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Abstract: The article examines the complex phenomenon of lexical and stylistic connotations in literary
translation, emphasizing how emotional, cultural, and aesthetic shades of meaning influence translation
decisions. Lexical units in literary works often go beyond their direct meanings and carry stylistic coloring that
reflects the author’s worldview and artistic individuality. Translating such connotative richness requires the
translator’s sensitivity to both linguistic and cultural contexts. Through examples from English, Russian, and Uzbek
literature, the paper explores how metaphors, idioms, and culturally marked words are reinterpreted in
translation. The study reveals that literal translation may distort the stylistic beauty of the text, whereas adaptive
strategies—such as contextual substitution and compensation—help to preserve the emotional depth and artistic

resonance of the original.
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Introduction: The concept of lexical and stylistic
coloring is at the very heart of literary translation, for it
captures the emotional, aesthetic, and cultural aura of
words beyond their denotative meaning. Language in
literature functions not only as a communicative tool
but also as a bearer of beauty, national mentality, and
authorial worldview. Thus, the translator’s main
mission is to preserve the original text’s stylistic energy
while adapting it naturally to the norms of the target
language.

As J.C. Catford noted, translation is “the replacement
of textual material in one language by equivalent
textual material in another.” Yet in literary translation,
equivalence is never purely linguistic—it is cultural,
emotional, and stylistic. This becomes especially visible
when comparing English, Uzbek, and Russian literary
traditions, which differ not only in vocabulary and
syntax but also in worldview and expressive imagery.

Stylistic Coloring in English Literature

English classics such as William Shakespeare and
Charles Dickens provide clear examples of stylistic
richness. In Shakespeare’s Hamlet, the exclamation
“Frailty, thy name is woman!” demonstrates metaphor,
rhythm, and archaic elegance. Translating it into Uzbek
as “Zaiflik — bu ayol nomi bilan ataladi” gives a literal
equivalent but weakens the stylistic edge. A freer
rendering like “Zaiflik deganda ko‘z oldimga ayol
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keladi” sounds more colloquial, softening
Shakespeare’s intensity. Thus, translators must balance
between faithfulness to sense and faithfulness to style.

Similarly, Charles Dickens’s prose in A Tale of Two
Cities—“It was the best of times, it was the worst of
times” —illustrates rhythmic repetition and balanced
structure, symbolizing the paradox of the age. The
Uzbek version, “Bu eng yaxshi zamon edi, bu eng
yomon zamon edi,” reproduces the rhythmic
symmetry, but the emotional resonance depends on
how the translator captures Dickens’s moral tension.
Dickens’s diction is full of emotional adjectives and
social tone—features that require an Uzbek translator
to find stylistically charged words that reflect both the
sound and the sentiment.

Lexical and Stylistic Coloring in Uzbek Literature:
Abdulla Qodiriy’s “O‘tgan kunlar”

In Uzbek literature, Abdulla Qodiriy’s novel “O‘tgan
kunlar” stands as a monumental example of stylistic
coloring. His language merges classical oriental
elegance with early modern Uzbek realism. The lexical
and stylistic coloring of his prose lies in its poetic
rhythm, idiomatic richness, and emotional sincerity.
When translating Qodiriy into English or Russian,
translators face the immense task of transferring the
national spirit encoded in his language.

Consider the phrase from O‘tgan kunlar:
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— “Kumushning yuragida g‘am tog‘dek edi.”

Literally: “In  Kumush’s heart, like a

mountain.”

grief was

While an English translation might render it as
“Kumush’s heart carried grief as heavy as a mountain,”
or “Her heart bore a mountain of sorrow,” these
versions differ in stylistic intensity. The original Uzbek
phrase has an oriental poetic flavor and rhythm that
cannot be fully replicated in English without stylistic
adaptation. Translators must choose between
metaphorical fidelity and cultural naturalness.

Similarly, Qodiriy’s dialogue lines are marked by
cultural politeness, honorifics, and emotional subtlety.
For example, the word “janob” (sir) or “xotin” (wife) in
early 20th-century Uzbek bore different emotional
tones than their modern equivalents. Rendering these
into English or Russian requires sensitivity to historical
stylistic coloring. A translator who uses the modern
term “lady” or “wife” risks losing the socio-cultural
shade present in Qodiriy’s language.

Qodiriy also masterfully integrates idioms such as
“ko’ngli tog'dek keng” (a heart as vast as a mountain)
or “tili zahar” (a poisonous tongue). When translating
into Russian, one may use “wunpoKas aywa” and “3noun
A3bIK,” which convey similar stylistic tones. Yet, when
rendered into English, “a generous soul” and “a sharp
tongue” only partially capture the Uzbek metaphorical
vividness. This demonstrates how cultural metaphor
systems define the degree of stylistic expressiveness in
translation.

Russian Theoretical Perspectives on Stylistic Coloring

Russian linguists such as V.V. Vinogradov, A.V. Fedorov,
and writers like Fyodor Dostoevsky have deeply
influenced modern translation theory through their
reflections on the “emotional semantics” of words.
Vinogradov emphasized that each lexical unit has a
“stylistic aura” (cTMnuctuyeckaa okpacka), which
conveys social, emotional, and aesthetic overtones.
This concept parallels Qodiriy’s expressive idiomaticity
and Dickens’s emotional descriptiveness.

For example, Dostoevsky’s frequent use of the word
“nywa” (soul) in phrases like “wmnpokan pycckasa aywa”
has no exact English equivalent. Translating it as “the
Russian soul” or “a kind heart” loses part of the
philosophical depth. Similarly, Qodiriy’s word
“ko’ngil”—meaning both “heart” and “inner feeling” —
shares semantic territory with “aywa” but carries its
own national imagery. Both writers rely on emotionally
saturated lexicon to construct psychological depth,
posing intricate challenges to translators.

Vinogradov’s theory of stylistic meaning also stresses
the interaction between lexical content and contextual
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function. This idea applies universally: Dickens’s irony,
Qodiriy’s lyricism, and Dostoevsky’s introspection each
depend on stylistic coloring shaped by their native
linguistic traditions. Therefore, a literary translator
must not only know languages but must internalize the
stylistic systems of those cultures.

Comparative Analysis and Cultural Resonance

When comparing these three literary figures—
Shakespeare or Dickens (English), Qodiriy (Uzbek), and
Dostoevsky (Russian)—we observe that all rely heavily
on emotionally loaded expressions and symbolic
metaphors, yet their stylistic systems differ in rhythm,
tone, and cultural background.

e English stylistic coloring tends toward rhetorical
precision and rhythmical symmetry (as in Dickens’s
oratory style).

e Uzbek stylistic coloring favors metaphorical softness,
emotional warmth, and folkloric imagery (as in
Qodiriy’s prose).

® Russian stylistic coloring often reflects psychological
and philosophical introspection (as in Dostoevsky’s
language).

A translator working across these traditions must
therefore navigate between aesthetic equivalence and
cultural fidelity. For example, Dickens’s “It was the best
of times..”, Qodiriy’s “O‘tgan kunlar”, and
Dostoevsky’s “Notes from Underground” each
represent different emotional climates. Rendering
them into another language requires awareness of
both semantic meaning and stylistic temperature.

In this sense, translation becomes an act of re-creation.
It is not enough to carry the message; one must also
convey the “music” of the language. The emotional
rhythm of Dickens’s prose, the poetic metaphor of
Qodiriy, and the spiritual introspection of Dostoevsky
all demand translators with deep intercultural empathy
and artistic tact.

Lexical and stylistic coloring is what breathes life into a
translated literary text. It bridges not only languages
but also cultures and eras. Through stylistic sensitivity,
translators make it possible for readers across the
world to hear the voice of Dickens in Uzbek, feel the
soul of Qodiriy in English, and grasp the depth of
Dostoevsky in another tongue. As Walter Benjamin
aptly observed, translation must “echo the original,”
ensuring that its aesthetic and emotional resonance
continues to vibrate within the consciousness of new
readers.

CONCLUSION

In conclusion, lexical and stylistic coloring is the soul of
literary translation. Without sensitivity to stylistic
nuances, even a grammatically correct translation may
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sound lifeless. Successful translation demands not only
linguistic mastery but also emotional intelligence,
cultural empathy, and artistic intuition. As Walter
Benjamin noted, translation must “echo the original,”
allowing its essence to resonate in another language.
Therefore, understanding and conveying lexical and
stylistic connotations is one of the highest forms of
translation mastery. It combines linguistic precision,
cultural empathy, and artistic imagination. The
ultimate goal of the translator is not to reproduce
words, but to recreate emotions — to ensure that the
translated text sings in the same tone as the original. A
good translation is not an imitation, but a
transformation that keeps the soul of the original alive
in another language.

REFERENCES

1. Baker, M. (2018). In Other Words: A Coursebook on
Translation. Routledge.

2. Catford, J. C. (1965). A Linguistic Theory of
Translation. Oxford University Press.

3. Komissarov, V. N. (1990). Theory of Translation
(Linguistic Aspects). Moscow.

4. Nida, E. A. (1964). Toward a Science of Translating.
Brill.

5. Newmark, P. (1988). A Textbook of Translation.
Prentice Hall.

6. Venuti, L. (2012). The Translator’s Invisibility: A
History of Translation. Routledge.

7. Llotman, Y. M. (1992). The Universe of the Mind: A
Semiotic Theory of Culture. Indiana University
Press.

8. Aitmatov, C. (1980). The Day Lasts More Than a
Hundred Years. Moscow: Progress Publishers.

International Journal of Pedagogics

308

https://theusajournals.com/index.php/ijp



