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CREATIVITY IN THE TRANSLATION OF PROSE FICTION:
“WHY DON’T YOU DANCE?” BY R. CARVER

The purpose of the article is to explore the concept of creativity and its practical application in the translation of prose
fiction. In the article, a short overview of views on creativity in translation is presented, and a comparative analysis of the
translations of the very short story “Why Don't You Dance?” by R. Carver is done, taking into account the translation
equivalence and the role played by creativity in those translations. In addition, ways of amending the disadvantages are
pointed out, and revised variants of translation of the analyzed fragments are proposed.

We selected five text fragments and compared those source fragments with their translation into Ukrainian by
Yu. Paustovsky and our own. During this comparative analysis, we determined the key differences, advantages, and
disadvantages of both translations, which allowed us to amend them and understand the influence of the translators
creativity on the final product of his work. Yu. Paustovsky uses generalization a lot in his translation of the very short
story “Why Don't You Dance?” which, in our opinion, is not appropriate considering the very nature of minimalism
in literature in general and microprose in particular, because it only serves to blur the meaning and eventually the
understanding of the translated source text. Furthermore, he sometimes allows himself to add elements that were not
present in the source text at all (or are present later on in the story). The addition in any form in the context of minimalism
is the very thing it strives to avoid.

Due to their original minimalistic nature, in texts such as very short stories, the translator’s creativity must be
aimed not at the addition of new words and structures but rather at the removal of anything that is not essential to the
understanding with the help of such transformations as concretization and substraction, etc.
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KPEATUBHICTH Y EPEKJAII XYIOKHBOI ITPO3H:
«MOKE, IOTAHHIOETE?» P. KAPBEPA

Cmamms npucesuena nNUmManHio 8USYEHHs KOHYenyii KpeamusHocmi ma 1o20 npakmuyHomy 3acmocy8anHio y npoyeci
nepexiady meopis XyoodcHboi nposu. Y cmammi 3anponoHosano Kopomxuu 02010 no2adie Ha KpeamueHicmy 6 icmopii
NepeKIa003HaABCMEd, d MAKONC BUKOHAHO NOPIBHANbHUL AHAI3 YKPATHOMOBHUX NEPEKIadis dyiice KOPOMKO20 ONOBIOAHHS
P. Kapesepa «Moowce, nomanytoeme?» 3 02150y Ha eK8i8anieHmMHICmb nepekiaoy i poib KpeamusHocmi nepexiaoaua. Takoc
3aNPONOHOBAHO WLIAXU JIKEI0aYil HedONIKi6e ma HAOAHO YMOUYHEHUL 8apianm Nepexiaoy Qpasmenmie mexkcny.

Mu sidibpanu n’ssme ghpacmenmis mexkcmy i nopisHsu yi pacmenmu 3 ix nepexiaoom Ha ykpainceky mogy 0. Iayc-
MOBCLKO2O MA HAWMUM GIACHUM. B pe3yivmami yb020 nOpIisHAIbHO20 AHANIZY MU SUSHAYUIU KITOYOGL 6IOMIHHOCTI, Nepe6a-
2u ma HedoniKu 060X Nepexaacis, uo O0360NUI0 NOTINWIUMU X | 3pOZYMIMU 6NIUG KPEAMUBHOCHI nepeK1aoaid Ha KiHyeaull
npooykm tioeo pobomu. FO. Ilaycmoscokuil Oysice 4acmo 8UKOPUCIOBYE NEPEKIAOAUbKY MPAHCHOPMAYTIo Y3a2abHEeHHL Y
c80eMY nepexaadi oydce Kopomkozo onosioants «Mooice, nomanyroeme? », AKa, HA HAW NO2TA0, He NIOX0OUNb, 8PAX08VIOUU
camy npupooy MIHIMALIZMY 6 aimepamypi 3a2aiom i MiKponposu 30Kpemd, OCKIIbKU 0HA JULe CIYAICUMb 0TI POIMUMINISL
CeHCY 1, 8pelumi-peutm, 3a6axcae Po3yMIHHIO YUMaiem nepeKiaoeHo2o suxiono2o mexcmy. Kpiv moeo, nepexnadau inooi
00380715€ coOI dodasamu elemeHmu, sKi 63a2ani He Oyau NPUCYmHi y 6UXIOHOMY meKkcemi (abo dc Oy 66edeHi 6 clodicem
nizniwe). [looasanns 6 6y0b-aKill popmi 6 KOHMeEKCMI MIHIMANIZMY — came me, 4020 6il npazHe YHUKAMU.

3as0saku ceoill opuciHanbHIl MIHIMATICMUYHIL NPUPOOi, Y MAKUX MEKCMax, K 0ydce KOpOmKIi ONo8iOAHH:, Kped-
MUBHICMb Nepexiaayd No8UHHA OYMu CAPAMOBAHA He HA 000ABAHHA HOBUX CiG I CIPYKMYP, d HA 8UIYYEHHS 8CbO2O
moeo, wo He € HeoOXIOHUM OJisi PO3YMIHHSL 3a OONOMO2010 MAKUX NEPEKNA0AYbKUX MPAHCHOPpMaYill SIK KOHKpemu3ayis,
GUIYUEHHS T M. 0.
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Introduction. While the notion of creativity in
translation has been considered a form of digression,
creativity is an inevitable and important aspect of
the translation process. The suspicion surrounding
creativity in translation is in part due to the
indeterminacy of the term and in part to the frequent
impression that creativity is a crutch for translators
of lesser talent, knowledge, and competency. It has,
in fact, been a neglected research topic in translation
studies. In this paper, we will try to uncover this
issue’s practical side, using translations of the very
short story “Why Don’t You Dance?” by R. Carver
into Ukrainian as an example.

Problem statement. The scholarly works on the
topic of creativity as a general concept are few and
far between. The research on the topic of creativity
in translation is even less common or thorough.
The relevance of this research is determined by the
consideration of aspects of the importance of the
concept of creativity for translation. This paper is
devoted to the analysis of the concept of creativity in
relation to practical prose translation from English to
Ukrainian and takes the very short story “Why Don’t
You Dance?” by R. Carver as an illustrative example.

The analysis of recent research and publications
on the topic. Creativity is essential both to human
nature as an individual and to human society as a
whole; it enables problem solving and allows us
to innovate. As stated by Sternberg and Lubart,
“Creativity is the ability to produce work that is both
novel (i. e. original, unexpected) and appropriate (i. e.
useful, adaptive concerning task constraints)” (Sternb
erg, Lubart, 1999: 3).

As for the translation, there are generally two
distinct trains of thought that can be loosely described
as “literal” and “creative” ones. These opinions
existed for a very long time and were formulated at
least as early on as the time of the Ancient Romans.
Both Cicero and Horace advocated for non-literal
translation while remaining true to the original in
style: “For Roman translators, the task of transferring
a text from language to language could be perceived
as an exercise in comparative stylistics, since they
were freed from the exigencies of having to “make
known” either the form or the content per se, and
consequently did not need to subordinate themselves
to the frame of the original” (Bassnett, 2002: 51-52).
The first systematic attempts to formulate the
theory of translation were made with the invention
of the printing press in the XV-XVIth century by
E. Dolet (1509-46) and G. Chapman (1559-1634).
Among their successors we can name P. Holland
(1552-1637), J. Donham (1615-1669), A. Cowley
(1618-1667), J. Dryden (1631-1700), A. Pope
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(1688-1744), J. W. Goethe (1749-1832), A. F. Tytler
(1747-1813), S. T. Coleridge (1772-1834),
A.W.Schlegel (1767-1845),F. Schlegel (1772—-1829),
F. Schleiermacher (1768-1834), D. G. Rossetti
(1828-1882), W. Morris (1834-96), Th. Carlyle
(1795-1881). The XXth century continued this
scholarly tradition: E. Pound contributed greatly to
the theory and practice of translation, both through his
own translations and ideas. H. Belloc in his lecture “On
Translation” and J. McFarlane in his article “Modes
of Translation” laid the foundations for the theory and
practice of translation as an interdisciplinary study.

The issue of creativity in translation is essential to
the theory of translation and constitutes, basically, its
foundation. As was noted above, there are, generally
speaking, two opposite views on the necessity and
degree of crativity allowed in translations. The
followers of the “literal” approach advocate the view
of the translator as a “shadow” of the author. Given
that the translation strives to replicate the creative
intention of the original, the translator is restrained by
his medium and that necessity. One must reamain true
to the form: you cannot translate prose into poetry
and vice versa. But the intention to simply follow
the raw original to the letter tends to result in an
inferior copy of the original, devoid of its outstanding
features, sense, and aesthetic beauty. This simplistic
and mechanical translation is in stark contrast to
the ones that are more creative and, therefore, more
successful. This latter opinion was most vividly
expressed as early as the end of the X VIIIth century by
S. T. Coleridge. In his “Biographia Literaria” (1817)
he outlined his theory of the distinction between
Fancy and Imagination, asserting that Imagination is
the supreme creative and organic power as opposed
to the lifeless mechanism of Fancy. As other writers
gradually turned their attention towards a discussion
of theories of Imagination, away from the former
emphasis on the artist’s moral role and from what
Coleridge described as “painful copying” that
“would produce masks only, not forms breathing life”
(Bassnett, 2002: 70).

In the modern theory of translation, the concept of
creativity has three levels:

A) Linguistic level: on the linguistic level,
multiplicity is revealed in the possibility of expressing
extracted senses with the help of different language
signs and/or their combinations.

B) Textual level: on this level, the act of translation
is brought up to the level of creative writing, as the
creative activity of the translator is focused on the
text (both the original and the translation).

C) Procedural level: on this level, creativity is
regarded as a productive and reflective activity of the
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translator as a creator (co-creator), which is aimed
both at the text and the translator himself (Rebrii,
2014: 109-110).

The research purpose and objectives. The
purpose of the article is to explore the concept
of creativity and its practical application in the
translation of prose fiction. To achieve our purpose,
we will have to fulfill the following objectives:

— provide a general definition of creativity;

— attempt a short historical overview of views on
creativity in translation;

— complete a comparative analysis of selected
fragments of translations into Ukrainian of a very
short story “Why Don’t You Dance?” by R. Carver;

— provide alternative, more adequate translations
of the analyzed fragments.

The body of the research. Although there is
an abundance of research devoted to the issues of
translating poetry, much less attention is devoted to
translating prose. One reason for this must be that
prose is generally considered to have a much simpler
textual structure than poetry. It must be noted, though,
that this general opinion doesn’t correspond to reality,
as no prose genre can be considered easy to translate,
i. e. they all have their own peculiarities. R. Carver
was a master of a sub-genre of minimalist prose called
microprose. The foundation of modern short prose is
the philosophy and aesthetics of postmodernism: the
idea of chaos, the departure from external reality to
the study of the inner world of humans, fragmentation,
masterful execution of the stream of consciousness,
intertextuality, as well as the element of playing with
the reader. The protagonist of such stories is often an
antisocial and sometimes even marginalized person;
most often, that person has no background and
sometimes no name. However, they are not abstract,
generalized characters either, because they resemble
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the reader. We see either suffering individuals
rejected by society or people obsessed with phobias
and painful memories. This sometimes creates a dark
atmosphere of cruelty, heartlessness, and loneliness.

The very short story “Why Don’t You Dance?”
is an example of R. Carver’s mature style. It has
all the hallmarks of a very short story sub-genre
and markedly minimalist characters. That is why
a faithful translation of this very short story is so
difficult to accomplish. The first (and so far only)
effort to translate it into Ukrainian was made by
Yuri Paustovsky in 2020. R. Carver is just gaining
popularity in Ukraine, so there is hope for the future
when more of his works will be translated as well.

The first two paragraphs of this very short story
contain a lot of details that not only create a believable
background for further events but are also important
for understanding and connecting the plot of the story
and the reasons that led to the fact that the protagonist
decided to move his possessions out of the house.
Therefore, when translating these fragments, it is
important not to miss a single detail.

The first paragraph of the story depicts an
incomplete situation: there is no description of the
cause of what is happening to the man; we only see
the result: he takes all his furniture and possessions
outside, arranges them just as they were in the house,
and then goes to the store to buy some alcohol.

In this fragment, the translator is dealing
with furniture. Here, in particular, we read the
phrase “bedroom suite”, which Yu. Paustovsky
translated as «meOmi 31 cnanbHi». In the Merriam-
Webster dictionary, we read that “suite”, taking
into consideration our context, is “a set of matched
furniture” (Merriam-Webster, n. d.), which implies
unity. Moreover, we have a direct equivalent of the
noun “suite” in Ukrainian, «rapaityp», which we

Table 1

Fragment 1

Source text

Translation by Yu. Paustovsky

Our translation

In the kitchen, he poured another
drink and looked at the bedroom suite
in his

front yard. The mattress was stripped
and the candy-striped sheets lay
beside two pillows on the chiffonier.
Except for that, things looked much
the way they had in the bedroom —
nightstand and reading lamp on his Horo 6ixk, ii Oik.
lamp on her side.

His side, her side.

He considered this as he sipped the
whiskey (Carver, 2009: 223).

Ha xyx#i BiH HamuB co06i 11e i moan-
BHMBCS Ha MeOJIi 31 CIajbHi, 1[0 CTOSUIH
y aBopi. [oni marpanu, cMyracti
MPOCTHpAJIIa, CKIaIcHI Ha KOMOII

3 IBOMa MojyIuKamu. B3araii-to,

BCE MaibKe Tak, sIK OyIIo y CraibHi:
TyMOO4Ka it Tamma 3 oro 60Ky JiKKa,
Tym0o0uKa i namna it 3 ii 6oKy.

side of the bed, nightstand and reading | Bin chop06aB Bicki i gymaB mpo me
(Kapsep, 2020: 6).

Crosun Ha KyXHi, BiH HaJIHUB 001

1€ CKJISTHKY BICKi Ta NOIVISIHYB Ha
CHaJIbHUI TapHITYpP y CBOEMY JBODI.
Marpary Oys10 3HATO Ta JBa CMy-

racti npoCTUpaIa JeHKAIH MOPS 3
nmoxymmkamu Ha madi. KpiM mieoro Bee
BUTJIAZIANIO0 TOYHO TaK caMo, SIK 1 Oyio
y BiTasbHI — TyMOa Ta Jlamra Jyist
YUTaHHS 3 HOTO OOKY JIiKKa, TymOa Ta
namria 3 1i OOKy.

Horo 6ik, ii 6ik.

Bin 3agymaBcs Hag nuM, cbopOarodH
Bicki (Iromres, 2022: 74).
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used in our variant of the full translation of this short
story. Another word that poses some difficulty is
“chiffonier”, mostly because it has quite a few more
or less direct equivalents in Ukrainian. Merriam-
Webster gives the following definition: “a high
narrow chest of drawers” (Merriam-Webster, n. d.),
which seems to us more like a closet than a chest of
drawers («xkomom»), as Yu. Paustivsky would have
it. Both translations of “bedroom suite” as «meOmi
31 cmanpHi» and “chiffonier” as «xomom» (Kapsep,
2020: 6) are cases of generalization, which can still
be considered relatively inappropriate based on the
context and the nature of the sub-genre of the very
short story.

In the second paragraph, the description of unusual
changes in the protagonist’s house is continued. Here
we read a more detailed list of all the furniture he
brought outside and their locations relative to each
other.

A noticeable change in comparison with the
original text of this fragment in the translation by
Yu. Paustovsky is the introduction of the TV set
and the indication of its location relative to other
items of furniture in the protagonist’s yard: «Bemnn-
KU TeNeBi30p CTOSIB HA JKypPHAIBHOMY CTOJHKY»
(Kapgep, 2020: 6). Although it is not present in the
original text, the presence and location of the TV can
be calculated quite easily based on details from the
further text of the short story (specifically the episode
where the young couple asks the protagonist about
it). But, in our opinion, for the style of minimalism in
general and for the style of R. Carver in particular, it

...............................................................................

is important not to add such arbitrary details, because
sometimes this can lead to a change in the atmosphere
and/or even the meaning of the story. In this case,
however, such a change does not occur; that is, this
detail of the description (the TV) can be included or
not; it does not change anything in the understanding
of the plot because the TV still appears and plays its
role, only a bit later.

Next we have “the buffed aluminum kitchen set”.
Yu. Paustovsky uses generalizationagainand translates
it simply as «me6ii 3 KyxHi» (Kapsep, 2020: 6), but due
to the adjectives “buffed” and “aluminum”, it seems
to us that the author meant the kitchen sink as well and
not only the kitchen cabinets, as it may seem from the
translation. Therefore, we included these adjectives
in our variant of translation, as it seems more accurate
and appropriate. The cases described above in which
the translator uses generalization and addition, can
be considered excessive and inappropriate because
they only serve to blur and obstruct the meaning and
eventually the understanding of the translated source
text. R. Carver, as one of the brightest representatives
of minimalism in American literature, strove for the
very opposite: for the brevity and clarity of form and
meaning in his works, sometimes almost to the point
of inarticulateness.

The next quote is describing a scene in which the
young people drive up to the man’s house, see all the
displayed furniture in the back yard, and decide to
stop and ask if anything is for sale. “They got out of
the car and began to examine things, the girl touching
the muslin cloth, the boy plugging in the blender and

Table 2

Fragment 2

Source text

Translation by Yu. Paustovsky

Our translation

The chiffonier stood a few feet from
the foot of the bed. He had emptied
the drawers into cartons that morning,
and the cartons were in the living
room. A portable heater was next to
the chiffonier. A rattan chair with a
decorator pillow stood at the foot of
the bed. The buffed aluminum kitchen
set took up a part of the driveway. A
yellow muslin cloth, much too large,
a gift, covered the table and hung
down over the sides. A potted fern
was on the table, and a few feet away
from this stood a sofa and chair and

a floor lamp. The desk was pushed
against the garage door. A few utensils
were on the desk, along with a wall
clock and two framed prints (Carver,
2009: 223).

Komog cTosiB 3a KijlbKa KPOKIB Bijl
JikKa. BpaHIli 40I0BiK TOBUKH-

JIaB yce 3 SIIUKIB Y KOPOOKH, SKi
Temep CTOSUTH y BiTanbHi. bins
KOMOJIa — IePEHOCHHH 00irpiBad.
[TneTene kpicio 3 1eKOPaTUBHOIO
MOYIIKOO Oiist Jibkka. MeOui 3 KyxHi
3afHSUTM 9acTHHY Tpoi3fy. 31 cTona
3BHCAaJIa JKOBTA MYCIIIHOBA CKaTep-
THHA, 3aBEJIMKA — XTOCh II0/1apyBaB.
Ha cromi — ropuiuk i3 marnoporTio,
KOpOoOKa 31 CTOJIOBUM cpiOiIoM i mpo-
rpaBau. Tex nonapysanu. Bemuxuii
TEJICBI30p CTOSIB Ha KYPHAILHOMY
cronuky. ll]e 3a KibKa KPOKiB —
IUBaH, Kpicio i Topmrep. [Tucemo-
BUIl CTUT MiJNUpaB rapaxkHi IBepi.
Ha HpoMy J1exaB SIKUICH TIOCY[,
HACTIHHUH TOJIMHHUK 1 JIBI KAPTHHU B
pamkax (Kapsep, 2020: 6).

[aga crosiia 3a KijibKa KPOKIB Bij
JiKKa. 3paHKy BiH ITEPEKIIaB yce 3
SAIIUKIB 10 KAPTOHHUX KOPOOOK, 1
Ternep BOHU CTOSIIH y BiTanbHi. [Topsiz
i3 magoro CTOSB MEPEeHOCHHUH 00irpi-
Bay. [lnereHe kpicio 3 IeKOpaTUBHOIO
MOy KOO — Oitst skka. [TomipoBana
AIIOMIHI€Ba KyXHsI 3ai{HsJIa YaCTHHY
npoizay. KoBra MyciiHOBa ckarep-
THHA 3BUCAJIA 31 CTOJIA, 3aBEINKA —
4yuiich qapyHok. Ha cromi crosiia
MarnopoTh y TOPILUKY, a 32 KiJbKa
KPOKIB BiJl HUX — JIUBaH, KPICJIO Ta
topuiep. [TnceMOBUIA CTIN MPUTYIUBCS
Jl0 rapakHux asepeil. Ha Hbomy
JIe’Kao CTOJIOBE MPUIIAAIS, @ TAKOK
HACTIHHUI TOMHHUK Ta JIBI perpo-
nykuii B pamkax (Iromres, 2022: 74).
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turning the dial to MINCE” (Carver, 2009: 223),
which is translated by Yu. Paustovsjy as «xiormenp
NiAKII0YUB OJieHJep 1 MOCTaBUB HOTO Ha PEXKHUM
«papm» (Kapsep, 2020: 6), where the translator uses
the past form of the verb «minkmrounB» in a sense
“to establish an electric circuit by inserting a plug”
(Merriam-Webster, n. d.) in our opinion is better
translated as the past form of the verb «min’enHaB»
(as in original we have “plugging in”).

The next fragment partially uncovers the
protagonist’s thoughts about his unexpected young
guests.

It is clear from the fragment that the man hesitates
and cannot guess whether these young people are
good or not, as well as what the relationship between
them is. He looks at their faces in the light of the
lamp (perhaps reminded of himself and his wife and
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comparing himself and her to this young couple) and
sees something in them, but what exactly — beautiful
or ugly — it is not clear to him. In our translation,
we decided to highlight the pronoun ‘“something”
(«mrocky) in italics because, in our opinion, it is a
focal point in this whole paragraph.

The last fragment contains the last two paragraphs
of'the story, in which we read about the girl recounting
her meeting with the protagonist to her friends,
describing again and again the events that she had
experienced that evening.

In this fragment, excessive emotionality and
imbalance in the heroine’s statements are interesting.
It seems that she feels pity or sympathy for the
protagonist, involuntarily expressing it verbally.
Speaking about the protagonist, she uses such an
expression as «the old guy», which in Yu. Paustovsky’s

Fragment 3

Table 3

Source text

Translation by Yu. Paustovsky

Our translation

They got out of the car and began

to examine things, the girl touching
the muslin cloth, the boy plugging

in the blender and turning the dial to
MINCE, the girl picking up a chafing
dish, the boy turning on the television
set and making little adjustments
(Carver, 2009: 224).

Bony BUHNIIIN 3 MAIIMHK 1 CTalIA
PO3TISAATH pedi: MiBYMHA Marjaia
MYCIIiHOBY CKaTe€pTHHY, XJIOTELb i1~
KJIIOUUB OJICHEp 1 MOCTaBUB HOro Ha
pexuM «hapiny; JiBYMHA PO3IIIsiaaia
KacTpPYJIO 3 MiIrpiBOM, XJIOTEIb TTiJI-
kpyTuB Tenesizop (Kapsep, 2020: 7).

Bonwu BuOpanuce i3 MamvHu Ta
oYy onsiAaTy pedi. JiBunHa noma-
I1ajla MyCITIHOBY CKaTepPTHHY, XJIOMENb
i1’ €1HaB OJICHCp Ta MOCTaBUB HOTO
Ha pexuM «dapin». JiBunHa po3ris-
Jlana KacTpyJIio 3 MiAirpiBoM, XJIonenb
BBIMKHYB TEJIEBI30p 1 3aX0AMBCS HOTO
HamamroByBatu (Iromes, 2022: 75).

Fragment 4

Table 4

Source text

Translation by Yu. Paustovsky

Our translation

He looked at them as they sat at the
table. In the lamplight, there was
something about their faces. It was
nice or it was nasty. There was no
telling (Carver, 2009: 226).

Bin po3auBnsaBcs ix 3a croiaom. Y
CBITJII TOpIIepa moCch Oyi0 B IXHIX
o0nmnyusx. lllock Muie un oruHe.
Hescno (Kapsep, 2020: 9).

Bin quBuBCcs Ha HUX 3a CTOJIOM. Y
CBITJIi TOpIIepa Oyo MIOCh B IXHIX
o6muuusix... ['apue un Opuake?
Hesicuo (Iromes, 2022: 77).

Fragment 5

Table 5

Source text

Translation by Yu. Paustovsky

Our translation

Weeks later, she said: “The guy was
about middle-aged. All his things right
there in his yard. No lie. We got real
pissed and danced. In the driveway.
Oh, my God. Don't laugh. He played
us these records. Look at this record-
player. The old guy gave it to us, and
all these crappy records. Will you look
at this shit?”

She kept talking. She told everyone.
There was more to it, and she was
trying to

get it talked out. After a time, she quit
trying (Carver, 2009: 227).

3a JeKxiIpKa THKHIB BOHA
po3MoBiaana:

— Jlsaapko HEeMomoauit yxe. Bei peui
Oy npsimo Ha nozBip’i. YecHe
CJ10BO. MU HaKH/IaIKCs 1 MOYaIH TaH-

mroBatd. bing nomy. boke. He cwmiiics.

Bin HaM cTaBUB 1I1aTiBKH. [[UBHCH,
orie Toi mporpasad. Bin Bignas. I3
yciMa UMK MapIIMBUMU TUIATiBKAMHU.
JluBH, siKE TIBHOY.

Bona roeopwuina i roBopmia. Beim
po3kazaina. byio wwe aemuro, npo mo
BOHA HaMaraacs po3moBicTH. AJe
notim niepectana (Kapsep, 2020: 11).

Ipofimm THXHI, a BOHA BCE PO3TIO-
Bijana:

«/lspKo OyB Bxke HeMoJtouid. Bei
pedi BuHIC Ha O/Bip si. YecHe croBo.
Mu Hammuucs 1 TaHmoBanu. [Ipsmo
Ha 1poizi. Ta Ooke Miif, He cMilics.
Bin craBuB Ham 111 miatiBku. Ock BiH,
To¥ nporpasad. CTapuraib BiiaB,
pa3oM 3 ycima JOBOAHMMH ILIATiB-
kamu. [loguBHCEL-HO Ha 1€ TaliHO!»
Bomna Bce rosopuna it ropopuna. Pos-
noBina ycim. Byio B mpomy mie moch
oco0mmBe, PO 110 BOHA HaMarajacs
posnogicty. [IpoiinioB yac i BOHa
nepecrana (Iromes, 2022: 78).
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translation is rendered by the Ukrainian equivalent
of the neutral pronoun “he” («Bin»), although in our
opinion the original expression has certain positive
emotional and evaluative connotations. Then, as if
irritated by her own attitude towards the older man
and unable to explain it, the girl changes the tone of
the conversation completely. For example, when she
mentions the records that “the old guy” gave them for
free, she says, “these crappy records”, later calling
everything they received from him “shit”, which
certainly carries a negative emotional and evaluative
connotation in this context. This presents another
problem for the translator of this very short story,
which both we and Yu. Paustovsky struggled with,
trying to select as close equivalents as possible.
Conclusions. In our article, we attempted to
provide a brief overview of views on creativity in the
theory of translation and also analyze its application
in the translation of prose fiction. In the course of
our research, it became obvious that creativity is a
fundamental concept of the theory of translation,

...............................................................................

because without it, the act of translation itself becomes
impossible. Creativity in translation realizes the shifts
that stem from the need to reformulate linguistic,
stylistic,and cultural particularities. Inaccommodating
this difference, creative strategies remake originals
and reposition translations in a global society
wavering between the specific and the universal.
Exploring creativity as part of an internationalized
aesthetics or cultural commodification legitimizes the
individual subjectivities that inform translations and
opens up further discussion on the creative constructs
in translation. In dealing with minimalist prose
in general and the very short stories by R. Carver
in particular, it is important for the translator to
remember the essential characteristics of these
literary forms: the brevity of form and the complexity
of meanings of such works. That is why we consider
Yu. Paustovsky’s use of generalization and addition
inappropriate because it only serves to blur the
meaning and eventually the understanding of the
translated source text.
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