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This paper focuses on showcasing the practical application of adaptation in translating
speculative fiction and, in particular, the meaningful names and irrealia involved in the
author’s world-building. The material was provided by the American author and
screenwriter’s Charlie Huston'’s novel Catchpenny (2024) and its Ukrainian translation by
the writer of this article, published in 2025. The main goals pursued by this research were
to find the names and irrealia where adaptation was used, to describe their semantic
elements, to see how much of their semantics was preserved in adaptation, and to discover
whether adaptation was possible for all such units.

The achievement of those goals required thorough studying of the following key aspects:
adaptation strategies in translation (a well-developed area of translation studies embodied
in multiple papers and many years of research); translation of proper names, specifically
meaningful names (an age-old but still completely relevant translatology problem);
translation of irrealia (a comparatively new area of translation studies with numerous
prospects). Researching all these key elements confirmed that the subject and object of this
research are relevant and would remain topical for years to come.

The study showed that the novel in question (Catchpenny) has more than thirty fictional
world-pertaining meaningful names and irrealia. By using the descriptive method, the
writer of the research showed in detail how adaptation strategy was applied to these units,
by analyzing the semantics of both the originals and the translations and comparing the
meanings of both to predict the impact of the Ukrainian versions on the reader. It was
established that for most units, it had been possible to preserve the key semantic elements
and find ways to adapt them to the cultural and linguistic needs of the Ukrainian reader.
The paper also showcases more and less successful adaptations and explains how the
translator had decided whether to use adaptation in each particular example.

Key words: literary translation, translation strategies, adaptation, speculative fiction,
proper names, irrealia.

Yepnixoesa O. 1. Aoanmauia ¢ nepexnadi panmacmuunoi rimepamypu (na mamepiani
pomany Yapni I’ocmona «Keunennin). Cmammio npucésaueno 02150y HpaKmuiHo20
3acmocysants adanmayii 6 nepeknadi hanmacmuyHoi rimepamypu (Haykoea hanmacmuxa i
genmesi), a came y GIOMBOPEHHI 3HAYUMUX GIACHUX HA368 I MAK 36AHUX «Ippeaniily, wo
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VMBOPOIOMb KICMAK A8MOPCbKOi c8imoby0osu y aimepamypi makozo sHcanpy. Jocnioxcenus
npogedero na mamepiani pomany «Keunenni» amepukancokoeo nucbMeHHUKA i cyeHapucma
Yapni [tocmona (2024) i tioco ykpaiHCbKOMy nepeknaoi, BUKOHAHOMY aBMOPKOW Y€l
cmammi. OCHO8HUMU 3A80aHHAMU Yiei cmammi 6)10 3HAUMU 8CT NPUKIAOU CUMBONITYHUX IMeH
ma ippeanii, wo Mpanisomsvcs 8 pOMAaHi, ONUCAMU IXHI CeMAHMUYHI CKIa008i, 00CaIioumu,
CKIbKU 80 CeMAHMUKU OPUSIHATY 30epedceHO 6 nepekiadi, NOPIGHAGUIU NeKCUYHT OOUHUYI
BUXIOHOIO I YITbOBOK MOBAMU, A MAKONC Nepesipumu, Yu adanmayis 3acmocoeHa Ois 6Cix
NOOIOHUX OOUHULD.

3aons docsenenHs maxkux 3a60aHb 3HAOOOUNOCS OemalbHe BUBUEHHS MeopemuyHoi b6azu 3
KIIOYOBUX ACheKmi@ O00CHiOJCeHHs: cmpameill adanmayii 6 nepexkiadi (ye NUMAaHHs 8
NepPeKIado3HaABCMBL OyHce OeMAIbHO PO3STAHYMO, | 00CHIONCEHHS 8 Yill YapuHi emineHi 6
YUCTIeHHUX NyOniKayisx), nepekiady laACHUX iMeH, a came — 3HAUUMUX IMeH (0asHO gidoma,
ane 00Ci penesaHmua nepekiadaybka npoodiema, wo mexc Mac 21uboKe meopemuuiHe
niOIPyHMs), A MAaKodic nepeknady ippeanii (00801l HOBA meMa O0CTIONHCEHb, AKA MICIUMD
YUCNIeHHI Nepcnekmusu i uje He € O00CMAMHbO 6UBYeHO). JlOCTiOdNCeHHA YuX acnekmis
NOKA3an0, wo K npeomem, maxk i 00’ekm yiei HAyKogoi po3eioKu 00Ci € aKmyaibHUMU i
CHOHYKAIOMb 00 NOOANLULOZO IX BUEUEHHS.

Jocnioscenna nokaszano, wjo pomaH, akuii cuyeyeas odxcepenom mamepiany («Keunenniy)
MiCmums NOHAO MPUOYAMb NPUKIAOIE SHAYUMUX IMeH, Wo Oepymb y4acmb 6 asmopCuKill
«c8imo0y006iy, i ippeanii, wo € il He8l0 EMHUMU KOHYenmamu. 3a 00nomMo20t0 ONUCco8020
Memooy asmopy OOCHIONCEHHA 60ANOCA HiMKO U OemaibHO NOKA3amu NpaKmuyHe
3acmocyeanHs cmpamezii aoanmayii 01 MAKUX JIeKCUYHUX OOUHUYb, HNPOAHANI3Y8amu
CEeMaHMUYHI CKIA008I K OpUCIHANLY, MAK | NepeKnacdy, a maKoxc NOPIGHAMU iXHE 3HAYEHHS,
wob nepedbauumu 6NIU8 YKpaiHCbKux ciie Ha uumaya. byno ecmanoeneno, wo 6 6invuiocmi
A0anmoBaHux JNeKCUYHUX OOUHUYL Nepeknaoauesi 80anocs 30epecmu Kiouo8i CeMaHmuyHi
elemMenmu i 3HaUmu Ccnocio nionawmysamu ix nio KyJIbMmypHi ma JiHe8icmu4Hi nompeou
VKpaincbko2o uumava. Kpim moeo, 6 cmammi onucano adanmayii pizHO20 CMYNeEHIo
80aN0OCMI, A MAKOJNHC HAOAHO NOSACHEHHS, AK came nepexkiadad obupas, yu 3acmocogysamu
aoanmayito 8 KOHCHOMY KOHKPEMHOMY GUNAOKY.

Knrouosi cnosa: xyoooichiii nepeknad, nepekiaoaybki cmpameeii, aoanmayis, HCaHp
ganmacmuxu, énacHi imena, ippearii.

Introduction

Translation of speculative fiction is a more complicated process than working
with ‘realistic’ fiction, since speculative fiction (sci-fi and fantasy) mostly involves
whole world-building systems created by authors. In ‘realistic’ fiction, there is no
need to explain how the world functions, what key notions (the so-called irrealia)
one needs to know to understand it, and what logic lies beneath the naming rules
for people, places and objects. However, speculative fiction involves concepts that
exist only within the framework of a particular work of fiction. Thus, when
working with every book in this genre, the translator has to grasp the unique logic
of the author’s world and the mechanics of its functioning.

Adaptation strategies are used by translators to bridge the gap between the
linguo-cultures of the source and target text, to bring the original closer to the
translation readers by adapting to their language and culture perception. In
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translating fiction, especially speculative fiction (sci-fi and fantasy), the translator
faces various challenges requiring the use of adaptation. One of the most prominent
of these challenges is rendering fictional nomination units (names of people, places
and objects). Another challenge lies in translating words denoting irrealia
belonging to fictional worlds created by authors. The exact ways in which
adaptation should be used, as well as the best techniques to achieve an adequate
translation, are unique for every piece of fiction; thus, the problem of using
adaptation in fiction remains highly topical in translation studies.

Theoretical background

Adaptation strategies used in translation of fiction, specifically speculative
fiction, have always been and still remain a topical problem of translation studies,
both by domestic (Selivanova, 2012; Slavova & Borysenko, 2022; Kononchuk,
2024) and foreign scholars (Newmark, 1981; Raw, 2012; Bastin, 2014; Bottu¢,
2021; Stewart, 2022; Carl, 2023; Strezovska & Damjanoski, 2024; Yeoman, 2024).
Adaptation is a kind of translation where pragmatic needs and orientation at
cultural expectations of the reader dominate over faithfulness (Baker, Saldanha,
2011; Bastin, 2014). In translation studies, adaptation is traditionally viewed as the
‘final’ form of transformation the translator is allowed to make. However, if we
support the point of view where adaptation is regarded as pragmatically and
communicatively necessary (based on the approach emphasizing the need for the
translated text to make the same impact on the reader as the original does), it is
logical that adaptation becomes a primary strategy in fiction translation. Moreso,
when dealing with speculative fiction, the translator has even more reasons to use
adaptation strategies, as in such type of fiction, the reader needs to cross not one
‘threshold’, but two: getting invested in both the plot of the book and the new
concepts of the fictional world created by the author.

Such concepts are known in linguistics and translation studies under the term
irrealia (or pseudo-realia). The term has been coined more than ten years ago
(Loponen, 2009), but has been steadily used and explored since both by Ukrainian
translatologists (Razumna & Movchan, 2023) and foreign linguists (Loponen,
2019; Kazimir & Martinkovi¢, 2021; Pettini, 2024). Irrealia denote concepts that
exist only within the framework of a particular work of fiction and may be
expressed both by single words and by phrases.

World-building in speculative fiction is not limited by the concept of irrealia:
it also involves naming rules set by the author as well as the symbolism hidden in
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meaningful names, which, like the irrealia themselves, require adaptation to make
the same impression on the reader of the target text as the one they make on the
addressee of the source text. Translation of proper names has deep roots in
translation studies, with multiple papers written on the subject (Berezhna, 2007,
Holub, 2019, 2020; Sydorenko, 2023 and many others). Scholars in the field of
translation studies present a wide range of opinions concerning the choice of
strategies in rendering fictional proper names: the number of possible strategies
varies from two to as many as seven, while the stages in dealing with proper names
number as many as thirteen (Berezhna, 2007). However, in this paper the focus is
not on translating proper names in general, but only those that have meaning and
constitute an integral part of the fictional world built by the author.

Aim and methods

The aim of this paper is to describe the practical application of adaptation
strategies in rendering nomination units and words denoting irrealia pertaining to
speculative fiction. The research material has been provided by the Ukrainian
translation (Hiuston, 2025) of the American author and screenwriter Charlie
Huston’s fantasy thriller Catchpenny (Huston, 2024). The Ukrainian translation of
the novel was done by the author of this paper and published in 2025. This
particular material has been chosen to provide examples of the practical application
of adaptation in speculative fiction where the author creates a system of concepts
and naming rules specific to one particular work of fiction. To achieve the aim of
the research, several objectives have been set: continuous sampling of meaningful
names as well as words and phrases denoting irrealia in Ch. Huston’s Catchpenny
and its Ukrainian translation; studying the semantic elements of such names and
other language units; observing how much of their semantics has been preserved in
the Ukrainian translation; comparing examples where adaptation was successful to
those where the translator failed to apply it.

Results and discussion

The strategy of adaptation, reflected mostly in the application of modulation
techniques, is normally used for meaningful names in fiction (especially
speculative fiction — sci-fi and fantasy — and children’s literature). However, the
degree of creativity involved in following this chosen strategy differs from
translator to translator. Additionally, it is often for the translator to decide whether
the name should be considered meaningful in the context of the work of fiction in
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question. The original novel (Catchpenny) uses multiple meaningful proper names
(nicknames) as important elements of its particular world-building system, such as
Dizzy, Sparkie, Shingles, Clay, etc. It is worth mentioning in advance that not all
characters’ names in the novel are equally meaningful. Some of them (especially
nicknames) involve a high degree of symbolism and thus needed to be adapted
(otherwise a whole layer of meaning would be lost to the Ukrainian reader). Some
have a certain degree of symbolism, but do not have much impact on the plot, thus,
they were transcoded rather than adapted. Finally, most proper names in
Catchpenny (if one makes a statistic count) belong to real-world people and serve
more as references than real character names. In the case of such nomination units,
transcoding was applied.

Examples of names with a high degree of symbolism and relevance to
Catchpenny’s plot are as follows:

In the very first chapter, the translator faces with a challenge of rendering two
nicknames for children’s toys: a stuffed toy bat named Dizzy and a ragdoll pony
named Sparkie. These toys, especially the bat, play an important role in introducing
us to how this fictional world works, so the translator chose to use adaptation.
Dizzy became Bepmycw in the Ukrainian translation due to its semantic elements:
something a small child would call their favorite toy, involving
disorientation/uncontrolled flight of a bat. Note that the element of disorientation
has been lost, but the specific movement of a bat’s flight was partially preserved.
Sparkie was much easier to adapt by using one of the equivalents for spark
(6uwamu) and adding a suffix to denote a childish way of naming a toy: hruwux.

One of the frequently mentioned characters in the novel is known as Shingles.
Here, the translator had to combine what we know about the character (context)
with the semantics of her nickname. Shingles is a skin disease (nuwatii), but the
character bearing that name is a very kind and sweet person, so the adapted
nickname has been made ‘milder’: Jluwaiixa.

One of the story’s villains is nicknamed Perilous [Sue]. To adapt this name to
the Ukrainian reader, the translator chose 32yoa [C’ro]. It is a little far from the
notion of peril, but reflects the characteristic given to Sue in the novel: a person
dangerous equally to herself and others. 32y6a may be understood as both someone
who hurts others and someone who is lost and miserable.

Some meaningful proper names in the novel are not only plot elements, but
also take part in wordplay. For example, the main character’s antagonist, Clay, says
that he chose this name not because he thinks of himself as a golem (made of clay),
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but because he is like a Claymore mine (brings destruction). To preserve both the
wordplay and the underlying symbolism, the translator chose to name him /7un
and turn the joke into «ronem 3 rauHU? — Hi, TOMY IO TENEP BCIM TIIMHAY.

Some meaningful place names deserve mentioning, such as Gyre. It is a
fictional world which resembles a spiral and is in constant chaos. Additionally, the
name has to be somewhat scary and anxiety-inducing, so the translator chose Hypm
as phonetically similar to the original and with the meaning of constant spiral
movement, like in a whirpool.

Additionally, some names, while bearing certain symbolism, were not adapted
in translation, because their meaning was not impactful enough. For instance, one
of the main characters is a lost girl named Circe, which the English-speaking
reader immediately associates with the Greek goddess who kept Odysseus and his
crew from returning home. There is even a joke in the novel acknowledging that
Circe has an Ancient Greek name. However, the plot does not describe her as a
seductress or anything like the mythological Circe. Hence, she was simply
transcoded as Cepci.

Another example where the translator chose not to use adaptation is the main
character’s name itself: Catchpenny. Although it is somewhat plot-relevant (the
copycat of the main character calls herself Penny Catcher, and there is catching
involved during the climax, the name was not adapted for several reasons: first, it is
a last name, not a nickname, and it would stand out among transcribed last names;
second, it is also the title of the whole novel, and publishing policies advise
translators not to go too far from the original naming; third, it turned out to be
practically impossible to find an adaptation which would sound phonetically
harmonious and would not make a wrong impression. This, the name was rendered
simply as Keunenni.

Another group of words and phrases where adaptation was chosen as the main
strategy are the novel’s irrealia (concepts pertaining to a particular fictional world).
Although Catchpenny is set in modern Los Angeles (and uses multiple references
to its history and geography), the whole plot revolves around the notion of mojo,
which is basically magic, but has a different name on purpose (to make it more
down-to-earth and as unfanciful as possible). This, to adapt this concept to the
Ukrainian reader, the translator chose the word uap which is still magic-related
(same as the original word), but is much less sophisticated than maeis.
Connotation-wise, the word uap also reads as a kind of substance, which is what
mojo is in the novel.
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Things containing mojo are called curiosities, and in the Ukrainian translation
they became yixasunku, basically preserving the semantics of the original (curious
— yixaeui). They are magical, but also attract attention and are sought for and kept
in collections.

People who are in the racket (translated as y memi to preserve the distinct
mafia flavor of the mojo trade), i.e., know how to work with mojo, can choose one
or more of its practical appliances: limning, for which the translator chose
arcusonuc, as it is the art of making new life out of mirrors; vehemancy —
naciomanmis, to preserve the -mancy part as in necromancy and render the
vehement element which denotes passion and extreme emotion; auspicing —
cmpyminusa, which preserves the semantic element of moving forward, to the
future, like a stream.

Finally, life forms created by limners (orcueonucyi) out of mirrors are called
manikins, which is semantically related to something human-like but artificial
(mannikins in shops), but also denote something less than human, something
second-tier to humans (the etymology of mannikin reads ‘little man’). The first part
of its semantics was lost in translation, but the second part (something less than
human and despicable) was preserved in its adaptation as srodeywv/n00yi. This part
was deemed by the translator to be more important, as much of the plot revolves
around a manikin trying to live his own life and prove to his creator that he is no
worse than real humans.

All in all, the research involved more than thirty irrealia and fictional world-
related meaningful names. In most of them, the main semantic elements have been
preserved during adaptation, and the results feel natural in the Ukrainian version of
the novel (at least, according to readers).

Conclusions

To conclude, the objectives of the study — to describe meaningful names and
irrealia in the original and Ukrainian versions of Catchpenny, to show how
adaptation was practically applied to such units and to analyze their semantic
elements, determining whether something had been lost in translation — have been
accomplished. The analyzed units had been divided into meaningful names and
realia, and representatives of both groups were broken down into semantic
elements and compared to their Ukrainian counterparts to see how much meaning
had ‘survived’ the adaptation. As this paper’s primary focus was on showcasing the
practical application of adaptation strategies for meaningful names and irrealia, this
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approach has proved successful for reaching the aim of the research. It is worth
noting that the material, description and analysis provided by this research leaves
enough space for prospective studies of both proper name translation and irrealia
translation.
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