenty metres of white
Carrara-surrogate gleamed with a
snowy incandescence over Ludgate Hill;

[Iloxpyroro
yeTBepra bepHapa
MaB OpaTu y4actb y
Jni Ciyxom
CoJainapHocri.
[Ticnst panHBOTO
0011y 3
I'enpMronsuem B
“A¢poauropii”’
(xymu I'enbmrosbia
HEII0/IaBHO 00pau
3TIIHO 3
naparpadom aBa
KnyOnoro Cratyty)
BIH IIOMPOILIABCS 3
Jpy3s5MH, CIB Ha
Jaxy B TaKci,
HaKa3aB MUJIOTOBI
JIETITH 10
Dopa30HIBCHKOL
rPoMaaAChbKOI
CIiBaJIbHi.
[TigHABIINCH METPIB
Ha JIBICTI, TaKCI
IoM4aJio Ha CXiJ; Ha
MOBOPOTI IIEpe.
bepnapnosumu
OYHMMa PO3KPUBCS
KpaceHb-NMaJIAL.
3aroruieHi CBITIOM
Horo Tpucra
JIBAJIISATh METPIB
O110TO IITYYHOT O
KappapcbKoro
MapMypy CHIKHO
CSISUTH Ha
JlagredTcbkoMy
narop0i;

[Ilo npyroro yeTBepra B
bepuapaa Oynu aui
CoutinapHoi ci1y:x0u.
[Ticnst panHBOI Bevepi B
Adponiteymi (kyau
3rigHo 3 Jpyrum
naparpadom cTatyty 0yio
00paHo HENI0JaBHO
['enpMronsia) BiH
MOTIPOIIABCS 31 CBOIM
MPHSITEIIEM 1, 3yTUHUBIITH
Ha J]aXy TaKci, 3BEJIiB
BOJIIEB1 JIETITH 0
DopA30HIBCHLKOL
rpoMajichbKoI CiBaJIbHi.
Amnapar nmigHsaBCcs Ha
KUTbKa COTEHb METPIB, a
TOJ1 PO3BEPHYBCS Ha CX1J,
1 och yxxe bepHapaosum
oYaMm BIIKpHIIacs
BEJIMYE3HA 1 TpeKpacHa
OyniBJjisl CliBaJIbHi.
OcBiTIIeH] TPOKEKTOPaAMH
BC1 TpUCTA ABAIATH
METpIB ITYYHOT 0
KappapcbKOro Mapmypy
BUOJIMCKYBaJIN CBOEIO
CHIMy4010 OUTOCHDKHICTIO
noHaz JlaareiTCLKuM
naropoom;

“Ford!” whispered the driver. And his
twins were of the same opinion.
“Fordey!” they said.

— @opae! —
IpoILenTaB BOIIM;
fioro 6patu-
ONMU3HIOKU OyNU He
MEHIII OLIeNeIIeH .
— ®@opaonbKy! —
BUPBAJIOCS B HUX.

— O, ®opae! -
TpoIIenoTiB Boiit. Foro
KOJIETU-OJIM3HIOKH Oynu
TaKO>K MPUTOJIOMILIEHI.

— ®DopaoHbKY MuIHi! —
30MKHYJIU BOHHU.
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Undeterred by that cautionary bruise on
their colleague’s coccyx, four other
reporters, representing the New York
Times, the Frankfurt Four- Dimensional
Continuum, The Fordian Science
Monitor, and The Delta Mirror, called
that afternoon at the lighthouse and met
with receptions of progressively
increasing violence.

[Ipote TpaBma, sko1
3a3HaB KyIpUK
penoprepa
“IIlomeHHOTO
pamio”, He 3ayIsIKala
penopTepiB i3 HbIO-
Hopkebkoi “Taitmc”,
dpanKdypTCHKOTO
“JoTHUPUMIPHOTO
KOHTHUHIyMY,
“@opaiBcbLKOro
HACTABHMKA™ I
“JlenbTa Mippop”.
Bouu HaBinanucs
TOTO AHS Ha MasK, 1
JIuKyH 3ycTpiB iX
1€ HEMPUBITHIIIIE.

[le yoTHpH XKypHATICTH,
SKHUX HE HaJIIKaB
3aCTEPEKIMBHUI CUHELIb HA
KYIIPHUKY TXHBOT'O KOJIETH 1
K1 peTIpe3eHTYBAN HbIO-
Hopkcbkuil «Tanimer,
bpaHkpypTCHKUI
«HoTHPUBUMIPHHHA
KOHTUHIYM,
«@opaiaHcbKuii cacHC
MoHiTop» 1 «/lenpTy
Mippop», 3aBiTaiau TOro
K THS 10 Masika, Jie iX
OyJ10 3yCTPIHYTO II1e
arpecuBHIIIIE.

“But cleanliness is next to fordliness,”
she insisted.

— AUJe x yucTOTa
— 3aropyka
dopaunocti, —
HaIoJIsAraja BOHA.

— Aute X 0XallHOMY KUTH
— e PopaoBi CJOYKUTH, —
HaroJjsraia BOHa.

“I know,” said Bernard, interrupting him.
“I was talking to his fordship on the
phone a moment ago.” His bored tone
implied that he was in the habit of talking
to his fordship every day of the week. He
dropped into a chair. “If you’ll kindly take
all the necessary steps as soon as possible.
As soon as possible,” he emphatically
repeated. He was thoroughly enjoying
himself.

— 3Har0, — HE J1aB
HOMY 3aKIHUYUTH
bepnapa. —
XBUJIMHY TOMY 51
PO3MOBIISB 13 HOTO
dopanicTio 11O
tenedony. — Moro
3HYJIPKEHUH TOH
JIlaBaB 3pO3yMITH,
IO BIH 3BUK
TOBOPHUTH 3 OT0
(bOpaHICTIO JIeSh HE
KOXXHOro nus. Bin
CIB y Kpici0. —
[Tpoury 3anaroauTu
BC1 HEOOXI1IH1
dbopmabHOCTI
SIKHAWIIBUIILIE.
SIknanmBuame, —
MOBTOPHB
nigkpecneHo. Bin
YTIlIaBCs CBOEIO
HOBOIO POJLITIO.

— 4 3Har0, — ypBaB Horo
Ha miBcioBi bepuapa. — A
IOMHO PO3MOBIISB 11O
tenedoHy 3 Horo
¢opauunicTio. — Cxazan
e TAKUM HendaIuM
roJa0CcoM, HEMOBOH MaB
3BUYKY MaJIO HE IO THS
CIIUIKYBaTHCA 3 HOTO
dbopauunictio. Tomi
BTOMIJICHO BIIaB Ha
CTUIBIL. — S0 Bamma
J1acKa, MOMpoITy BUKOHATH
BC1 MOTPIOHI MpoLeTypr
SIKOMOTa IIBHIIIIE,
SIkomora mBualIe, —
0araro3Ha4YHO TTOBTOPHB
BiH. OTpUMYBaB Bifl LILOTO
BCHOTO BEIMUYE3HY
HACOJIOTY.

He pencilled his initials-two small pale

JlupekTop nocraBus

Bi" nmocraBusB cBoi
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letters abject at the feet of Mustapha
Mond-and was about to return the paper
without a word of comment or genial
Ford-speed, when his eye was caught by
something written in the body of the
permit.

cBOI iHIiIiaa — AB1
[IOTaHEeHbKI OJril
JITepH i
nianmucom Mycradu
Monpa i xoTiB OyB
YK€ TTIOBEPHYTH
naripens 0e3
YKOJTHOTO KOMEHTaps
Y HAIyTHHOTO “3
®opaom!”, xoiu B
OKO MOMY BIIajia
Ha3Ba MICIIEBOCTI,
AKy 30MpaBcs
BinBinatu bepuHap.

HIITiamy — 1B1 MaJeHbKI
Jes1b IOMITHI OyKBOYKH,
I10 >KAJIOTIHO
HPUTYITHITUCS 1]
Mycradoro Monmom, — i
BKe Oys10 30upaBcs
MOBEPHYTH JI03BiT 03
YKOJTHOTO KOMEHTaps 4u
1o0a)kaHb 11aCIUBO1
noporu («Xait ®opa
Oepexxe!»), KO panToBO
MPUIUBUBCS JI0 TOTO, IO
OyJ10 HamKMCcaHo B JI03BOJIL.
— Pesepgariis B Hoto-
Mexkcuko? — nepenuras
BiH, 1 TOH, IKUM BIH II€
CKa3aB

“Orgy-porgy, Ford and fun,

Kiss the girls and make them One.
Boys at One with girls at peace;
Orgy-porgy gives release.”

Opris-nopris,
®opans 3a6aBa.
[imyiicst, koxaics,
®opay Ha claBy.
Xnommy, miByaTa,
pamicHUN CMIX —
Oprig-noprisi, macts
IUTS BCIX.

Opris-nopris, ®opx i
MOTiXa,

[{bOMKM FOHAYKaM, HE
3HATHMEM JIHXa.
XJromml ¥ aiByara
3ULTIOTHCS B OJTHOMY,
Oprig-mopris Kparia 3a
comy!

In Iceland he will have small opportunity
to lead others astray by his unfordly
example.”

B Icnagmii B HpOr0
OyJie MEHIIIe Haro1
30MBaTH 3 MyTTSA
IHIIIMX CBOIM

Bin maTnme HaliMeHIIIe
HaroJ| CIIOKyTYBaTH IHIIHUX
cBOIM 0e3¢opaHUM
MPUKITaI0M B Icmanmii.

doproxyabuum
IMPUKIAA0OM.
The various Bureaux of Propaganda IHcTHTYT Bceiasiki
and the College of Emotional TEXHOJIOT I NPONaraHAMCTChKi 0ro0po

Engineering were housed in a single
sixty-story building in Fleet Street.

MOYYTTIB i3
pi3HUMM Biggiiamu

¥ KoJIeIK eMOLiiHOoT
iH:keHepii Oynu

nponaraniu pO3TaIoBaHi B
po3TarryBaBcs B IIICTICCATUIIOBEPXOBIit
HIECTUAECATUIIOBEPX | OyaiBii Ha DaiT-CTPIT.
OBOMY OYy/AMHKY Ha
@niT-cTpIT.
From the Social Predestination Room I3 Bigainy 3 KiMHaTH coliaJbHOTO
the escalators went rumbling down into CYCHiJILHOTO BU3HAYEHHS €CKaJaTopu
the basement, and there, in the crimson KOH/THIIiFOBAHHS CITyCKAIIUCS 3 TYPKOTOM y
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darkness, stewingly warm on their
cushion of peritoneum and gorged with
blood- surrogate and hormones, the
foetuses grew and grew or, poisoned,
languished into a stunted Epsilonhood.
With a faint hum and rattle the moving
racks crawled imperceptibly through the
weeks and the recapitulated aeons to
where, in the Decanting Room, the newly-
unbottled babes uttered their first yell of
horror and amazement.

€CKaJIaTopH 3
T'YPKOTOM 1IIJTH
BHU3 JI0 MiJBATY 1
TaM, y YepBOHYBATIi
TEMpSIBI,
3ayIUTABOMY TEILT],
Ha MMOIyIIKax 3i
CBUHSYOT
MOYCPCBUHH,
HATNIOBHEHI
TOPMOHAMH i
KPOBO3aMIHHHKOM,
3apOJIKU POCIH i
po3BuBaucs ado,
3aTpyeH1 ¥ Xupiroui,
MIEPETBOPIOBAJINCH Y
HEMIYHUX
eNCHJIOHIB. 3
JIETKUM LIYMOM 1
CTYKOTOM CTEJax1
HETMOMITHO TIOB3JTH
THXKHSIMU Yepe3
010JI0T14H1 €pH J10

MifBaJI, i TaM, Y TEMHO-
YEepPBOHOMY IPUCMEPKY,
BUTPIBAIOYNCH HA CBOEMY
JIOXKI1 3 OYEPEBUHH 1
MOKUBIIOOYHCH
3aMIHHHKOM KpOBi i
TOPMOHAMHU, 3aPOJIKH
IIOCTYIOBO 3pocTajiyu abo
K, OTPUMABIIH HAICKHY
JI03y OTPYTH, JIETPaTyBaIH
JI0 CTaHy XUPJSBOTO
eNCUJIOHCTBA. 3 JIe/b
YYTHUM TYHIHHSM 1
NOOPSA3KYBaHHSAM PYXOMi
cTeaxi Maike
HETIOMITHO ITOB3JIH
BIIPOJIOBK THXKHIB 1
HECKIHUCHHHUX
PEKANITYJIALIIHIX €OHIB
Ty, Jie B
JIEKaHTYBaJIbHIA KIMHATI
JIyHaB NEPIIAN
Ha)KaxaHW# 1 3AUBOBAHUNA

Binniny KPUK IIOWHO
BHUIIOPOKHEHHS, e | PO3IUISAIIIKOBAHUX
HOBOBHITYIIICHI HEMOBJIAT.
HEMOBJIATA
BUIABaJIU CBil
MEepUINNA KPUK KaXy
1 3MBYBaHHS.
The liftman was a small simian creature, | IIpoBigaukom midra | Jlihrep OyB
dressed in the black tunic of an Epsilon- OyJ10 MaBIOMOIIOHE | KOPOTKOPOCIIOKO

Minus Semi-Moron.

CTBOPIHHS,
OJIITHCHE B YOPHY
TYHIKY U1 MiHYC-
€TNCUJIOH-
HaNiBKPeTHHA.

MaBHOIOAIOHOIO ICTOTOIO,
BOpaHOIO B YOPHY TYHIKY
HaNiBAeOILHOrO
eNCUJIOHA-MIiHYC.

“Don’t stand any nonsense. Act.” Fanny’s
voice was a trumpet; she might have been
a Y.W.F.A. lecturer giving an evening
talk to adolescent Beta- Minuses. “Yes,
act-at once. Do it now.”

— He 3Baxkaii Hi Ha
mo. Jliii! — roioc
®deHHi TpUMIB
CypMoI0, HiOH B
JeKTOpa
DopaiaHcbKOL
Acomiamii
Monoaux KiHok,
10 TPOBOAUTH
BevipHIo Oeciny 3
MiHyc-0eTa-

— He cayxaii iioro
nypHuilb. [iil. — @aHHUH
rojioc OpuHIB, HaYe
CypMa; Take BpaXKeHHs,
1110 BOHA OyJa JIEKTOPKOIO
®.A.10., sixka BUCTynana 3
BEYIpHIMM HACTaHOBaMH
nepen 6eTa-MiHyCOBHMH
mipgiTkamu. — Tak, fiid. ..
1 HeraifHo. [Ipsimo 3apas.
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mignitkamu. — Jlii
HeraiHo, 3apa3 xe!

Had not the Secretary of the Young
Women’s Fordian Association

asked her to give a lecture about her
experiences? Had she not been

invited to the Annual Dinner of the
Aphroditeum Club? Had she not already
appeared in the Feelytone News-visibly,
audibly and tactually

appeared to countless millions all over the
planet?

Tox cama cekperap
dopaiaHcbKOL
Acouiamii
Monoaux Kinok
nornpoxaina iI
IPOYUTATH JIEKIIIO
po CBOi
nepexxuBanHsa! A
x10a He
3aIpOIIyBAJIX 11 HA
HIOPIYHUYN 3BaHUUN
00111 KITyOy
Adponutu? Un He
TIOSIBIISITIACS BXKE
BOHA B HOBHHAX Ha
CTEPEOKOHTAKTHOM
y eKpaHi —
BIJUyTHA HA CIyX 1
JTOTUK — TIepeT
HE3JITYEHHUMHA
MUTbHOHaMU 1O BCiit
rianeri?

Xiba x He 3arporoHyBaia
ilf BUCTYIHTH 3 JIEKIIIEI0
PO BJIACHUH JIOCBiI cama
reHepaibHa ceKpeTapka
(dopaiBcbKoi acomiamii
IOHa4ok? Xi0a K He
3aMpOoCHIM 11 Ha MOPIYHUH
0011 ki1y0y adppoauTox?
Xi0a »x He mokazanu ii
HEIII0/IaBHO B
«YyTTEBKOBHHAXY, A€ 11
MOTJIY T00AYUTH, IOYYTH
¥ moMariaTtyi He3JIYeHH]
MUIBHOHU MEIIKAHI[IB
TJIaHEeTH?

Forests of Centrifugal Bumble-puppy
towers gleamed between the trees. Near
Shepherd’s Bush two thousand Beta-
Minus mixed doubles were playing
Riemann-surface tennis. A double row
of Escalator Fives Courts lined the main
road from Notting Hill to Willesden. In
the Ealing stadium a Delta gymnastic
display and community sing was in
progress.

Jlic BigueHTpOBUX
BeK BUOJIMCKYBaB
HIKEJIEM MK
nepeBamMu. Y paiioHi
[emapa-bymra nBi
THCSY1 MiHyC-0€eT
rpajid 3MillIaHUMH
napaMy B TeHiC Ha
PUMaHOBHUX
kopTtax. He Oynmu
OE3JII0OqHUMU I
MalTaHYUKU IS
€CKaJIaTEePHOro
rangdo.ry, 1o
00JIIMOBYBaJTN
nuiax Big Bincrenay
1o Horiar-I'uta. Ha
IniHrcekomMy
CTamioH1 AE€IbTH
MIPOBOIHIIN
rIMHACTUYHUHI
napaj i criBoye
CBSITO.

[Tomix nepes
BHJIUCKYBAJIA YMCIICHHI
BeKi HeHTPUPYKHOTO
roabguka. bins gimpHUI
[llentepac-bymr nB1 THCsYi
0eTa-MiHYCIB rpayin
3MillIaHUMH TIapaMu B
TeHic Ha PimaHoBuX
noBepxHsx. [ToasiliHuii
Psi KOPTIB JIJIS TP B
«EckanaropHi m’aripkm»
OTOYYBaB I'OJIOBHY JIOPOTY
3 Hottinr-I'inny no
Bimnecneny. Ha cragioni
«lminry BinOyBamucs
riIMHAaCTUYHI 1IOY 1
I'POMAJICHKI CITIBH.
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“Now-such is progress-the old men work,
the old men copulate, the old men have no
time, no leisure from pleasure, not a
moment to sit down and think- or if ever
by some unlucky chance such a crevice of
time shoud yawn in the solid substance of
their distractions, there is always soma,
delicious soma, half a gramme for a half-
holiday, a gramme for a week-end, two
grammes for a trip to the gorgeous East,
three for a dark eternity on the moon;
returning whence they find themselves on
the other side of the crevice, safe on the
solid ground of daily labour and
distraction, scampering from feely to
feely, from girl to pneumatic girl, from
Electromagnetic Golf course to...”

— Ile HeaOusikuii
nporpec — crapi
JIIOJTU TETep
Mpalo0Th,
MapyrThC,
PO3BaXAIOTHCSA, Y
HUX aH1 XBUJINHH,
00 cicTu i
oymaTu. A Bxe
KOJI ¥ 3’ SIBUTBCS
BIJUTYIIIMHA CEepe
pO3Bar, TO 3aBXKIH €
coma. Uynosa coma:
niBrpamMa — i
OJIEPKYH KOPOTKY
BIANYyCTKY. ['pam —
Ha Tapy JHIB, 1Ba
rpaMy — Ha IOI3JIKY
B numHui CXif, Tpu
— Ha TEMHY
Osa)KeHHY BIYHICTb
Ha Micami. A
MTOBEPHYBIIIHUCH
3BIATH, OITHMHHUIIICS
1o Apyruu Oik
IIUTWHH, 1 3HOBY TH
Ha TBEPIOMY IPYHTI
II0JICHHOT Tparli i
yTiX, 3HOBY Olraert
Bix ogHOTrO
CTEePeOKOHTAKTHOT
0 pisibmy 10
iHmoro; Big ogHO1
rapHoi JiBYUHU J0
1€ JIIIIOI, Bif
€JIEKTPOMATHITHOT
0 roJjb@dy Jo...

— Tenep... 3aBOAKU
porpecy... CTapIIi T
MPAILOIOTh, 3JISATAl0ThCS,
3a0yBalOTh, 1110 TaKe
HyZIbra, 3a Oy/b-aKO1
MOTOIU M HE OpakHe
HACOJIO/IH, Y HUX TIPOCTO
HEMae Yacy Ha Te, 11100
CICTH 1 3aMUCIIMTHCH...
ajie HaBITh SIKOM Taka
yacoBa TpIIIMHA 32
SIKUMOCH HEBIAJIUM 301roM
00cTaBuH 1 po3koJioia 0
HIUIBHY CYOCTaHIIi10
po3Bar, siKi BiIBOJIIKAIOTh
IXHIO yBary, Ha JIOIIOMOTY
3aBXKAM MPUX0auia 6
coMa, PO3KIIIHA COMa,
MIBrPaMYJIbKHM Ha MiBIHS,
rpaMyJsibKy Ha BUXI1JHI, 1Bl
TPaMyJIBKH JUTSI TI0JIOPOKi
Ha po3kimHui Cxin, Tpu —
JIJIA 3aTEMHEHOT BIYHOCTI
Ha MICSIIi; a
MMOBEPTAIOYHUCH 3 IUX
MaH/IpiB, BOHU 0
OIMUHSJINCS Ha
MPOTHIICKHOMY 00111
PO3KOJIMHU, Ha
Oe3neyHoMy 1 HaJIHiHOMY
I'PYHTI IIIOACHHOT TIparli i
po3Bar, Je MO)KHa
cTpubatu 3 oHi€l
YYTTEBKH /10 APYroi, Bij
JIBYMHM 0 ITHEBMATUYHOL
JIF00ACKH, Bif
€JIeKTPOMATrHETHYHOT 0
10JISA AJI T0JAbQY 10...

A notice in the lift announced that there
were sixty Escalator- Squash-Racket
Courts in the hotel, and that Obstacle
and Electro-magnetic Golf could both be
played in the park.

“But it sounds simply too lovely,” cried
Lenina. “I almost wish we could stay here.
Sixty Escalator-Squash Courts .”

Pexnama B midTi
MOBiIOMJISUIA, 11O B
roreii micTaeCIT
eCKaJIaTOPHO-
TEeHICHUX apeH 1
3arpouryBaa a0
napky Ha
€JIEKTPOMATHITHHI
roab¢ ta roab i3
NepelKoIaMHu.

— Ile mpocro

OromnomeHHs B niTi
MOBI1IOMJISUIO TIPO T€, 110 B
rOTENI € NIICTAECIT
KOPTIB 3 paKeTKaMu sl
€CKAJIaTOPHOI0 CKBOLIY,
a B MapKy MOJKHA IpaTh
onHo4acHO B I'oubg i3
nepemKo aMu 1
€JIeKTPOMArHeTHYHHU I
ronbg. — Ta TyT mpocto
4yJI0BO, — BUTYKHYJIa
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yy/noBo! —
BUTYKHYJa JleHiHa.
— SI3 pazicTio TyT
3aJTUIITYCSI.
lictoecar
€CKAJIATOPHUX
KopTiB!..

Jlenina. — I Bxe 6 HIKyaU
3BIJICH U HE iXaja.
[ictaecsat kopTiB aas
€CKAJIaTOPHOT 0
CKBOIILY....

Above them, in ten successive layers of
dormitory, the little boys and girls who
were still young enough to need an
afternoon sleep were as busy as every one
else, though they did not know it, listening
unconsciously to hypnopeaedic les- sons in
hygiene and sociability, in class-
consciousness and the toddler’s love- life.
Above these again were the playrooms
where, the weather having turned to rain,
nine hundred older children were amusing
themselves with bricks and clay
modelling, hunt-the-zipper, and erotic

play.

Hayx anmu, Ha
JIECSITH HACTYITHUX
MOBEpXaxX 3arajbHUX
CITaJIeHb, XJIOMYUKHU
U aiBYATKa, SIKUM
HaJIe)KaB 0001 THIN
COH, TPYAUJIUCS HE
MEHIIIE 34 IHIINX,
X04a i He 3HAJIM PO
II€, 3aCBOIOIOYH
rimgonmexu4Hi1
JIEKIM] 3 TIrieHu u
TOBapPUCHKOCTI,
KJIACOBOI CBIIOMOCTI
W mo4aTKiB
€pPOTHYHO-
CEKCYaJIbHOTO
JKATTA. A HaX
criaJbHsAMH OyJu TI1e
MPUMIIICHHS IS
T'pH, Jie B JOIIOBY
MOTOTy JIEB’ATCOT
CTapIINX JITCH
PO3BaKAIUCS
MOJIEIIOBAHHSIM 13
LIETJIN ¥ TJIMHH,
3a0aBoI0 “JI0BH
yepeBUKa” i
€POTHYHOIO T'POIO.

[Ile Buile, B HACTYTHUX
JICCSITH TOBEPXax CIIajICHb,
MaJIeHbK1 XJIOMYUKH
JIBYaTKa, KOTPI 1Ie ¥ 10Ci
noTpedyBanu
MicIs1001THHOTO CHY,
TaKOX HE OalNKyBaIH,
SK 1 BCI 1HII, caMi TOTO He
3Ha04Yd, 00 HECBIIOMO
BHCITYXOBYBAJIH
rimHoneIu4Hi ypoxu 3
ririenu i
KOMYHIKaOeJIbHOCTI,
KJIACOBOI CB1IOMOCTI 1
JIFOOOBHOTO JKUTTS
MAJIFOKIB. A II€ BUIIE
Oynu TUTSY1 KIMHATH, B
SIKUX, YEPE3 HENOTOTy i
JIOTI] HaJIBOPI, I€B’ATCOT
CTapIIMX 3a BIKOM JITEH
po3BaKanmucs Oy TyBaHHSIM
MoJeNel, TIIISHHIM 3
TJIMHU, PO3CTiOyBaHHAM
0JIMCKABOK 1 EpOTUYHUMU
3abaBaMH.

“Oh no, dear. Only for a week or two,
that’s all. I shall spend the evening at the
Club playing Musical Bridge. | suppose
you’re going out?”

— O, =i, mopora.
JInie THXKIeHb Un
IBa, He Oumbie. S
IpoBeay Bevip y
KJ1y0i, 32 My3HYHUM
OpumkeM. A TH,
3BICHO, ITifIemr
rynsatu’?

— O#, Ta Hi, AOpPOTreHbKA.
Jlumie THKAEHB-1BA, 1 11e
Bce. A Bedip s npoBexy B
KJ1y0i, rpatoyu My3M4HMIt
opuk. Tu Tex Kyauch
migemnr?

Standing in the centre of a ring of zipper-

Crostuu B LIeHTp1

I'osoBHa MexacecTpa,
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hunting twins, the Head Nurse looked
round. The first moment’s astonishment
gave place almost instantly to disap-
proval. “Don’t shout! Think of the little
ones,” she said, frowning. “You might
decondition. But what are you doing?” He
had broken through the ring. “Be careful!”
A child was yelling.

KOJIa cepest
OJIM3HIOKIB, SIKI
rpajucs B “JI0BH
0JIMCKAaBKY
cTapia MeacecTpa
O3HpHYJIacH.
Cnouarky
3IUBYBajacs, i TYyT
XK€, OCYIIIUBO

XMYypsA4YUCh, MOBHJIA!

— He kpuuirs!
[Toxymaiite npo
ManokiB. Bu
MOJKETE 3aBaJUTH...
10 BH poouTe? —

Bin BckouuB y koJ10.

— Ob6epexHo! —
JutuHa, Ky BIH

3a4CIIMB, 3aIljiaKaja.

KOTpa CTOsUIa B OTOYCHHI
ONu3HAT, AKi
po3cTidyBaan
0JIMCKaBKH, O3UpHYJIacs.
[i noyarkoBe 3aUBYBaHHS
Mail>k€ MUTTEBO
3MIHHJIOCS OCY/IOM.

— He xpuyirs TyT!
[TomymaiiTe mpo mireit, —
3pOHMJIA BOHA,
Hacynusiu OpoBu. — Bu
MOJKeTe IM 3aBaIuTH... Ta
10 B Take pooute? — Bin
KUHYBCS J10 HEI,
PO3IITOBXABIIM JIITEH, K1
CUIUTH KOJIOM JOBKOJIA
Mencectpu. — O0epexHo!
— SIkacs muTHHA
3aBepeniana.

He walked across to the hotel, had a bath,
a vibro-vac massage, and an electrolytic
shave, listened in to the morning’s news,
looked in for half an hour on the televisor,
ate a leisured luncheon, and at half-past
two flew back with the octoroon to
Malpais.

V roremni,
pPO3TaIIOBAHOMY
HEIMOIAITIK, BIH
CKYIaBCA, NPUINHAB
BiOpoBaKyyMHuUi
Macak, MOroJIMBCH,
MOCITyXaB PAaHKOBI
HOBHWHMH, [IBIOJIUHU
[IOCHUIIB OLIs
TeJeBi30pa, HEe
KBaIlJISTYHCh
moo0izas 1 0 I1iB Ha
TPETIO TOJIETIB 3
MYJIaTOM Ha3aJ J0
Mamnmaiicu.

Bin nepetimoB 10 roTento,
IIPUIHSB BaHHY,
HACOJIOIUBCS
BiOpOBaKyyMHUM
MacakeM 1
€JIEKTPOJITUHIHUM
TrOJIIHHSAM, TIOCITyXaB
PaHKOBI HOBHHH, SIKHXOCh
MIBrOJIMHU JUBHUBCS
TeNeB130p, TOi
HEKBaIUIABO 100011aB 1 0
JIPYTid TPUALATH MOJIETIB
Hazaj y Manmaic pa3zom 3
OKTOPOHOM.

IOnaxk 3ynuHuBcs Ois
iXHBOTO MPUTYIIKY.

“Cost me a fortune by the time I get
back.” With his mind’s eye, Bernard saw
the needle on the scent meter creeping
round and round, antlike, indefatigable.
“Quickly telephone to Helmholtz
Watson.”

— Ile MeHI BIIETHTH
y KOIIIEUKY, TOKH 5
HOBEPHYCS. —
bepnapn noxymku
6auuB, SK CTpUIKa
0/1€KO0JIOHHOT0
JIYHJIbHUKA
HEBTOMHO, 5K
Mypalka, 000irae
kojo0. — Tpeba

«Bretuth MeHi B
cepio3HY KOII€UKY, 3aK1
s IOBEpHYCsI Ha3aJl. —
bepnapa yaBus cobi
CTPUIKY apoMaToMeTpa,
110 1oB3€ co01 JOBKOJIA
udepbaaTa Koo 3a
KOJIOM, HEBTOMHO, MOB
Mmypaxa. — Tpeba HeraitHo
3areneoHyBaTU
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HeTaliHo
3arenedoHyBaTH
T'enbMroapLesi.

['enpmroibiioBi BaTtcony».

Zip! The rounded pinkness fell apart like a
neatly divided apple. A wriggle of the
arms, a lifting first of the right foot, then
the left: the zippicamiknicks were lying
lifeless and as though deflated on the
floor.

Jxux! Oxpyria
POXKEBICTh
KOMOIHaIi1
po3smanach, MOB
HABITLT pO3pi3aHe
a0nyko. Burus pyk,
KPOK OJIHI€I0, TTOTIM
JPYTOI0 HOTOK0 — 1
KOMOIHaIis MIsIBO,
HIOM CITyCTUBILIN
IyX, JIGKHUTH Ha
H1A1031.

Cmuxk! Okpyria
POKEBICTh PO3UAXHYIIACS,
HEMOBOU aKypaTHO
po3pizane s01yko. [Tomax
PYK, HiTHIMaHHS Bropy
CIOYaTKy MpaBoi CTYIHI, a
TOJI1 JIIBOT: 1 0Ch YK€
MAHTAJTOHYUKH JISKAIH
HEPYXOMO Ha IiJI031,
HEHAue KYJIbKA, 3 AKOI
BUITYCTUJIN TOBITPSL.

There, on a low bed, the sheet flung back,
dressed in a pair of pink one- piece
zippyjamas, lay Lenina, fast asleep and
so beautiful in the midst of her curls, so
touchingly childish with her pink toes and
her grave sleeping face, so trustful in the
helplessness of her limp hands and melted
limbs, that the tears came to his eyes.

TaMm, Ha HU3EHBKOMY
JTDKKY 3 BIIKUHEHUM
MPOCTUPAIOM, Y
KOMOiIHOBaHii
pokeBiii mizkami Ha
“QuaHMcKaBIi” MIITHO
cnana Jlenina. Taka
TEHIITHO-IUTHHHA 3
PO’KEBUMH
naJlbYdKaMH HiT,
CEpHO3HUM CIUITYUM
00IMYYsIM, B OpeoJTi
HIYHUX Ky4depiB,
Taka JIOBipJKBa B
0e31opaHOCTI CBOIX
PO3KMHEHUX PYK 1
po3ciabiieHux Hir,
1o Ha o4i /[)xoHa
HaBEPHYJIUCS
CIIbO3H.

TaM Ha HU3EHBKOMY
JDKKY 3 BIICYHYTUMU
MIPOCTUPAIAMH JIe)Kajia B
poO:KeBil nmixkami-
KOMOiHe30Hi 3
O0amnckaBKolo JleHiHa.
Bona mintHo criana i Oyrna
Taka MpeKpacHa B
00paMJIeHHI CBOiX
JIOKOHIB, TaKa
3BOPYILJIMBO JTUTHHSYA 3
POKEBUMH TATbYHKAMU
CBOiX HDKOK 1 HACYIIJIEHUM
COHHHM JIMYKOM, TaKa
JIOBIpJIMBA B
0€33aXMCHOCTI CBOIX
OOM’SIKJTUX PYUYCHSAT 1
HEMOB PO3TOIUICHOTO Tija,
110 B HBOT'O Ha 0Yax
BUCTYIIUJIHU CIIbO3H.

“It’s more like a caffeine-solution party
than a trial,” he said, and let himself fall
into the most luxurious of the pneumatic
arm-chairs. “Cheer up, Bernard,” he
added, catching sight of his friend’s green
unhappy face.

— Ile OLIBII CXOXKE
Ha BevipKy 3
KO0(eiHOBUITUBKOIO,
a He cyJ], — CKa3aB
31 CMIXOM
I'enbmronmil,
cimarouu B
HANTHIIHIIIE
ITHEBMAaTHYHE
Kkpicino. — He Bimaii
Hoca, bepnapae, —
CKa3aB BiH,

— Memni e Haragye
BevipKy 3 KOpeiHOBUM
PO3YHHOM, a HE
CyIWJIHIIE, — CKa3aB BiH 1
BIIaB Y PO3KIIIIHE
MHEBMaTUYHE KPicIo. —
He xypucs, beprapze, —
JI0J1aB BiH, 3ayBa)KUBIIH
00 MYy MPUATEIS, 10 aX
MO3€JIEHIIO BiJl TPUBOTH.
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TJSIHYBIIIA Ha
ro3eJieHiie, omine i
CyMHE 00Iuyus
CBOTO Jpyra.

Each one of us, of course,” the Controller
meditatively continued, “goes through life
inside a bottle. But if we happen to be
Alphas, our bottles are, relatively
speaking, enormous. We should suffer
acutely if we were confined in a narrower
space. You cannot pour upper-caste
champagne-surrogate into lower-caste
bottles. 1t’s obvious theoretically. But it
has also been proved in actual practice.

3BiCHO, KOKEH 3 Hac,
— 3aMHCIICHO
IPOJIOBKYBAB
I'onoBkoHTpONIEP, —
MIPOBOJHUTH CBOE
JKUATTS B aMITyJT.
AJie SIKIIO BUIIAJIO
OyTtH anbdamu, HaIi
aMITYJIM BEJIMYE3H1 B
MOPIBHSAHHI 3
aMITyJIaMH HIDKYUX
KacT. Y MEHIIUX
OyTIsIX MU O TSKKO
cTpaxnanu. He
MO’KHA HATIOBHATH
BHIIEKACTOBUM
cyporaTrom
AMIIAHCHKOI0
MOCY/T €TICUJIOHIB.
Teopernuno 1e
ouyeBuIHO. Ta i
MPAKTUYHO
MIATBEPKEHO.

3BHYANHO, 110 KOXKEH 13
Hac, — 3aMHUCJIEHO J0/aB
KonTpouep, — npoxoauts
CBIll )KUTTEBUH NUISIX Y
TUTSIINT. AJie SKIO MU
cTayu anbpamu, Halll
TUTSIIKY, TaK O MOBHTH,
BEJHKI 1 mpocTopi. Mu 6
3a3HaJIi HEMMOBIPHUX
CTpak/1aHb, OOMEXKEH1
TICHIIIKUM npocTopoM. He
MOHA HAJIUBaTH
3aMiHHHUK
IAMIAHCHKOT'0 BUIIINX
KacT Y HUKYOKACTOBI
msAmky. [e oueBuaHO B
Teopii. Ane i Ha IpaKTHUIll
11e OyJI0 YiTKO JOBEICHO.

And from out of the bellies of these giant
grasshoppers stepped men in white
viscose-flannels, women (for the weather
was hot) in acetate-shantung pyjamas or
velveteen shorts and sleeveless, half-
unzippered singlets-one couple from each.
In a few minutes there were dozens of
them, standing in a wide circle round the
lighthouse, staring, laughing, clicking
their cameras, throwing (as to an ape)
peanuts, packets of sex-hormone
chewing- gum, pan-glanduar petite
beurres. And every moment- for across
the Hog’s Back the stream of traffic now
flowed unceasingly- their numbers
increased. As in a nightmare, the dozens
became scores, the scores hundreds.

I3 uepeBa ux
TraHTCHKHUX KOHHKIB
BUXOIMJI TTapaMu
— YOJIOBIK y Ol1OMY
BICKO3HO-
braHeTpHOMY
KOCTIOMI ¥ JKIHKa B
aleTaTHO-IIIOBKOBIN
nikami (uepes
crieky) abo B
OKCaMHTHUX IIOPTaX
i
HaIiBpO3CTEeOHEHUX
Omy3Kkax-
Oe3pykaBkax. Yepes
JIEK1IbKa XBUIINH
JECSITKH iX CTOSIN
HIUPOKUM KOJIOM
OKpYT Masika,
BUTPILIUBIIY OYi,
CMIIOUNUCH,

A 3 yTpoO 11i€1 TiraHTCHKOT
capaH¥ BUXOJIWIN
YOJIOBIKH B OUTHX
KOCTIOMaXx 3 BICKO3HOT
(baHeni i KIHKH, 1110
Oynu BOpaHi uepes CreKy
JOCUTB JIETKO: B TThKamMax
3 aleTaTHOTO MIOBKY 200 y
BEJIBBETOBUX MIOPTaX i
HAMIBPO3CTEOHYTUX
Omy3Kax-0e3pyKaBKax.
Buxoaunu BOHU mapamu,
10 JIBOE 3 KOYKHOTO
renikonTepa. 3a KiipKa
XBUJIMH TYT OyJu BxKe
JECATKU [IUX Tap, 1110
YTBOPHJIU LIUPOKE KOJIO
JIOBKOJIa MasiKa 1 CTOSUIN
TaK, BUTPIIIKBIIKCH,
perouy4u, Kianarouu
¢doroamnaparamu,
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KJIal[al04u
doToanaparamu,
kugaroun Jxony (s
MABIIi) 3eMJISTHI
TOpiXH, MaKeTUKU
7KyBaJIbHOI 'YMKH,
3anpaBJieHOl
CTATEeBUMH
ropmMoHamu. I 3
KOHO0 XBUJIMHOIO,
00 Temnep MOTIK,
KWW JINHYB 4epe3
T'or-bexk, cTas
Oe3nepepBHUH, IXHE
YHUCIIO
30uTRIITYBaNIOCH. SIK
B KOIIIMapi, AECITKU
CTaBaJH
JBaALSITKAMH,
JBAISITKH —
COTHSIMH.

KOYpIIsIFOu (MOB SIKIIChH
MaBIIi) TOPILIKY, TAKETUKU
JKYHKH 3i cTaTeBUMHU
TOPMOHAMH 1
MOJIIrOpMOHAJIbHE
ne4yuBo. | momuri ix
CTaBaJio YMMpa3 Ouible,
amke ['orcoekchbKuil Kpsix
JIOJIAJTH III0pa3 HOB1 i HOBI
BepTobOTH. HeMOB y
SKOMYCh KOIIIMapHOMY
CHI, JECATKH
HOBOIIPUOYJINX CTaBaJln
COTHSIMH, 1 HE OyJI0 LILOMY
H1 KIHIIS H1 Kparo.

“The noise of fourteen thousand
aeroplanes advancing in open order. But
in the Kurfurstendamm and the Eighth
Arrondissement, the explosion of the
anthrax bombs is hardly louder than the
popping of a paper bag.”

— VY4BiTh peBullle
YOTUPHAILATH
THCSY JIITAKIB, 110
WIYyTh TIUPOKUM
dbpoHTOM. AJle Ha
Kypdropcrepaami i
y BoceMomy paiioHi
BHOYXu 60M0,
HAYMHEHHUX
cubipkoro, Oynu He
TOJIOCHIIII BIJX
OaxkaHHs ManepoBoi
XJIOTIaBKH.

— D'y yoTupHaauATH
THUCSY JIITaKiB, 11O
HACYBAJIMCS YITKUMU
dbopmartisimu. Ane Ha
OynbBapi
Kypdropcrennamm abo y
BocsMomy
MYHIITUTIATEHOMY OKpY3i
[Tapuxa BuOyxu 60mM0 3i
criopamMu cuOipKHU JIyHAIH
HaBPSJ YU Ty4YHIIIE 3a
JISICKIT TarnepoBUX
MIIITEYKIB.

The result exactly fulfilled all the
theoretical prediotions. The land wasn’t
pro- perly worked; there were strikes in all
the factories; the laws were set at naught,
orders disobeyed; all the people detailed
for a spell of low-grade work were
perpetually intriguing for high- grade
jobs, and all the people with high-grade
jobs were counter-intriguing at all costs
to stay w

here they were.

B pesynbrati BCi
TEOPETUYHI
nepeadadeHHs
TOYHO 31ACHUIHCS.
3eMis SIK CIIiL He
00poOIsacs, Ha
BCiX (habpukax
CTpalKyBay,
3aKOHH 3BOJIMIIHCS
HaHIBEIlb, HaKa3iB
HE cIyXajucs, BCl
anb(u, BUJIUICHI HA
IIEBHUM Yac
BUKOHYBAaTH YOPHY

Pesynbratu 4irko
MIATBEPANIN BCl
TEOPETUYHI
nepeadadeHHs. 3eMITI0
HIXTO HE 00pOOIISIB
HAJICOKHUM YHHOM; Ha
(habpuKax MocTiiHO
CTpaliKyBaJH; 3aKOHU
3HEBaKaJU, HaKa3u HEe
BHUKOHYBAJIU; BC1, KOMY
OyJ10 IpU3HAYEHO
BHUKOHYBAaTHU POOOTY
HIDKYO1 KaTeropii,
MOCTIIHO IHTPUTYBAJIH,
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po6OTYy, MOCTIITHO
IHTpUTYBaJIH, 11100
JICTaTH Kparry
poOory, iHmIi, HA
BUTITHINA POOOTI,
iHTpHryBasau, mo6
3a BCAKY IIIHY
30eperTH ii 3a
co0o10.

npartLydu 3100yt podoTy
BUIIOTO PO3PAIY, a Ti, XTO
3aiiMaB BHUILY MIOCALy,
TAKOXK IJIeJIN iIHTPUIH,
poOIIIUN BCE MOKIIMBE,
100 HE BTPATUTH 1110
nocajmy.

For particulars, as every one knows, make
for virture and happiness; generalities are
intellectually necessary evils. Not
philosophers but fretsawyers and stamp
collectors compose the backbone of
society.

bo nume noapobui,
SIK B1IOMO,
CIIPUSIIOTh YECHOTaM
1 IIACTIO;
y3arajibHEHHS XK €
IHTEJIEKTyaJIbHO
HeoOxingHe 310. He
dbinocodu, a
pi3bosipi i
KOJIEKIIIOHEPH
MapoK TBOPSTH
xpebeT rpoMaiu.

Bci x 00 po3yMitoTh, 110
JUTSI Y€CHOT 1 IACTA
JIOCTaTHBO OCBOITH
KOHKpETHI JeTalll, a
y3araJibHEHHS — I1¢
PO3yMOBO MOTpiOHE 3J10.
He ¢inocodu tBOpATH
OCHOBY CYCTUIBCTBA, &
MaiicTp¥ BUNIMJIIOBAHHS
JI003UKOM 260
KOJIEKITIOHEPH MapOK.

Bernard’s other victim-friend was
Helmholtz. When, discomfited, he came
and asked once more for the friendship
which, in his prosperity, he had not
thought it worth his while to preserve.
Helmholtz gave it; and gave it without a
reproach, without a comment, as though
he had forgotten that there had ever been a
quarrel.

[HIIMIM
bepnapnosum
APYroM-KepTBOIO
0yB ['expmrombII.
Komu bepnapg,
3a3HaBIIN MTOPA3KH,
MPUHILIOB 10 HOTO
MTOHOBUTH APYKOY,
AKY B 4acH yCIiXy
HE BBaXKaB 3a
noTpioHe
MiATPUMYBAaTH,
I'eneMronen
MOTO/IUBCS.
[Toronuscs 0e3
JIoKopy, 6e3
YKOJIHOTO
KOMEHTaps1, HIOH i
3a0yB, 110 KOJIUCH
MDK HUMH OyIna
sKach CBapKa.

e ogauM TakuM
“KEpTOBHMM NpHsITEIeM
bepuapaa O6yB
I'enemrosi. Koan micis
cBo€i ranpOu bepHaps
MPUMIIIOB 10 HBOTO,
OJ1ararouy BiTHOBUTH
IpYXO0y, Ky BiH IILIIKOM
3aHen0aB, 3acilIEHUH
CBOIM YCHIXOM,
I"ebMIOJIBIL IOTOJUBCS
Ha 11e 0e3 KOJHHUX JOKOPIB
1 KOMEHTapiB, HEMOBOU
30BCIM 13a0yB Mpo iXHIO
CBapKy.

And round her waist she wore a silver-
mounted green morocco-surrogate
cartridge belt, bulging (for Lenina was not
a freemartin) with the regulation supply of

A poBkoua Tamii —
LIUPOKUH 3€JICHUN
nocpibneHuit
MaJIbTy3iaHChKHIl

A noBkoua Tanii B Hei OyB
03700J1eHUH cpibIOM
3eJIeHUI MaTpOHTAII i3
IIKip3aMiHHMKA, 1110
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contraceptives.

HOsIC-TIATPOHTALIII,
HanxaHui (00
Jlenina He Oyna
OC3ILIIIHOKO)
CTaTyTHUM 3aI1acoM
MPOTU3AILTITHUX
3aco0iB.

TPOXM BUIIMHABCS (aKe
Jlenina He Oyna soBa),
MEPEIIOBHEHUI
periIaMeHTOBAHUM
3aracom
KOHTPAICTITUBHUX
3aco0iB.

Often in the past he had wondered what it
would be like to be subjected (somaless
and with nothing but his own inward
resources to rely on) to some great tri- al,
some pain, some persecution; he had even
longed for affliction.

Panime, OyBaio, BiH
4acToO PO3yMYBaB,
10 HEIIOraHo O
crpoOyBatu (0e3
COMH,
MTOKJTaTar0unCs
TUILKH Ha CBOT
BJIaCH1 BHYTPIIIH1
CHJIH), TICPSIKUTH
SIKECh BEJIUKE
BUINIPOOYBaHHS,
SIKUIACH O1Ib,
MepeciTiyBaHHs; BiH
9acoM HaBIThb
parxys, mo0 Horo
crirkaia 0Oia.

Y MuHyn0MYy BiH HEPIIKO
HaMaraBcCsl YSIBUTH CTaH
JFO/IMHHU, SIKY TiIJaI0Th
(0e3 sxoaHOI comm i
’KOJTHOT MIATPUMKH, KOJIU
JIOBOJMUTHCS
PO3paxoByBaTH JIAIIE HA
BJIaCH1 BHYTPIIIH1
pe3epBH) IKOMYCh
BEJIMKOMY BUIIPOOYBAHHIO,
SIK1H 3aBIArOTh
HECTEPITHOTO OO0JIIO 1 AKY
MOYUHAIOTh
MepeCITiIyBaTH; BiH HaBITh
NparHyB 3a3HATH IIAX
HEIACTb.
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Raamatus “Hea uus ilm” loob autor Aldous Huxley lugejale detailse kujutluse tuleviku
uhiskonnast, kasutades selleks muu hulgas ka uudiskeelendeid e. neologisme. Uudissdnade
kasutamine ilukirjanduses, eriti tulevikku v&i diistoopiaid kirjeldavas kirjanduses pole kll
uus néhtus ja Huxley sdnavara on inglisekeelses kultuuriruumis tuntud, kuid neologismide
tdlkimine uude kultuuriruumi on tdlkijale huvitav véljakutse. Antud uurimist6d keskendub
Huxley romaani ukrainakeelsetele tdlgetele, millest tiks on tehtud 1994. aastal Marenko ja
teine 2016. aastal Morozovi poolt. PGhjalikumalt uuritakse, kuidas mélemad tblkijad on
Huxley omapdrasele stiilile l&henenud ja raamatu dustoopilisi teemasid tdlkes kujutanud.
Samuti tuuakse, mis v@is pdhjustada uustblke ukraina keelede vaid 22 aastat peale esmatdlke
ilmumist.

Uurimisto lesehitus on jargmine: alustatakse sissejuhatusega, millega antakse Ulevaade
neologismidest tdlkes. Sellele jargneb esimene peatiikk, kus on késitletud uurimisto6
teoreetilist osa, keskendudes neologismile, nende rollile kirjanduses ja uudissGnade
kasutamisega kaasnevatele valjakutsetele tdlketdds (eriti dustoopilise olustiku loomisel).
Teises peatiikis analtiiisitakse Marenko ja Morozovi tdlkeid neid originaaliga korvutades ja
proovitakse lahti motestada nende kahe tdlke erinevaid lahenemistehnikaid neologismide
tdlkimisele.Uurimist66 votab kokku viimane peatiikk, milles tehakse kokkuvdte t66 kaigus
joutud jareldustest ja késitletakse antud tGlgete laiemat mdju keele ja kultuuri mdistmisele
Kirjanduses.

Marksdnad: Inglise keel ja keeleteadus (leksikoloogia, fraseoloogia), inglise Kirjandus,
kultuuriuuringud, Ukraina keel, Ukraina kultuur.
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