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THE LINE BETWEEN ACCURACY AND ATMOSPHERE: TRANSLATING
FORENSIC REALITIES IN SIMON BECKETT'S THE CHEMISTRY OF
DEATH AND TESS GERRITSEN'S THE SURGEON

The literary translation of medical and forensic thrillers combines two worlds —
the accurate language of science and the expressiveness of fiction. Translators need not
only linguistic competence, but also a solid understanding of medicine, forensic
science, and anatomy. In Simon Beckett's “The Chemistry of Death” and Tess
Gerritsen's “The Surgeon”, accuracy of detail is crucial: an incorrectly translated term
or professional action can distort the entire meaning of a scene. In this context,

background knowledge plays a key role. The translator must possess at least basic
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medical knowledge not only to reproduce, but also to understand specific aspects of
the described procedures, the roles of the characters, and the terms that create an
atmosphere of technical realism.

In Ukrainian translation studies, the issue of conveying realities is considered a

matter of cultural adaptation. V. Koptylov emphasised that the translator works
not with form, but with a “chain of ideological and figurative structures,” reproducing
the inner meaning of the original [1, p. 132]. This approach is especially important
when dealing with professional vocabulary, where the meaning of a term goes beyond
the dictionary definition. O. Rebriy stresses that the translator must “reproduce the
cultural code” [6, p. 180]; therefore, translating forensic medical realities requires an
interdisciplinary approach.

In Simon Beckett's novel “The Chemistry of Death” [2], forensic descriptions
are used as a tool for psychological immersion into reality. For example, “a trail of
maggots leading to the decaying body” is translated as «cnig JMUUHOK, 110 BIB J0 T11a,
ske poskianganocs» [3, p. 18]. Here, precise biological vocabulary is used without
emotional overtones. However, in the phrase “the smell of putrefaction hung in the
air” — «y TOBITP1 CTOSAB 3amax THUTTsS» —— there is a noticeable euphemism: the
translator deliberately chooses a less naturalistic word to maintain the atmosphere of
tension without turning the description into something shocking. The description of the
body found after decomposition contains realities that require accuracy: “a post-
mortem examination showed traces of decomposition consistent with exposure to
air” — «PO3THUH TOKa3aB O3HAKU PO3KJIaay, THIOBI I BIUMBY MOBITps». Without
basic knowledge of anatomy, the translator may misinterpret the word “exposure” —
not as “environmental impact” but as “(an) act of exposing or state of being exposed”.
It is precisely these nuances that determine the quality of translation.

In Tess Gerritsen's novel “The Surgeon™ [4], the scenes in the autopsy room are

filled with sensory details. For example: “Detective Moore disliked the smell of
latex as he stood outside the autopsy room” is translated as «/lerektuB Myp He 3HOCUB
3amaxy JaTeKcy, CTOsuu OuIst IBepeit Mopry» [5, p. 14]. Also, reduction is used here —

“autopsy room” is replaced with “morgue”. The translation sounds natural, but loses
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the procedural specificity. To understand the difference between these concepts, the
translator must be familiar with the structure of hospitals in the United States, where
the morgue and the autopsy room are different rooms. Another example: “He watched
as the scalpel sliced through skin and tissue” — «BiH crnoctepiras, sk CKajJbIeib
po3pizaB mkipy Ta TKaHuHW» [5, p. 25]. The translator uses a calque that accurately
conveys the physical action without losing the dynamics of the scene. However, in
order to avoid incorrect use of terms, it is important to know that the word “tissue” in
a medical context does not mean “napkin” but “organic tissue”. Such examples confirm
that background knowledge is not only optional but a necessary component for high-
quality translation.

In addition, translating institutional names is another area of potential translation

errors. The works of Beckett and Gerritsen often feature “coroner”, “medical
examiner” and “pathologist”. In Ukrainian translations, they are almost always given
as «cynoBuii natonoroanatom». This is a deliberate adaptive choice: although in reality
coroners do not always have medical training, such a generalised translation makes the
text comprehensible to Ukrainian readers unfamiliar with the British judicial system.

Thus, translating forensic medical realities requires a deep understanding of both

the language and the subject matter. Knowledge of medicine, legal aspects, and
pathological analysis procedures allows translators to avoid factual errors and at the
same time create an authentic atmosphere. The most effective strategies are functional
adaptation, terminological accuracy and moderate euphemisation, which ensure a
balance between informational authenticity and artistic effect. A translator working
with texts on the borderline between medicine and literature effectively acts as a
cultural mediator, interpreting the realities of a foreign system through the prism of
their own culture without losing professional accuracy. It is the combination of
background knowledge and artistic intuition that determines the success of translations
of works such as those by of Simon Beckett and Tess Gerritsen.
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LINGUO-PSYCHOLOGICAL FOUNDATIONS OF CONFLICT
COMMUNICATION

Conflict often arises long before people start arguing, reflecting deep-seated
psychological and social tensions. Communication turns this inner tension into open
confrontation. From the perspective of linguistic psychology, conflict is viewed as a
process of interaction between linguistic and psychological mechanisms that determine
the nature and outcome of communicative tension.

As Scheppa-Lahyani & Zapf (2023) demonstrate, conflict often arises when
cognitive distortions, such as a prejudiced perception of the interlocutor's intentions,
selective interpretation of facts, or emotional reactions, are triggered. In such
conditions, language becomes a tool for expressing inner states: frustration, aggression,
or self-defence. Shiundu (2024) notes that the degree of emotional involvement affects
the form of statements, from neutral judgments to expressive, accusatory, or sarcastic
remarks.

In the process of communication, both cognitive biases and emotional
responding are often combined, which increases the possibility of misunderstandings
and potentially results in conflict. As McCary et al. (2024) found, adversarial emotions
significantly increase the chance of an aggressive verbal emotional response when

there 1s a conflict.
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