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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. 

. 
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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: Прекрасний новий 

світ Marenko’s 1994 version and Який чудесний світ новий! Morozov’s 2016 rendition. 

Through a comparative study of these translations, I aim to uncover the nuances and 

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



8 

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. 
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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). 
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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) 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. 

2) 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. 

3) 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. 

4) 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 

signs. 

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 
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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, I 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 oblique 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. I 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 Stăncuţa 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 мембрана (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 López-Rúa (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 López-Rúa’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, I explore the translation of neologisms in the Ukrainian renditions of 

1994 and 2016 of Aldous Huxley’s Brave New World. The approach I 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 I 

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, I 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, I 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, I 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. I 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. 

I 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, I 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, I 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 



26 

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.  



28 

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. I 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, I 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 I 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, I 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 Інститут технології почуттів із різними відділами пропаганди, where he 

uses generalization in translation of emotional engineering as технологія почуттів. 

Additionally, he combines these 2 separate institutions in one and, therefore, distorts the 

original meaning. Morozov chooses literal translation Всілякі пропагандистські бюро й 

коледж емоційної інженерії; 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 директор Інкубаційно-Кондиціювального Центру but borrows the term 

conditioning (кондиціювального). 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 

Директор інкубаційно-зумовлювального центру, but it is worth mentioning that the 

approach for conditioning is using calque зумовлювального. This term stems from умова, 

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 Директор, and it doesn’t describe the full title. 

Morozov’s translation is more accurate and consistent; he uses Директор ІЗЦ, 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 Супер-Вокс-Вурлітцеріана and Супер-Вурлітцера. 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 суперголос, 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 Фордзонівської громадської співальні, 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 Фордіанської Асоціації Молодих Жінок 

— 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 фордівської 

асоціації юначок, enabling literal translation in the part of Fordian Association and 
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reduction in Young Women’s, since юначки 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 Афродітеумі, maintaining the original essence. 

Conversely, Marenko opts for an oblique adaptation technique in his translation, 

Афродиторії, by choosing the word аудиторія (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 Відділ суспільного кондиціювання could make readers 

confused since кондиціювання typically means conditioning, which does not suggest 

determining destinies. Moreover, Відділ 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 кімнати соціального визначення, which more accurately conveys the 

idea of predestination, as визначення stems from визначати, meaning to predestine. 

Additionally, the word соціальний, derived from the Latin sociālis, 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 Неопавловські кімнати виховання, Marenko utilizes 

a translation strategy of literal translation (Неопавловські кімнати) and adaptation 

(виховання). 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 Новопавловські 

зумовлювальні кімнати, where he utilized literal translation. He is more consistent with 

the translation of conditioning since it again stems from умова (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 ССП, or Сурогат Сильної Пристрасті, which 

contains a part of the literal translation technique applied to Passion Surrogate and an 

oblique strategy of adaptation in the word violent. However, сильної (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 З.Д.П, or Замінника дикої пристрасті, 

which is created by literally translating the name of this chemical word-for-word. Дикої 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 Архіспівальник 

Кентерберійський, Morozov - архігромадський співець кентерберійський. 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 

підкладників, a translation that resonates well since it derives from класти, meaning to 

put, and closely aligns with the workers’ tasks of positioning embryos. However, his 

choice to translate liners as гільз, 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 укладальниці and 

вкладальники 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 

Форде! and Фордоньку, respectively. These translations highlight the unique vocative 

case in Ukrainian, a feature that directly addresses or calls someone, something English 

lacks. The diminutive form Фордоньку effectively uses a common Ukrainian suffix -оньк, 

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 Дня Форда, demonstrating consistency in maintaining the 

original context while adapting to the target language. 



35 

 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 Е. Ф. (ери Форда), 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 року Фордового, 

since there is an expression in the Ukrainian language року Божого, or року Христового, 

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 Фордіанський 

саєнс монітор, 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 Фордівського 

наставника by using a method of adaptation. Still, in this instance наставник, 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 фордність, a term that 

echoes the word божність. 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 Фордові служити, which is similar to Богові служити, 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: фордністю 

(Marenko) and фордичністю (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 (богохульний) to фордохульний, effectively maintaining the original intent 

while modifying the expression. Similarly, Morozov’s translation безфордний parallels 

безбожний (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 З Фордом! mirroring the 

Ukrainian expression for God be with you! (З Богом!), and Morozov chooses Хай Форд 

береже! akin to God protect you! (Хай Бог береже). These translations capture the 

essence and meaning of the original English phrase. For Ford in Flivver, a phrase 

expressing surprise, Marenko employs Форд усемогутній, comparable to Almighty God 

(Боже всемогутній), while Morozov’s approach Форд у драндулеті 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 Фордівського наставника, 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 бокановськифікація and 

бокановськифіковане in both renditions. 

Interestingly, in Marenko’s translation, the term Pregnancy Substitute appears as 

two different expressions within the same paragraph: курс псевдовагітності and підміна 

вагітності. 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 замінник вагітності. 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 

Мальтузіанські вправи 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 

мальтузіанські мелодії, and Morozov goes with Мальтузіанський блюз. Мелодії 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 

спортікоптер and таксікоптер, 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 спортивний гелікоптер (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 одеколонний лічильник, which effectively 

transmits the original concept while crafting a new, understandable term in Ukrainian. 

Conversely, Morozov opts for a mixed method in his translation, ароматометр, 

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 

барометр (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 поголився, which omits the specific 

reference to electrolysis, potentially altering the futuristic context. In contrast, Morozov 

retains the full expression with електролітичним голінням, 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 

сомовідпочинок, 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 сома-вакації, translating holiday as a vacation. This choice can be seen as a 

borrowing from the synonym vacation or as an adaptation since the term вакація has been 

in the Ukrainian language since the 18th century, originally borrowed from Latin. 

Regarding somaless, both translators use adaptation to render it as без соми. 

Additionally, Morozov enhances the translation with без жодної соми, 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: кровозамінника (calque for blood-surrogate), ерзац 

яловичини (calque for beef-surrogate), and сурогат шампанського (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 замінник крові, ерзац яловичини, and 

замінник шампанського. Interestingly, both translators opt to use ерзац (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 
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Marenko and Morozov with varied strategies. For pan-glandular biscuits, Marenko 

translates it as полігормональних бісквітів and Morozov as полігормональне печиво. 

Both use the prefix полі-, which conveys many, aligning well with the original prefix pan-, 

and гормональний, 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 бісквіти 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 полігормональне печиво, 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 кофеїновипивка, 

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 кофеїновий розчин. 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 Ескалаторні п’ятірки, 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 корти з ракетками для ескалаторного 

сквошу, 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 кортів для ескалаторного сквошу, again combining borrowing 

with grammatical adaptation. 

Conversely, Marenko’s translations potentially confuse the original context. His 

translation of Escalator Fives Courts as ескалатерний гандбол 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 ескалаторно-

тенісних арен, where courts become arenas, a broader and less specific term. Lastly, his 

version of Escalator-Squash Courts as ескалаторних кортів 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 теніс на риманових 

кортах, 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, теніс на Ріманових поверхнях. He borrows Riemann, maintaining the German 

mathematician’s name with closer adherence to its original form, and literally translates 

surface tennis as теніс на поверхнях. 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 електромагнітного гольфу and omitting the word course, which he finds 

redundant. In contrast, Morozov takes a detailed and creative route with his translation, 

електромагнетичного поля для ґольфу. He adapts course to field (поле) and alters the 

spelling of golf to ґольф, which mimics the English pronunciation, though it’s written as 

гольф in Ukrainian. 

Furthermore, Morozov introduces a novel term, електромагнетичний, diverging 

from the typical Ukrainian електромагнітний. This new term results from a direct 
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borrowing of the English electromagnetic, which he then adapts into Ukrainian phonetics. 

Despite магнетичний 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 електромагнітний. 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 відцентрових веж. 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 вежі центрифужного 

ґольфика, but he adapts Bumble-puppy to ґольфик. 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 розстібування 

блискавок (unzipping) and referring to those zipper-hunting as які розстібували 
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блискавки. 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 “лови черевика” (“catch a shoe”), which introduces confusion due to the unrelated 

imagery of a shoe. This choice, while employing a calque in лови, diverges significantly 

from the original term’s meaning. In another instance for zipper-hunting, he uses які 

гралися в “лови блискавку” (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 

електромагнітного гольфу, potentially confusing readers by reducing the context. In 

contrast, Morozov consistently preserves the original’s complexities and nuances, as seen 

in his faithful translation електромагнетичного поля для ґольфу 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 контактний фільм (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, чуттєвка, 

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 стереовиючий, using a calque that combines 

these elements in the стереовиючий контактний фільм. Morozov translates this as 

стереоскопічна чуттєвка з завиваннями, a literal translation that incorporates 

adaptation (чуттєвка). 

Regarding Feely Corporation’s, both translators maintain their unique approaches 

to translating feely. Marenko adds a three-dimensional aspect (stereo-) to корпорації 

стереоконтактних фільмів, suggesting a stereoscopic quality, while Morozov uses 

Корпорації чуттєвок, straightforwardly borrowing corporation and applying his term for 

feely. 

The same strategy extends to translating from feely to feely, with Marenko opting 

for від одного стереоконтактного фільму до іншого and Morozov for з однієї 

чуттєвки до другої, each sticking to their established translations. 

In describing a feely as all-super-singing, Marenko deconstructs this into суцільний 

суперспів, 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 суперспівуча, though his translation slightly misses the 

“all-” emphasis. 

For feely-palace, Marenko’s translation стереоконтактний палац employs a 

calque that preserves the original message, while Morozov’s чуттєвкотеатр (feely-
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theater) uses an equivalent translation strategy, aligning with familiar Ukrainian terms like 

кінотеатр (movie theater), making it culturally resonant and clear. 

In Feelytone News, Marenko expands the original by adding a screen in his 

translation новинах на стереоконтактному екрані, an amplification that isn’t present in 

the source text. Conversely, Morozov’s Чуттєвковинах 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 чуттєвка and 

culturally resonant terms such as чуттєвкотеатр. 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 I 

believe led Morozov to choose безтілесна музика (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 неземна музика 

(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 суперскрипка, 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 гіперскрипка, 

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 суперкорнет, while Morozov reduces the prefix and writes корнет, simplifying the 

term without altering its meaning significantly. For oboe-surrogate, Marenko opts for a 

reduction, translating it merely as гобою, omitting the surrogate part, whereas Morozov 

uses суроґатного гобоя, which includes a creative transliteration to mimic English 

pronunciation, using [ґ] instead of [г] 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 суперструнний 

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 суперскрипковий, 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 суперскрипка. 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 гіперскрипка 

and his phonetic preservation in oboe-surrogate as суроґатного гобоя. However, his 

translation of super-string as суперскрипковий 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 I will examine other more single occurrences of neologisms and their 

translations. These words do not fit neatly into the previously mentioned categories, so I 

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 комбінація, a broad term that 

fails to convey the specific items combined in the garment. Morozov opts for 

панталончики, 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 бомб, 

начинених сибіркою (bombs filled with anthrax), and Morozov selects бомб зі спорами 

сибірки (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 супергорлиця refers to a 

super-turtledove, altering the bird type slightly, whereas Morozov’s cуперголубка 

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 епсилони, which 

simplifies the term to just epsilons, missing the broader societal implication. Morozov’s 

епсилонство, akin to the English suffix -hood, more accurately reflects the state of being 

an Epsilon. By using the suffix -ство, similar to how childhood is translated into 

Ukrainian as дитинство, 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 інтригували, 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 також плели 

інтриґи for his translation (adaptation technique), effectively incorporating also to reflect 

the mutual nature of the intrigues and using плести інтриги (to weave intrigues), a phrase 

familiar in Ukrainian. Notably, Morozov’s use of the letter ґ in інтриґи 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 мальтузіанський, 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 

шкірзамінник (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 “Перегріті барани не зачинають ягнят,” 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 

суперголос (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 ескалатерний гандбол (escalator handball), incorrectly shifting 



53 

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 

Архіспівальник Кентерберійський without the community aspect, potentially losing an 

essential element of the original narrative. 

His approach to the neologism Centrifugal Bumble-puppy, translated merely as 

відцентрових веж (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 поголився (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 ґ in words like інтриґи, 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 Супер-Вокс-Вурлітцеріана and Супер-Вурлітцера. 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 

Афродітеумі. 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 Мальтузіанський блюз 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 кімнати соціального визначення, more accurately conveying the idea of 

predestination, as визначення stems from визначати, meaning to predestine. This 

method, alongside his usage of соціальний (derived from the Latin sociālis), 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 З.Д.П, or Замінника дикої 

пристрасті, 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 Фордіанський саєнс монітор, 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 директор Інкубаційно-Кондиціювального Центру, borrowing the term 

conditioning (кондиціювального) 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 сурогат 

шампанського and for super-cornet as суперкорнет, 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 фордівської асоціації юначок illustrates this blend, 

utilizing equivalence and cultural adaptation by replacing Young Women’s with юначок, 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 Корпорації чуттєвок, 

Morozov introduces a new term чуттєвка, 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 Хай Форд береже! uses 

equivalence, where he parallels the protective wish in Ukrainian (Хай Бог береже!) 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 без 

жодної соми, 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 

Новопавловські зумовлювальні кімнати, 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 Директор інкубаційно-зумовлювального 

центру 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 Замінник дикої пристрасті for Violent Passion Surrogate, where 

замінник 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 спортікоптер and 

таксікоптер. 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 чуттєвка 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 чуттєвкотеатр (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 розстібування блискавок (unzipping), which directly engages with the activity 

described in the novel and refers to those participating in zipper-hunting as які 

розстібували блискавки, 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, I 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, I 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, I 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. 

– Перегріті барани не 

зачинають ягнят. 

 

“But, alas,” the Director shook his head, 

“we can’t bokanovskify indefinitely.” 

Але, на жаль, — 

Директор покрутив 

головою, — ми не 

можемо 

бокановськифікув

ати безмежно. 

— Але, на жаль, – 

похитав головою 

Директор, – ми не 

можемо зробити цей 

процес безконечним. 

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. 

Очевидно, ніякої. 

Але 

Подснапівський 

метод надзвичайно 

прискорив процес 

дозрівання. Він 

гарантує 

принаймні сто 

п’ятдесят зрілих 

яєць щодва роки. 

Запліднювати й 

бокановськифікув

ати — це означає 

множити все на 

сімдесят два, 

одержуючи в 

середньому майже 

одинадцять тисяч 

братів і сестер у ста 

п’ятидесяти 

виводках 

ідентичних близнят 

за два роки. 

Очевидно, що жодної 

користі. Але завдяки 

технології Подснапу 

процес дозрівання було 

неймовірно 

пришвидшено. Тепер 

можна було впевнено 

казати про дозрівання 

протягом двох років не 

менше ста п’ятдесяти 

яєчок. Запліднюй і 

бокановскіфуй – інакше 

кажучи, помножуй на 

сімдесят два – і 

впродовж двох років 

отримаєш пересічно 

майже одинадцять тисяч 

братів і сестер того 

самого віку партіями по 

сто п’ятдесят ідентичних 

близнюків. 

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. 

Але тепер настав 

сподіваний момент, 

найважливіший, 

подумав Дарвін 

Бонапарт, 

ладнаючи 

апаратуру, відтоді, 

як він зняв свій 

Але тепер настав його 

зоряний час... 

найвидатніша мить, 

подумав Дарвін 

Бонапарт, перевіряючи 

своє знаряддя, 

найвидатніша, відколи 

він зняв знамениту 
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знаменитий 

стереовиючий 

контактний фільм 

про весілля горил. 

стереоскопічну 

чуттєвку з 

завиваннями про 

весілля горил.  

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-

TALK1NG, COLOURED, 

STEREOSCOPIC FEELY WITH 

SYNCHRONIZED SCENT-ORGAN 

ACCOMPANIMENT. 

В залі погасло 

світло, масивні 

вогняні літери 

виступали з 

темряви. ТРИ 

ТИЖНІ В 

ГЕЛІКОПТЕРІ. 

СУЦІЛЬНИЙ 

СУПЕРСПІВ, 

СИНТЕТИЧНА 

МОВА. 

КОЛЬОРОВИЙ 

СТЕРЕОКОНТАК

ТНИЙ ФІЛЬМ ІЗ 

СИНХРОНІЗОВА

НИМ АРОМАТО-

ОРГАННИМ 

СУПРОВОДОМ. 

Згасло світло; в темряві 

виникли вогняні літери, 

що немовби намертво 

зависли в повітрі. «ТРИ 

ТИЖНІ В 

ГЕЛІКОПТЕРІ. 

СУПЕРСПІВУЧА, 
СИНТЕТИЧНОМОВНА, 

КОЛЬОРОВА, 

СТЕРЕОСКОПІЧНА 

ЧУТТЄВКА. ПІД 

СИНХРОНІЗОВАНИЙ 

АКОМПАНЕМЕНТ 
ОРГАНУ АРОМАТІВ». 

Rich with a wealth of harmonics, their 

tremulous chorus mounted towards a 

climax, louder and ever louder-until at 

last, with a wave of his hand, the 

conductor let loose the final shattering 

note of ether-music and blew the sixteen 

merely human blowers clean out of 

existence.  

Рясніючи 

обертонами, їхній 

вібруючий хор 

голоснішав, 

сягаючи 

кульмінації. І 

накінець помахом 

руки диригент 

викликав останню 

приголомшливу 

ноту неземної 

музики, що здула 

шістнадцять 

людців-дударів, 

вони перестали 

існувати.  

Збагачене розкішними 

обертонами, їхнє 

трепетне багатоголосся 

наближалося до 

кульмінації, стаючи 

дедалі гучнішим і 

гучнішим – аж поки 

врешті-решт дириґент 

помахом руки випустив 

на волю останню 

оглушливу ноту цієї 

безтілесної музики так, 

що всі вісімнадцять 

тілесних музикантів 

просто перестали 

існувати.  

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. 

Зі своєї хитро 

обладнаної в гаю 

схованки, за триста 

метрів від маяка, 

Дарвін Бонапарт, 

найдосвідченіший 

фотограф, за 

дорученням 

корпорації 

Зі своєї ретельно 

облаштованої схованки в 

лісі на відстані трьох 

сотень метрів Дарвін 

Бонапарт, 

найдосвідченіший 

фотомисливець за 

великою дичиною 

Корпорації чуттєвок, 
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стереоконтактних 

фільмів 

спостерігав усе те 

самобичування.  

спостерігав за цією 

процедурою.  

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. 

Через дванадцять 

днів фільм “Дикун 

Суррейський” 

можна було 

побачити, почути й 

відчути дотиком у 

кожному 

першокласному 

стереоконтактном

у палаці Європи. 

За дванадцять днів 

«Суррейський Дикун»  

вийшов на екрани, і його 

можна було побачити, 

почути й відчути в 

кожному 

першокласному 

чуттєвкотеатрі Західної 

Європи. 

It was a trio for hyper-violin, super- cello 

and oboe-surrogate that now filled the air 

with its agreeable languor.  

Тріо для 

суперскрипки, 

супервіолончелі й 

гобою переповнило 

повітря приємною 

знемогою.  

Це було тріо для 

гіперскрипки, 

супервіолончелі і 

суроґатного гобоя, що 

створило атмосферу 

приємної млості.  

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. 

Президент підвівся, 

осінив себе знаком 

Т і ввімкнув 

синтетичну 

музику: 

квазідуховий, 

суперструнний 
ансамбль щемливо 

завів під невтомне 

биття барабанів 

коротку нав’язливу 

мелодію Першого 

Гімну 

Солідарності.  

Президент підвівся, 

осінив себе знаком «Т» і, 

увімкнувши синтетичну 

музику, випустив на 

волю під акомпанемент 

неголосного і 

невтомного барабанного 

бою цілий ансамбль 

інструментів – 

квазідухових і 

суперскрипкових, – що 

почали безперестанку й 

тужливо повторювати 

коротку й неймовірно 

щемливу мелодію 

першого Солідарного 

гімну 

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 

façade of the new Abbey the giant let- ters 

invitingly glared. “LONDON’S FINEST 

Ніч була майже 

безхмарна й 

безмісячна, але 

цього, по суті, 

гнітючого факту 

Леніна й Генрі, на 

щастя, не помічали. 

Космічну темряву 

забивала світлова 

Ніч була майже 

безхмарна, безмісячна й 

зоряна; але Леніна й 

Генрі, на щастя, навіть 

не усвідомили цього 

доволі депресивного 

факту. Яскраві 

електричні реклами 

ефектно приховали 



69 

SCENT AND COLOUR ORGAN. ALL 

THE LATEST SYNTHETIC MUSIC.” 

реклама. З фасаду 

нового абатства 

заклично 

палахкотіли 

величезні літери: 

“Кельвін Стоунс і 

його шістнадцять 

сексофоністів”, 

“Найкращий у 

Лондоні кольоро-

запаховий орган”, 

“Програма 

найновішої, 

синтетичної 

музики”. 

зовнішню пітьму. 

«КАЛЬВІН СТОУПС І 

ЙОГО ШІСТНАДЦЯТЬ 

СЕКСОФОНІСТІВ». 

Ці величезні літери 

заклично сяяли з фасаду 

оновленого абатства. 

«НАЙКРАЩИЙ У 

ЛОНДОНІ ОРГАН 

КОЛЬОРІВ І 

АРОМАТІВ. УСЯ 

НАЙНОВІША 

СИНТЕТИЧНА 

МУЗИКА». 

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. 

Вісім десятків 

вібровакуумних 
масажних машин із 

гуркотом і 

шипінням місили й 

смоктали пружні 

засмаглі тіла 

вісімдесяти 

пишних 

екземплярів 

жіночої статі, які 

галасували щосили. 

Автомат 

синтетичної 

музики виводив 

соло на 

суперкорнеті. 

З гуркотом і шипінням 

відразу вісімдесят 

вібровакуумних 

масажних машин 

одночасно 

присмоктувалося до 

пружної й засмаглої 

плоті вісімдесяти 

розкішних представниць 

жіночої статі, старанно 

їх розтираючи. 

Всі намагалися 

перекричати одна одну. 

З синтетичної музичної 

машини лунало соло 

корнета. 

 

 

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 “Oo-ooh”; 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 .” 

Дикун здригнувся. 

Як засвербіли губи! 

Він підніс руку до 

рота. Лоскотання 

пропало. Опустив 

руку знову на 

металічну гульку 

— і лоскіт 

відновився. Тим 

часом ароматний 

орган дихав чистим 

мускусом. Із 

репродуктора 

воркувала 

супергорлиця: “У-

Дикун здригнувся. Що за 

відчуття на вустах! Він 

підніс руку до рота; 

лоскотання 

припинилося; поклав 

руку назад на металеву 

ручку; знову відчув 

лоскіт на губах. З органу 

ароматів тим часом 

долинали пахощі 

мускусу. Суперголубка 

звукової доріжки ледь 

чутно проворкувала: «О-

о-ох»; а їй у відповідь 

пролунав неймовірно 
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у-у-г”, — і 

суперафриканський 

басище, вібруючи 

тридцять два рази 

на секунду, 

відповідав: “Уа-а-

аг!” “У-у-уг!” — 

“У-а-аг!” Знову 

стулялися 

стереоскопічні 

губи — і знову 

лицеві еротичні 

зони шести тисяч 

глядачів в 

“Алгамбрі” 

дрижали від 

нестерпної 

гальванічної 

сверблячки-

насолоди: “Уууг!..” 

глибокий африканський 

бас з усього лише 

тридцятьма двома 

вібраціями за секунду: 

«А-а-ах». «О-о-а-ах! О-

о-а-ах!» Стереоскопічні 

вуста знову злилися, і 

лицьові ерогенні зони 

шести тисяч глядачів у 

«Альгамбрі» 

наелектризувалися від 

нестерпно приємного 

поколювання. «О-о-ох...» 

They interrupted themselves for a moment 

to sing a synthetic quartet, with full 

super- orchestral accompaniment and 

gardenias on the scent organ.  

На хвилину вони 

переривають 

любощі, щоб 

проспівати 

синтетичний 

квартет під 

акомпанемент 

супероркестру й 

органного запаху 

гарденій.  

Вони перервали свої 

любощі тільки для того, 

щоб заспівати 

синтетичним квартетом 

під повноцінний 

супероркестровий 

акомпанемент і пахощі 

гарденій з органу 

ароматів.  

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. 

Потім, 

здригнувшись, 

вона прокидалася 

— і знову перед 

нею гасали 

тенісисти. У вухах 

суперголос 

виспівував 

“Обнімай мене, 

поки не сп’янію”, 

теплі подуви 

пахощів вербени 

линули з 

вентилятора над її 

головою. І від тих 

образів, звуків і 

запахів, у мареві, в 

якому все це, 

І враз, легенько 

здригнувшись, вона 

знову пробуджувалася – 

пробуджувалася, щоб 

бачити акваріумне 

гасання тенісистів, чути, 

як виспівує Супер-Вокс-

Вурлітцеріана «Стискай 

мене, котику, й не 

відпускай», вдихати 

теплі запахи вербени, що 

проникали сюди крізь 

вентилятор над її 

головою, – прокидалася 

до цього всього або 

радше поринала в новий 

сон, складовою 

частиною якого й були 
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перетворене й 

прикрашене 

сомою, спліталося 

в один райдужний 

сон, Лінда знову 

усміхалася 

щербатою, 

дитинно-радісною 

усмішкою 

задоволення. 

ці речі, трансформовані 

й просякнуті сомою  в її 

крові, а тоді знову 

всміхалася своєю 

розгубленою й 

безбарвною посмішкою 

дитинячої втіхи. 

Linda’s eyes fluttered open; she saw him, 

knew him-”John¡’-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. 

Повіки Лінди 

здригнулися; 

пробуджуючись, 

вона побачила його 

й упізнала: 

“Джон!” Але зразу 

ж перенесла його 

живе обличчя, живі 

руки, які боляче 

струшували її, в 

уявний внутрішній 

світ дивно 

перетвореної 

супермузики, 

пачулі й 

суперголосу, між 

перетворені 

спогади й дивно 

зміщені образи з її 

сновидінь.  

Лінда затріпотіла віями й 

розплющила очі; вона 

його побачила і впізнала 

– «Джоне!» – але 

перенесла його реальне 

обличчя, його реальні й 

несамовиті руки у свій 

уявний світ, помістивши 

їх десь там, серед запахів 

пачулі і співів Супер-

Вурлітцера, серед 

видозмінених спогадів і 

химерно викривлених 

почуттів, з яких і 

складався всесвіт її 

сновидінь.  

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. 

Це Джон, її син, 

але їй 

примарилося, що 

він утрутився в 

райський Малпайс, 

де вона 

насолоджувалася 

сомовідпочинком 

з Попе.  

Вона знала, що це Джон, 

її син, але уявила його 

зазіхачем на той 

ідилічний Малпаїс, де 

вона якраз проводила 

свої сома-вакації разом 

із Попе.  

One egg, one embryo, one adult-

normality. But a bokanovskified egg will 

bud, will proliferate, will divide.  

Одне яйце, один 

ембріон, одна 

доросла особа — 

це було колись 

нормою. А тим 

часом 

бокановськифіков

ане яйце брунькує, 

Одне яйце, один 

ембріон, одна особа – 

нормальний процес. Але 

бокановскіфоване яйце 

брунькується, ділиться, 

множиться.  
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росте, ділиться.  

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. 

Виснажена 

шістнадцятка 

відклала 

сексофони, й 

апарат синтетичної 

музики заграв 

найновіші 

мальтузіанські 

мелодії. Генрі з 

Леніною 

заколисувало, ніби 

пару ембріонів-

близнят на хвилях 

ампульного 

кровозамінника. 

А коли виснажені 

шістнадцятеро музик 

відклали вбік свої 

сексофони і з апарата 

синтетичної музики 

зазвучав найновіший 

повільний 

«Мальтузіанський 

блюз», вони, мабуть, 

перетворилися на 

ембріонів-близнюків, що 

лагідно погойдувалися 

на хвилях пляшкового 

океану з замінника 

крові. 

“Essentially,” the D.H.C. concluded, 

“bokanovskification consists of a series 

of arrests of development. We check the 

normal growth and, paradoxically enough, 

the egg responds by budding.” 

— По суті, — 

говорив далі 

Директор, — 

бокановськифікац

ія полягає в серії 

гальмувань 

розвитку. Ми 

припиняємо 

нормальний ріст, і 

яйце досить 

парадоксально 

реагує на це своїм 

брунькуванням. 

— По суті, – зробив 

висновок Директор ІЗЦ, 

– бокановскіфікація 

складається з серії 

затримок розвитку. Ми 

зупиняємо нормальне 

зростання, і, хоч як це 

парадоксально, яйце у 

відповідь брунькується 

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. 

Коли директор 

Інкубаційно-

Кондиціювальног

о Центру зайшов 

до приміщення, 

зігнуті над 

мікроскопами 

триста 

запліднювальників 

були заглиблені в 

ледве порушувану 

диханням тишу, у 

неуважливий 

монолог шуму й 

свисту, цілковите 

зосередження. 

Група 

новоприбулих, 

Коли Директор 

інкубаційно-

зумовлювального 

центру зайшов у 

кімнату, три сотні 

похилених над 

інструментами 

запліднювальників були 

занурені в майже 

непорушувану диханням 

тишу, у відсторонене й 

зосереджене чи то 

гудіння, чи то сюрчання 

самозаглибленої 

концентрації. Вслід за 

Директором боязко й 

вельми невпевнено 

зайшла група 
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дуже молодих, 

рожевощоких і 

недосвідчених 

студентів нервово 

й несміливо йшла 

за Директором. Усі 

вони мали 

записники, в які 

одчайдушно 

занотовували, як 

тільки великий 

чоловік розкривав 

рота. Прямо з уст 

самого правдороба. 

Це був рідкісний 

привілей. Директор 

Лондонського 

Інкубаційно-

Кондиціювального 

Центру, як завжди, 

особисто водив 

нових студентів по 

всіх відділах.  

новоприбулих студентів, 

молоденьких, зелених і 

недосвідчених. У 

кожного в руках був 

записник, куди вони 

розгублено занотовували 

кожне слово цієї 

видатної особи. 

Прямісінько з перших 

уст. Це був рідкісний 

привілей. Директор 

лондонського ІЗЦ 

завжди намагався 

особисто показувати 

новим студентам усі 

різноманітні відділи. 

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. 

Поруч гільз — 

укладальниці. 

Процесія повзе 

далі; яйця, одне за 

одним, 

забираються з 

пробірок до 

більших посудин; 

очеревинна 

оболонка спритно 

розрізається, в 

розріз вставляється 

яйцева китиця, 

потім заливається 

соляний розчин...  

Наступними після 

підкладників були 

вкладальники. 

Процесія невпинно 

рухалася; одне по 

одному яєчка 

переносили з пробірок у 

більші посудини; на 

підкладці з очеревини 

спритно робили надріз, 

куди кидали морулу, 

заливаючи її соляним 

розчином...  

“The principle of sleep-teaching, or 

hypnopædia, had been discovered.” The 

D.H.C. made an impressive pause. 

Ось так відкрили 

принцип навчання 

в сні, або 

гіпнопедію, — 

Директор зробив 

багатозначну 

паузу. 

— Було винайдено 

принцип навчання уві 

сні, або гіпнопедію. – 

Директор ІЗЦ витримав 

багатозначну паузу. 

“And this,” said the Provost a moment 

later, “is Hypnopædic Control Room.” 

— А це, — 

продовжував 

— А це, – оголосив 

невдовзі ректор, – 
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ректор екскурсію, 

— наша 

Контрольна 

Гіпнопедична 

Кімната. 

кімната гіпнопедичного 

контролю. 

“Malthusian Drill,” explained the Head 

Mistress. “Most of our girls are free- 

martins, of course. I’m a freemartin 

myself.” She smiled at Bernard. “But we 

have about eight hundred unsterilized 

ones who need constant drilling.” 

— Мальтузіанські 

вправи, — 

пояснила Головна 

вихователька. — 

Більшість наших 

дівчат, звичайно, 

безплідні. Як і я. — 

Вона усміхнулася 

до Бернарда. — 

Але є в нас близько 

восьмисот 

нестерилізованих, і 

вони потребують 

постійного 

тренування. 

— Мальтузіанські 

вправи, – пояснила 

директриса. – Більшість 

наших дівчат, звичайно, 

ялові. Я сама теж 

яловиця. – Вона 

всміхнулася Бернардові. 

– Але в нас є близько 

восьмиста 

нестерилізованих осіб, 

яким потрібні постійні 

вправи. 

INFANT NURSERIES. NEO-

PAVLOVIAN CONDITIONING 

ROOMS, announced the notice board. 

“Ясла для 

немовлят. 

Неопавловські 

кімнати 

виховання” — 

повідомляв напис 

при вході. 

«Дитячі ясла. 

Новопавловські 

зумовлювальні 

кімнати» було написано 

на дошці оголошень. 

“SYRUP OF CORPUS LUTEUM,” 

Lenina read the names aloud. “OVARIN, 

GUARANTEED FRESH: NOT TO BE 

USED AFTER AUGUST 1ST, A.F. 632. 

MAMMARY GLAND EXTRACT: TO 

BE TAKEN THREE TIMES DAILY, 

BE- FORE MEALS, WITH A LITTLE 

WATER. PLACENTIN: 5cc TO BE 

INJECTED INTRAVENALLY EVERY 

THIRD DAY. Ugh!” Lenina shuddered. 

“How I lo- athe intravenals, don’t you?” 

 

— Сироп жовтого 

тіла, — голосно 

читала Леніна. — 

Оварин, свіжість 

гарантовано, 

годиться до 1.8.632 

р. Е. Ф. Екстракт 

молочної залози, 

розведений водою, 

вживати тричі на 

день перед їжею. 

Плацентин, по 

п’ять кубиків 

внутрівенно через 

кожні два дні... Ху! 

— здригнулася 

Леніна. — Як я 

ненавиджу 

внутрівенні, а ти? 

— Сироп Жовтого Тіла, 

– прочитала вголос 

Леніна одну з етикеток. 

– Оварин, гарантовано 

свіжий: не вживати після 

1-го серпня р.ф. 632. 

екстракт молочної 

залози: приймати тричі 

на день, перед їдою, 

запиваючи водою. 

Плацентин: що три дні 

вводити інтравенно 

5мл... Ой! – здригнулася 

Леніна. – Як я 

ненавиджу ті інтравенки, 

а ти?  
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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!  

Але від 

полігормональних 

бісквітів і 

вітамінованого 

ерзацу яловичини 

йому так і не 

пощастило 

відмовитися. 

Дивлячись тепер на 

ці бляшанки, він 

гірко дорікав собі 

за поступливість. 

Цивілізована 

погань!  

Але продавець таки 

зумів йому всучити 

полігормональне 

печиво й вітамінізовнай 

ерзац яловичини. 

Дивлячись тепер на ці 

бляшанки, Джон гірко 

докоряв собі за 

тимчасову слабкість. 

Огидні продукти 

цивілізації!  

“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.” 

 

— Я не особливо 

добре почуваюся 

останнім часом, — 

пояснила Фенні. — 

Лікар Уелс порадив 

пройти курс 

псевдовагітності. 

— Але ж, моя 

любонько, тобі 

всього тільки 

дев’ятнадцять 

років. А перша 

підміна вагітності 

не є примусовою 

до двадцять 

першого року. 

 

— Я останнім часом 

якась сама не своя, – 

пояснила Фанні. – 

Доктор Веллс порадив 

мені скористатися 

замінником вагітності. 

— Але ж тобі, золотце, 

лише дев’ятнадцять. 

Перші замінники 

вагітності не 

обов’язкові до двадцяти 

одного року. 

 

 

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 

Гельмгольц стенув 

плечима. 

Повернувшися з 

роботи, вони 

сподівалися 

застати Дикуна в 

одному із 

звичайних місць 

зустрічі, але по 

ньому не було й 

знаку. Це 

дратувало, бо вони 

мали намір 

заскочити на 

Гельмгольцевому 

чотиримісному 

спортивному 

Гельмгольц знизав 

плечима. Вони 

повернулися з роботи, 

сподіваючись, що Дикун 

чекатиме їх на тому чи 

тому звичному місці для 

зустрічі, але від нього і 

слід пропав. А це їх 

трохи дратувало, адже 

вони мали намір 

махнути в Біарриц на 

Гельмгольцевому 

чотиримісному 

спортікоптері. Якщо він 

скоро не з’явиться, вони 

запізняться на вечерю. 

—   Даймо йому ще 
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Flivver!” he swore. “I’ll come at once.” 

 

гелікоптері до 

Біарріца. Так 

можна й на обід 

запізнитися. — 

Почекаємо ще 

п’ять хвилин, — 

сказав Гельмгольц. 

— Якщо не 

появиться, то ми... 

Задзвонив телефон. 

Гельмгольц узяв 

трубку. 

— Алло: Я вас 

слухаю, — довга 

пауза, потім: — 

Форд усемогутній! 
— вигукнув 

Гельмгольц. — 

Буду негайно. 

 

 

п’ять хвилин, – сказав 

Гельмгольц. – Якщо 

його так і не буде, ми... 

Його перервав дзвінок 

телефона. Він узяв 

слухавку. 

—   Алло. Це я. – Тоді, 

вислухавши 

повідомлення, він 

вилаявся: – Форд у 

драндулеті! – Я зараз 

прийду. 

 

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. 

В таксікоптері він 

уникав дивитися на 

неї. Скутий 

непорушними 

обітницями, 

ніколи-ніколи не 

виголошуваними, 

покірний законам, 

що вже давно 

втратили силу, він 

сидів і відчужено 

мовчав. Час від 

часу, ніби чийсь 

палець бринькав по 

туго натягненій, 

готовій обірватися 

струні, його тіло 

здригалося від 

раптового 

нервового шоку. 

У таксікоптері він 

майже не дивився на неї. 

Пов’язаний ніколи не 

висловленими 

обітницями, вірний 

законам, які вже давно 

втратили силу, він 

мовчки сидів, дивлячись 

в інший бік. Інколи ціле 

його тіло нервово 

здригалося, немовби 

чийсь палець зненацька 

торкав якусь туго 

нап’яту струну, що ось-

ось може обірватися. 

“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 

— Надниркові 

залози. У них одна 

з передумов 

досконалого 

здоров’я. Тому 

проходження через 

ССП примусове. 

—  Це одна з передумов 

міцного здоров’я. Саме 

тому ми і впровадили 

обов’язкові процедури 

З.Д.П. 

—  З.Д.П.? 

—  Замінника дикої 
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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.” 

 

— ССП? 

— ССП — 

Сурогат Сильної 

Пристрасті. 

Регулярно, раз на 

місяць, ми 

насичуємо організм 

адреналіном. Це 

фізіологічний 

еквівалент страху й 

люті. Люті Отелло, 

що вбиває 

Дездемону, і 

страху Дездемони, 

яку вбивають. 

Даємо тонізуючий 

ефект убивства без 

ніяких 

незручностей. 

 

пристрасті. Щомісяця, 

регулярно. Ми 

насичуємо організм 

адреналіном. Це 

абсолютний 

фізіологічний еквівалент 

страху й лютощів. Усі 

тонізувальні ефекти, що 

виникають внаслідок 

вбивства Дездемони або 

загибелі від рук Отелло, 

але без жодних 

незручностей. 

 

Furiously the students scribbled. 

“Hypnopædia, first used officially in 

A.F. 214. Why not before? Two reasons. 

(a) .” 

Студентські олівці 

ледве встигали: 

“Гіпнопедія 

вперше офіційно 

застосована в двісті 

чотирнадцятому 

році Е. Ф. (ери 

Форда). Чому не 

раніше? Дві 

причини...” 

Студенти строчили як 

навіжені. «Гіпнопедія, 

вперше офіційно 

застосована року 

Фордового двісті 

чотирнадцятого. Чому не 

раніше? Дві причини, 

(а)...»  

“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. 

— А тепер, друзі 

мої, — говорив 

Архіспівальник 

Кентерберійський 

тим красивим 

дзвінким голосом, 

яким він правив під 

час святкування 

Дня Форда. — 

Тепер, мої друзі, я 

думаю, що пора 

вже... — Він 

підвівся з крісла, 

поставив свою 

склянку, струсив з 

фіолетової 

віскозної жилетки 

крихти перекуски й 

— А тепер, любі друзі, – 

сказав архігромадський 

співець 

кентерберійський своїм 

розкішним лунким 

голосом, чути який було 

так звично під час 

святкувань Дня Форда, 

– тепер, любі друзі, я 

гадаю, що вже настав 

час... – Він підвівся, 

відставив убік келиха, 

струсив зі своєї 

пурпурової віскозної 

камізельки крихти, що 

залишилися після 

чималенької трапези, й 

рушив до дверей. 
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поважно 

попрямував до 

дверей. 

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; 

Щодругого 

четверга Бернард 

мав брати участь у 

Дні Служби 

Солідарності. 
Після раннього 

обіду з 

Гельмгольцем в 

“Афродиторії” 

(куди Гельмгольца 

нещодавно обрали 

згідно з 

параграфом два 

Клубного Статуту) 

він попрощався з 

друзями, сів на 

даху в таксі, 

наказав пілотові 

летіти до 

Фордзонівської 

громадської 

співальні. 
Піднявшись метрів 

на двісті, таксі 

помчало на схід; на 

повороті перед 

Бернардовими 

очима розкрився 

красень-палац. 

Затоплені світлом 

його триста 

двадцять метрів 

білого штучного 

каррарського 

мармуру сніжно 

сяяли на 

Ладгейтському 

пагорбі;  

Що другого четверга в 

Бернарда були дні 

Солідарної служби. 

Після ранньої вечері в 

Афродітеумі (куди 

згідно з Другим 

параграфом статуту було 

обрано нещодавно 

Гельмгольца) він 

попрощався зі своїм 

приятелем і, зупинивши 

на даху таксі, звелів 

водієві летіти до 

Фордзонівської 

громадської співальні. 

Апарат піднявся на 

кілька сотень метрів, а 

тоді розвернувся на схід, 

і ось уже Бернардовим 

очам відкрилася 

величезна і прекрасна 

будівля співальні. 

Освітлені прожекторами 

всі триста двадцять 

метрів штучного 

каррарського мармуру 
виблискували своєю 

сліпучою білосніжністю 

понад Ладгейтським 

пагорбом;  

“Ford!” whispered the driver. And his 

twins were of the same opinion. 

“Fordey!” they said. 

— Форде! — 

прошептав водій; 

його брати-

близнюки були не 

менш ошелешені. 

— Фордоньку! — 

вирвалося в них. 

—  О, Форде! – 

прошепотів водій. Його 

колеґи-близнюки були 

також приголомшені. 

—  Фордоньку милий! – 

зойкнули вони. 
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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. 

Проте травма, якої 

зазнав куприк 

репортера 

“Щоденного 

радіо”, не залякала 

репортерів із нью-

йоркської “Таймс”, 

франкфуртського 

“Чотиримірного 

континіуму”, 

“Фордівського 

наставника” й 

“Дельта міррор”. 

Вони навідалися 

того дня на маяк, і 

Дикун зустрів їх 

ще непривітніше. 

Ще чотири журналісти, 

яких не налякав 

застережливий синець на 

куприку їхнього колеґи і 

які репрезентували нью-

йоркський «Тайме»,  

франкфуртський 

«Чотиривимірний 

континіум», 

«Фордіанський саєнс 

монітор»  і «Дельту 

Міррор»,  завітали того 

ж дня до маяка, де їх 

було зустрінуто ще 

агресивніше. 

“But cleanliness is next to fordliness,” 

she insisted. 

— Але ж чистота 

— запорука 

фордності, — 

наполягала вона. 

— Але ж охайному жити 

– це Фордові служити, – 

наполягала вона. 

“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. 

— Знаю, — не дав 

йому закінчити 

Бернард. — 

Хвилину тому я 

розмовляв із його 

фордністю по 

телефону. — Його 

знуджений тон 

давав зрозуміти, 

що він звик 

говорити з його 

фордністю ледь не 

кожного дня. Він 

сів у крісло. — 

Прошу залагодити 

всі необхідні 

формальності 

якнайшвидше. 

Якнайшвидше, — 

повторив 

підкреслено. Він 

утішався своєю 

новою роллю. 

— Я знаю, – урвав його 

на півслові Бернард. – Я 

щойно розмовляв по 

телефону з його 

фордичністю. – Сказав 

це таким недбалим 

голосом, немовби мав 

звичку мало не щодня 

спілкуватися з його 

фордичністю. Тоді 

втомлено впав на 

стільця. – Якщо ваша 

ласка, попрошу виконати 

всі потрібні процедури 

якомога швидше. 

Якомога швидше, – 

багатозначно повторив 

він. Отримував від цього 

всього величезну 

насолоду. 

 He pencilled his initials-two small pale Директор поставив Він поставив свої 
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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. 

свої ініціали — дві 

поганенькі бліді 

літери під 

підписом Мустафи 

Монда і хотів був 

уже повернути 

папірець без 

жодного коментаря 

чи напутнього “З 

Фордом!”, коли в 

око йому впала 

назва місцевості, 

яку збирався 

відвідати Бернард. 

ініціали – дві маленькі 

ледь помітні буквочки, 

що жалюгідно 

притулилися під 

Мустафою Мондом, – і 

вже було збирався 

повернути дозвіл без 

жодного коментаря чи 

побажань щасливої 

дороги («Хай Форд 

береже!»), коли раптово 

придивився до того, що 

було написано в дозволі. 

— Резервація в Нью-

Мексико? – перепитав 

він, і тон, яким він це 

сказав 

 

“Orgy-porgy, Ford and fun, 

Kiss the girls and make them One. 

Boys at 0ne with girls at peace; 

Orgy-porgy gives release.” 

 

Оргія-поргія, 
Фордня забава. 

Цілуйся, кохайся, 

Форду на славу. 

Хлопці, дівчата, 

радісний сміх — 

Оргія-поргія, щастя 

для всіх. 

 

 

Оргія-поргія, Форд і 

потіха,  

Цьомки юначкам, не 

знатимем лиха.  

Хлопці й дівчата 

зіллються в одному,  

Оргія-поргія краща за 

сому!  

 

In Iceland he will have small opportunity 

to lead others astray by his unfordly 

example.” 

В Ісландії в нього 

буде менше нагод 

збивати з пуття 

інших своїм 

фордохульним 
прикладом.  

Він матиме найменше 

нагод спокутувати інших 

своїм безфордним 

прикладом в Ісландії.  

The various Bureaux of Propaganda 

and the College of Emotional 

Engineering were housed in a single 

sixty-story building in Fleet Street. 

Інститут 

технології 

почуттів із 

різними відділами 

пропаганди 

розташувався в 

шестидесятиповерх

овому будинку на 

Фліт-стріт.  

Всілякі 

пропагандистські бюро 

й коледж емоційної 

інженерії були 

розташовані в 

шістдесятиповерховій 

будівлі на Фліт-стріт.  

From the Social Predestination Room 

the escalators went rumbling down into 

the basement, and there, in the crimson 

Із Відділу 

суспільного 

кондиціювання 

З кімнати соціального 

визначення ескалатори 

спускалися з гуркотом у 
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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. 

ескалатори з 

гуркотом ішли 

вниз до підвалу і 

там, у червонуватій 

темряві, 

задушливому теплі, 

на подушках зі 

свинячої 

почеревини, 

наповнені 

гормонами й 

кровозамінником, 

зародки росли й 

розвивалися або, 

затруєні й хиріючі, 

перетворювались у 

немічних 

епсилонів. З 

легким шумом і 

стукотом стелажі 

непомітно повзли 

тижнями через 

біологічні ери до 

Відділу 

випорожнення, де 

нововипущені 

немовлята 

видавали свій 

перший крик жаху 

й здивування. 

підвал, і там, у темно-

червоному присмерку, 

вигріваючись на своєму 

ложі з очеревини і 

підживлюючись 

замінником крові й 

гормонами, зародки 

поступово зростали або 

ж, отримавши належну 

дозу отрути, деградували 

до стану хирлявого 

епсилонства. З ледь 

чутним гудінням і 

побрязкуванням рухомі 

стелажі майже 

непомітно повзли 

впродовж тижнів і 

нескінченних 

рекапітуляційних еонів 

туди, де в 

декантувальній кімнаті 

лунав перший 

нажаханий і здивований 

крик щойно 

розпляшкованих 

немовлят. 

The liftman was a small simian creature, 

dressed in the black tunic of an Epsilon-

Minus Semi-Moron. 

Провідником ліфта 

було мавпоподібне 

створіння, 

одягнене в чорну 

туніку для мінус-

епсилон-

напівкретина. 

Ліфтер був 

короткорослою 

мавпоподібною істотою, 

вбраною в чорну туніку 

напівдебільного 

епсилона-мінус. 

“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.” 

— Не зважай ні на 

що. Дій! — голос 

Фенні гримів 

сурмою, ніби в 

лектора 

Фордіанської 

Асоціації 

Молодих Жінок, 

що проводить 

вечірню бесіду з 

мінус-бета-

—  Не слухай його 

дурниць. Дій. – Фаннин 

голос бринів, наче 

сурма; таке враження, 

що вона була лекторкою 

Ф.А.Ю., яка виступала з 

вечірніми настановами 

перед бета-мінусовими 

підлітками. – Так, дій... 

і негайно. Прямо зараз. 
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підлітками. — Дій 

негайно, зараз же! 

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?  

 

Тож сама секретар 

Фордіанської 

Асоціації 

Молодих Жінок 

попрохала її 

прочитати лекцію 

про свої 

переживання! А 

хіба не 

запрошували її на 

щорічний званий 

обід клубу 

Афродити? Чи не 

появлялася вже 

вона в новинах на 

стереоконтактном

у екрані — 

відчутна на слух і 

дотик — перед 

незліченними 

мільйонами по всій 

планеті? 

Хіба ж не запропонувала 

їй виступити з лекцією 

про власний досвід сама 

генеральна секретарка 

фордівської асоціації 

юначок? Хіба ж не 

запросили її на щорічний 

обід клубу афродиток? 

Хіба ж не показали її 

нещодавно в 

«Чуттєвковинах», де її 

могли побачити, почути 

й помацати незліченні 

мільйони мешканців 

планети? 

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. 

Ліс відцентрових 

веж виблискував 

нікелем між 

деревами. У районі 

Шепард-Буша дві 

тисячі мінус-бет 

грали змішаними 

парами в теніс на 

риманових 

кортах. Не були 

безлюдними й 

майданчики для 

ескалатерного 

гандболу, що 

облямовували 

шлях від Вілстенду 

до Нотінг-Гіла. На 

Ілінгському 

стадіоні дельти 

проводили 

гімнастичний 

парад і співоче 

свято. 

Поміж дерев 

вилискували численні 

вежі центрифужного 

ґольфика. Біля дільниці 

Шепердс-Буш дві тисячі 

бета-мінусів грали 

змішаними парами в 

теніс на Ріманових 

поверхнях. Подвійний 

ряд кортів для гри в 

«Ескалаторні п’ятірки» 

оточував головну дорогу 

з Ноттінґ-Гіллу до 

Віллесдену. На стадіоні 

«Ілінґ» відбувалися 

гімнастичні шоу і 

громадські співи. 
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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…” 

— Це неабиякий 

прогрес — старі 

люди тепер 

працюють, 

паруються, 

розважаються, у 

них ані хвилини, 

щоб сісти й 

подумати. А вже 

коли й з’явиться 

віддушина серед 

розваг, то завжди є 

сома. Чудова сома: 

півграма — й 

одержуй коротку 

відпустку. Грам — 

на пару днів, два 

грами — на поїздку 

в пишний Схід, три 

— на темну 

блаженну вічність 

на Місяці. А 

повернувшись 

звідти, опинишся 

по другий бік 

щілини, і знову ти 

на твердому ґрунті 

щоденної праці й 

утіх, знову бігаєш 

від одного 

стереоконтактног

о фільму до 

іншого; від одної 

гарної дівчини до 

ще ліпшої, від 

електромагнітног

о гольфу до... 

— Тепер... завдяки 

прогресу... старші люди 

працюють, злягаються, 

забувають, що таке 

нудьга, за будь-якої 

погоди їм не бракне 

насолоди, у них просто 

немає часу на те, щоб 

сісти й замислитися... 

але навіть якби така 

часова тріщина за 

якимось невдалим збігом 

обставин і розколола б 

щільну субстанцію 

розваг, які відволікають 

їхню увагу, на допомогу 

завжди приходила б 

сома,  розкішна сома,  

півграмульки на півдня, 

грамульку на вихідні, дві 

грамульки для подорожі 

на розкішний Схід, три – 

для затемненої вічності 

на місяці; а 

повертаючись з цих 

мандрів, вони б 

опинялися на 

протилежному боці 

розколини, на 

безпечному й надійному 

ґрунті щоденної праці й 

розваг, де можна 

стрибати з однієї 

чуттєвки до другої, від 

дівчини до пневматичної 

любаски, від 

електромагнетичного 

поля для ґольфу до... 

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 .” 

Реклама в ліфті 

повідомляла, що в 

готелі шістдесят 

ескалаторно-

тенісних арен і 

запрошувала до 

парку на 

електромагнітний 

гольф та гольф із 

перешкодами. 

— Це просто 

Оголошення в ліфті 

повідомляло про те, що в 

готелі є шістдесят 

кортів з ракетками для 

ескалаторного сквошу, 

а в парку можна грати 

одночасно в Гольф із 

перешкодами й 

електромагнетичний 

ґольф. — Та тут просто 

чудово, – вигукнула 
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чудово! — 

вигукнула Леніна. 

— Яз радістю тут 

залишуся. 

Шістдесят 

ескалаторних 

кортів!.. 

 

 

Леніна. – Я вже б нікуди 

звідси й не їхала. 

Шістдесят кортів для 

ескалаторного 

сквошу.... 

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 hypnopædic 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. 

Над ними, на 

десяти наступних 

поверхах загальних 

спалень, хлопчики 

й дівчатка, яким 

належав пообідній 

сон, трудилися не 

менше за інших, 

хоча й не знали про 

це, засвоюючи 

гіпнопедичні 

лекції з гігієни й 

товариськості, 

класової свідомості 

й початків 

еротично-

сексуального 

життя. А над 

спальнями були ще 

приміщення для 

гри, де в дощову 

погоду дев’ятсот 

старших дітей 

розважалися 

моделюванням із 

цегли й глини, 

забавою “лови 

черевика” й 

еротичною грою. 

Ще вище, в наступних 

десяти поверхах спалень, 

маленькі хлопчики й 

дівчатка, котрі ще й досі 

потребували 

післяобіднього сну, 

також не байдикували, 

як і всі інші, самі того не 

знаючи, бо несвідомо 

вислуховували 

гіпнопедичні уроки з 

гігієни й 

комунікабельності, 

класової свідомості й 

любовного життя 

малюків. А ще вище 

були дитячі кімнати, в 

яких, через непогоду й 

дощ надворі, дев’ятсот 

старших за віком дітей 

розважалися будуванням 

моделей, ліпленням з 

глини, розстібуванням 

блискавок і еротичними 

забавами. 

“Oh no, dear. Only for a week or two, 

that’s all. I shall spend the evening at the 

Club playing Musical Bridge. I suppose 

you’re going out?” 

 

— О, ні, дорога. 

Лише тиждень чи 

два, не більше. Я 

проведу вечір у 

клубі, за музичним 

бриджем. А ти, 

звісно, підеш 

гуляти? 

— Ой, та ні, дорогенька. 

Лише тиждень-два, і це 

все. А вечір я проведу в 

клубі, граючи музичний 

бридж. Ти теж кудись 

підеш? 

Standing in the centre of a ring of zipper- Стоячи в центрі Головна медсестра, 
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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. 

 

 

кола серед 

близнюків, які 

гралися в “лови 

блискавку”, 

старша медсестра 

озирнулася. 

Спочатку 

здивувалася, і тут 

же, осудливо 

хмурячись, мовила: 

— Не кричіть! 

Подумайте про 

малюків. Ви 

можете завадити... 

що ви робите? — 

Він вскочив у коло. 

— Обережно! — 

Дитина, яку він 

зачепив, заплакала. 

 

котра стояла в оточенні 

близнят, які 

розстібували 

блискавки, озирнулася. 

Її початкове здивування 

майже миттєво 

змінилося осудом. 

—  Не кричіть тут! 

Подумайте про дітей, – 

зронила вона, 

насупивши брови. – Ви 

можете їм завадити... Та 

що ви таке робите? – Він 

кинувся до неї, 

розштовхавши дітей, які 

сиділи колом довкола 

медсестри. – Обережно! 

– Якась дитина 

заверещала. 

 

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. 

У готелі, 

розташованому 

неподалік, він 

скупався, прийняв 

вібровакуумний 

масаж, поголився, 

послухав ранкові 

новини, півгодини 

посидів біля 

телевізора, не 

кваплячись 

пообідав і о пів на 

третю полетів з 

мулатом назад до 

Малпайси. 

Він перейшов до готелю, 

прийняв ванну, 

насолодився 

вібровакуумним 

масажем і 

електролітичним 

голінням, послухав 

ранкові новини, якихось 

півгодини дивився 

телевізор, тоді 

неквапливо пообідав і о 

другій тридцять полетів 

назад у Малпаїс разом з 

октороном. 

Юнак зупинився біля 

їхнього притулку. 

 

 

“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.” 

— Це мені влетить 

у копієчку, доки я 

повернуся. — 

Бернард подумки 

бачив, як стрілка 

одеколонного 

лічильника 
невтомно, як 

мурашка, оббігає 

коло. — Треба 

«Влетить мені в 

серйозну копієчку, заки 

я повернуся назад. – 

Бернард уявив собі 

стрілку ароматометра, 

що повзе собі довкола 

циферблата коло за 

колом, невтомно, мов 

мураха. – Треба негайно 

зателефонувати 
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негайно 

зателефонувати 

Гельмгольцеві. 

Гельмгольцові Ватсону». 

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. 

 

Джик! Округла 

рожевість 

комбінації 

розпалась, мов 

навпіл розрізане 

яблуко. Вигин рук, 

крок однією, потім 

другою ногою — і 

комбінація мляво, 

ніби спустивши 

дух, лежить на 

підлозі. 

Смик! Округла 

рожевість розчахнулася, 

немовби акуратно 

розрізане яблуко. Помах 

рук, піднімання вгору 

спочатку правої ступні, а 

тоді лівої: і ось уже 

панталончики лежали 

нерухомо на підлозі, 

неначе кулька, з якої 

випустили повітря. 

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. 

Там, на низенькому 

ліжку з відкиненим 

простирадлом, у 

комбінованій 

рожевій піжамі на 

“блискавці” міцно 

спала Леніна. Така 

тендітно-дитинна з 

рожевими 

пальчиками ніг, 

серйозним сплячим 

обличчям, в ореолі 

нічних кучерів, 

така довірлива в 

безпорадності своїх 

розкинених рук і 

розслаблених ніг, 

що на очі Джона 

навернулися 

сльози. 

Там на низенькому 

ліжку з відсунутими 

простирадлами лежала в 

рожевій піжамі-

комбінезоні з 

блискавкою Леніна. 

Вона міцно спала й була 

така прекрасна в 

обрамленні своїх 

локонів, така 

зворушливо дитиняча з 

рожевими пальчиками 

своїх ніжок і насупленим 

сонним личком, така 

довірлива в 

беззахисності своїх 

обм’яклих рученят і 

немов розтопленого тіла, 

що в нього на очах 

виступили сльози. 

“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.  

— Це більш схоже 

на вечірку з 

кофеїновипивкою, 

а не суд, — сказав 

зі сміхом 

Гельмгольц, 

сідаючи в 

найпишніше 

пневматичне 

крісло. — Не вішай 

носа, Бернарде, — 

сказав він, 

—  Мені це нагадує 

вечірку з кофеїновим 

розчином, а не 

судилище, – сказав він і 

впав у розкішне 

пневматичне крісло. – 

Не журися, Бернарде, – 

додав він, зауваживши 

обличчя приятеля, що аж 

позеленіло від тривоги.  
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глянувши на 

позеленіле, бліде й 

сумне обличчя 

свого друга. 

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. It’s obvious theoretically. But it 

has also been proved in actual practice.  

Звісно, кожен з нас, 

— замислено 

продовжував 

Головконтролер, — 

проводить своє 

життя в ампулі. 

Але якщо випало 

бути альфами, наші 

ампули величезні в 

порівнянні з 

ампулами нижчих 

каст. У менших 

бутлях ми б тяжко 

страждали. Не 

можна наповняти 

вищекастовим 

сурогатом 

шампанського 

посуд епсилонів. 

Теоретично це 

очевидно. Та й 

практично 

підтверджено.  

Звичайно, що кожен із 

нас, – замислено додав 

Контролер, – проходить 

свій життєвий шлях у 

пляшці. Але якщо ми 

стали альфами, наші 

пляшки, так би мовити, 

великі і просторі. Ми б 

зазнали неймовірних 

страждань, обмежені 

тіснішим простором. Не 

можна наливати 

замінник 

шампанського вищих 

каст у нижчокастові 

пляшки. Це очевидно в 

теорії. Але й на практиці 

це було чітко доведено.  

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. 

Із черева цих 

гігантських коників 

виходили парами 

— чоловік у білому 

віскозно-

фланельному 

костюмі й жінка в 

ацетатно-шовковій 

піжамі (через 

спеку) або в 

оксамитних шортах 

і 

напіврозстебнених 

блузках-

безрукавках. Через 

декілька хвилин 

десятки їх стояли 

широким колом 

округ маяка, 

витріщивши очі, 

сміючись, 

А з утроб цієї гігантської 

сарани виходили 

чоловіки в білих 

костюмах з віскозної 

фланелі й жінки, що 

були вбрані через спеку 

досить легко: в піжамах 

з ацетатного шовку або у 

вельветових шортах і 

напіврозстебнутих 

блузках-безрукавках. 

Виходили вони парами, 

по двоє з кожного 

гелікоптера. За кілька 

хвилин тут були вже 

десятки цих пар, що 

утворили широке коло 

довкола маяка і стояли 

так, витріщившись, 

регочучи, клацаючи 

фотоапаратами, 
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клацаючи 

фотоапаратами, 

кидаючи Джону (як 

мавпі) земляні 

горіхи, пакетики 

жувальної гумки, 

заправленої 

статевими 

гормонами. І з 

кожною хвилиною, 

бо тепер потік, 

який линув через 

Гог-Бек, став 

безперервний, їхнє 

число 

збільшувалося. Як 

в кошмарі, десятки 

ставали 

двадцятками, 

двадцятки — 

сотнями. 

жбурляючи (мов якійсь 

мавпі) горішки, пакетики 

жуйки зі статевими 

гормонами і 

полігормональне 

печиво. І щомиті їх 

ставало чимраз більше, 

адже Гоґсбекський кряж 

долали щораз нові й нові 

вертольоти. Немов у 

якомусь кошмарному 

сні, десятки 

новоприбулих ставали 

сотнями, і не було цьому 

ні кінця ні краю. 

“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.” 

 

— Уявіть ревище 

чотирнадцяти 

тисяч літаків, що 

йдуть широким 

фронтом. Але на 

Курфюрстердамі й 

у Восьмому районі 

вибухи бомб, 

начинених 

сибіркою, були не 

голосніші від 

бахкання паперової 

хлопавки. 

— Гул чотирнадцяти 

тисяч літаків, що 

насувалися чіткими 

формаціями. Але на 

бульварі 

Курфюрстендамм або у 

Восьмому 

муніципальному окрузі 

Парижа вибухи бомб зі 

спорами сибірки лунали 

навряд чи гучніше за 

ляскіт паперових 

мішечків. 

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. 

В результаті всі 

теоретичні 

передбачення 

точно здійснилися. 

Земля як слід не 

оброблялася, на 

всіх фабриках 

страйкували, 

закони зводилися 

нанівець, наказів 

не слухалися, всі 

альфи, виділені на 

певний час 

виконувати чорну 

Результати чітко 

підтвердили всі 

теоретичні 

передбачення. Землю 

ніхто не обробляв 

належним чином; на 

фабриках постійно 

страйкували; закони 

зневажали, накази не 

виконували; всі, кому 

було призначено 

виконувати роботу 

нижчої категорії, 

постійно інтригували, 
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роботу, постійно 

інтригували, щоб 

дістати кращу 

роботу, інші, на 

вигідній роботі, 

інтригували, щоб 

за всяку ціну 

зберегти її за 

собою. 

 

прагнучи здобути роботу 

вищого розряду, а ті, хто 

займав вищу посаду, 

також плели інтриґи, 
роблячи все можливе, 

щоб не втратити цю 

посаду.  

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. 

Бо лише подробиці, 

як відомо, 

сприяють чеснотам 

і щастю; 

узагальнення ж є 

інтелектуально 

необхідне зло. Не 

філософи, а 

різьбярі й 

колекціонери 

марок творять 

хребет громади. 

 Всі ж бо розуміють, що 

для чеснот і щастя 

достатньо освоїти 

конкретні деталі, а 

узагальнення – це 

розумово потрібне зло. 

Не філософи творять 

основу суспільства, а 

майстри випилювання 

лобзиком або 

колекціонери марок. 

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. 

Іншим 

Бернардовим 

другом-жертвою 

був Гельмгольц. 

Коли Бернард, 

зазнавши поразки, 

прийшов до нього 

поновити дружбу, 

яку в часи успіху 

не вважав за 

потрібне 

підтримувати, 

Гельмгольц 

погодився. 

Погодився без 

докору, без 

жодного 

коментаря, ніби й 

забув, що колись 

між ними була 

якась сварка.  

Ще одним таким 

жертовним приятелем 

Бернарда був 

Гельмгольц. Коли після 

своєї ганьби Бернард 

прийшов до нього, 

благаючи відновити 

дружбу, яку він цілком 

занедбав, засліплений 

своїм успіхом, 

Гельмгольц погодився 

на це без жодних докорів 

і коментарів, немовби 

зовсім і забув про їхню 

сварку. 

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 

А довкола талії — 

широкий зелений 

посріблений 

мальтузіанський 

А довкола талії в неї був 

оздоблений сріблом 

зелений патронташ із 

шкірзамінника, що 
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contraceptives. пояс-патронташ, 

напханий (бо 

Леніна не була 

безплідною) 

статутним запасом 

протизаплідних 

засобів. 

трохи випинався (адже 

Леніна не була ялова), 

переповнений 

регламентованим 

запасом 

контрацептивних 

засобів. 

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.  

Раніше, бувало, він 

часто роздумував, 

що непогано б 

спробувати (без 

соми, 

покладаючися 

тільки на свої 

власні внутрішні 

сили), пережити 

якесь велике 

випробування, 

якийсь біль, 

переслідування; він 

часом навіть 

прагнув, щоб його 

спіткала біда.  

У минулому він нерідко 

намагався уявити стан 

людини, яку піддають 

(без жодної соми  і 

жодної підтримки, коли 

доводиться 

розраховувати лише на 

власні внутрішні 

резерви) якомусь 

великому випробуванню, 

якій завдають 

нестерпного болю і яку 

починають 

переслідувати; він навіть 

прагнув зазнати цих 

нещасть.  
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